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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 
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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 
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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 
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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. 
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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.   
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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 
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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, 
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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 
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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 Arnold 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 Modern'' 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 



27 

 

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 spontaneous 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 



28 

 

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 12th 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. 

 

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 
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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 

5kg 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. 



57 

 

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 Rukumbai 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 

a token 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. 

 Mahibhuta 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. 

 

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 



96 

 

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. 

 

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 I 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 
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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. I 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. 



112 

 

 

 

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 



115 

 

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, 
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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 I 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. 

 

 

 

 

 

 

 

 



118 

 

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 issues 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'epithèt 

traditionnelle dans Homère" (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, Dobrzyńska 

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 'no 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. ‘Agsi’ 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. 



135 

 

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 
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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 
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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 
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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. I 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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Appendix 1 

Transcription of Narratives in Kannada  

DgÀågÀ  PÀxÉ 

²æÃ ºÀjgÁªÀÄ—gÁªÀÄgÁªÀÄ À̧ÄAzÀj gÁdzÉÃ±À̧ ÉÆÃzÀj «ÃgÀUÀrAiÀÄ zÉÃ±ÀzÉÆÃ¼ÀUÁ CPÀÌqÀ®Æè ¥ÀlÖt PÀ̄ ÉèÃ±ÀPÉÆÃmÉ 

ªÀÄ°è±À PÉÆmÉ EzÀÝzÁ §Ar §eÉgÁªÀ gÁd£À ºÉAqÀwAiÀiÁgÀÄ £À£Àß vÁ¬Ä ¥ÁAzÉÃ« D §eÉgÁªÀ ºÉÆlÖAiÀiÁ½UÁ 

3 ªÀÄPÀÌ¼ÀÄ zÀÆqÀØªÁ £ÁUÀAzÀæ gÁªÀ, £ÀqÀÄ«£ÀªÁ ¹zÉÆÝÃfgÁªÀ, À̧uÁÚªÀ RAqÉgÁªÀ. 3 ªÀÄPÀÌ¼À ªÀÄÄvÀÄÛ gÀvÀß 

ªÀiÁtÂPÀå ªÀÄ¤UÀ½¹PÀAqÁ£À, J¤zÀÝgÉ J£À ¸ÁxÀðPÀ? vÀA¢ É̈ÃPÁzÀÄÝUÀ½¹PÀAqÁ£À vÀA¢ £ÁUÉAzÀægÁªÀ £À£Àß ¥Áà 3 

ªÀÄPÀÌ¼ÀÄ ¹zÉÆÝÃfgÁªÀ RAqÉÃgÁAiÀÄ E§âgÀÄªÀÄPÀÌ¼À ªÀÄ£ÉvÀ£À ºÉÆAnºÀÆUÁÛgÀ vÀA¢ zÀrUÁªÀUÀ MAzÀ ªÀÄUÀ, 

§qÀUÁªÀUÁ MAzÀ ªÀÄUÀ, vÀA¢ £ÁUÀAzÀægÁªÀ »jAiÀÄgÀ PÀlÖzÀÆgÁåUÀ zÀÆqÀØªÀ Ȩ́ÃjPÀAqÁ£À. ²ªÁ ªÀÄÄvÀÛgÀvÀß 

ªÀiÁtÂPÀå É̈ÃPÁzÀUÀ½¹PÀAqÀgÉ vÀA¢ zÉÆÃqÀØªÀ£À ºÉÆÃmÉÖAiÀiÁ¼ÀV 3 ªÀÄA¢ DUÁÛzÀ £ÁUÀAzÀægÁªÀ ºÉAqÀw 

±ÁªÀÄ¨Á¬Ä ¹AzÉÆPÀÄ gÁªÀiÁ¨Á¬Ä RAqÉgÁAiÀÄ zÉÆqÀØªÀ£À ºÉAqÀw £À£ÀßªÀiÁä zÁgÀPÁ¨ÁAiÀÄ¬Ä D vÁAiÀÄgÀ 

ºÉÆlÖAiÀÄ¼ÀUÁ 3 UÀAqÀ̧ À ªÀÄPÀÌ¼ÀÄ 2 ºÉt ªÀÄPÀÌ¼ÀÄ vÀA¢ RAqÉgÁAiÀÄ ºÉÆÃmÉÖUÁ ¹zÉÆÝÃfgÁªÀ ºÉÆnÖAiÀiÁ¼À 

ªÀÄPÀÌ½¯Áè ºÀÄlÄÖvÁ E§âgÀÄ UÉÆÃqÀØªÀgÀÄ §AeÉAiÀÄªÀgÀÄ zÀqÉUÁªÀ §qÀUÁªÀ Ȩ́ÃjPÀAqÀ£À Ȩ́ÃjPÀAqÀgÉ CªÀgÀ PÀw 

CPÀrgÀ°. 

 F zÉÆÃqÀØªÁ »jAiÀÄgÀ PÀmÉÖzÀ ¥ÀlÚzÉÆÃ¼ÀUÁ vÁ¬Ä vÀA¢ ¸ÉÃj eÉÆÃ¥Á£À ªÀÄÄnPÀAqÀÄ £ÀÆgÀUÁ® 

PÁ®ªÀiÁqÀÄwÛzÀÄÝ. PÁ®ªÀiÁqÀÄvÀÛzÀÝgÉ ªÀiÁqÀvÁ ªÀiÁqÀÄvÁ vÁ¬Ä vÀAzÉ E§âgÀ ªÉÄÃvÀÄÛUÁV PÁ®ªÁzÀgÀÄ. PÁ®ªÀzÀgÉ 

vÁ¬Ä-vÀA¢ À̧vÀÛgÉAzÀÄ E§âgÀ CtÚvÀªÀÄägÀÄ "¤ÃªÀÅ §AzÀÄ £ÁªÉ̄ Áè PÀ®ÄÛ vÀA¢ ªÀÄtÚªÀiÁqÀ®Ä PÁ®ªÀiÁqÀªÀÄ §j 

CAvÀ" anÖ §gÉzÀÄ zÉÆÃqÀØªÀ PÀ¼À̧ ÁÛ£À PÀ½¹zÀgÉ vÀA¢£ÉÆÃrzÀgÉ J£ÀAvÀgÁ E§âgÀÄ "J£À¥Áà vÀA¢ £ÁgÀAzÀægÁ 

¤£ÀUÉÆAzÀÄ £ÀªÉÆÃ £ÀªÀÄ À̧PÁgÀ vÀA¢ £ÀªÀÄUÉ FUÀ §gÀ̄ ÁPÀ DUÀ¢®Äè ¤£ÉÃ zÉÆqÀØ«¢¢Ý PÉÊvÉ¼ÀUÁ gÉÊvÀgÀ£À 

»qÀPÀAqÀ zÀºÀ£ÀPÁ®ªÀiÁqÀÄ" zÀºÀ£À PÁ® ªÀiÁqÀgÉÃAzÀgÉ EzÉÃ£À ±À§Ý  §AvÀAzÀÄ J®ègÀ»qÀPÀAqÀÄ zÀÆqÀØªÁ 

PÁ®ªÀiÁrzÁ, zÀºÀ£ÀPÁ®ªÀiÁrzÀ. 8 ¢£ÀPÀÌ vÁ¬Ä¬Ä®èªÁzÀ¼ÀÄ. vÁ¬ÄPÁ®ªÁzÀ¼ÀÄ J®ègÀºÀqÀPÀAqÀÄ vÀªÀÄä zÉÃªÀgÉÃ 
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"¤ªÀ §gÀ̈ ÉÃPÀÄ §AzÀÄ zÀºÀ£ÀPÁ®ªÀiÁr ºÀÄUÀ̈ ÉÃPÉAzÀgÉ" "CtÚzÀªÀgÉ £ÀªÀÄUÀ PÉ®¸ÁzÀ §PÀ®PÁUÀªÉ®ÄÝ" CAvÀÄ 

¹zÉÆÝÃfgÁªÀ vÀA¢ ¥Á¥ÀvÀä §gÀ°è̄ Áè CªÀ£À §gÀ°è̄ Áè EªÀ£À §gÀ°®è vÁ¬Ä vÀA¢£Á zÉÆÃqÀØªÀ£ÉÃ zÀºÀ£À 

PÁ®ªÀiÁrzÁ. 

 zÉÆÃqÀØªÁ  HgÁUÀ̧ ÉÃjPÀAqÀÄ ªÀÄ¢ ¬Ä®èzÉÆÃjUÁ ªÀÄ¢ ªÀiÁqÁÛ£À ªÀÄÄAf E®èzÀÆjUÀ ªÀÄÄAf ªÀiÁqÁÛ£É. 

zÁ£À À̧ªÀÄð M½zÀÄ  PÀnÖzÀÄ ªÀiÁqÀPÀAvÉ vÀA¢ HgÁUÀ Ȩ́ÃjPÀAqÁ£À 3 ªÀÄPÀÌ¼ÀÄ UÀAqÀªÀÄPÀÌ¼ÀÄ, ¸ÀtÚªÀÄPÀÌ¼ÀÄ 2 ºÉt 

ªÀÄPÀÌ¼ÀÄ, zÉÆÃqÁØQ PÉÊUÀ §AzÀ¼ÀÄ PÉÊUÀ §AzÀgÉ D ªÀÄUÀ¼À PÀr£ÉÆÃr F ªÀÄUÀ¼À AiÀiÁjUÀgÀPÉÆlÄÖ ªÀÄ¢ªÀiÁqÀ̈ ÉÃPÀÄ 

vÁ¬Ä vÀA¢ PÀAvÀPÀAqÀÄ AiÀiÁªÁUÀ ®UÀß ªÀÄºÀÆvÀð «Ä¨ÉÃPÀÄ CAzÀgÉ À̧tÚ ªÀÄUÀ¼ÀÄ gÀÄPÀÄªÀ̈ Á¬Ä PÁªÁUÀvÁ¼É 

zÉÆqÀÝQ£À PÉÆlÄÖ ªÀÄ¢ ªÀiÁqÀ̈ ÉÃPÉAzÀÄ 12 D£É ªÀdÓ ªÀÄvÀÄÛ gÀvÀß ªÀiÁtPÀå ¨ÉÃgÀÄzÀÝgÉÆÃn ªÀÄUÀ¼ÀÄ PÉÆÃlÄÖ 

ªÀÄ¢ªÀiÁzÀ£ÀAvÁ zÉJ±ÁgÁdÄ wgÀÄVzÀgÉ CPÀÌ£ÀvÀPÉÌ ªÀgÀ¹UÀ°®Äè zÉÃ±À É̄gÀÄUÉ J¯Áè ºÀÄAmÉÆAzÀgÀÄ F ºÀtªÀÄUÀ¼ÀÄ 

JuÁ°è ºÀÄtÂzÀÝjUÀ F ºÀtªÀÄUÀ¼ÀÄ PÉÆlÖ ªÀÄ¢ªÀiÁqÀªÀÄAzÀÄ ¥ÁqÀPÀÄAvÀ £ÀÆrzÀgÉ, C°èUÉ 360 ºÀgÀzÁj C°è 

AiÀiÁgÀ ¥ÀmÉÃ, CAzÀgÉ §ÄgÀAzÀ̧ ÁgÀ ¥ÉÖöå ¨ÁåUÀ gÁdÄ §ÄgÀ£À̧ Á§. DgÁd §Ä£À̧ ÁªÀUÀ ®UÀß E¯Áè, ªÀÄÄºÀvÀðAiÀÄ®Äè, 

CªÀUÀ PÉÆlÄÖ ªÀÄ¢ªÀÄÄqÀªÀÄAzÀÄ DgÀUÀgÀ PÁUÀzÀ ºÉrzÀÄ PÁqÀð §gÀzÀÄ "J£ÀAiÀiÁå §gÀ£ÀgÁd F ªÀÄUÀ¼À PÉÆqÀÄØ 

ªÀÄzÀÄ« ªÀiÁqÀw¤ ¤§gÀ©ÃPÀ ªÀÄUÁ" DªÁUÀ D§ÄgÀ£À ¸Á§£À vÀA¢PÀj¹ D §ÄgÀ£À̧ Á§ ¥ÀmÉÃzÉÆÃ¼ÀUÁ PÀ½¹ F 

ªÀÄUÀ¼À£À ®UÀß ªÀiÁqÁgÀ vÁ¬ÄUÉ PÉÆlÄÖ ºÀAUÁ ®UÀß ªÀiÁqÀvÀ£À EzÉÃªÁgÉÆÃ¼ÀUÁ ®UÀß ªÀiÁqÀvÁ£À vÀªÀÄäzÀ°è ºÁgÉ 

J£À¥Áà vÀªÀÄäzÀªÀgÀ E§âgÀ "¤ªÀÄäºÉÆmÉÖAiÀiÁ¼ÀUÁ À̧AvÁ£À DUÉÊzÀ£ÀÆ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ zÉÆÃqÀØ ªÀÄUÀ¼À PÉÆÃlÖ £ÁªÀ 

ªÀÄzÀÄ« ªÀÄqÀªÀiï J¯Áè À̧A s̈ÀæªÀÄ°AzÀ §gÉÃ¥Áà vÀªÀÄäzÉÆÃgÀAzÀÄ CuÁÚ J¥ÉÆéÃ vÀA¢ ¥ÀgÉ¥ÀjPÉ¼ÀUÀ vÀªÀÄäzÀÆjUÉ 

É̈ÃrPÀAqÀgÉ" vÀªÀÄäzÀÆgÀ J£ÀAvÀgÀ CuÁÚ ¤§§â£É E¢¢ vÀA±ÀzÉÆÃgÀPÉÆÃlÖ ªÀÄzÀÄ« ªÀiÁqÀ̄ ÁPÀ £ÀªÀÄUÀ 

PÀjPÀ¼À̧ À®PÀÌ¯É¢ §jwªÀ¥Áà CAzÀÄ CAzÀÄ D ®UÀågÀÄ E§âgÀ vÀªÀÄäzÀÆgÀ §AzÀgÉ zÉÆqÀØªÀ £ÁUÀAzÀægÁªÀ ¹zÉÆÌÃf 

gÁªÀ RAqÉÃgÁAiÀÄ 3 CtÚvÀªÀÄägÀ PÉÆrPÀAqÀ D §ÄgÀ£À̧ Á§UÀ PÉÆlÖ vÁ¬Ä ºÉAUÀ ®UÀß ªÀiÁqÀÄvÁgÀ ¸ÀÄvÀ 4 ºÀ½UÀ 

®UÀß ¥ÀvÀæ ºÁgÀ¹ ¸ÀÄvÀÛ 4 ºÀ½î d£À §AzÀzÀ HgÀ f J°è ¤AvÀPÀAqÀ D vÁ¬Ä PÉÆlÄÖ ªÀÄ¢ªÀiÁqÀ® ªÀiÁlzÀgÀ 

vÀA¢ ªÁgÁUÀ d£ÀgÀÄ  ªÀÄA¢ £ÉÆÃr J£ÀAvÀ ±Àâ÷Ý ¤ªÀ£À£À E£ÁªÀÄ PÉÆÃqÀwÛ¢Ý E E£ÁªÀÄ J¯ÁèjUÀ 

UÉÆÃvÀÄÛDUÀ̈ ÉÃPÀÄ CAzÀgÀ D«Ä£À £ÁUÀAzÀægÁªÀ ¹zÀÆÝfgÁªÀ RAqÀgÁAiÀÄ PÀÄAvÀPÀAqÀÄ CxÀðªÀÄ¤ §¨ÁðzÉ ªÀiÁr 
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D ªÀÄUÀ¼ÀUÀ E£ÁªÀÄ PÉÆÃqÀvÁgÀ. 12 D£É ºÉÆgÉÆÃlÄ ReÁ£À PÉÆÃqÁÛgÀ 12 MAmÉ ºÉÆÃgÉÆÃl É̈½î §AUÁgÀ 

PÉÆÃlégÀ ªÀÄ É̄ gÀvÀÛ£À ªÀdæ ªÀiÁtÂPÀå DxÀð ªÀÄ¤ CA§ÄzÀÄ ªÀÄUÀÄ½UÉ C½AiÀiÁUÀ E£ÁªÀÄ PÉÆÃlé ®UÀß 

ªÀiÁrPÉÆÃqÀvÀUÀ EµÀ× E£ÁªÀÄ PÉÆÃlé ªÀÄzÀÄªÀÅ ªÀiÁrPÉÆÃlégÉÃ CxÀð ªÀÄ¤£Éß §gÀ̈ ÁzÀ D¬ÄvÀÄ, ªÀÄzÀÄ« ªÀiÁr 

DªÀÄUÀ vÀA¢ ¸ÀÄvÀÛ 4  ªÀÄA¢ zÉÆÃqÀØªÀ £ÁgÉÃAzÀægÁ PÀÄAvÀPÀAqÀÄ ºÉÃjUÁ ªÀÄ¢ ªÀiÁqÀvÁ£À vÀA¢ ±À̈ sÀ ®UÀß 

ªÀiÁqÀÄvÁ£À £À£ÀßµÀÄÖ zÀÄrzÀÄPÀlÄÖgÀ jA§AiÀÄ ªÀqÀzÁgÀ£ÀUÀ¼É ªÀzÀÝUÀ vÀA¢ 3 ¢ªÀ̧ À ªÀÄÄrgÀAªÀÄÄzÀÄÝ ®UÀßUÀ¼ÀÄ 4 

¢£À ªÀiÁqÁÛgÉ £ÁUÉÆÃ® ©¼À̧ ÁÛgÀ 16 £ÀªÀÄ£À ±ÀÄ s̈À ®UÀß ªÀiÁr E£ÁªÀÄPÀÆ HgÁ£À ªÁgÀ ªÀÄA¢ PÀ®ÄÛ J¯Áè 

ªÀÄPÀÌ¼ÀÄ 3 vÀA¢zÀÆgÀ £ÀAvÀPÀAqÀÄ ªÀÄUÀ¼ÀgÀÄ° vÉÆÃ¼ÀzÀ £ÀªÀÄ¸ÁÌgÀ ªÀiÁr  CºÀ®UÁ £À£À̧ ÀzÀPÁgÀ ªÀiÁr J®Äè 

CxÀðªÀÄA¢ §gÀ°è ªÀiÁr CªÀjUÉ E£ÁªÀÄPÉÆÃlÄé PÀ½¹zÀgÀÄ ¨ÁgÀ̧ Á§ ¥ÀmÉÃPÀ ¨ÁgÀ£À̧ Á§  vÁ¬Ä£À PÀgÀPÀAqÀÄ 

ºÉÆgÀl §AzÁ. §AzÀÄ CªÀgÀ ¥ÀmÉÃzÉÆÃ¼ÀUÁ CªÀgÀ Ȩ́ÃjPÀAqÀ CªÀgÀ PÀw CªÀgÀrgÀ°. 

 ªÀÄ¢ªÀiÁr PÀlÖUÀ½UÉ zÉÆÃqÀØªÀ £ÁUÀAzÀægÁªÀ HgÀlßUÁ ªÀÄPÀÌ¼À ºÉqÀPÀAqÀÄ PÁ®ªÀiÁqÀvÁ£À MAzÀÄ ¢£À 

ºÉÆÃvÁÛ¬ÄvÀÄÛ, 2 ¢£À ºÉÆÃvÁÛ¬ÄvÀÄ, 6 wAUÀ¼À ºÉÆÃvÁÛzÀUÀ½UÉ vÀA¢ ¥ÁqÀ£ÉÆÃqÀzÀ £À̧ ÀÄªÀ£À£ÉÆÃr«£ÀAvÁ£À 

"J£À¥Áà vÀªÀÄä RAqÉÃgÁAiÀÄ ¤£ÀUÉÆAqÀÄ £ÀªÀiÁ£ÀªÀÄ¸ÁÌgÀ »jAiÀÄgÀUÀ½¹ UÀ½UÉ zÉÆqÀØªÀgÀ ªÀÄ£ÀUÉ PÉÊ AiÀiÁUÀ CªÀ£À 

PÉÊ PÉÃ¼ÀUÁ gÉÊvÀºÁgÀ ªÀÄ¤PÀ°PÉÊ À̧ÄgÁgÀ CªÀ£ÀPÉÊAiÀiÁUÀ DzÉÆÃqÀØ UÉÆªÀÄÄ¹Û, DªÀÄUÀ  CAxÀªÀ£À ªÀÄ£ÉUÁzÀ £ÁªÀ PÉÊ 

ªÀÄÄZÀPÀAqÉ PÉÆÃAvÀgÉ C¸ÀtQ PÉÆÃqÀ ªÀÄzÀÄ« ªÀiÁrzÀgÉ ªÀÄ¤J¯Áè §gÀ̈ ÁzÀ ªÀiÁqÀvÀ£À, ªÁjUÀ¹AiÀÄ §½îzÀÄ 

PÉlÖzÀÄ É̈Ã½î ¨ÁUÁgÀ AiÀÄzÀÝzÀ E®èzÀ J¯Áè d¼Àd¼À ªÀiÁqÀvÀ£Á, £ÁåAiÀÄªÀ̄ ÁèªÀµÀð £Á«zÉÃ mÉÊ«Ä£ÁUÀ ªÀÄPÀÌ¼À 

À̧tÄÚgÉ ºÁgÁ EzÉÃ mÉÊ«Ä£ÁUÀ ºÉÆÃV CuÁÚUÀ PÉÃ½ s̈ÁUÀ £ÁªÀÅ PÉÃ¼À §gÀ̈ ÉÃPÉ," vÀªÀÄä £ÁºÉÃ½ÃzÀ ªÀiÁvÀ 

¤ÃPÉÃ½ É̈ÃPÉAzÀÄ RAqÉÃgÁAiÀÄ JA£ÀvÀgÀ "CuÁÚ ¹zÉÆÝÃfgÁªÀ ¤£ÀUÀ £ÀªÀÄ¸ÀÌgÀ ªÀiÁqÀw¤ CuÁÚ ºÉÆÃUÀÆzsÀÄ 

£ÁÛAiÀÄªÀ°è zÀªÀÄðªÀ̄ Áè, ªÀÄ£ÁgÀUÀ½¹zÀÝ £ÀªÀÄä ªÀÄ£ÀgÁzÀ £ÁªÀªÀÄ¤ªÀiÁ® ºÉÆÃAl §A¢¢, vÀA¢ ªÀÄ¤UÀ £Á«¢« 

É̈½î §AUÁgÀ vÀÛzÀÄ gÀvÀß ªÀdæ ªÀiÁtÂPÀå PÀÆqÀ̄ ÁPÀzÀ vÀgÀ̄ ÁPÀzÀ ¨ÁÛqÀuÁÚ ºÉÆUÀ̈ ÁÛqÁ CtÚ§qÀªÀ ºÁ£À 5 ªÀÄA¢ 

ªÀÄPÀÌ¼ÀÄ ¨ÁÛqÀuÁÚ ºÉÆÃUÀ̈ ÁÛqÀ" CAvÀ ºÉÃ½ÃzÀgÀ PÉÃ¼À®è¯Áè £ÀqÀÄ« PÉÃ¼À°è®Äè ¤Ã§AzÀgÉ ¨Á EzÀÝgÉªÀÄ£ÉUÀAiÀÄgÀÄ 

£ÁºÉÆÃV £Á¥Á® ºÀAZÀPÀAqÀ §gÀvÀ¤ £ÉÆÃqÁ CtÚ PÁ°UÀ ©zÀÝ À̧tÚªÀ PÉÃ½ÃPÀAqÀgÉ £ÀqÀÄ«£ÀªÁPÉÃ½¯Áè 

PÉÃ¼À¢zÀÝgÉ ¤ºÉÆÃUÀ ªÀÄÄAzÀÄVzÀ £ÁAiÀÄÄÛPÀ AiÀÄgÀ° £Á£ÀÄ §gÀ̄ É¤AzÀÄ CtÚ vÀªÀÄägÀÄ PÀÛ®Ä PÀÄzÀÄjAiÀÄÄ ®PÀÄAvÀÄ 
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É̈AqÀ̈ ÁdAiÀÄ À̧AUÀqÀ  ºÀ®VgÀÄ ¸ÀAUÁl zÀqÀUÀªÀÄ ©lé ©qÀUÁ ©qÀé ªÀÄgÉÃ±ÀPÀÆlUÁ §gÀvÁgÀ E§âgÀ CtÚ 

vÀªÀÄägÀÄ CtÚ£À §°UÉ §AzÀgÁ PÉÃPÉÃjUÀ §AzÀgÁPÀl J§AzÀÄ ²ªÀ£É §AzÀÄ ¤AvÀgÀÄ ¤AvÀgÀ "£ÀªÀÄ¸ÁÌgÀ CuÁÚ" 

CAzÀÄgÀÄ AiÀiÁgÀÄ ¥ÉÆMKzÁgÉ§gÉzÀÄ §A¢gÀ®èªÀÅ J£ÀPÉ®¸Á ºÉÃ¼ÀPÀÆgÀ¥Áà vÀªÀÄä zÉÃªÀgÉÃ.¤ªÀÄzÀ£À PȨ́ À̄ ÁzÀ J£À 

PÀrªÉÄ ©zÀÝzÀ £ÀªÀÄUÀ£À PÀrªÉÄ ©zÀÝ¯Áè ªÀÄ£ÁgÀ DzÀ. F ºÀjAiÀÄgÀ PÀmÉzÀ ¥ÀmÉÃAiÀiÁ¼ÀUÁ Ȩ́ÃjPÀArzÀÝ »jAiÀÄgÀ 

UÀ½¹zÀÝ®Äè D¬ÄÜ ªÀÄvÀÄÛ UÀ½¹zÀé®Äè vÁ¬Ä vÀA¢UÀ½¹zÀÝ J¯Áè ¤£ÀPÀrUÀ DzÀÄ FUÀ zÉÆÃqÀØ ªÀÄUÀ¼ÀªÀiÁr CzsÀð 

ªÀÄ¤ §gÀ̈ ÁgÀzÀ ªÀiÁr¢, E£ÀÄß 4 ªÀÄA¢ ºÁgÀ CªÀgÀ ®UÀß ªÀiÁr J¯Áè §gÁ¨ÁzÀ ªÀiÁqÀÄw. CzÀPÀ F 

ªÀÄ¤AiÀiÁUÀ ¥Á® ºÀAZÀªÀjUÉ §A¢« CuÁÚ" "£ÁÛAiÀÄªÀ®Äè xÀªÀÄðªÀ̄ Áè vÁ¬Ä EzÀÄ ¥Á® ºÀAZÀzÀ É̈ÃQ ¤ªÀÄUÀ 

PÀrªÉÄ ©zÀÝgÉ É̈ÃgÀÄzÀ vÀPÀAqÀ ºÉÆÃV ¥Á® ºÀAZÀzÀ¨ÁÛqÀ" vÀ«ÄäzÀÄªÀgÀAzÀÄ É̈ÃqÀPÀAvÁ£À " 

N ¹zÉÆÃdgÁd RAqÉgÁAiÀÄ PÁ®©¼À¤ vÀªÀiÁä £ÁÛAiÀÄªÀ̄ Áè ¤ºÉÃ½zÀgÉ £ÁPÉÃ½¢®Äè JµÀºÉÃ½ÃzÀgÀÆ 

¥Á®ºÀAaPÉÆÃqÀ̈ ÉÃPÀÄ ¨ÉÃqÁ É̈ÃqÁ ¥Á®ºÀAZÀÄzÀÄ §A¢®è, ¨sÁUÀ ºÀAZÀÄzÀ §A¢®è," CAvÀ CtÚºÉÃ½zÀgÀÆ CªÀgÀ 

UÀnÖ ºÀAZÀ̈ ÉÃPÉAzÀgÀÄ PÉÃ°è°®Äè CAzÀPÉ CªÁUÀ CtÚ £ÉÆÃr "vÀªÀiÁä AiÀiÁªÁUÀ ¤§AzÀ ¥Á®ºÀAa CAzÀgÀ £ÁªÀ 

MUÀAqÀ ºÉAqÀw £ÁPÀ ªÀÄA¢ ªÀÄPÀÌ¼À PÉÊAiÀiÁUÀ ºÀqÀPÀAqÀ ºÉÆgÀUÀ ¤AzÀgÀ̄ É« ¤ªÀÇ ªÀÄ£ÀUÀ ºÉÆÃPÀAqÀÄ E¢zÀwAzÀÄ 

ºÉÆgÀUÀ ºÁQ ¥Á® ºÀAZÀPÀAqÀ ºÉÆUÀjvÀAiÀÄ°è CAzÀgÀÄ" DªÁUÀ CtÚ ºÉÃ½zÀUÀ½UÉ E§âgÀ CtÚ vÀªÀÄägÀÄ £ÀªÀÄUÀ 

§AzÀgÀÄ ªÀÄvÀÄÛ gÀvÀß ¨ÉÃ° §AUÁgÀ ªÀdæ gÀÆPÀÌ E¢zÀ E®èzÀ J¯Áè vÀAzÀÄ vÀAzÀÄ vÀAzÀÄ ªÁgÀ±À¹J§AzÁ £ÉlÖ 

PÀvÀÆÛgÀÄ vÀA¢ºÁQzÀgÉ gÁ²ºÁgÀ HgÀ£À ªÀÄÄAzÀ d£À ¤AvÀzÉ "vÀªÀÄäzÀÆgÀ ¤ÃªÀ ¥Á® ºÀAZÀzÀ £ÁÛAiÀÄÄzÀ̄ Áè 4 

ªÀÄA¢ ªÀÄPÀÌ¼ÀºÁgÀ F 4 ªÀÄA¢  ªÀÄPÀÌ¼ÀV CuÁÚ zÉÆÃqÀØªÀ ºÁ£À ®UÀß ªÀiÁqÀ̈ ÉÃPÀÄ ªÀÄÆºÀwð ªÀiÁqÀ̈ ÉÃPÀÄ 

ªÀiÁqÀ̈ ÉÃPÀ PÀlézÀ ªÀiÁqÀ̈ ÉÃPÀ ¨ÁÛqÀ¥Áà" CAvÀ HgÀªÀÄA¢ É̈ÃlPÀAqÀgÉ PÉÃ¼À®Äè PÉÃ½zÉ ¥Á® ºÀAZÀ®PÀ ¤AvÀgÀ 

¥Á®qÀ®PÀ ¤AvÀgÉ ¤ªÀÄuÁÚ CªÀ¤UÉ £ÁªÀÄ PÉÆÃlé ¤ÃªÀ ¥Á ºÀAZÀPÀ CAzÀÄgÀÄ DzÀgÀ §¼ÀªÀiÁvÀAzÀÄ DªÁUÀ 2 

§âgÀÄ CtÚ vÀªÀÄägÀÄ §AUÁgÀ PÀvÀÛ §AUÁgÀ ªÀAzÀgÁªÀzÀ §AlPÀ®zÀ PÀÄzÀÄj E£ÁªÀÄ PÀÄmÁÖgÀ CtÚUÀ 12 ºÀ½îUÀ¼ÀÄ 

E£ÁªÀÄ PÉÆÃlégÁ, ºÀ½îAiÀÄAzÀgÉ JAxÁºÀ½îªÀÅzÁAqÁ xÁAqÀ ªÀÄA¢ PÀ¼ÀªÀÄA¢ DªÁUÀ PÀ¼ÀvÀ£À ºÉÆzÀgÉ 24 §Ar 

vÀÄA¨Á gÉÆÃPÀÌ gÀÆ¥Á¬Ä É̈½î §AUÁgÀ ªÀÄvÀÄÛ gÀvÀß DtÚUÀ E£ÁªÀÄ PÉÆÃqÀ̈ ÉÃPÀÄ, CAvÀÄ J¯Áè ¥ÁºÁQ MAnUÀ¼À 

ªÀiÁvÀ® ªÀdæ ªÀÄÄw ¨É½î gÀvÀß J¯Áè ¥Á¼ÀÄ ºÁQ ºÀAªÀPÀAqÀ vÀªÀÄÄäjUÉ ºÉÆÃAl ºÉÆÃzÀgÀÄ. 
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Roman Transliteration of the Kannada Narratives 

āryara kathe 

śrī harirāma—rāmarāmasundari rājadēśasōdari vīragaḍiya dēśadōḷagā akkaḍallū paṭṭaṇa 

kallēśakōṭe malliśa koṭe iddadā baṇḍi bajerāva rājana heṇḍatiyāru nanna tāyi pāndēvi ā bajerāva 

hoṭṭayāḷigā 3 makkaḷu dūḍḍavā nāgandra rāva, naḍuvinavā siddōjirāva, saṇṇāva khaṇḍerāva. 3 

makkaḷa muttu ratna māṇikya manigaḷisikaṇḍāna, eniddare ena sārthaka? tandi 

bēkāddugaḷisikaṇḍāna tandi nāgendrarāva nanna ppā 3 makkaḷu siddōjirāva khaṇḍērāya 

ibbarumakkaḷa manetana hoṇṭihūgtāra tandi daḍigāvaga onda maga, baḍagāvagā onda maga, 

tandi nāgandrarāva hiriyara kaṭṭadūryāga dūḍḍava sērikaṇḍāna. śivā muttaratna māṇikya 

bēkādagaḷisikaṇḍare tandi dōḍḍavana hōṭṭeyāḷagi 3 mandi āgtāda nāgandrarāva heṇḍati śāmabāyi 

sindoku rāmābāyi khaṇḍerāya doḍḍavana heṇḍati nannam'mā dārakābāyayi ā tāyara hoṭṭayaḷagā 

3 gaṇḍasa makkaḷu 2 heṇa makkaḷu tandi khaṇḍerāya hōṭṭegā siddōjirāva hoṭṭiyāḷa makkaḷillā 

huṭṭutā ibbaru gōḍḍavaru ban̄jeyavaru daḍegāva baḍagāva sērikaṇḍana sērikaṇḍare avara kati 

akaḍirali. 

ī dōḍḍavā hiriyara kaṭṭeda paṭṇadōḷagā tāyi tandi sēri jōpāna muṭikaṇḍu nūragāla 

kālamāḍuttiddu. kālamāḍuttaddare māḍatā māḍutā tāyi tande ibbara mēttugāgi kālavādaru. 

kālavadare tāyi-tandi sattarendu ibbara aṇṇatam'maru"nīvu bandu nāvellā kaltu tandi 

maṇṇamāḍalu kālamāḍama bari anta" ciṭṭi baredu dōḍḍava kaḷastāna kaḷisidare tandinōḍidare 

enantarā ibbaru"enappā tandi nārandrarā ninagondu namō namasakāra tandi namage īga baralāka 

āgadillu ninē doḍḍavididdi kaiteḷagā raitarana hiḍakaṇḍa dahanakālamāḍu" dahana kāla 

māḍarēndare idēna śabda bantandu ellarahiḍakaṇḍu dūḍḍavā kālamāḍidā, dahanakālamāḍida. 8 

dinakka tāyiyillavādaḷu. tāyikālavādaḷu ellarahaḍakaṇḍu tam'ma dēvarē"niva barabēku bandu 
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dahanakālamāḍi hugabēkendare" "aṇṇadavare namaga kelasāda bakalakāgaveldu" antu 

siddōjirāva tandi pāpatma barallillā avana barallillā ivana baralilla tāyi tandinā dōḍḍavanē 

dahana kālamāḍidā. 

dōḍḍavā ūrāgasērikaṇḍu madi yilladōrigā madi māḍtāna mun̄ji illadūriga mun̄ji māḍtāne. dāna 

sarma oḷidu kaṭṭidu māḍakante tandi ūrāga sērikaṇḍāna 3 makkaḷu gaṇḍamakkaḷu, saṇṇamakkaḷu 

2 heṇa makkaḷu, dōḍḍāki kaiga bandaḷu kaiga bandare ā magaḷa kaḍinōḍi ī magaḷa yārigarakoṭṭu 

madimāḍabēku tāyi tandi kantakaṇḍu yāvāga lagna mahūrta mibēku andare saṇṇa magaḷu 

rukuvabāyi kāvāgatāḷe doḍdakina koṭṭu madi māḍabēkendu 12 āne vajja mattu ratna māṇakya 

bēruddarōṭi magaḷu kōṭṭu madimādanantā de'eśārāju tirugidare akkanatakke varasigalillu dēśa 

leruge ellā huṇṭondaru ī haṇamagaḷu eṇālli huṇiddariga ī haṇamagaḷu koṭṭa madimāḍamandu 

pāḍakunta nūḍidare, allige 360 haradāri alli yāra paṭē, andare burandasāra pṭye byāga rāju 

buranasāba. ārāja bunasāvaga lagna illā, muhartayallu, avaga koṭṭu madimuḍamandu āragara 

kāgada heḍidu kārḍa baradu"enayyā baranarāja ī magaḷa koḍḍu maduvi māḍatini nibarabīka 

magā" āvāga āburana sābana tandikarisi ā buranasāba paṭēdōḷagā kaḷisi ī magaḷana lagna māḍāra 

tāyige koṭṭu haṅgā lagna māḍatana idēvārōḷagā lagna māḍatāna tam'madalli hāre enappā 

tam'madavara ibbara"nim'mahoṭṭeyāḷagā santāna āgaidanū hōṭṭiyōḷagā dōḍḍa magaḷa kōṭṭa nāva 

maduvi maḍam ellā sambhramalinda barēppā tam'madōrandu aṇṇā epvō tandi pareparikeḷaga 

tam'madūrige bēḍikaṇḍare" tam'madūra enantara aṇṇā nibabbane ididi tanśadōrakōṭṭa maduvi 

māḍalāka namaga karikaḷasalakkaledi baritivappā andu andu ā lagyaru ibbara tam'madūra 

bandare doḍḍava nāgandrarāva sidkōji rāva khaṇḍērāya 3 aṇṇatam'mara koḍikaṇḍa ā 

buranasābaga koṭṭa tāyi heṅga lagna māḍutāra suta 4 haḷiga lagna patra hārasi sutta 4 haḷḷi jana 

bandada ūra ji elli nintakaṇḍa ā tāyi koṭṭu madimāḍala māṭadara tandi vārāga janaru mandi nōḍi 

enanta śbda nivanana ināma kōḍattiddi i ināma ellāriga gōttu'āgabēku andara āmina 
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nāgandrarāva siddūjirāva khaṇḍarāya kuntakaṇḍu arthamani barbāde māḍi ā magaḷaga ināma 

kōḍatāra. 12 āne horōṭu khajāna kōḍtāra 12 oṇṭe hōrōṭa beḷḷi baṅgāra kōṭvara male rattana vajra 

māṇikya ārtha mani ambudu maguḷige aḷiyāga ināma kōṭva lagna māḍikōḍataga iṣṭha ināma 

kōṭva maduvu māḍikōṭvarē artha maninne barabāda āyitu, maduvi māḍi āmaga tandi sutta 4 

mandi dōḍḍava nārēndrarā kuntakaṇḍu hērigā madi māḍatāna tandi śabha lagna māḍutāna 

nannaṣṭu duḍidukaṭṭura rimbaya vaḍadāranagaḷe vaddaga tandi 3 divasa muḍirammuddu 

lagnagaḷu 4 dina māḍtāre nāgōla biḷastāra 16 namana śubha lagna māḍi ināmakū ūrāna vāra 

mandi kaltu ellā makkaḷu 3 tandidūra nantakaṇḍu magaḷaruli tōḷada namaskāra māḍi ahalagā 

nanasadakāra māḍi ellu arthamandi baralli māḍi avarige ināmakōṭvu kaḷisidaru bārasāba paṭēka 

bāranasāba tāyina karakaṇḍu horaṭa bandā. bandu avara paṭēdōḷagā avara sērikaṇḍa avara kati 

avaraḍirali. 

madimāḍi kaṭṭagaḷige dōḍḍava nāgandrarāva ūraṭnagā makkaḷa heḍakaṇḍu kālamāḍatāna ondu 

dina hōttāyittu, 2 dina hōttāyitu, 6 tiṅgaḷa hōttādagaḷige tandi pāḍanōḍada 

nasuvananōḍivinantāna"enappā tam'ma khaṇḍērāya ninagoṇḍu namānamaskāra hiriyaragaḷisi 

gaḷige doḍḍavara manage kai yāga avana kai kēḷagā raitahāra manikalikai surāra avanakaiyāga 

ādōḍḍa gomusti, āmaga anthavana manegāda nāva kai mucakaṇḍe kōntare asaṇaki kōḍa maduvi 

māḍidare mani'ellā barabāda māḍatana, vārigasiya baḷḷidu keṭṭadu bēḷḷi bāgāra yaddada illada 

ellā jaḷajaḷa māḍatanā, n'yāyavallāvarṣa nāvidē ṭaimināga makkaḷa saṇṇure hārā idē ṭaimināga 

hōgi aṇṇāga kēḷi bhāga nāvu kēḷa barabēke," tam'ma nāhēḷīda māta nīkēḷibēkendu khaṇḍērāya 

ennatara"aṇṇā siddōjirāva ninaga namaskara māḍatini aṇṇā hōgūdhu ntāyavalli darmavallā, 

manāragaḷisidda nam'ma manarāda nāvamanimāla hōṇṭa bandidi, tandi maniga nāvidivi beḷḷi 

baṅgāra ttadu ratna vajra māṇikya kūḍalākada taralākada btāḍaṇṇā hogabtāḍā aṇṇabaḍava hāna 5 

mandi makkaḷu btāḍaṇṇā hōgabtāḍa" anta hēḷīdara kēḷallallā naḍuvi kēḷallillu nībandare bā 
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iddaremanegayaru nāhōgi nāpāla han̄cakaṇḍa baratani nōḍā aṇṇa kāliga bidda saṇṇava 

kēḷīkaṇḍare naḍuvinavākēḷillā kēḷadiddare nihōga mundugida nāytuka yarali nānu baralenindu 

aṇṇa tam'maru ktalu kuduriyu lakuntu beṇḍabājaya saṅgaḍa halagiru saṅgāṭa daḍagama biṭva 

biḍagā biḍva marēśakūṭagā baratāra ibbara aṇṇa tam'maru aṇṇana balige bandarā kēkēriga 

bandarākaṭa ebandu śivane bandu nintaru nintara"namaskāra aṇṇā" anduru yāru po'o'ēdārebaredu 

bandirallavu enakelasā hēḷakūrappā tam'ma dēvarē.nimadana kesalāda ena kaḍime biddada 

namagana kaḍime biddallā manāra āda. ī hariyara kaṭeda paṭēyāḷagā sērikaṇḍidda hiriyara 

gaḷisiddallu āythi mattu gaḷisidvallu tāyi tandigaḷisidda ellā ninakaḍiga ādu īga dōḍḍa 

magaḷamāḍi ardha mani barabārada māḍidi, innu 4 mandi hāra avara lagna māḍi ellā barābāda 

māḍuti. adaka ī maniyāga pāla han̄cavarige bandivi aṇṇā" "ntāyavallu tharmavallā tāyi idu pāla 

han̄cada bēki nimaga kaḍime biddare bēruda takaṇḍa hōgi pāla han̄cadabtāḍa" tam'miduvarandu 

bēḍakantāna" 

ō sidōjarāja khaṇḍerāya kālabiḷani tam'mā ntāyavallā nihēḷidare nākēḷidillu eṣahēḷīdarū 

pālahan̄cikōḍabēku bēḍābēḍā pālahan̄cudu bandilla, bhāga han̄cuda bandilla," anta aṇṇahēḷidarū 

avara gaṭṭi han̄cabēkendaru kēllilillu andake avāga aṇṇa nōḍi"tam'mā yāvāga nibanda pālahan̄ci 

andara nāva ogaṇḍa heṇḍati nāka mandi makkaḷa kaiyāga haḍakaṇḍa horaga nindaralevi nivū 

managa hōkaṇḍu ididatindu horaga hāki pāla han̄cakaṇḍa hogaritayalli andaru" āvāga aṇṇa 

hēḷidagaḷige ibbara aṇṇa tam'maru namaga bandaru mattu ratna bēli baṅgāra vajra rūkka idida 

illada ellā tandu tandu tandu vāraśasi'ebandā neṭṭa kattūru tandihākidare rāśihāra ūrana munda 

jana nintade"tam'madūra nīva pāla han̄cada ntāyudallā 4 mandi makkaḷahāra ī 4 mandi 

makkaḷagi aṇṇā dōḍḍava hāna lagna māḍabēku mūharti māḍabēku māḍabēka kaṭvada māḍabēka 

btāḍappā" anta ūramandi bēṭakaṇḍare kēḷallu kēḷide pāla han̄calaka nintara pālaḍalaka nintare 

nimaṇṇā avanige nāma kōṭva nīva pā han̄caka anduru ādara baḷamātandu āvāga 2 bbaru aṇṇa 
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tam'maru baṅgāra katta baṅgāra vandarāvada baṇṭakalada kuduri ināma kuṭṭāra aṇṇaga 12 

haḷḷigaḷu ināma kōṭvarā, haḷḷiyandare enthāhaḷḷivudāṇḍā thāṇḍa mandi kaḷamandi āvāga kaḷatana 

hodare 24 baṇḍi tumbā rōkka rūpāyi beḷḷi baṅgāra mattu ratna āṇṇaga ināma kōḍabēku, antu ellā 

pāhāki oṇṭigaḷa mātala vajra muti beḷḷi ratna ellā pāḷu hāki hanvakaṇḍa tam'murige hōṇṭa hōdaru. 
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Transcription of Narratives in Kannada 

¨Á®VÃj gÁd£À PÀxÉ 

AiÀÄªÀÄ£ÀAzÀ Vj gÁdåzÉÆÃ¼ÀUÁ AiÀÄªÀÄA¢ gÁd «ÃgÀUÀrAiÀÄ zÉÃ±ÀzÉÆÃ¼ÀUÁ UÀÄgÀÄªÉÃ ªÀÄºÁzÉÃªÁ,,, CPÀqÀ 

AiÀiÁªÀzÉÆÃ ¥ÀmÁÚzÀ ²ªÀ£ÉÃ AiÀÄªÀÄ£ÀAzÀ gÁd £À£À¥Áà gÁd£À ºÉAqÀw PÀÈµÀÚ ¤Ã®ªÉÃtÂ ªÀÄÄvÀÄÛ, gÀvÀß, ªÀdæ, ªÀiÁtÂPÀå, 

§AUÁgÀ PÀZÉÃgÀÄ J¯Áè UÀ½¸Áå£À K£À EzÀÝgÀ K£À ¸ÁxÀðPÀ, 60ºÀ½î eÁVgÀÄ §AUÁgÀÄ PÀZÉÃj ªÀÄ¢ E®èzÉÆÃjUÀ 

ªÀÄ¢ ªÀiÁqÁå£À, ªÀÄÄAfE®èzÉÆÃjUÁ ªÀÄÄAf ªÀiÁqÁå£À, ®UÀ£À E®èzÉÆÃjUÀ ®UÀ£À ªÀiÁqÁå£À, É̈ÃPÁzÀÄ zsÀªÀÄð 

ªÀiÁqÁå£À, É̈ÃPÁzÀ ¥ÀÄtå ªÀiÁqÁå£À, gÁd ¨sÀQÛ zÉÃªÀgÀ ªÉÄÃa¯Á À̧AvÁ£À PÉÆÃn¯Á À̧AvÁ£À «¯ÁèAvÀ aAw 

ªÀiÁqÁågÀ ¥sÀ® «®zÀ zÀÄR ªÀiÁqÁå£À. AiÀÄªÀÄ£ÀAzÀ VÃj gÁd vÀA¢ PÀZÉÃj ©lÄÖ vÁ¬Ä ªÀÄ¤UÀ §AzÀÄ ¸Áß£À 

d¼ÀPÁ ªÀiÁrPÀAqÀÄ ¨sÀPÀë É̈ÆÃd£ÁUÀ¼À HmÁ ªÀiÁr gÁd PÀZÉÃjUÀ ºÉÆÃUÀ̈ ÉÃPÀÄ §gÀ̈ ÉÃPÀÄ PÉÊPÉ¼ÀUÁ gÉÊvÀgÀÄ 

¥ÁqÀ£ÉÆÃr K£ÀAvÁ ±À§Ý £ÀÄrvÁgÀ "vÀA¢ AiÀÄªÀÄ£ÀA¢Vj gÁd ¤Ã K£À UÀ½¹zÀgÉ K£À ¸ÁxÀðPÀ K£À EzÀÝgÉ K£À 

¸ÁxÀðPÀ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ ¥ÀÄvÀæ À̧AvÁ£À «¯Áè vÀA¢ UÉÆÃqÀØªÀ£ÀÄ §AeÉAiÀÄªÀ£ÀÄ CAvÀAzÀÄ zÉÃ±ÀPÀ QÃwð, gÁdPÉ 

ºȨ́ ÀgÀÄ, EAvÀ QgÀw ¥Àr¨ÁgÀzÀÄ EAvÀ ºÉ À̧gÀÄ ¥Àr¨ÁgÀzÀÄ J£ÀAiÀiÁå gÁdAzÀUÀ½V" À̧j N¼É ªÀiÁvÀÄ ¤ÃªÀ PÉÊ 

PÉÃ¼ÀVzÀ gÉÊvÀgÀÄ É̈ÃPÁAzÀAUÀ F gÁd PÀZÉÃjzÁUÀ gÁd ªÀiÁqÀPÀAvÀ Ej £ÁºÉÆÃV ¥ÀÄvÀæ À̧AvÁ£À ¥ÀqÀPÀAqÀ 

§gÀw¤ CAvÀ gÁdPÀZÉj ©lÄ vÁ¬Ä CgÀªÀÄ¤UÀ ºÉÆÃAl§AzÀÄ ¸Áß£À d¼ÀPÀ ªÀiÁr ¨ÉPÁzÀ ºÁ® ºÀtÄÚ ºÀA¥À® 

HlªÀiÁr PÀÄAvÁ£À PÀÄAvÀÄ "J£É s̈ÁªÀÄ PÀÈµÀÚ¤Ã®ªÉÃtÂ £ÁªÀ UÀ½¹zÀ UÀ½ÃPÀ ªÀÄ£ÁgÁzÀ D¤ PÀÄzÀj NAn 

É̈ÃPÁzÀ UÀ½ À̧PÀAr« J£À EzÀgÁ E£À ¸ÁxÀðPÀ HgÀ ºÉÆÃgÀUÀvÁ£À zÉÆÃqÀØªÀgÀAvÀ ºÉ À̧gÀ ªÀiÁr« DzÀgÉ À̧AvÁ£À 

«¯Áè ºÉÆÃnÖ AiÉÆÃ¼ÀUÁ ¥sÀ®«¯Á CAvÁ aAw ªÀiÁqÀPÀAvÀ PÀÄAvÀgÉ ¥sÀ®DUÀw® ºÉÃAUÀ ªÀiÁqÀzÀ ¨sÁªÀiÁ" CAzÁ 

"HqÀzÁgÀ PÀnÖzÀ UÀAqÀ ªÀÄUÀ¤£ÀAiÀiÁ zÉÃ±É̄ Á ºÀÄqÀÄQ zÉÃ±É̄ Á wgÀÄV ¥ÁqÀ PÀµÀÖ ¥ÀqÉzÀÄ À̧AvÁ£À ¥ÀqÉzÀÄ 

§gÀ̈ ÉÃPÀ¥Á" CAzÀ¼ÀÄ ¸Àj N¼ÉªÀiÁvÀÄ £Á£É ºÉÆÃV§gÀw¤ CAvÁ vÁ¬Ä£À ©lÄÖ PÀZÉÃjUÀ §AzÀÄ gÉÊvÀjUÀ ºÉÃ½Ã 

PÉÃ½ §AUÁgÀ ZÀgÀUÉzÁUÀ ¤ÃgÀ vÀUÀAzÉÆ §AUÁgÀ PÀZÉÃgÀÄ PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ £ÉlÖUÀ ¥sÀ® À̧AvÁ£À À̧®ÄªÁUÀ 

ºÉÆÃAl ºÉÆÃUÀvÁ£À gÁd £ÀqÉzÀÄ §gÀvÁ£À £ÀqÀzÀÄ PÁ® UÀÄ½î §gÀvÁªÀ D WÁuÁzÉÆÃ¼ÀUÁ 360 ºÀgÀzÁj gÁd 
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£ÀqÉzÀÄ §gÀ̄ ÁPÀ ºÀvÁå£À ¨ÉÃ¼Àß PÀ°èUÁ £ÀªÀÄ¸ÁÌgÀ ªÀiÁqÀvÁ£À ºÀZÀ£À VqÀPÁ ¤ÃgÀºÁPÀvÁ£À EgÀÄUÀ½UÀ ¸ÀPÀj ºÁPÀvÁ£À 

¥ÀQë UÀ½UÀ zÁªÀ̧ À ºÁPÀvÁ£À MAzÀ̄ Á JgÀqÀ̄ Á wgÀÄV wgÀÄV gÁd 360 ºÀgÀzÁj §AzÁ §AzÀgÉ D gÁd s̈ÀQÛ 

zÉÃªÀgÀ ªÉÄZÀÑ°¯Á gÁd À̧AvÁ£À ¹UÀ°¯Á MAzÀgÀ zÉÃªÀgÀ ªÀÄoÀ PÁtªÀ®zÀÄ MAzÀgÀ zÉÃªÀgÀ UÀÄr PÁtªÀ®zÀÄ 

wgÀÄV wgÀÄV wgÀÄUÁr §AzÀÄ zÉÆÃqÀØ §¸ÀgÀVÃqÀ §ÄqÀPÀ PÀÄAvÁ PÀÄAvÀÄ aAvÀ ªÀiÁqÀPÀAvÀ PÀÄAvÀ "¥ÀgÀªÀiÁvÀä £Á 

K£À ¥Á¥À ªÀiÁr ©lÖ¤ £À£ÀUÉÃAxÁ ºÉÆÃvÀÄÛ vÀA¢ dUÀ¢Ã±Á CAvÁAzÀÄ zÉÃªÀgÀ zÁå£À ªÀiÁrPÀAvÀ gÁd UÉÆÃ¼ÀÄ 

CAvÁ zÀÄR ªÀiÁr gÁd §AzÀ £Á »AzÀ wgÀÄV ºÉÆÃw¤ zÉÃªÀgÀ £À£À s̈ÀQÛUÀ ªÉÄZÀ°¯Á £À£ÀUÀ À̧AvÁ£À 

PÉÆÃqÀÄ¢¯Á" CAvÁ »AzÀPÀ wgÀÄV HjUÀ £ÉlUÀ wgÀÄV §AzÀÄ gÁd PÀZÉÃjAiÀÄ° §AzÀ PÀÄAvÁ PÀÄAvÀgÉ 

CgÀªÀÄ¤ AiÉÆÃ¼ÀVzÀAvÀ £À£ÀªÀiÁä PÀÈµÀÚ¤Ã®ªÉÃtÂ £À£ÀUÀAqÀ zÉÃ±À gÁdå wgÀÄV ¥sÀ® ¸ÀAvÁ£À vÀAzÉ£ÉAzÀÄ vÀtÂÚgÁUÀ 

d¼ÀPÀ ªÀiÁrPÀAqÀÄ D vÁ¬Ä vÀÄA¨Á Ȩ́gÀUÀ ºÁPÀAqÀÄ £ÉlUÀ gÁd PÀZÉÃjV §AzÀÄ "vÉ°ªÀÄå® £ÉgÀ¼ÀÄ s̈ÀÄd§® 

©üªÀÄ zÉÃ±À £ÁqÀ wgÀV À̧AvÀ£À ¥sÀ® vÀAzÉ£À¥Á £À£À HrAiÉÆÃ¼ÀUÁ ºÁPÀAzÀÄ" Hr ZÁazÀ¼ÀÄ ¤AvÀ¼ÀÆ D 

vÁ¬Ä ¤AvÀ UÀ½V " s̈ÁªÀÄ ¤£ÀUÀ £ÀªÀÄ¸ÁÌgÀ ªÀiÁqÀw¤ HqÀzÁgÀ PÀlPÀAqÀ UÀAqÀ̧ À £Á zÉÃ±À £ÁqÀ wgÀÄVzÀgÉ  s̈ÀQÛ 

£ÀAzÀ ªÉÄa¯Áè D zÉÃªÀgÀÄ £À£ÀUÀ ¸ÀAvÁ£À PÉÆÃnÖ® ªÀÄvÀ CqÀ¥Àn PÀnzÀ ºÉtªÀÄUÀ¼ÀÄ ¤Ã ºÉÆÃUÀÄ s̈ÁªÀÄ £À£ÀUÀ 

¹QÌ̄ Á" " À̧j M¼ÉªÀiÁvÀÄ gÁd HqÀzÁgÀ PÀlPÀAqÀ UÀAqÀ À̧ ¤£ÀUÀ ¸ÀAvÁ£À ¹UÀ°¯Á £Á ¥sÀ® ¸ÀAvÁ£À ¥ÀqÀPÀAqÀ 

§gÀw£ÀAzÀÄ" PÀÈµÀÚ ¤Ã¯Á £ÉoÀÖUÀ ªÀÄ¤UÀ §AzÀÄ vÀtÂÚgÁUÀ ¸Áß£Á ªÀiÁrPÀAqÀÄ §ÄnÖ vÀUÀAqÀÄ MAnPÁ®UÁ £À£ÀªÀiÁä 

ªÉÄÊvÀÄA¨Á ¹j HlPÀAqÀÄ PÀÄ§¸Á HlPÀAqÀÄ, K¼ÀzÁgÀ ªÀ̧ ÀÛ ªÀqÀ« ªÉÄÊvÀÄA¨Á ElPÀAqÀÄ, §AUÁgÀ 

eÁjvÀÄA¨Á ¤ÃgÀ vÀÄA§PÀAqÀÄ, PÁ¬Ä PÀgÀ¥ÀÆgÀ, vÀPÀAqÀÄ PÉÊPÉ¼ÀV£À zÁ¢AiÀÄªÀjV F ªÀÄ¤UÁ ¤ªÉÃ À̧A¸ÁgÀ 

ªÀiÁr £Á §gÀvÁ£À bÀ̄ ÉÆÃ ºÉÆÃwÛ£ÁUÀ ¤ªÉÃ Ej CAvÀAzÀÄ £ÀªÀÄ¸ÁÌgÀ ªÀiÁr D HgÀ ©lÄÖ ªÀÄPÀ¼À ¸À®ÄªÁUÀ 

¥ÀÄvÀæ À̧®ÄªÁUÀ HgÀ©lÖ HgÀ ªÀÄÄAzÀ ºÉÆÃl §AzÀÄ, D vÁ¬Ä ºÉAUÁ ºÉÆÃl §AzÁ¼À £ÀqÉzÀÄ £ÀqÉzÀÄ 1 2 

ºÀgÀzÁj £ÀqÉzÀÄ §AzÀgÉ £ÀqÉzÀAvÀ PÁ®Ä UÀÄ½ §AzÁªÀ dUÀzÀAvÀ PÉÊ eÁ¼ÀvÀªÁ C£ÀzÉÆAzÀÄ eÉ£ÀvÀÄ¥Á £À£ÀvÁ¬Ä 

s̈É¼À£À PÀ°UÀ ±ÀtªÀiÁqÀvÁ¼À, ºÀZÀÑ£À VqÀPÁ  ¤ÃgÀ ºÁPÀvÁ¼À, EgÀÄUÀ½UÀ À̧PÀj ºÁPÀvÁ¼À, ¥ÀQëUÀ½UÀ £ÉgÀ̄ ÁPÀvÁ¼À 360 

ºÀgÀzÁj vÁ¬Ä £ÀqÀzÀ £ÉlÖUÀ ºÉÆÃl §AzÁ¼À D gÁuÉÆ¼ÀUÁ §AzÀÄ vÁ¬Ä ¤AvÀÄ zÉÆÃqÀØ azÀ UÀÄAr KjzÀ¼ÀÄ 

D UÀÄAr£À ªÀiÁå® ¤AvÀÄ À̧ÄvÀÛªÀÄÄvÀÛ £ÉÆÃqÀÄvÁ¼À £ÉÆÃrzÀgÉ C°UÉÆÃAzÀÄ ºÀgÀzÁj vÀA¢ zÉÃªÁ®AiÀÄ ªÀÄoÀ 



xii 

 

PÀArzÀÄ, ²ªÁ®AiÀÄ UÀÄr PÀArvÀÄ, ªÀÄoÀ J¯Á ºÁ¼À ©zÀÝzÀ ªÀÄoÉ̄ Áè ©qÀ ©zÀzÁ CAvÀAzÀÄ »AzÀPÀ wgÀÄUÀ 

ºÉÆÃzÀgÉ zÉÃªÀgÀ £À£À §QÛ ªÉÄZÀÄ¢¯Á À̧AvÁ£À PÉÆÃqÀÄ¢¯Á" CAzÀÄ §qÁ §qÁ UÀÄr§° §AzÀÄ PÀgÀqÀ PÁ¹ 

ºÀÄ¯ÉèÃ¯Á À̧ÄlÖºÁQ vÉA§V ¤ÃgÀ zÉÃªÀgÀ dUÀÄ°UÀ £À£ÀßªÀiÁ PÉ¼ÀUÉ̄ Á ¸Áj À̧PÀAqÀÄ D zÉÃªÀgÀ UÀÄrªÀÄÄAzÀ §AzÀ 

PÀÄAvÀ¼ÀÄ. UÀÄrªÀÄÄAzÀ 7 CAvÀ̧ ÀÛ UÀgÀqÀ¸ÀPÀA¨ÁzÁ CzÀgÀ ªÉÄÃ® Kj ¤AzÀgÀw¤ CAzÀÄ ¹j PÀa ºÁPÀAqÀÄ ªÀ̧ ÀÛ 

ZÀ® MvÀ£ÁUÀ ElUÀAqÀÄ PÁ® »r¯ÁgÀ PÉÊ »qÀ̄ ÁgÀzÀ §rV À̧AUÀqÁ 7 CAvÀ̧ ÀÛ Jj vÀ¥ÀUÀÄjAiÀiÁV ºÉAUÀ 

¤AzÀgÀvÁ¼À D AiÀÄªÀÄä Ȩ́gÀUÀ vÀPÀAqÀÄ À̧tUÀ aA¢ ªÀiÁrPÀAqÀÄ ¸ÀÆf ªÀiÁ® À̧Æf, qÀ§t ªÀiÁå® qÀ§t, El 

¹j§AzÀ ªÀiÁr ²gÀ̧ À PÉ¼ÀUÁ ¥ÁzÀUÀ¼ÀÄ ªÀiÁå® ªÀiÁr vÀ¥À UÀÄj AiÀiÁV 1 ¯Á 2 ¯Á 12vÁ¸ÀvÀ£À ªÀÄPÀ¼À ¸À®ÄªÁUÀ 

À̧AvÁ£À ¸À®ÄªÁUÀ vÁ¬Ä vÀ¥ÀUÀÄj AiÀiÁV ¤AvÁ¼ÉÆÃ ºÀqÀzÉªÀiÁä 12 vÁ¹£À vÀ¥À ¤AvÀgÉ CAUÁ°UÀ¢zÀ gÀPÀÛ vÁ¬Ä 

£ÉwÛAiÉÆÃ¼ÀUÀ E¼ÀzÀ, vÉÆÃrAiÉÆÃ¼ÀUÀ gÀPÀÛ ºÉÆÃnAiÉÆÃ¼ÀUÁ, ºÉÆÃnJ¢AiÉÆÃ¼ÀUÁ EzÀÝ gÀPÀÛ ¨Á¬ÄUÀ E½zÀ §AzÀÄ 

VrªÀÄÄAzÁ ¨ÁV®UÁ PÁgÀ®w¼À, PÁgÀÄwzÀgÉ vÁ¬Ä gÀPÀÛ ºÀ¼ÉºÀAUÁ ºÀgÀzÁzÀ ºÉÆÃ¼ÉºÀAUÁ ºÀjvÁzÀ PÉÆÃlÖAvÀ 

¥ÀgÀªÀiÁvÀä ¥ÁgÀªÀw ¥ÀgÀªÀiÁwä§âgÀÄ ºÉÆÃ«£À vÉÆÃlzÁUÀ ºÉÆ«£À ªÀ̧ ÀAvÀ DqÀPÀAvÀ ¤AwzÀgÀÄ ¤AvÀgÉ ¥ÁgÀªÀw 

¥ÁqÀ £ÉÆÃrzÀ¼ÀÄ £ÉÆÃr J£ÀAvÁ¼À "J£ÀAiÀiÁå dUÀ¢Ã±À ¤£ÀUÉÆÃAzÀÄ £ÀªÉÆÃ £ÀªÀÄ¸ÁÌgÀ CzsÀð ªÀÄA¢UÀ ¸ÀÄR 

PÉÆÃnÖ¢ CzsÀð ªÀÄA¢UÀ zÀÄR PÉÆÃn¢ £Á PÉÆÃlAvÀºÀ ºÉtÚ ªÀÄUÀ¼ÀÄ ²±ÀÄ PÉlÄÖ  ªÀ£ÀªÁ À̧ ©¼ÀPÀvÁ¼À 

¨ÁAiÀiÁVAzÀ ªÀÄÄV£ÀVAzÀ gÀPÀÛ Ȩ́ÆÃgÀ®PÀvÁzÀ vÀ¥ÀUÀÄjAiÀiÁV ¤AvÁ¼À ªÀÄvÀÛ ¤ dl £Á ºÉÆÃV D vÁ¬Ä PÉÃ½zÀ 

s̈ÁUÀå PÉÆÃlÄÖ §AzÀAvÀ zÁj ©r¹ F PÉÊ¯Á À̧ ªÀÄoÀPÀ §gÀ̈ ÉÃPÀÄ vÀAzÁå" À̧j M¼Éî ªÀiÁvÀÄ ¤Ã ºÉÃ½zÀ ªÀiÁvÀÄ 

ZÉ£ÁßUÁzÀ D vÁ¬ÄUÉ£À ªÀ£ÀªÁ¸ÀE¯Á ªÀÄPÀ¼À ªÀ£ÀªÁ À̧ §AzÀzÀ CzÀPÀ PÀÄAvÁ¼À CªÁUÁ ¥ÀgÀªÀiÁvÀä ªÀÄÄ¥ÁàzÀ 

ªÀÄÄzÀÄPÁzÀ eÉÆÃ¼ÀV ºÁPÀAqÀÄ UÀAn UÀd ±ÀÆ¯Á PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ PÉÊ¯Á À̧ ªÀÄoÀzÀ® ªÀiÁAiÀiÁªÁV D vÁ¬Ä 

ªÀÄoÀzÀ° ºÀÄn §gÀvÁ£À  

ºÀgÀ ºÀgÀ ªÀiÁºÁzÉÃªÁ 

²ªÁ ²ªÁ ªÀÄºÁzÉÃªÁ  

vÀAzÁ£À vÀAzÁ£À gÀUÀÄªÁ£ÀAzÁ£À  
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²ªÀ §AzÁ£À ªÀÄoÀzÀ ªÀÄÄAzÀ ¤AvÁ£À  

¤AvÀÄ UÀt UÀt UÀt UÀAn ¨Áj À̧£ÀÄ  

±ÀAR ºÉÆÃqÉzÁ  

PÉÆÃqÀ ©üPÀë CAzÁ DªÀiÁä  

vÁ¬Ä PÀÈµÀÚ ¤Ã®ªÉÃ½  

¤£ÀÄ JµÀÄÖ ¸ÀA¥ÀÆuÁð  

¤dªÀiÁqÀPÀvÀ ¤Aw¢  

zÀªÀÄð PÉÆqÀ̈ ÉÃPÀÄ ªÀÄUÁ¼Á  

J£ÀAiÀiÁå ªÀÄÄvÁå £Á£ÀÄ ¸ÀA¥ÀÆuÁð À̧ÄRzÁVzÀ PÉÃ¼ÀPÀw¢ J£À ªÀÄÄvÁå JAxÀ ªÀiÁvÁqÀPÀw¢ EAxÀ ªÀ£ÀªÁ À̧zÁ 

¤ À̧ÄR zÁV¢®w¢ zsÀªÀÄð PÉÆÃqÀÄvÁ¬Ä ªÀÄÄvÁå zsÀªÀÄð PÉÆÃqÀ̄ ÁPÀ ªÀÄ£É E¯Á ªÀÄgÀ E¯Á CQ¯Á ¨Áå°¯Á 

PÉÆÃqÀ̈ ÉÃPÀ ªÀÄUÀ¼É ¤ UÀrØ zsÀªÀÄð PÉÆÃqÀ̈ ÉÃPÀÄ, £Á ºÉÆÃUÀ̈ ÉÃPÀÄ, À̧j M¼É ªÀiÁvÀÄ ¤£À J¢AiÉÆÃ¼ÀUÁ ±ÀQÛ EzÀgÉ 

E 7 CAvÀ¹Û£À UÀgÀÄqÀPÀA§ Jj £À£À ªÉÄÊªÀiÁå°£À ªÀ À̧Û ªÀqÀ« À̧Ä®PÀAqÀÄ eÉ©£ÁUÀ ElPÀAqÀÄ MAzÀAzÀÄ 

ªÀiÁjPÀAqÀÄ ¤ §zÀÄPÀ ªÀÄÄvÁå "ªÉÄazÉ ªÀÄUÀ¼ÉÃ ¤£À zsÀªÀÄð ªÉÄa¢ ¤ §AzÀ vÀ¥ÀUÀÄj AiÀiÁV AiÀiÁPÀ ¤AvÉzÉªÀiÁä 

K£À PÀrªÀiÁzÀ" "J£À PÀr«Ä¯Á ¤£À PÉÆÃnzÀ vÀÄ¥ÀzÁAUÀ ªÀÄ¸ÁÛzÀ M§âgÀÄ PÉÆÃqÀ̄ ÁPÀ M§âgÀÄ vÀgÀ̄ ÁPÀ K¤zÀgÁ 

K£À ¸ÁxÀðPÁ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ ªÀÄPÀÌ½¯Áè ºÉÆÃnÖ AiÉÆÃ¼ÀUÁ À̧AvÁ£À «¯Á À̧AvÁ£À À̧®ÄªÁUÀ §A¢¤" " À̧j 

M¼É ªÀiÁvÀÄ ªÀÄUÀ¼É £À£À ¸ËRåªÁV §A¢zÉÆ ¤£À vÀ¥À ©ü£Àß ªÀiÁr E½zÀ ¨Á À̧AvÁ£À PÉÆÃqÀvÉ£À UÀnÖ 

PÉÆÃqÀvÉ£É¥Áà" zÉÃªÀgÉ UÀnÖ PÉÆÃqÀw¤ 3 À̧® PÉÃ½ vÀ¥À ©üÃ£Àß ªÀiÁr 7CAvÀ¹vÀ UÀgÀqÀUÀA§ E½zÀÄ PÉ¼ÀUÀ §AzÀÄ 

Hr ZÁaPÉÆÃAqÀÄ PÉÆÃqÀ¥Á zÉÃªÀgÀ £À£ÀUÀ À̧AvÁ£À CAzÀÄ ¤AvÀgÉ DªÁUÀ ¥ÁgÀªÀiÁvÁä drAiÉÆÃ¼ÀUÁ PÉÊ¬ÄlÖ 

MAzÉ £ÁUÀªÀÄ° ºÉÆÃªÁ MAzÉ UÀdj vÁ¬Ä HqÉUÁ E£lÖ ªÀÄUÀ¼É ¤£ÀUÉÆÃAzÀÄ ¤£ÀUÀ £ÀªÀÄ¸ÁÌgÀ ¤£ÀUÀ ªÀÄUÀ 
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ªÀÄUÀ¼ÀÄ ¥ÀÄtå ªÀÄPÀ¼À PÉÆÃqÀw¤ EzÀ PÁ¬Ä PÉÆÃnzÁå ºÀt PÉÆÃnzÁå PÁ¬Ä CA§zÀÄ w½ªÀ®zÀÄ ºÀt CA§zÀÄ 

w½ªÀ®zÀÄ E° 80PÉÆÃn fÃªÀgÁ² UÀ¼À ¸À®ÄªÀAvÀ ¤£ÀÄ ¤£ÀUÉ ºÉAUÁ UÉÆÃvÁUÀ°¯Á ºÉt ªÀÄUÀ¼À PÉÆÃnzÁå 

UÀAqÀ ªÀÄUÀ PÉÆÃn¢ UÀt À̧ ªÀÄUÀ PÉÆÃn¤ UÀt À̧ ªÀÄUÀ PÉÆÃn£À CAvÁ ¤ À̧A§gÀ ¥Àr¨ÁåqÀ F ªÀÄUÀ 12 ªÀµÀð 

vÀ£À ¤£À §UÀ®PÀ EgÀvÁ£À 12 ªÀµÀð £ÀAvÀgÀ ºÉt À̧®ÄªÁUÀ ¥ÀgÀ MAzÀÄ zÉÃ±À ºÉÆÃUÀÄvÁ£À ºÉÆÃV ºÉt UÉzÀPÀAqÀ 

§gÀvÁ£À ºÁ J£À¥Á ªÀÄÄvÁå JAvÀ ªÀiÁvÁqÀw ºËzÀªÀiÁä ºÀAUÀªÀiÁä M¼ÉªÀiÁvÀÄ ªÀÄUÀ zÉÆÃqÀªÀgÁzÀgÉ §Ä¢ 

ºÉ¼ÀªÀÄAvÀ ºÉÃ¼ÀPÀAqÀ.  AiÀÄªÀÄ£ÀA¢ ¥ÀlßzÉÆÃ¼ÀUÁ AiÀÄªÀÄ£ÀA¢ gÁd£À ªÀÄUÀ PÀÈµÀÚ¤Ã®ªÉÃtÂ ªÀÄUÀ À̧£À̈ Á£À gÁd 

F ¨Á®VjgÁd CAvÁ ºȨ́ ÀjqÀÄ CAvÁ J¯Áè PÉÃ½PÀAqÀÄ D ¥ÀgÀªÀiÁvÀä£À PÁ°UÀ £ÀªÀÄ¸ÁÌgÀ ªÀiÁqÀÄ¼ÀÄ.  ¥ÀgÀªÀiÁvÀä 

ºÉÆÃAlºÉÆÃzÀ D vÁ¬Ä ªÀÄUÀ£À »qÀPÀAqÀÄ £ÀlÌ »AzÀÄPÀ wgÀÄV HgÀ PÀr ºÉÆÃAl§AzÀ¼ÀÄ. §AzÀÄ 

CgÀªÀÄ¤AiÉÆÃ¼ÀUÁ §AUÁgÀ vÉÆÃlÖ¯ÁUÀ À̧AvÁ¤lÄÖ zÉÃªÀgÀ ªÀiÁqÀzÁUÀ ElÖ¼ÀÄ zÉÃªÀgÀ ªÀiÁqÀzÁVlÄÖ 

d¼ÀPÁªÀiÁrPÀAqÀÄ ºÁ®Ä ºÀtÄÚ ºÀA¥À®Ä ºÉÆÃnÖvÀÄA¨Á HlªÀiÁrPÀAqÀÄ vÁ¬Ä §AUÁgÀ §mÁè ¥sÀ̄ ÁvÀUÉÆÃAqÀÄ 

É̈Ã½îUÀÄAqÁ vÀPÀAqÀÄ gÀ̧ À¥Á£À ªÀiÁr D §AUÁgÀ §lèzÁUÀ PÉÊAiÀiÁUÀ ElPÀAqÀÄ PÉÆÃlÖAvÀ zÉÃªÀgÀÄ zÁå£ÀªÀiÁr 

ªÀiÁrPÀAqÀ UÀAqÀ£À £ÉA¥ÀzÁå£À ªÀiÁr D ¥Á®¹zÀ §lUÀ À̧j¸Áå¼Á À̧j¹zÀgÉ zÉÃ«AzÀæ PÁ¼ÀzÀ°è zÉÃªÀ̄ ÉÆÃPÀ 

PÁ®zÀ°è 9wAUÀ¼ÀÄ 9 vÁ¹£ÁUÀ ªÀÄPÀÌ¼À   

§zÀÄPÀvÁgÉ¥Áà ¸Àj M¼Éî ªÀiÁvÀÄ À̧ÄvÁÛ ªÀÄÄvÁÛ £ÉÆÃrzÁ ªÀÄUÁ §eÁgÀ PÀtÂÚUÀ ©vÀÄÛ, É̈ÃUÀA §eÁgÀ PÀtÂÚUÀ ©vÀÄÛ, 

À̧uï À̧uï ºÀÄqÀÄUÀgÉ®ègÀÆ ¥Án ¥ÀÄ À̧ÛPÀ PÀAPÉÆÃ¼ÀUÀ ElPÀAqÀÄ ¸Á° UÀÄrUÀ ºÉÆÃUÀ®PÀvÁÛgÀ. ºÀqÉzÀAvÀºÀ vÁ¬Ä 

¥ÀqÉzÀAvÀºÀ vÁ¬Ä ¤£À ªÀiÁå® ªÀÄt À̧ÄgÀªÀ° £À£ÀUÁ ªÀÄ£ÉUÉ À̧®Ä«¢Ý, ªÀÄ£ÉUÉ É̈½¹¢Ý, ºÀÄqÀÄUÀgÉ̄ Áè ¸Á° PÀ°¯ÁPÀ 

ºÉÆÃUÀ®PÀvÁÛöågÀ £À£ÀUÉÆÃAzÀÄ ¥Án ¥ÀÄ À̧ÛPÀ PÉÆÃqÀÄ £Á£ÀÄ ºÉÆÃUÀÄw¤AzÁ, AiÀÄ¥Áà PÁlUÉÆÃgÀ ºÀÄqÀÄUÀjAzÀ 

ºÉÆÃzÀgÉ gÁd£À ªÀÄUÁ ¤£ÀÄ ¤£ÀUÀ É̈° §gÀ¢¯Áè, ¤£ÀUÁ s̈ÀÆµÀt §gÀ¢¯Áè, ¤ªÀÄä¥Àà£À PÀgÀ PÀ¼À¹Û¤ ¤ªÀÄä¥Áà 

§gÀvÁ£À PÀ½¹ PÉÆqÀvÁ£À "CªÀiÁä PÉÊ PÉ¼ÀUÁ zÁ¢AiÀÄªÉgÉ ºÉÆÃV ¤ªÀÄä¥Àà£À PÀgÀPÀAqÀ §gÀ vÁAiÀiÁ" CAvÁ CAzÀgÉ 

CªÀgÀ §qÁ §qÁ §AzÀÄ D vÀA¢V PÀgÀPÀAqÀ §AzÀgÀÄ "AiÀÄ¥Áà ªÀÄUÁ ¸Á° PÀ°¯ÁPÀ ºÉÆÃUÀÄvÁ£À CAvÁ PÀ½¹ 

¨Á AiÀÄ¥Áà" À̧j M¼Éî ªÀiÁvÉªÀiÁä PÀ½¹ §gÀw£ÀAzÀÄ gÁeÁ ¢£Á ¨ÁeÁ À̧AUÁl ºÀ®VPÉÆÃA© À̧AUÁl £ÉlÖUÁ 

vÁ¬Ä ªÀÄ¤UÁ §AzÀgÀ §AzÀÄ ªÀÄUÀ£À vÉÊ£ÁvÀ ªÀiÁr vÁ¬Ä PÀÄr¸Áå¼À D ªÀÄUÁ£À PÀÄr¹ PÀAqÀÄ £ÉlÖUÁ ªÀiÁ À̧ÛgÀ 
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§°Pï §AzÀÄ ªÀiÁ À̧ÛgÀ §°PÀ §AzÀÄ vÀA¢ ¸Á° §ÄqÀPÀ §AzÀgÉ D PÀÄAvÀvÀ ªÀiÁ À̧ÛgÀ ªÀiÁåUÀ JzÀÄÝ "£ÀªÉÆÃ 

£ÀªÀÄ¸ÁÌgÀ gÁeÁ" CAzÁ "£ÀªÀÄ¸ÁÌgÀ ªÀÄUÁ KPÀqÉ¥Áà §A¢¢" "F ªÀÄUÁ ¸Á° PÀ°vÁ£À CAvÁ «zÉå PÀ°vÁ£À 

CAvÁ CzÀPÀ PÀgÀPÀAqÀ §A¢¤ AiÀÄ¥Áà DzÀgÀ M¼Éî ªÀiÁvÀÄ PÀÄAzÀj¹ vÀA¢ ªÀÄUÀ£À PÉ¼ÀV½¹ PÀÄað ªÀiÁå® PÀÄr¹ 

¤£ÀUÀ ZÉÃgÀPÀqÀUÁ §AUÀgÀ HqÀzÁgÀ ªÀÄÄvÀÄÛ gÀvÁß ªÀiÁtÂÃPÀå HgÀªÀÄÄAzÁ ºÉÆÃ® J¯Áè §nÖ ªÀiÁqÀ¹Û¤ ªÀÄ¤ 

PÀnÖ¹ PÉÆÃqÀw¤ ZÀ̄ ÉÆÃ ºÉÆÃwÛ£ÁUÀ «zÉå PÀ°¹ PÉÆÃqÀ̈ ÉÃPÀÄ" DzÀgÀ M¼Éî ªÀiÁvÀÄ AiÀÄ¥Áà CAvÁºÉÃ½ PÀZÉÃjUÀ 

ºÉÆÃAl §AzÁ ºÉÆÃAl §AzÀgÉ EPÀqÀ ªÀiÁ À̧ÛgÀ PÀÄAvÀvÀ ªÀÄUÀ£À §UÀ̄ ÁUÀ PÀÄAvÀÄ "¥Án PÉÆÃqÀ¥Áà" CAzÁ 

KzÀPÀ¥Áà CAzÁ C £ÁªÀÄ §gÀPÉÆÃqÀw¤ vÀAzÁå D ¥Án PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ C £ÁªÀÄ À̧gÀ̧ Àw ¥ÁnªÀiÁå® 

§gÉzÀÄ PÉÊUÁ PÉÆÃlÖ UÀ½V ªÀÄUÁ ¥ÁqÀ £ÉÆÃrzÀ vÀA¢ ºÀÄZÀÑ ªÀiÁ À̧ÛgÀ ¤Ã EzÀÄ £ÁUÀ CAvÀ §j¯ÁPÀ À̧Æ½ 

ªÀÄUÀ£Á C CAvÁ §j¯ÁPÀ CrºÉÆÃUÀ À̧Æ½ªÀÄUÀ£Á E£ÉßÃ£À É̈ÃPÀÄ ªÀÄUÁ gÁªÀiÁAiÀÄt ¥ÀÄ À̧ÛPÀUÀ¼ÀÄ eÉÊ«Ä¤ s̈ÁgÀvÀ 

À̧t ¨Á® ²PÀët J¯Áè £À£ÀUÀ vÀAzÀÄ PÉÆÃqÀÄ vÀAzÉ C¨Á§ ªÀÄUÀ£É JAxÉAxÁ N¢ §gÉzÉÆÃgÀ PÉÊ¯ÁUÀ°¯Áè 

w¼ÀPÀAr¯Áè ¤Ã PÉÃ¼ÀwAiÀÄ¯Áè ºËzÉ¥Áà 1vÁ À̧ 1UÀ½V PÉÆÃlÖgÉ £Á N¢ PÉÆÃqÀw¤ DzÀgÉÆÃ¼Éî ªÀiÁvÀÄ gÁªÀiÁAiÀÄt 

¥ÀÄ À̧ÛPÀ eÉÊ«Ä¤ s̈ÁgÀvÀ ¸Àt ¨Á® ²PÀët J¯Áè vÀAzÀÄ ªÀÄUÀ£À ªÀÄÄAzÀ ºÁQzÀgÀ D ¥ÀÄ À̧ÛPÀ PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ ¥Á£À 

¥Á£À ¥Á£À vÉUÉzÀÄ ²ªÀ£É vÀA¢AvÀ ªÀÄ£ÀzÁUÀ zsÁå£À ªÀiÁr ºÀqÉzÀAvÀºÀ vÁ¬Ä vÀA¢ zÁå£À ªÀiÁr £À£Àß¥Áà ¸Àt 

¨Á®gÁd PÀAoÉJwÛ ¸Á° UÀÄrAiÉÆÃ¼ÀUÁ NzÀPÀA§UÀ½V D ¥ÀgÀªÀiÁvÀä PÉÆÃlÖAvÀºÀ ²ªÁ £ÉÆÃqÀÄvÁ À̧t 

¨Á®gÁd gÁUÀ vÉVvÁ£À vÀA¢ £À£À¥Áà ¥ÁqÀ gÁUÀ vÉUÉzÀÄ PÀAoÀ JwÛ ªÀÄUÁ NzÀUÀ½V À̧t ¨Á®gÁd 

NzÀwzÁÝ£ÁDDD...........  

vÁ£À vÀAzÁ£À 
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Roman Transliteration of the Kannada Narratives 

balagiri raja katha 

yamananda giri rājyadōḷagā yamandi rāja vīragaḍiya dēśadōḷagā guruvē mahādēvā,,, akaḍa 

yāvadō paṭṇāda śivanē yamananda rāja nanappā rājana heṇḍati kr̥ṣṇa nīlavēṇi muttu, ratna, vajra, 

māṇikya, baṅgāra kacēru ellā gaḷisyāna ēna iddara ēna sārthaka, 60haḷḷi jāgiru baṅgāru kacēri 

madi illadōriga madi māḍyāna, mun̄ji'illadōrigā mun̄ji māḍyāna, lagana illadōriga lagana 

māḍyāna, bēkādu dharma māḍyāna, bēkāda puṇya māḍyāna, rāja bhakti dēvara mēcilā santāna 

kōṭilā santāna villānta cinti māḍyāra phala vilada dukha māḍyāna. yamananda gīri rāja tandi 

kacēri biṭṭu tāyi maniga bandu snāna jaḷakā māḍikaṇḍu bhakṣa bōjanāgaḷa ūṭā māḍi rāja kacēriga 

hōgabēku barabēku kaikeḷagā raitaru pāḍanōḍi ēnantā śabda nuḍitāra"tandi yamanandigiri rāja nī 

ēna gaḷisidare ēna sārthaka ēna iddare ēna sārthaka hōṭṭiyōḷagā putra santāna villā tandi 

gōḍḍavanu ban̄jeyavanu antandu dēśaka kīrti, rājake hesaru, inta kirati paḍibāradu inta hesaru 

paḍibāradu enayyā rājandagaḷigi" sari ōḷe mātu nīva kai kēḷagida raitaru bēkāndaṅga ī rāja 

kacēridāga rāja māḍakanta iri nāhōgi putra santāna paḍakaṇḍa baratini anta rājakaceri biṭu tāyi 

aramaniga hōṇṭabandu snāna jaḷaka māḍi bekāda hāla haṇṇu hampala ūṭamāḍi kuntāna 

kuntu"ene bhāma kr̥ṣṇanīlavēṇi nāva gaḷisida gaḷīka manārāda āni kudari ōṇṭi bēkāda 

gaḷisakaṇḍivi ena idarā ina sārthaka ūra hōragatāna dōḍḍavaranta hesara māḍivi ādare santāna 

villā hōṭṭi yōḷagā phalavilā antā cinti māḍakanta kuntare phala'āgatila hēṅga māḍada bhāmā" 

andā"ūḍadāra kaṭṭida gaṇḍa maganinayā dēśelā huḍuki dēśelā tirugi pāḍa kaṣṭa paḍedu santāna 

paḍedu barabēkapā" andaḷu sari ōḷemātu nāne hōgibaratini antā tāyina biṭṭu kacēriga bandu 

raitariga hēḷī kēḷi baṅgāra caragedāga nīra tagando baṅgāra kacēru kaiyāga hiḍakaṇḍu neṭṭaga 

phala santāna saluvāga hōṇṭa hōgatāna rāja naḍedu baratāna naḍadu kāla guḷḷi baratāva ā 

ghāṇādōḷagā 360 haradāri rāja naḍedu baralāka hatyāna bēḷna kalligā namaskāra māḍatāna 
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hacana giḍakā nīrahākatāna irugaḷiga sakari hākatāna pakṣi gaḷiga dāvasa hākatāna ondalā 

eraḍalā tirugi tirugi rāja 360 haradāri bandā bandare ā rāja bhakti dēvara meccalilā rāja santāna 

sigalilā ondara dēvara maṭha kāṇavaladu ondara dēvara guḍi kāṇavaladu tirugi tirugi tirugāḍi 

bandu dōḍḍa basaragīḍa buḍaka kuntā kuntu cinta māḍakanta kunta"paramātma nā ēna pāpa 

māḍi biṭṭani nanagēnthā hōttu tandi jagadīśā antāndu dēvara dyāna māḍikanta rāja gōḷu antā 

dukha māḍi rāja banda nā hinda tirugi hōtini dēvara nana bhaktiga mecalilā nanaga santāna 

kōḍudilā" antā hindaka tirugi ūriga neṭaga tirugi bandu rāja kacēriyali banda kuntā kuntare 

aramani yōḷagidanta nanam'mā kr̥ṣṇanīlavēṇi nanagaṇḍa dēśa rājya tirugi phala santāna 

tandenendu taṇṇirāga jaḷaka māḍikaṇḍu ā tāyi tumbā seraga hākaṇḍu neṭaga rāja kacērigi 

bandu"telimyala neraḷu bhujabala bhima dēśa nāḍa tiragi santana phala tandenapā nana 

ūḍiyōḷagā hākandu" ūḍi cācidaḷu nintaḷū ā tāyi ninta gaḷigi"bhāma ninaga namaskāra māḍatini 

ūḍadāra kaṭakaṇḍa gaṇḍasa nā dēśa nāḍa tirugidare bhakti nanda mecillā ā dēvaru nanaga 

santāna kōṭṭila mata aḍapaṭi kaṭida heṇamagaḷu nī hōgu bhāma nanaga sikkilā" "sari oḷemātu rāja 

ūḍadāra kaṭakaṇḍa gaṇḍasa ninaga santāna sigalilā nā phala santāna paḍakaṇḍa baratinandu" 

kr̥ṣṇa nīlā neṭhṭaga maniga bandu taṇṇirāga snānā māḍikaṇḍu buṭṭi tagaṇḍu oṇṭikālagā nanam'mā 

maitumbā siri ūṭakaṇḍu kubasā ūṭakaṇḍu, ēḷadāra vasta vaḍavi maitumbā iṭakaṇḍu, baṅgāra 

jāritumbā nīra tumbakaṇḍu, kāyi karapūra, takaṇḍu kaikeḷagina dādiyavarigi ī manigā nivē 

sansāra māḍi nā baratāna chalō hōttināga nivē iri antandu namaskāra māḍi ā ūra biṭṭu makaḷa 

saluvāga putra saluvāga ūrabiṭṭa ūra munda hōṭa bandu, ā tāyi heṅgā hōṭa bandāḷa naḍedu naḍedu 

1 2 haradāri naḍedu bandare naḍedanta kālu guḷi bandāva jagadanta kai jāḷatavā anadondu 

jenatupā nanatāyi bheḷana kaliga śaṇamāḍatāḷa, haccana giḍakā nīra hākatāḷa, irugaḷiga sakari 

hākatāḷa, pakṣigaḷiga neralākatāḷa 360 haradāri tāyi naḍada neṭṭaga hōṭa bandāḷa ā rāṇoḷagā 

bandu tāyi nintu dōḍḍa cida guṇḍi ēridaḷu ā guṇḍina myāla nintu suttamutta nōḍutāḷa nōḍidare 
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aligōndu haradāri tandi dēvālaya maṭha kaṇḍidu, śivālaya guḍi kaṇḍitu, maṭha elā hāḷa biddada 

maṭhellā biḍa bidadā antandu hindaka tiruga hōdare dēvara nana bakti mecudilā santāna 

kōḍudilā" andu baḍā baḍā guḍibali bandu karaḍa kāsi hullēlā suṭṭahāki tembagi nīra dēvara 

jaguliga nannamā keḷagelā sārisakaṇḍu ā dēvara guḍimunda banda kuntaḷu. guḍimunda 7 antasta 

garaḍasakambādā adara mēla ēri nindaratini andu siri kaci hākaṇḍu vasta cala otanāga iṭagaṇḍu 

kāla hiḍilāra kai hiḍalārada baḍigi saṅgaḍā 7 antasta eri tapaguriyāgi heṅga nindaratāḷa ā yam'ma 

seraga takaṇḍu saṇaga cindi māḍikaṇḍu sūji māla sūji, ḍabaṇa myāla ḍabaṇa, iṭa siribanda māḍi 

śirasa keḷagā pādagaḷu myāla māḍi tapa guri yāgi 1 lā 2 lā 12tāsatana makaḷa saluvāga santāna 

saluvāga tāyi tapaguri yāgi nintāḷō haḍadem'mā 12 tāsina tapa nintare aṅgāligadida rakta tāyi 

nettiyōḷaga iḷada, tōḍiyōḷaga rakta hōṭiyōḷagā, hōṭi'ediyōḷagā idda rakta bāyiga iḷida bandu 

giḍimundā bāgilagā kāralatiḷa, kārutidare tāyi rakta haḷehaṅgā haradāda hōḷehaṅgā haritāda 

kōṭṭanta paramātma pāravati paramātmibbaru hōvina tōṭadāga hovina vasanta āḍakanta nintidaru 

nintare pāravati pāḍa nōḍidaḷu nōḍi enantāḷa"enayyā jagadīśa ninagōndu namō namaskāra ardha 

mandiga sukha kōṭṭidi ardha mandiga dukha kōṭidi nā kōṭantaha heṇṇa magaḷu śiśu keṭṭu 

vanavāsa biḷakatāḷa bāyāginda muginaginda rakta sōralakatāda tapaguriyāgi nintāḷa matta ni jaṭa 

nā hōgi ā tāyi kēḷida bhāgya kōṭṭu bandanta dāri biḍisi ī kailāsa maṭhaka barabēku tandyā" sari 

oḷḷe mātu nī hēḷida mātu cennāgāda ā tāyigena vanavāsa'ilā makaḷa vanavāsa bandada adaka 

kuntāḷa avāgā paramātma muppāda mudukāda jōḷagi hākaṇḍu gaṇṭi gaja śūlā kaiyāga hiḍakaṇḍu 

kailāsa maṭhadala māyāvāgi ā tāyi maṭhadali huṭi baratāna 

hara hara māhādēvā śivā śivā mahādēvā tandāna tandāna raguvānandāna śiva bandāna maṭhada 

munda nintāna nintu gaṇa gaṇa gaṇa gaṇṭi bārisanu śaṅkha hōḍedā kōḍa bhikṣa andā ām'mā tāyi 

kr̥ṣṇa nīlavēḷi ninu eṣṭu sampūrṇā nijamāḍakata nintidi darma koḍabēku magāḷā 



xix 

 

enayyā mutyā nānu sampūrṇā sukhadāgida kēḷakatidi ena mutyā entha mātāḍakatidi intha 

vanavāsadā ni sukha dāgidilatidi dharma kōḍutāyi mutyā dharma kōḍalāka mane ilā mara ilā 

akilā byālilā kōḍabēka magaḷe ni gaḍḍi dharma kōḍabēku, nā hōgabēku, sari oḷe mātu nina 

ediyōḷagā śakti idare i 7 antastina garuḍakamba eri nana maimyālina vasta vaḍavi sulakaṇḍu 

jebināga iṭakaṇḍu ondandu mārikaṇḍu ni baduka mutyā"mecide magaḷē nina dharma mecidi ni 

banda tapaguri yāgi yāka nintedem'mā ēna kaḍimāda" "ena kaḍimilā nina kōṭida tupadāṅga 

mastāda obbaru kōḍalāka obbaru taralāka ēnidarā ēna sārthakā hōṭṭiyōḷagā makkaḷillā hōṭṭi 

yōḷagā santāna vilā santāna saluvāga bandini" "sari oḷe mātu magaḷe nana saukhyavāgi bandido 

nina tapa bhinna māḍi iḷida bā santāna kōḍatena gaṭṭi kōḍateneppā" dēvare gaṭṭi kōḍatini 3 sala 

kēḷi tapa bhīnna māḍi 7antasita garaḍagamba iḷidu keḷaga bandu ūḍi cācikōṇḍu kōḍapā dēvara 

nanaga santāna andu nintare āvāga pāramātmā jaḍiyōḷagā kaiyiṭṭa onde nāgamali hōvā onde 

gajari tāyi ūḍegā i£ṭṭa magaḷe ninagōndu ninaga namaskāra ninaga maga magaḷu puṇya makaḷa 

kōḍatini ida kāyi kōṭidyā haṇa kōṭidyā kāyi ambadu tiḷivaladu haṇa ambadu tiḷivaladu ili 80kōṭi 

jīvarāśi gaḷa saluvanta ninu ninage heṅgā gōtāgalilā heṇa magaḷa kōṭidyā gaṇḍa maga kōṭidi 

gaṇasa maga kōṭini gaṇasa maga kōṭina antā ni sambara paḍibyāḍa ī maga 12 varṣa tana nina 

bagalaka iratāna 12 varṣa nantara heṇasaluvāga para ondu dēśa hōgutāna hōgi heṇa gedakaṇḍa 

baratāna hā enapā mutyā enta mātāḍati haudam'mā haṅgam'mā oḷemātu maga dōḍavarādare budi 

heḷamanta hēḷakaṇḍa. yamanandi paṭnadōḷagā yamanandi rājana maga kr̥ṣṇanīlavēṇi maga 

sanabāna rāja ī bālagirirāja antā hesariḍu antā ellā kēḷikaṇḍu ā paramātmana kāliga namaskāra 

māḍuḷu. paramātma hōṇṭahōda ā tāyi magana hiḍakaṇḍu naṭka hinduka tirugi ūra kaḍi 

hōṇṭabandaḷu. bandu aramaniyōḷagā baṅgāra tōṭṭalāga santāniṭṭu dēvara māḍadāga iṭṭaḷu dēvara 

māḍadāgiṭṭu jaḷakāmāḍikaṇḍu hālu haṇṇu hampalu hōṭṭitumbā ūṭamāḍikaṇḍu tāyi baṅgāra baṭlā 

phalātagōṇḍu bēḷḷiguṇḍā takaṇḍu rasapāna māḍi ā baṅgāra baṭladāga kaiyāga iṭakaṇḍu kōṭṭanta 
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dēvaru dyānamāḍi māḍikaṇḍa gaṇḍana nempadyāna māḍi ā pālasida baṭaga sarisyāḷā sarisidare 

dēvindra kāḷadalli dēvalōka kāladalli 9tiṅgaḷu 9 tāsināga makkaḷa 

badukatāreppā sari oḷḷe mātu suttā muttā nōḍidā magā bajāra kaṇṇiga bittu, bēgaṁ bajāra 

kaṇṇiga bittu, saṇ saṇ huḍugarellarū pāṭi pustaka kaṅkōḷaga iṭakaṇḍu sāli guḍiga hōgalakattāra. 

haḍedantaha tāyi paḍedantaha tāyi nina myāla maṇasuravali nanagā manege saluviddi, manege 

beḷisiddi, huḍugarellā sāli kalilāka hōgalakattyāra nanagōndu pāṭi pustaka kōḍu nānu 

hōgutinindā, yappā kāṭagōra huḍugarinda hōdare rājana magā ninu ninaga beli baradillā, ninagā 

bhūṣaṇa baradillā, nim'mappana kara kaḷastini nim'mappā baratāna kaḷisi koḍatāna"am'mā kai 

keḷagā dādiyavere hōgi nim'mappana karakaṇḍa bara tāyā" antā andare avara baḍā baḍā bandu ā 

tandigi karakaṇḍa bandaru"yappā magā sāli kalilāka hōgutāna antā kaḷisi bā yappā" sari oḷḷe 

mātem'mā kaḷisi baratinandu rājā dinā bājā saṅgāṭa halagikōmbi saṅgāṭa neṭṭagā tāyi manigā 

bandara bandu magana taināta māḍi tāyi kuḍisyāḷa ā magāna kuḍisi kaṇḍu neṭṭagā māstara balik 

bandu māstara balika bandu tandi sāli buḍaka bandare ā kuntata māstara myāga eddu"namō 

namaskāra rājā" andā"namaskāra magā ēkaḍeppā bandidi" "ī magā sāli kalitāna antā vidye 

kalitāna antā adaka karakaṇḍa bandini yappā ādara oḷḷe mātu kundarisi tandi magana keḷagiḷisi 

kurci myāla kuḍisi ninaga cērakaḍagā baṅgara ūḍadāra muttu ratnā māṇīkya ūramundā hōla ellā 

baṭṭi māḍastini mani kaṭṭisi kōḍatini calō hōttināga vidye kalisi kōḍabēku" ādara oḷḷe mātu yappā 

antāhēḷi kacēriga hōṇṭa bandā hōṇṭa bandare ikaḍa māstara kuntata magana bagalāga kuntu"pāṭi 

kōḍappā" andā ēdakappā andā a nāma barakōḍatini tandyā ā pāṭi kaiyāga hiḍakaṇḍu a nāma 

sarasati pāṭimyāla baredu kaigā kōṭṭa gaḷigi magā pāḍa nōḍida tandi hucca māstara nī idu nāga 

anta barilāka sūḷi maganā a antā barilāka aḍ'̔ihōga sūḷimaganā innēna bēku magā rāmāyaṇa 

pustakagaḷu jaimini bhārata saṇa bāla śikṣaṇa ellā nanaga tandu kōḍu tande abāba magane 

enthenthā ōdi baredōra kailāgalillā tiḷakaṇḍillā nī kēḷatiyallā haudeppā 1tāsa 1gaḷigi kōṭṭare nā 
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ōdi kōḍatini ādarōḷḷe mātu rāmāyaṇa pustaka jaimini bhārata saṇa bāla śikṣaṇa ellā tandu magana 

munda hākidara ā pustaka kaiyāga hiḍakaṇḍu pāna pāna pāna tegedu śivane tandinta manadāga 

dhyāna māḍi haḍedantaha tāyi tandi dyāna māḍi nannappā saṇa bālarāja kaṇṭhe'etti sāli 

guḍiyōḷagā ōdakambagaḷigi ā paramātma kōṭṭantaha śivā nōḍutā saṇa bālarāja rāga tegitāna tandi 

nanappā pāḍa rāga tegedu kaṇṭha etti magā ōdagaḷigisaṇa bālarāja ōdatiddānā'ā'ā'ā........... 

tāna tandāna 
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Transcription of Narratives in Kannada 

PÁA¨ÉÆÃeÁ gÁd£À PÀxÉ 

 «ÃgÀUÀrAiÀÄ zÉÃ±ÀzÉÆÃ¼ÀUÁ ±ÀºÁ¥ÀÆgÀ ¥ÀlÖtÚ«vÀÄÛ D ¥ÀlÖtÚPÉÌ ±ÁªÀÄgÁd «zÀÝ£ÀÄ, gÁeÁ ±ÁªÀÄgÁd CªÀ£À 

ºÉAqÀw vÁ¬Ä ªÀÄºÁgÁtÂ ¥ÁAzÉÃ« D vÀA¢UÉ ¢ügÀ«ÃgÀ ªÀÄUÀ PÁA¨ÉÆÃeÁgÁeÁ, F gÁd¤UÉ 7d£À 

ºÉAqÀwAiÀÄgÀÄ, ºÉAqÀwAiÀÄjzÀÝgÀÄ, DzÀgÁ ºÉÆÃnAiÉÆÃ¼ÀUÁ ªÀÄPÀÌ½¯Áè. É̈½î §AUÁgÀ ªÀÄÄvÀÄÛ gÀvÀß ªÀdæ ªÀiÁtÂPÀå 

É̈ÃPÁzÀÝ ªÀÄ¸ÀÛ UÀ½¸Áå£À K¤zÀÝgÀ K£ÀÄ ¸ÁxÀðPÀ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ ªÀÄPÀÌ½¯Áè.60ºÀ½è eÁVgÀÄ gÉÃ²«Ä §nÖ §AUÁgÀzÀ 

PÀZÉgÀÄ ªÀÄ¢¬Ä®èzÉÆÃjV ªÀÄ¢ ªÀiÁqÁå£Á ªÀÄÄAf®èzÉÆÃjUÁ ªÀÄÆAfªÀiÁqÁå£À ºÉÆÃ¯Á E®èzÉÆÃjUÁ 

ºÉÆÃ¯ÁPÉÆÃmÁÖ£À É̈ÃPÁzÀÄ zsÀªÀÄð ªÀiÁqÁå£Á PÉÊ PÉÃ¼ÀUÁ 7000 ªÀÄA¢ PÉÊ PÉÃ¼ÀUÁ gÉÊvÀgÀÄ AiÀiÁjzÀÝgÀ K£ï 

ªÀiÁqÀ̈ ÉÃPÀÄ D¸ÉAiÉÆÃAzÀÄ zÁj ©qÀzÀÄ D ²ªÀ¤UÀ PÀgÀ¥ÀÆgÀ UÀAn PÀmÁå£À f É̄èUÉÆÃAzÀÄ zÁj »rzÀÄ 

¢°èAiÉÆÃ¼ÀUÁ rªÀ²A§ ºÉÆÃqÀzÁ£À zÉÃ±À£ÁqÀ wgÀÄVzÀgÉ ºÉÆÃmÉÖAiÉÆ¼ÀUÁ ªÀÄÄwÛ£ÀAvÁ ºÀtÂÚ¯Áè, GzÀÝAqÀ ¢üÃgÀ 

PÁA É̈ÆÃeÁ wgÀÄV wgÀÄV ¨Áå¸ÀvÀÄÛ wgÀÄUÀ̄ ÁgÀzÁ ¤AvÀPÀAqÀÄ gÁdPÀZÉÃj ªÀÄÄAzÁ PÀÄAvÀÄ gÁeÁ aAw 

ªÀiÁqÀÄvÁ£À, PÀÄ¢ ªÀiÁqÀÄvÁ£À, PÉÊPÉ¼ÀUÁ gÉÊvÀgÉ̄ Áè PÀÄAvÀPÀAqÀÄ D gÉÊvÀgÀÄ K£ÀAvÀgÁ "K£ÀAiÀiÁå gÁeÉÃAzÀæ UÉÆÃqÀÄØ 

UÉÆÃqÀØªÀ£ÀÄ §AeÉAiÀÄªÀ£ÀAvÀAzÀÄ F zÀÄ¤AiÀiÁ ªÀÄA¢ ¤£ÀUÀ£ÀÄvÁgÀ, UÉÆÃqÀØªÀ£ÀÄ §AeÉAiÀÄªÀ£ÀÄ CAvÁ ºÉÃ½zÀgÉ 

CAvÀºÀ QÃwð ¤Ã ¥Àr¨ÁgÀzÀÄ" CAzÀgÉ D gÁdUÁ gÉÊvÀgÀÄ £ÉÆÃr K£ÀAvÁgÀ "K£ÀAiÀiÁå gÁeÁ ¤£À ªÀiÁå® ªÀÄtÚ 

À̧ÄgÀªÀ° ¤£À ªÀiÁå® PÀ̄ ÁèPÀ° vÀA¢ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ À̧AvÁ£À«¯Áè £ÁªÀÅ £ËPÀj ªÀiÁqÉÆÃj¢« ¤ªÀÄ £ÉgÀ¼ÀÄ 

£ÀªÀÄUÀ ºÀjvÁzÀ £ÀªÀÄ £ÉgÀ¼ÀÄ £ÀªÀÄ ºÉAqÀjUÀ ºÀjvÁzÀ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ ªÀÄÄwÛ£ÀAvÀºÀ UÀAlÄ ºÉÆÃvÁzÀ ªÀÄvÀ 

£ÁªÀ KPÀqÁ£À ºÉÆÃAlºÉÆÃUÀÄw« £ÀªÀÄ gÉÆÃPÀÌ £ÀªÀÄUÀ PÉÆÃlÖ©qÀÄ vÀA¢ £ÁªÀ KPÀqÁ£À ºÉÆÃUÀÄw«," CAzÀgÉ 

"¤ÃªÀ ºÉÆÃUÀÄzÀÄ £ÁåAiÀÄªÀ̄ Áè zsÀªÀÄðPÀ̄ Áè ¤ªÀ §gÉÆÃzÀÄ £ÁåAiÀÄªÀ̄ Áè ¤ÃªÀ ¬Ä¯Áè¬ÄgÀ É̈ÃPÀÄ £Á ºÉÆÃV À̧AvÁ£À 

vÀgÀÄw¤" zÉÃ±À £ÁqÀ wgÀÄVzÀgÉ ¹UÀzÀAvÀºÀ ¸ÀAvÁ£À ¹QÌ¯Á £ÁªÀ ¥ÀAZÁUÀ £ÉÆÃqÀªÀÅ£À vÀA¢ CAzÀÄ DªÁUÀ 

PÀÄAvÀÄ ¥ÀAZÁUÀ £ÉÆÃrzÀgÉ ¥ÀAZÁUÀzÉÆÃ¼ÀUÁ vÀA¢ MAzÀÄ gÀÄ¶ §AzÀÄ MAzÀÄ ¨É½î PÀrØAiÉÆÃ¼ÀUÁ ¥ÀAZÁUÀ 

£ÉÆÃrzÀgÉ D ¥ÀAZÁUÀzÉÆÃ¼ÀUÁ K£ÀAvÁ ºÉÆAlzÁ "K£ÀAiÀiÁå gÁeÉAzÀæ EzÀÝAvÀ ªÀiÁvÀ ºÉÃ¼À̈ ÉÃPÁ K£ï À̧Ä¼Áî 
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ºÉÃ¼À̈ ÉÃPÁ" vÀA¢ EzÀÝAvÀºÀ ªÀiÁvÀÄ ºÉÃ¼À̈ ÉÃPÀÄ "¤ªÁåPÀ À̧Ä¼Àî ºÉÃ¼ÀÄwj" CAzÀgÉ " À̧Ä¼Àî ºÉÃ¼Á¢¯Áè EzÀÝAvÀºÀ 

ªÀiÁvÀ ºÉÃ¼Àw« PÉÃ¼ÀÄ, ¤ªÀiï vÀA¢ ±ÁªÀÄgÁd »AzÀPÀ K£À ªÀiÁrzÀÝ HgÁ ªÀÄÄAzÁ PÁ¸ÁéUÀ vÉÆÃl D 

vÉÆÃlzÁUÀ JµÀÖ ¥Á§AzÀ ªÀiÁrzÁÝ MAzÀÄ ªÀÄ£ÀÄµÁ ºÉÆÃUÀ̄ ÁPÀ ¸ÀA§A¢¯Áè, MAzÀÄ DqÀ ºÉÆÃUÀ̄ ÁPÀ 

À̧A§A¢¯Áè, CµÀÖ ¥Á§AzÀ ªÀiÁr vÉÆÃl PÀnÖzÁ. D vÉÆÃlzÀUÀA§ÄzÀ ¥ÀgÀªÀiÁvÁä ¥ÁgÀªÀw À̧®Ä«zÀAvÀºÀ DPÀ¼ÀÄ 

UÀAUÁªÉÄÊ° D vÀÄA§ DPÀ¼ÀÄ ¢£À §AzÀÄ CAvÀºÀ DPÀ¼ÀÄ vÉÆÃlzÀ ªÀiÁå® ªÀÄ£À¹lÄÖ, D vÉÆÃlzÉÆÃ¼ÀUÁ §AzÀ 

D LzÀÄ £ÁUÀªÀÄ°è ºÀÆªÁ LzÀÄ vÀÄvÀÛ ªÀiÁr Hl ªÀiÁr ºÉÆÃUÀ ªÀÄÄAzÀUÀ½ÃV, ¢£Á §gÀ̈ ÉÃPÀÄ Hl 

ªÀiÁqÀ̈ ÉÃPÀÄ, ºÉÆÃUÀ̈ ÉÃPÀÄ ºÉÆvÀÛ PÀ¼ÉzÀ wAUÁ¼ÁvÀÄ, ¥ÁqÀ §AzÀÄ vÉÆÃlzÁUÀ Hl ªÀiÁqÀ ªÀÄÄAzÀUÀ½V EzÉÃ 

±ÁªÀÄgÁd £ÉlÖUÀ ªÀÄ¤UÀ §AzÀÄ ªÀÄ¤°AzÀ vÉÆÃlPÀ §AzÀÄ £ÉÆÃrzÀgÉ vÀA¢ UÀAVªÉÄÊ° ªÉÄÊ¯ÁPÀ vÉÆÃlzÁUÀ 

§AzÀÄ ¢£Á §gÀvÁzÀ ¢£Á §AzÀÄ vÉÆÃn¯Áè ºÁ¼À ªÀiÁqÀPÀvÁåzÀ EzÉÃ DPÀ½gÀ̈ ÉÃPÀÄ À̧j N¼ÉîªÀiÁvÀÄ, EzÀgÁ 

vÁ¬Ä£ÀºÁqÁ, vÀQÌ£Á ºÀqÁ EzÀgÀ fÃªÁ £Á PÉÆÃ É̄ ªÀiÁqÀw¤, CAzÀÄ §AzÀÆPÀÄ s̈ÁgÀ ªÀiÁr ªÀÄzÀÄÝ vÀÄA© D 

§AzÀÆPÀ À̧AUÁl DPÀ¼À d£Àä PÉÆÃ°èzÁ, D DPÀ¼À d£ÀÄªÀiÁ PÉÆ°èzÀgÉ D DPÀ¼ÀÄ gÁeÁUÀ ±Áæ¥À PÉÆÃlÖ K£ÀAvÀzÁ 

"K£ÀAiÀiÁå gÁeÁ ¤£À ªÀiÁå® ªÀÄtºÁPÀ° ¤£À ªÀiÁå® PÀ® À̧ÄgÀªÀ° £Á K£À ¤£À vÉÆÃlzÁUÀ §AzÀÄ K£À s̈ÁUÀå 

HlªÀiÁqÀÄwgÀ°¯Áè K£À ¤£ï ºÉÆÃ¯Á M¬ÄåwgÀ°¯Áè, LzÀÄ £ÁUÀªÀÄ°è ºÀÆªÁ ºÉÆnÖUÀ HmÁ ªÀiÁrPÀAqÀÄ £Á 

ºÉÆÃUÁ ªÀÄÄAzÀUÀ½V £À£À fÃªÁ ¤ wA¢¢ ¨Á¼À vÀ¥Àà PÉ®¸Á £À£ÀÄß¹gÀÄ ¤£ÀUÀºÀvÀÛ° £À£À PÀtÂÚgÀÄ ¤£ÀUÀvÀÛ° £À£À 

d£ÀÄªÀÄ ¤ AiÀiÁªÁUÀ wA¢AiÉÆÃ MAzÀÄ DPÀ¼À ºÀvÀå MAzÀÄ ²±ÀÄ ºÀvÀå MAzÀ ºÉtÚªÀÄUÀ¼À ºÀvÀå ¨Á¼À PÀlÖzÀ ¹ÛçÃ ºÀvÀå 

PÉlÖzÀ DªÁUÁ gÁeÁ £ÉÆÃr vÀA¢ DPÀ¼ÀÄ ±Áæ¥Á PÉÆÃlÖ ¬ÄzÉÆÝÃAzÀ ªÀÄUÁ GzÀÝAqÀ ¢ÃgÀ PÁA É̈ÆÃeÁ gÁeÁ 

¤£À ªÀÄUÀ£À ºÉÆÃnÖUÀvÀÛ° CªÀ£ÀÄ ºÀÄlÄÖvÁ UÉÆÃqÀØªÁUÀ  ºÀÄlÖ° ºÀÄlÖvÁ §AeÉAiÀÄªÀ£ÁV F ªÀÄÈvÀå É̄ÆÃPÀzÁUÀ 

PÁ® ªÀiÁqÀ° CAvÀAzÀÄ §¼Á §¼Á §¼Á ±Á¥À PÉÆÃlÄÖ DPÀ¼À d£ÀÄªÀiÁ PÉÆÃqÀvÀzÁ" D DPÀ¼À d£ÀÄªÀiÁ PÉÆÃlÖgÉ 

D DPÀ¼À d£ÀÄªÀiÁ PÉÆÃnÖzÀ ¤£À vÀA¢ ªÀiÁrzÀ PÀªÀiÁð ¤ªÀÄ vÀA¢ ªÀiÁrzÀ ¥Á¥À ¤£À ºÉÆÃnÖUÀ 

À̧ÄvÀÛPÉÆÃAqÀÄzÁ ¤£À vÀA¢ ªÀiÁvÀ ºÉAUÀ ºÉÆÃ¼ÁUÀ̈ ÉPÉAzÀgÉ ¤Ã£ÀÄ ªÀ£ÀªÁ À̧ ¥ÀqÀ̈ ÉÃPÀÄ" CzÉÃ£À ªÀ£ÀªÁ À̧ vÀA¢ 

ºÉÃ¼ÀPÉÆÃqÁ,  CzÉÃ£À ªÀ£ÀªÁ¸ÀAzÀgÉ "zÉÃ±ÀzÀ ªÀiÁå® ¯ÉÆÃPÀzÀªÀiÁå® ºÀt ¥sÀ® ©eÁ DUÉÆÃ ©eÁ vÀAzÀÄ 

HjUÉÆÃAzÀ ºÀgÀzÁj ¤£À É̈ÃPÁzÀ ºÉÆÃ® ¤£À PÀÄzÀÝ ºÉÆÃ® ºÀ̧ ÀÄ£À ªÀiÁqÀ̈ ÉÃPÁ, ºÉÆÃ® ºÀ̧ ÀÄ£À ªÀiÁr vÀA¢ 
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©Ãd ©vÀÛ̈ ÉÃPÀÄ. ©d ©wÛzÀgÉ D ©eÁ vÀA¢ zÉÆÃqÀØªÁV ºÀÆvÉÆÃlªÁV vÉÆÃlzÀUÁ ¨ÉÃ½UÀ¼ÁzÀgÉ DªÁUÀ ¤£ÀUÀ 

À̧AvÁ£À DUÀvÀzÀ ¨sÁ¬Ä CV É̈ÃPÀÄ, ¨Á«AiÉÆÃ¼ÀUÁ ¤ÃgÀ §gÀ̈ ÉÃPÀÄ," J¯Áè ¥ÀAZÁUÀzÀªÀgÀ ºÉÃ½ PÉÆÃlÖgÉ CzÀ£É̄ Áè 

PÉÃ½PÀAqÀÄ GzÀÝAqÀ ¢üÃgÀ PÁA É̈ÆÃeÁ gÁd vÀA¢ ªÀiÁrzÀPÀªÀiÁð £À£À ºÉÆÃnÖUÀ ºÀvÁåzÀ CzÀgÀAvÀ £À£ÀUÀ 

ªÀÄPÀÌ½¯Áè ºÀÄlÄÖvÁ UÉÆÃqÀØªÀ£ÁV £Á ¤Aw¤, ºÀÄlÄÖvÁ §AeÉAiÀÄªÀ£ÁV £Á ¤Aw¤, ¸Àj M¼ÉîªÀiÁvÀÄ K¼À ªÀÄA¢ 

ºÉAqÀÄgÀ DzÁgÁ À̧ÄAPÀªÀiÁä zÉÃ«, ¸ÀÄAzÀgÀªÀiÁä zÉÃ«, À̧ÄgÀªÀiÁä zÉÃ«, ªÀÄºÁzÉÃ«, VÃjzÉÃ«, gÀvÁßzÉÃ«, DgÀ 

ªÀÄA¢ À̧uÁÚQ ¹ÃjzÉÃ«, DgÀªÀÄA¢ vÁ¬ÄzÉÆÃjUÁ MAzÀ ªÀÄUÀÄ À̧uÁÚQV ªÀÄ¤ J£ÀAvÀAzÁ ªÀiÁ½ ªÀiÁå® D 

vÁ¬Ä VlÖ 7ªÀÄA¢ ºÉÆÃnÖAiÉÆÃ¼ÀUÁ ªÀÄPÀÌ½¯Áè DªÁUÀ gÁd PÉÃ½PÀAqÀ gÁeÁ vÀA¢ £À£À¥Áà DgÀ ªÀÄA¢ 

PÀgÀPÀAqÀÄ ¹zÁ §AzÁ HjUÉÆÃAzÀ ºÀgÀzÁj vÀA¢ ºÉÆÃ®PÀ §AzÀÄ ¨Á« CUÀ¼À̈ ÉÃPÀÄ DªÁUÀ ªÀÄA¢ 

¤AvÀPÀAqÀÄ ¨Á« ¥ÀÆeÉªÀiÁr D ¨Á«V CUÉzÀgÉ CVzÀAUÁ ¨Á«zÀUÁ PÀ̄ Éè §gÀvÁªÀ CUÀ°zÀAUÁ ªÀÄtÚ §gÀvÁzÀ, 

§j PÀ®Äè ªÀÄtÄÚ MAzÀÄ wAUÁ¼ÁvÀÄ, JgÀqÀ wAUÀ¼ÁvÀÄ, £ÁPÀ wAUÁ¼À¢£ÁzÀÄ, CUÀ°zÀAUÀ PÀ® §gÀvÁªÀ 

CUÀ°zÀAUÀ ªÀÄtÚ §gÀvÁzÀ K£ÀAiÀiÁå GzÀÝAqÀ ¢üÃgÀ PÁA¨ÉÆÃd gÁd ¤£À ¨Á« ªÀiÁå® ªÀÄt ºÁPÀ° ¤£À ªÀÄå¯Á 

PÀ®ºÁPÀ° ¨Á« CUÀzÀAUÀ PÀ® §gÀvÁªÀ, ªÀÄt §gÀvÁzÀ "F ¨Á« CV¯ÁPÀ £ÀªÀÄ PÉÊ° DUÀ¢¯Á vÀA¢ £ÀªÀÄ 

zÉÃ±ÀPÀ £ÁªÀ ºÉÆÃAl ºÉÆÃUÀÄw« £ÀªÀÄ £ËPÀj £ÀªÀÄUÀ PÉÆÃqÀÄ vÀA¢" CAzÀgÉ "¤ÃªÀ ºÉÆÃUÀÄªÀÅzÀÄ £ÁåAiÀÄªÀ̄ Áè 

¤ªÀ ºÉÆÃUÀÄªÀÅzÀÄ zsÀªÀÄðªÀ̄ Áè E£ÉÆßÃAzÀ ªÀÄÆgÀ wAUÀ¼À CUÉzÀ £ÉÆÃqÀj ¤ÃgÀ ©Ã¼ÀvÁªÉ£ÉÆÃ ¤ªÀÄ £ËPÀj ¤ªÀÄUÀ 

PÉÆÃqÀÄw¤" À̧j N¼Éî ªÀiÁvÀAzÀÄ D gÁd£À ªÀiÁvÀ PÉÃ½ ªÀÄvÀ ¨Á« CV¯ÁPÀ ¤AvÀÄgÀÄ. E£Àß ªÀÄÆgÀ wAUÀ¼À 

CUÉzÀgÀÄ ºÀAUÉ CUÉzÀAUÀ §j PÀ®è §gÀvÁªÀ ªÀÄtÚ §gÀvÁzÀ ¥ÀgÀªÀiÁvÀä EªÀ£À UÀÄuÁ £ÉÆÃqÀ̈ ÉPÀAzÀÄ gÁPÀë¹ PÀ½¹ 

¨Á«zÁUÀ §AqÉgÀUÀ̄ ÁèUÀPÀÄAvÀÄ ©zÀÝAUÀ ¤ÃgÀ ©zÀÝAUÉ PÀÄqÀzÀÄ D vÀA¢ §j PÀ̄ ÁèV ©¼À̈ ÉÃPÀAzÀÄ D gÁPÀë¹£À 

PÀ½¹zÀgÉ D gÁPÀë¹ ªÀiÁå® ªÀÄt À̧ÄgÀªÀ° §j §Ar AiÀiÁV ¨ÁAiÀiÁUÀ ©zÀÝzÁ ¨ÁAiÀiÁUÀ ©zÀÝgÉ gÉÊvÀgÀÄ ªÀÄA¢ 

£ÉÆÃr J£À C£ÀAvÁgÀ "K£ÀAiÀiÁå gÁeÁ £ÁªÉl CUÀzÀÄgÀ ¤ÃgÀºÀvÀÛªÀ®Ä D gÁPÀë¹ ¨Á«AiÉÆÃ¼ÀUÁ §AqÉAiÀiÁV 

©zÀÝ¼Á 3 wAUÀ¼À ¨Á« CUÀ¢« £ÀªÀÄ £ËPÀj £ÀªÀÄUÀ PÉÆÃqÀÄvÀA¢ £ÁªÀ ºÉÆÃUÀÄw«" CAzÀgÉ "¤ÃªÀ ºÉÆÃUÀÄzÀÄ 

£ÁåAiÀÄªÀ̄ Áè zsÀªÀÄðªÀ̄ Áè E£ÉÆßÃAzÀ ªÀÄÆgÀ wAUÀ¼À CUÉzÀ £ÉÆÃqÀj" CAzÀgÉ "ªÀÄÆgÀ wAUÀ¼À CUÀ½ £ÉÆÃr £ÀªÀÄ 

£ËPÀj £ÀªÀÄUÀ PÉÆÃqÀÄ vÀA¢ PÉÊUÀ½UÀ UÀÄ½î ºÉÆÃAmÁªÀ §ÄnÖ ºÉÆÃvÀÛ vÀ̄ ÁåUÀ §ÄUÀÄn §AzÁªÀ £ÀªÀÄ PÉÊ¯ÁUÀ¢¯ï 
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£ÀªÀÄ zÉÃ±ÀPÀ £ÁªÀ ºÉÆÃUÀwªÀAzÀ" ¨ÉÃrzÀgÉ CªÀgÀ £ËPÀjJ¯Á PÉÆÃlÄÖ gÁeÁ PÀ½¸Áå£Á. PÉÆÃlÖ PÀ½¹zÀgÉ £À£ÀªÀiÁä 

vÁ¬Ä ¹jzÉÃ« PÁA§ÆeÁgÁd ¨Á¬ÄPÀn§® ¤AvÀÄ J£ÀAvÀ aAw ªÀiÁqÀÄvÁgÀ "dUÀ¢Ã±Á £ÁªÀ ¤£ÀUÀ K£À 

¥Á¥À ªÀiÁr« ¤£ÀUÀK£À PÀªÀiÁð ªÀiÁr« £ÀªÀÄUÉAvÁ UÀw vÀA¢AiÀÄAzÀÄ PÀÄAvÀPÉÆÃqÀgÀÄ DªÁUÀ ¹jzÉÃ« D 

zÉÃ«æUÁ K£ÀAvÁ ±Á¥Á PÉÆÃqÀvÁ¼À ²ªÁ ¤£À HjUÀtÄÚ Ha ©Ã¼À°, UÀd±ÀÆ¯Á ªÀÄÄjzÀÄ ©¼À°, JqÀPÀ 

FgÀ̈ sÀzÀæ ¸ÁAiÀÄ°, §®PÀ UÀuÉÃ±Á ¸ÁAiÀÄ°, vÉÆÃrªÀiÁå® ¥ÁgÀªÀw §½ MvÀÛ° drAiÉÆÃ¼ÀUÁ UÀAV GjzÀÄ 

©¼À°AvÀ" £À£ÀªÀiÁä vÁ¬Ä ¹jzÉÃ« §¼Á §¼Á §¼Á ±Á¥À PÉÆÃqÀvÁ¼À ±Á¥À PÉÆÃlÖgÉ ¥ÀgÀªÀiÁvÀä ¥ÁqÀ £ÉÆÃrzÁ 

CgÉÃgÉÃ EªÀjUÉÃAvÀºÀ ªÀ£ÀªÁ¸ÁzÁ vÀA¢ ªÀiÁrzÀ PÀªÀiÁð EªÀgÀ Ȩ́ÆÃ¸À̈ ÉÃPÁUÁåzÁ ¸ÉÆÃ À̧®PÀvÁÛgÀ vÀA¢ 

ªÀiÁrzÀ ¥Á¥À EªÀgÀ ºÉÆÃnÖUÀ ºÀvÁåzÀAvÀ ¥ÀgÀªÀiÁvÀä zÀÄR ªÀiÁr ªÀiÁr ¨Á« VqÀªÀiÁå® PÀÄAvÀgÉ D ¨Á« 

AiÉÆÃ¼ÀUÁ ¥ÀmÁ ¥ÀmÁ ªÀÄAwæ¹ ¨Á« ªÀiÁå® ºÉÆÃqÉzÀ UÀ½V ¨ÁAiÀiÁUÁ gÁPÀë¹ E®èzÀAUÁ ºÉÆÃAlºÉÆÃ¬ÄvÀÄ. 

DªÁUÀ ¨Á¬Ä vÀÄA¨Á ¤ÃgÀ ©zÀÄÝ, ¤ÃgÀ ©zÀÝ UÀ½V vÁ¬Ä ¹jzÉÃ« GzÀÝAqÀ ¢üÃgÀ gÁeÁ PÁA¨ÉÆÃeÁ zÀÄR 

ªÀiÁr wgÀÄV £ÉÆÃrzÀgÀÄ, £ÉÆÃrzÀgÉ ¨Á¬Ä vÀÄA¨Á ¤ÃgÀ ©zÁÝªÀ DªÁUÀ ²ªÀ ¥ÀgÀªÀiÁvÀä £ÀªÀÄUÀ EzÉÃ ¸ÁPÀAzÀÄ 

£ÀªÀÄ¸ÁÌgÀ ªÀiÁr ªÀÄ¤UÀ ºÉÆÃgÀl §gÀvÁgÀ. §AzÀÄ DªÁUÀ £À£ÀªÀiÁä gÁd PÀZÉÃjzÁUÀ PÀÄAvÀÄ ºÀtÄÚ ¥sÀ® ©ÃeÁ 

K£À DzÉÆÃ ºÉÆÃV ¤ÃªÀ zÉÃ±À £ÁqÀ ºÀÄqÀÄQ vÀgÀ̈ ÉÃPÁAvÁ gÉÊvÀjUÉ̄ Áè CAzÀgÀ CªÀgÀ ºÉÆÃV zÉÃ±À £ÁqÀ ºÀÄqÀÄQ 

ºÀtÚ ¥sÀ̄ Á ©ÃeÁ vÀgÀvÁgÀ vÀAzÀÄ gÁd£À HrAiÉÆÃ¼ÀUÁ ºÁQzÀgÉ gÁd ©ÃeÁ HqÉUÁ PÀlPÀAqÀÄ ªÀÄ¤UÀ 

ºÉÆAl §AzÀÄ "DAiÀiï ¹jzÉÃ«....CAzÁ" CAzÀgÉ "£À£À vÀ°ªÀiÁå® £ÉgÀ¼ÀÄ s̈ÀÄd §® ©üªÀiÁ ¥Áæt £ÁxÁ K£À 

À̧Ä¢Ý" CAzÀgÀ "K£À À̧Ä¢Ý¬Ä¯Áè ºÀtÚ ¥sÀ® ©ÃqÉÆÃ ©ÃeÁ £Á vÀA¢¤ ©eÁ ©vÀ̄ ÁPÀ £ÁªÀ ºÉÆÃUÀªÀÄ J¯Áè 

d¼ÀPÁ ªÀiÁr HmÁ ªÀiÁræ" CAzÁ J¯Áè 7ªÀÄA¢ d¼ÀPÁ ªÀiÁr HmÁ ªÀiÁrPÀAqÀÄ £ÉlÖUÁ ºÉÆÃ®PÀ §AzÀÄ 

PÉÊ¤AzÁ ºÉÆÃ® ºÀ̧ ÀÄ£À ªÀiÁr PÀÄr PÀnÖ ¸ÀéAvÀ ¤AvÀPÀAqÀÄ ©eÁ ©vÀÛtV ªÀiÁrzÀgÀÄ. ©vÀÛtV ªÀiÁr vÉÆÃlPÁ 

£ÀªÀÄ¸ÁÌgÀ ªÀiÁr ªÀÄ¤UÀ §AzÀgÀÄ. §AzÀÄ 8¢£ÁvÀÄ. ©eÁ ©wÛ 8 ¢£Á¬ÄvÀÄ £Á ºÉÆÃV £ÉÆÃr§gÀvÉ£ÀAzÀÄ ©eÁ 

ªÀÄ¼ÀQ MqÉzÁªÀ ºÉAUÀAvÀ £Á £ÉÆÃr §gÀvÉ£ÀAzÀÄ gÁeÁ £ÉlÖPÀ ºÉÆÃ®PÀ §AzÀÄ £ÉÆÃrzÀgÉ, MAzÀÄ ªÀÄ¼ÀQ 

©nÖ¯Áè ¥ÀgÀªÀiÁvÀä «ÄqÀvÉ ©mÁÖ£À, «ÄqÀvÉ̄ Áè ªÉÆÃ¼ÀQ PÀvÀÛgÀ¹ ºÁPÁåªÀ DªÁUÀ gÁeÁ ²ªÀ¤UÀ K£ÀAiÀiÁå dUÀ¢Ã±Á 

£ÁªÀ ¤£ÀUÉ£À PÀªÀÄðªÀiÁr«? CAvÁ £ÀªÀÄUÀ F UÀw vÀA¢ CAzÀÄ zÉÃªÀgÀ zÁå£À ªÀiÁr  ªÀÄvÉÆÛÃAzÀ À̧̄ Á ©ÃeÁ 
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vÀUÀAqÀ §AzÀÄ ºÉÆ®zÁUÁ ©vÀÛtV ªÀiÁr £ÉlÖUÀ ªÀÄ¤UÀ §AzÀÄ 7 ªÀÄA¢ ºÉAqÀwAiÀÄgÀ PÀgÀPÀAqÀÄ §AzÀÄ 3 ¢£Á 

ºÉÆÃ®PÀ ¤ÃgÀ ©ÃlÄÖ ªÀÄ¤UÀ ºÉÆÃAl §AzÀgÀÄ. §A¢ ªÀÄvÀ 8 ¢£Á DzÀ ªÀiÁå® ºÉÆÃV £ÉÆÃrzÀgÉ, DªÁUÀ 

ªÉÆÃ¼ÀQ ºÉÆÃAmÁªÀ ªÉÆÃ¼ÀQ ºÉÆÃAl UÀ½V ºÀZÀÑUÀ ºÉÆÃ® PÁt®UÀvÀzÀ DªÁUÀ £ÉÆÃr gÁeÁ JµÀÖ À̧AvÉÆÃµÀ 

¥ÀqÀvÁ£À ¥ÀqÉzÀ ¤lÖUÁ ªÀÄ¤UÀ §AzÀÄ 7 ªÀÄA¢ ºÉAqÀwAiÀÄjUÁ J©¹PÀAqÀÄ "JzÉÝÃ½j s̈ÁªÀiÁ £ÁªÀ vÉÆÃlPÀ 

ºÉÆÃUÀªÀÄÄ vÉÆÃlPÀ ºÉÆÃV £ÁªÀ vÉÆÃlzÁUÀ PÀµÀÖ ¥ÀqÉzÀgÉ, £ÁªÀ vÉÆÃlPÀ zÀÄR ¥ÀlÖgÉ ºÀtÚ ¥sÀ®UÀ̄ ÁUÀÄvÁªÀ 

DªÁUÀ £ÀªÀÄUÀ À̧AvÁ£À DUÀvÀzÀAzÀÄ £Àrj s̈ÁªÀÄ" CAzÀÄ CªÀgÉ£É̄ Áè J©â¹PÀAqÀÄ £ÉlÖUÀ §AzÀÄ vÉÆÃlzÀ §® 

¤ÃAvÀÄ vÉÆÃlzÁUÀ É̈Ã½î UÀÄr §AUÁgÀ UÀÄr § À̧ªÀ£À UÀÄr PÀnÖ ©lÄæ §AUÁgÀ § À̧ªÀtÚ UÀÄr PÀnÖ £À£ÀªÀiÁä 

vÁ¬Ä ¹jzÉÃ« MnÖUÀ ªÀÄÆgÀ À̧® § À̧ªÀtÚUÀ ¥ÀÆf ªÀiÁqÀÄvÁ¼À D vÁ¬Ä d¼ÀPÀ ªÀiÁrPÀAqÀÄ ¥ÀÆeÁ 

ªÀiÁrPÀAvÁ "K£ÀAiÀiÁå gÁd ¤Ã£ÀÄ HqÀzÁgÀ PÀnzÀ UÀAqÀ¸ÀªÀÄUÁ ¤Ã£ÀÄ PÁ® ©lPÁ PÁ® ©qÀUÀAqÀÄ ¤ÃgÀvÀAzÀÄ 

ºÁPÀÄ, £Á ¸À®Q UÀÄzÀ° PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ UÀqÀ UÀqÀ £Á ¤ÃgÀ vÀÄA§Äw¤. "¨ÁåqÀ s̈ÁªÀiÁ ¤ÃªÉÃµÁÖzÀgÀ ºÉtÚ 

ªÀÄUÀ¼ÀÄ UÀAqÀ̧ À ªÀÄUÁ £Á E¢¤ ¸À®V UÀÄzÀ° £Á PÉÊAiÀiÁUÀ »lPÀAqÀ £Á ¤ÃgÀÄ vÀgÀÄw¤ ¤Ã£ÀÄ ¤ÃgÀ vÀAzÀ 

ºÁPÀAzÀ" D vÉÆÃl ¢£Á vÁ¬Ä ¤ÃgÀ vÀAzÀ ºÁQzÀÄè, 6 ªÀÄA¢ ºÉAqÀwAiÀÄgÀÄ 6 PÉÆÃqÁ EQ À̧uÁÚQ M¨ÁâQ 6 

PÉÆÃqÁ ¤ÃgÀ vÀgÀ̈ ÉÃPÀÄ vÀAzÀÄ ºÁQzÀgÉ À̧®Q UÀÄzÀ° PÉÊAiÀiÁUÀ »qÀPÀAqÀÄ UÀqÀUÀqÀ ¤ÃgÀÄ vÀÄA¨ÁågÀ D vÁ¬Ä 

£ÉÆÃr J£ÀAvÁ¼Á "KµÁÖzÀgÀÄ vÉ°ªÀiÁå® £ÉgÀ¼ÀÄ s̈ÀÄd§® ©üªÀiÁ ¤Ã §VÎ §VÎ ¤ÃgÀ wgÀÄUÀ̄ ÁPÀ DUÀªÀ®ÄÝ £Á 

wgÀÄVw¤ ¤Ã£ÀÄ ¤ÃgÀÄ PÁ¢lÖPÉÆÃAqÀÄ ¤ÃgÀ vÀA¢ ºÁPÀÄ DªÁUÀ gÁdUÀ ©qÀ¹ À̧®Q UÀÄzÀÝ° vÁ¬Ä »qÀPÀAqÀÄ D 

vÁ¬Ä ¤ÃgÀ vÀAzÀÄ ºÁPÀvÁ¼À ¤ÃgÀÄ wgÀÄUÀvÁ¼À GzÀÝAqÀ ¢üÃgÀ PÁA É̈ÆÃeÁ gÁd DPÀqÉÆÃAzÀÄ 3 PÉÆÃqÁ 

FPÀqÀAzÀ 3 PÉÆÃqÁ ¤ÃgÀÄ vÀA¢ ºÁPÀvÁ£À »AUÁ MAzÀ wAUÀ¼À JgÀqÀ wAUÀ¼À 6 wAUÀ¼À ºÉÆÃvÁÛvÀÄ 6wAUÀ¼À 

¢£Á ªÀiÁ£À ¤ÃgÀÄ ºÉÆÃvÀÛgÀÄ ¤ÃgÀ ºÉÆÃvÀÛUÀ½V 6 ªÀÄA¢ zÉÆÃqÀØ vÁ¬ÄzÉÆÃgÀ ¥ÁqÀ £ÉÆÃrzÀgÀÄ KAiÀÄ, gÁeÁ 

¤£À ªÀiÁå® ªÀÄt ºÁPÀ° ¤£À PÀ®è À̧ÄgÀÄªÀ° F vÉÆÃlzÁUÀ PÀµÀÖ ¥ÀqÉzÀgÉ ºÀtÚ ¥sÀ®UÉÆÃ¼ÁUÀÄvÁªÀ ºÀtÚ 

¥sÀ®UÀ¼ÁzÀgÉ £ÀªÀÄUÀ ¸ÀAvÁ£À DUÀÄvÁzÀ F zÉÃ±ÀzÉÆÃ¼ÀUÁ F É̄ÆÃPÀzÁUÀ ªÀÄPÀÌ¼À DUÀzÉÆÃgÀ J¸À ªÀÄA¢ ºÁgÁ 

¤£À ªÀiÁå® ªÀÄtÚ À̧ÄgÀªÀ° £ÀªÀÄ PÉÊ° DUÀÄ¢¯Áè CAzÀÄ 6 wAUÀ¼À ¤ÃgÀ ºÉÆÃvÀÛ ¨Á¼Á PÀµÀÖ ¥ÀqÉzÀ D 

vÁ¬ÄzÉÆÃgÀ 6 PÉÆÃqÀUÀ¼À vÉUÉzÀÄ D vÉÆÃqÀzÉÆÃ¼ÀUÁ ©lPÀAqÀÄ 6 ªÀÄA¢ CªÀiÁäzÉÆÃgÀ wgÀÄV HjUÀ §AzÀÄgÀÄ,  
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Roman Transliteration of the Kannada Narratives 

kāmbōjā rājana kathe 

 kāmbōja rājana kathi kannaḍadāga hēḷtinappā śivā śivā, vīragaḍiya dēśadōḷagā śahāpūra 

paṭṭaṇṇavittu ā paṭṭaṇṇakke śāmarāja viddanu, rājā śāmarāja avana heṇḍati tāyi mahārāṇi pāndēvi 

ā tandige dhiravīra maga kāmbōjārājā, ī rājanige 7jana heṇḍatiyaru, heṇḍatiyariddaru, ādarā 

hōṭiyōḷagā makkaḷillā. beḷḷi baṅgāra muttu ratna vajra māṇikya bēkādda masta gaḷisyāna 

ēniddara ēnu sārthaka hōṭṭiyōḷagā makkaḷillā.60haḷli jāgiru rēśimi baṭṭi baṅgārada kaceru 

madiyilladōrigi madi māḍyānā mun̄jilladōrigā mūn̄jimāḍyāna hōlā illadōrigā hōlākōṭṭāna bēkādu 

dharma māḍyānā kai kēḷagā 7000 mandi kai kēḷagā raitaru yāriddara ēn māḍabēku āseyōndu dāri 

biḍadu ā śivaniga karapūra gaṇṭi kaṭyāna jillegōndu dāri hiḍidu dilliyōḷagā ḍivaśimba hōḍadāna 

dēśanāḍa tirugidare hōṭṭeyoḷagā muttinantā haṇṇillā, uddaṇḍa dhīra kāmbōjā tirugi tirugi 

byāsattu tirugalāradā nintakaṇḍu rājakacēri mundā kuntu rājā cinti māḍutāna, kudi māḍutāna, 

kaikeḷagā raitarellā kuntakaṇḍu ā raitaru ēnantarā"ēnayyā rājēndra gōḍḍu gōḍḍavanu 

ban̄jeyavanantandu ī duniyā mandi ninaganutāra, gōḍḍavanu ban̄jeyavanu antā hēḷidare antaha 

kīrti nī paḍibāradu" andare ā rājagā raitaru nōḍi ēnantāra"ēnayyā rājā nina myāla maṇṇa suravali 

nina myāla kallākali tandi hōṭṭiyōḷagā santānavillā nāvu naukari māḍōridivi nima neraḷu namaga 

haritāda nama neraḷu nama heṇḍariga haritāda hōṭṭiyōḷagā muttinantaha gaṇṭu hōtāda mata nāva 

ēkaḍāna hōṇṭahōgutivi nama rōkka namaga kōṭṭabiḍu tandi nāva ēkaḍāna hōgutivi," andare"nīva 

hōgudu n'yāyavallā dharmakallā niva barōdu n'yāyavallā nīva yillāyirabēku nā hōgi santāna 

tarutini" dēśa nāḍa tirugidare sigadantaha santāna sikkilā nāva pan̄cāga nōḍavuna tandi andu 

āvāga kuntu pan̄cāga nōḍidare pan̄cāgadōḷagā tandi ondu ruṣi bandu ondu beḷḷi kaḍḍiyōḷagā 

pan̄cāga nōḍidare ā pan̄cāgadōḷagā ēnantā hoṇṭadā"ēnayyā rājendra iddanta māta hēḷabēkā ēn 

suḷḷā. hēḷabēkā" tandi iddantaha mātu hēḷabēku"nivyāka suḷḷa hēḷutiri" andare"suḷḷa hēḷādillā 
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iddantaha māta hēḷativi kēḷu, nim tandi śāmarāja hindaka ēna māḍidda ūrā mundā kāsvāga tōṭa ā 

tōṭadāga eṣṭa pābanda māḍiddā ondu manuṣā hōgalāka sambandillā, ondu āḍa hōgalāka 

sambandillā, aṣṭa pābanda māḍi tōṭa kaṭṭidā. ā tōṭadagambuda paramātmā pāravati saluvidantaha 

ākaḷu gaṅgāmaili ā tumba ākaḷu dina bandu antaha ākaḷu tōṭada myāla manasiṭṭu, ā tōṭadōḷagā 

banda ā aidu nāgamalli hūvā aidu tutta māḍi ūṭa māḍi hōga mundagaḷīgi, dinā barabēku ūṭa 

māḍabēku, hōgabēku hotta kaḷeda tiṅgāḷātu, pāḍa bandu tōṭadāga ūṭa māḍa mundagaḷigi idē 

śāmarāja neṭṭaga maniga bandu manilinda tōṭaka bandu nōḍidare tandi gaṅgimaili mailāka 

tōṭadāga bandu dinā baratāda dinā bandu tōṭillā hāḷa māḍakatyāda idē ākaḷirabēku sari ōḷḷemātu, 

idarā tāyinahāḍā, takkinā haḍā idara jīvā nā kōle māḍatini, andu bandūku bhāra māḍi maddu 

tumbi ā bandūka saṅgāṭa ākaḷa janma kōllidā, ā ākaḷa janumā kollidare ā ākaḷu rājāga śrāpa kōṭṭa 

ēnantadā"ēnayyā rājā nina myāla maṇahākali nina myāla kalasuravali nā ēna nina tōṭadāga bandu 

ēna bhāgya ūṭamāḍutiralillā ēna nin hōlā oyyitiralillā, aidu nāgamalli hūvā hoṭṭiga ūṭā māḍikaṇḍu 

nā hōgā mundagaḷigi nana jīvā ni tindidi bāḷa tappa kelasā nannusiru ninagahattali nana kaṇṇiru 

ninagattali nana januma ni yāvāga tindiyō ondu ākaḷa hatya ondu śiśu hatya onda heṇṇamagaḷa 

hatya bāḷa kaṭṭada strī hatya keṭṭada āvāgā rājā nōḍi tandi ākaḷu śrāpā kōṭṭa yiddōnda magā 

uddaṇḍa dīra kāmbōjā rājā nina magana hōṭṭigattali avanu huṭṭutā gōḍḍavāga huṭṭali huṭṭatā 

ban̄jeyavanāgi ī mr̥tya lōkadāga kāla māḍali antandu baḷā baḷā baḷā śāpa kōṭṭu ākaḷa janumā 

kōḍatadā" ā ākaḷa janumā kōṭṭare ā ākaḷa janumā kōṭṭida nina tandi māḍida karmā nima tandi 

māḍida pāpa nina hōṭṭiga suttakōṇḍudā nina tandi māta heṅga hōḷāgabekendare nīnu vanavāsa 

paḍabēku" adēna vanavāsa tandi hēḷakōḍā, adēna vanavāsandare"dēśada myāla lōkadamyāla 

haṇa phala bijā āgō bijā tandu ūrigōnda haradāri nina bēkāda hōla nina kudda hōla hasuna 

māḍabēkā, hōla hasuna māḍi tandi 
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bīja bittabēku. bija bittidare ā bijā tandi dōḍḍavāgi hūtōṭavāgi tōṭadagā bēḷigaḷādare āvāga ninaga 

santāna āgatada bhāyi agibēku, bāviyōḷagā nīra barabēku," ellā pan̄cāgadavara hēḷi kōṭṭare 

adanellā kēḷikaṇḍu uddaṇḍa dhīra kāmbōjā rāja tandi māḍidakarmā nana hōṭṭiga hatyāda 

adaranta nanaga makkaḷillā huṭṭutā gōḍḍavanāgi nā nintini, huṭṭutā ban̄jeyavanāgi nā nintini, sari 

oḷḷemātu ēḷa mandi heṇḍura ādārā suṅkam'mā dēvi, sundaram'mā dēvi, suram'mā dēvi, mahādēvi, 

gīridēvi, ratnādēvi, āra mandi saṇṇāki sīridēvi, āramandi tāyidōrigā onda magu saṇṇākigi mani 

enantandā māḷi myāla ā tāyi giṭṭa 7mandi hōṭṭiyōḷagā makkaḷillā āvāga rāja kēḷikaṇḍa rājā tandi 

nanappā āra mandi karakaṇḍu sidā bandā ūrigōnda haradāri tandi hōlaka bandu bāvi agaḷabēku 

āvāga mandi nintakaṇḍu bāvi pūjemāḍi ā bāvigi agedare agidaṅgā bāvidagā kalle baratāva 

agalidaṅgā maṇṇa baratāda, bari kallu maṇṇu ondu tiṅgāḷātu, eraḍa tiṅgaḷātu, nāka tiṅgāḷadinādu, 

agalidaṅga kala baratāva agalidaṅga maṇṇa baratāda ēnayyā uddaṇḍa dhīra kāmbōja rāja nina 

bāvi myāla maṇa hākali nina myalā kalahākali bāvi agadaṅga kala baratāva, maṇa baratāda"ī 

bāvi agilāka nama kaili āgadilā tandi nama dēśaka nāva hōṇṭa hōgutivi nama naukari namaga 

kōḍu tandi" andare"nīva hōguvudu n'yāyavallā niva hōguvudu dharmavallā innōnda mūra tiṅgaḷa 

ageda nōḍari nīra bīḷatāvenō nima naukari nimaga kōḍutini" sari ōḷḷe mātandu ā rājana māta kēḷi 

mata bāvi agilāka ninturu. inna mūra tiṅgaḷa agedaru haṅge agedaṅga bari kalla baratāva maṇṇa 

baratāda paramātma ivana guṇā nōḍabekandu rākṣasi kaḷisi bāvidāga baṇḍeragallāgakuntu 

biddaṅga nīra biddaṅge kuḍadu ā tandi bari kallāgi biḷabēkandu ā rākṣasina kaḷisidare ā rākṣasi 

myāla maṇasuravali bari baṇḍi yāgi bāyāga biddadā bāyāga biddare raitaru mandi nōḍi ena 

anantāra"ēnayyā rājā nāveṭa agadura nīrahattavalu ā rākṣasi bāviyōḷagā baṇḍeyāgi biddaḷā 3 

tiṅgaḷa bāvi agadivi nama naukari namaga kōḍutandi nāva hōgutivi" andare"nīva hōgudu 

n'yāyavallā dharmavallā innōnda mūra tiṅgaḷa ageda nōḍari" andare"mūra tiṅgaḷa agaḷi nōḍi 
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nama naukari namaga kōḍu tandi kaigaḷiga guḷḷi hōṇṭāva buṭṭi hōtta talyāga buguṭi bandāva nama 

kailāgadil 

nama dēśaka nāva hōgativanda" bēḍidare avara naukari'elā kōṭṭu rājā kaḷisyānā. kōṭṭa kaḷisidare 

nanam'mā tāyi siridēvi kāmbūjārāja bāyikaṭibala nintu enanta cinti māḍutāra"jagadīśā nāva 

ninaga ēna pāpa māḍivi ninaga'ēna karmā māḍivi namagentā gati tandiyandu kuntakōḍaru āvāga 

siridēvi ā dēvrigā ēnantā śāpā kōḍatāḷa śivā nina ūrigaṇṇu ūci bīḷali, gajaśūlā muridu biḷali, eḍaka 

īrabhadra sāyali, balaka gaṇēśā sāyali, tōḍimyāla pāravati baḷi ottali jaḍiyōḷagā gaṅgi uridu 

biḷalinta" nanam'mā tāyi siridēvi baḷā baḷā baḷā śāpa kōḍatāḷa śāpa kōṭṭare paramātma pāḍa 

nōḍidā arērē ivarigēntaha vanavāsādā tandi māḍida karmā ivara sōsabēkāgyādā sōsalakattāra 

tandi māḍida pāpa ivara hōṭṭiga hatyādanta paramātma dukha māḍi māḍi bāvi giḍamyāla kuntare 

ā bāvi yōḷagā paṭā paṭā mantrisi bāvi myāla hōḍeda gaḷigi bāyāgā rākṣasi illadaṅgā hōṇṭahōyitu. 

āvāga bāyi tumbā nīra biddu, nīra bidda gaḷigi tāyi siridēvi uddaṇḍa dhīra rājā kāmbōjā dukha 

māḍi tirugi nōḍidaru, nōḍidare bāyi tumbā nīra biddāva āvāga śiva paramātma namaga idē 

sākandu namaskāra māḍi maniga hōraṭa baratāra. bandu āvāga nanam'mā rāja kacēridāga kuntu 

haṇṇu phala bījā ēna ādō hōgi nīva dēśa nāḍa huḍuki tarabēkāntā raitarigellā andara avara hōgi 

dēśa nāḍa huḍuki haṇṇa phalā bījā taratāra tandu rājana ūḍiyōḷagā hākidare rāja bījā ūḍegā 

kaṭakaṇḍu maniga hoṇṭa bandu"āy siridēvi....andā" andare"nana talimyāla neraḷu bhuja bala 

bhimā prāṇa nāthā ēna suddi" andara"ēna suddiyillā haṇṇa phala bīḍō bījā nā tandini bijā bitalāka 

nāva hōgama ellā jaḷakā māḍi ūṭā māḍri" andā ellā 7mandi jaḷakā māḍi ūṭā māḍikaṇḍu neṭṭagā 

hōlaka bandu kainindā hōla hasuna māḍi kuḍi kaṭṭi svanta nintakaṇḍu bijā bittaṇagi māḍidaru. 

bittaṇagi māḍi tōṭakā namaskāra māḍi maniga bandaru. bandu 8dinātu. bijā bitti 8 dināyitu nā 

hōgi nōḍibaratenandu bijā maḷaki oḍedāva heṅganta nā nōḍi baratenandu rājā neṭṭaka hōlaka 

bandu nōḍidare, ondu maḷaki biṭṭillā paramātma miḍate biṭṭāna, miḍatellā mōḷaki kattarasi 
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hākyāva āvāga rājā śivaniga ēnayyā jagadīśā nāva ninagena karmamāḍivi? antā namaga ī gati 

tandi andu dēvara dyāna māḍi mattōnda salā bījā 

tagaṇḍa bandu holadāgā bittaṇagi māḍi neṭṭaga maniga bandu 7 mandi heṇḍatiyara karakaṇḍu 

bandu 3 dinā hōlaka nīra bīṭṭu maniga hōṇṭa bandaru. bandi mata 8 dinā āda myāla hōgi 

nōḍidare, āvāga mōḷaki hōṇṭāva mōḷaki hōṇṭa gaḷigi haccaga hōla kāṇalagatada āvāga nōḍi rājā 

eṣṭa santōṣa paḍatāna paḍeda niṭṭagā maniga bandu 7 mandi heṇḍatiyarigā ebisikaṇḍu"eddēḷiri 

bhāmā nāva tōṭaka hōgamu tōṭaka hōgi nāva tōṭadāga kaṣṭa paḍedare, nāva tōṭaka dukha paṭṭare 

haṇṇa phalagalāgutāva āvāga namaga santāna āgatadandu naḍiri bhāma" andu avarenellā 

ebbisikaṇḍu neṭṭaga bandu tōṭada bala nīntu tōṭadāga bēḷḷi guḍi baṅgāra guḍi basavana guḍi kaṭṭi 

biṭru baṅgāra basavaṇṇa guḍi kaṭṭi nanam'mā tāyi siridēvi oṭṭiga mūra sala basavaṇṇaga pūji 

māḍutāḷa ā tāyi jaḷaka māḍikaṇḍu pūjā māḍikantā"ēnayyā rāja nīnu ūḍadāra kaṭida gaṇḍasamagā 

nīnu kāla biṭakā kāla biḍagaṇḍu nīratandu hāku, nā salaki gudali kaiyāga hiḍakaṇḍu gaḍa gaḍa nā 

nīra tumbutini. "byāḍa bhāmā nīvēṣṭādara heṇṇa magaḷu gaṇḍasa magā nā idini salagi gudali nā 

kaiyāga hiṭakaṇḍa nā nīru tarutini nīnu nīra tanda hākanda" ā tōṭa dinā tāyi nīra tanda hākidlu, 6 

mandi heṇḍatiyaru 6 kōḍā iki saṇṇāki obbāki 6 kōḍā nīra tarabēku tandu hākidare salaki gudali 

kaiyāga hiḍakaṇḍu gaḍagaḍa nīru tumbyāra ā tāyi nōḍi enantāḷā"ēṣṭādaru telimyāla neraḷu 

bhujabala bhimā nī baggi baggi nīra tirugalāka āgavaldu nā tirugitini nīnu nīru kādiṭṭakōṇḍu nīra 

tandi hāku āvāga rājaga biḍasi salaki guddali tāyi hiḍakaṇḍu ā tāyi nīra tandu hākatāḷa nīru 

tirugatāḷa uddaṇḍa dhīra kāmbōjā rāja ākaḍōndu 3 kōḍā īkaḍanda 3 kōḍā nīru tandi hākatāna 

hiṅgā onda tiṅgaḷa eraḍa tiṅgaḷa 6 tiṅgaḷa hōttātu 6tiṅgaḷa dinā māna nīru hōttaru nīra hōttagaḷigi 

6 mandi dōḍḍa tāyidōra pāḍa nōḍidaru ēya, rājā nina myāla maṇa hākali nina kalla suruvali ī 

tōṭadāga kaṣṭa paḍedare haṇṇa phalagōḷāgutāva haṇṇa phalagaḷādare namaga santāna āgutāda ī 

dēśadōḷagā ī lōkadāga makkaḷa āgadōra esa mandi hārā nina myāla maṇṇa suravali nama kaili 
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āgudillā andu 6 tiṅgaḷa nīra hōtta bāḷā kaṣṭa paḍeda ā tāyidōra 6 kōḍagaḷa tegedu ā tōḍadōḷagā 

biṭakaṇḍu 6 mandi am'mādōra tirugi ūriga banduru. 
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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 ‘RAJKIYA’ who comments on contemporary political and social issues even if the main story 

concerns historical or mythological events. The other drummer is known as ‘HASYAM’ 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 
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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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