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Yakshagana is a theatre form of literature and music. Initially a literary form, Yakshagana was
later transformed into a theatre form imbibed with rich music, literature, dance and drama.
Yakshaganas have been popular in Andhra and Karnataka. Telugu Yakshagana has been a
repository of innate literature, music, dance and culture.

In the Andhra Literature the mention of Yakshagana appears for the first time in Srinadha’s

Bhimeswara Purana written in 1430 A.D. Among the available Yakshaganas, Sugriva Vijayam

of Kandakuri Rudra Kavi is considered to be the first Yakshagana(Andhra Yakshagana
Vangmaya Caritra by Dr.S.V.Joga Rao - pg 110). Generally Yakshaganas are performed from
dusk to dawn. The opening and the closing ragas in the Yakshaganas are to the most extent same.

The ragas which we come across in the Yakshaganas are Nata, Yadukulakambhoji,

Anandabhairavi, Kambhoji, Bhairavi, Sankarabharam, Pantuvarali, Surati, Sourastra,
Madhyamavati, Nadandmakriya, Ghanta, Todi, Asaveri, Arabhi, Saindhavi, Kedaragaula,

Mohana, Ahiri, Saveri, Kuranji, Punnagavarali, Mukhari, Begada, Kalyani, Pharaju, Todi ,Kapi,

Goulipantu, Huseni, Ritigaula, Yamunakalyani, Varali, Bilahari, Nagagandhari, Devagandhari,
Nilambari, Sahana.

The talas generally employed in the Yakshaganas are Adi, Rupaka, Chapu, Jnampa, Triputa and

very rarely Ata (the daru Kanugonavé muddugomma kanugonavé and the daru
Indukemisetummamma upayamemi from Visnu Pallaki Seva Prabandham), but we do not find
the use of any complicated talas.

The Yakashaganas are classified into three kinds: Sravya, Drusya and Sravya-Drusya (Andhra
Yakshagana Vangamaya Caritra by Joga Rao S.V.Dr. — pp209-211)
*Sravya Yakshaganas: The Yakshaganas written for reading and listening.

Ex: Prahlada Vijayam of Nischinta Embarayya, Nowka Charitram of Tyagaraja
*Drusya Yakshaganas :Those which can be staged.

Ex: Prahlada Charitram of Melattur Venkatarama Sastry, GollaKalapam of Bharati
Ramaraju.




*Sravya as well as Drusya Yakshaganas are those that are fit for both.
Ex: Srinivasa Kavi Parijatamu, Bharati Ramaraju Gollakalapamu.

The Yakshaganas reached their zenith and glory during the period of Tanjavur Nayaks(1633-
1673). The noticeable change about the Yakshaganas during the period of the Nayak is the
culmination of the triple dimensions- music, dance and literature.

Shahaji (1684-1712) the Maratha ruler of Tanjavur has taken Yakshaganas to greater
heights. He was a great scholar, linguist, musician, composer, musicologist and a great patron of
arts.

Shahaji was a great poet in Telugu, Sanskrit and Marathi and has composed almost 20
dramas in telugu, padams, svara jathis and Tillanas.

Shahaji mentions four works of his as Prabandhas, which are Gouri Pallaki Seva
Prabandham, Visnu Pallaki Seva Prabandham, Pancharatna Prabandham Tyaga Vinoda Chitra
Prabandham.

Shahaji introduced a new style of Prabandha composition which had both musical and
dramatic significance.

PRABANDHA: Prabandha is a literary piece of work. Etymologically a Prabandha is one
which is bound by certain rules, regarding the structure, theme etc... “Prabadhyate iti
Prabandah”.

“Prakrustam bandham prabandham, which means, significantly structured by nature.

At this juncture, it becomes necessary to describe and differentiate the literary prabandha
and the musical Prabandha.

In literature, Prabandha is a poetic work with the astadasha varnanas i.e. the description of
eighteen factors according to Udbhata and many other lakshanikas, which include a city or a
town, sea, mountain, season, sunrise sunset, separation, about the king, a battle which can be
seen as in the following from the dvitiyasvanamu(166) of kavyalamkara Samgraham
(Narasabhopaliyam) by Ramaraja Bhishana:

“Purasindhunagartvinasasi
Sarasiivanamadhurati prasangarahamul
Parinayatasayodayanaya

Virachnayatrajidoutavibhuvarnamul™



In the musical aspect the Prabandha denotes a composition with specific characteristics. A
Prabandha with reference to music has been defined as a musical composition which is governed
by rules regarding raga, tala, metre, vrtta and anga.

In Chaturdandi Prakasika it is mentioned about prabandha in music as that which is bound
by six angas and four dhatus.

“Ucyate shadbhirangaisca chaturbhidhaturbhischayah I
Nibaddah swarasandarbhastasminneva hibhurisa |
Prabanda iti lokanam vyavaharo niriksyate” 11
“Sadanganiitichedbrumaha swaraschabirudam padam |
Tenakah patatalau cetyetanyanganisatpunah 11

The six angas or elements of the musical Prabandhas are swara, birudu, pada, tenaka, pata and
tala. The four dhatus are Udgraha, Melapaka, Dhruva and Abhoga.

The literary forms used in the Yakshaganas are Sisa padyas, kanda padyas, Dvipadas,

Utpalamala, Champakamala, Ataveladi, Tetagiti, Mattebham, chornika, sardulam, gitapadyas,
Mattakokila Vrttam, Layagrahi, Todaka Vrttam.

Examples for a few literary terms mentioned above are given below:
Kanda Padyam
Kanda Padyam 1 from Sankara Pallaki Seva Prabandham by Shahaji :
“Caligarupati nadhuni |
Valapunademmanna nindu vacitimidigo |1
Koluvuna velayudunundedi |

Kaluvaladoratalpu celuvuganugonavamma 11

Champakamala
Champakamala padyam from Sankara Pallaki Seva Prabandham of Shahaji:
Karakara prodduvoye nudukantasikahamani devakamini /
Natanamujizchi vennuni manambalaran vaciyincucunna va //

datu tadavayenancu manamam dacalatmaja yalga niti sam /



Katamuna kémiseyudamu kanjanibhanana vinnavimpave |1/

The musical forms that are seen in the Yakshaganas are Daruvus, Astakam, Dhavalam, Yelalu,
Erukasani pata, Suvvi paata, Lali pata, Ragada, charnika.

Examples for a few musical forms mentioned above are given below:
Chirnika
Charnika from Sankara Pallaki Seva Prabandham:
Jaya jaya sakala gevana vandita padaravinda |
Jaya jaya kanakadharadharakodanda |
Jaya jaya danujantaka kanda |
Jaya jaya gandasthala niganniganmarikundalikundala sadguramandala |
Jaya jaya sahadharadhisa chittambuja patanga |
Jaya jaya dhavalanga |
Jaya jaya nijabhakta bhayanasa |
Jaya jaya Tyagesa Namaste Namaste namaha 11
Ashtakam
Example of Ashtakam from Sankara Pallaki Seva Prabandham:

Bhakito devadidevuni padapadmamu lottumi

Metta mettaga shankaruni nemmina gandhamu mettumi
Sattugaa bangaru sommulu chandradharunaku bettumi
Atipola saramulanu haruni siramuna jufumi

Celimito baramesu centanu jeri sévalu cheyumi
Solapunanu haru shranti tiraga surati cekoni visarumi
Velayu Sahavibhundu cesina vinutipadamulu padumi
Alayakanu devadidevuni kanandamu rati godumi.
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The musical compositions in the Yakshaganas are set to various tala.s. The ragada and the
daru-s, which are metrical forms with specific prosodic or composed in a particular chandas,
have an inherent tala system which suggests the gati and laya of the composition. The meters are
mostly suitable to the inherent bhava reflected appropriately by the raga and tala.



Daru is a musical form which brings out the musical expression with the gadya-padya (prose
— potery or lyrical) sahitya components in the compositions. It is believed that daru is a variation
of Dhruva as mentioned in the Natyasastra of Bharata. These are of 5 kinds:

Pravesiki tu prathamadvitiyaakshepikee smrita
Prasadiki tritiya cha chaturthee cha antara dhruva
Naishkramiki cha vijneya
Panchami cha dhruva budhaih

The daru-s used in the Yakshaganas equivalent to the Dhruvas of Bharata are Patra pravesa
daru, Varnana daru, Swagata daru, Samvada daru. Apart from these there are Kolata daru,
Kandartha daru, Sisartha daru etc...

The daru-s helps in the establishment of the emotional continuity. The choice of the ragas is
made to enhance the personality of the character or the situation in the Yakshagana. For example
the “Patrapravesa daru of Hiranyakasipu from Prahlada Charitram of Melattur Venkatarama
Sastry is set to Saveri suitable for the veera rasa”.

The Ragada is a metrical form with a suggested musical form used in the Yakshaganas.
Ragadas are based on the Jhampa, Triputa and Eka tala.s. There are nine varieties of ragadas and
have a rhythmic pattern. When a daru is mentioned as a form of ragada it is understood that the
nadai of the daru is in relation with a specific rhythmic structure. Here the words like gati, laya
are interwoven terms and can be mentioned as synonyms of the tala. The mention of Ragadas
like Mayuragati ragada, vrishabha gati ragada mention the description about the laya, in the
songs and refelect the movement of a peacock and bull respectively.

The prosodic pattern of his compositions conforms to the tala in which it is composed. An
example of Vrishabhagati ragada from the Visnu Pallaki Seva Prabadham is

ul Ui | ul Ull Ul uu 1 U I1uUl Il
Sri ramadhava — madhavaasara — siiruhapta - sudhamsulochana
Daruna dvipabhitimocana-daneswara sarthi yachana

Here the pangs of separation of Lakshmi are described to Visnu in the Vrishabhagati ragada in
the Trisra Triputa tala. It is said that the important ragadas are set to various denominations of
Triputa tala.



SHAHAJI ’S (1684-1710) YAKSHAGANA'’S:

SANKARA PALLAKI SEVA PRABANDHAM _AND _VISNU PALLKAI SEVA
PRABANDHAM

THE STORY OF SANKARA PALLAKI SEVA PRABANDHAM AND VISNU PALLAKI SEVA
PRABANDHAM:

The theme is parallel in both the Pallaki Seva Prabandhams. In Sankara Pallaki Seva
Prabandham Parvathi sends her sakhis as messengers to her Lord as she is bearing the pangs of
separation from her lord. The sakhis discussion of revealing the situation of Parvathi to lord
Shiva who was engrossed in the talk with the other gods in his court is well described. A
suggestion to approach through Ganga, Serpent, Moon, and Deer are well described which were
the means to successfully complete the delicate task. The sakhis themselves approach the lord
and explain the situation of Parvathi, the Lord is moved and orders for the Palanquin. The
description of the Palanquin is richly described. The rasabhava is well brought out through the
daru describing the palanquin and the movement of the palanquin bearers. The play concludes
with mangalam in Pantuvarali raga, which is followed by a Dvipada.

The Visnu Pallaki Seva Prabandham also follows the same theme. Here the pangs of
separation of Lakshmi are conveyed to Lord Visnu through the companions of Lakshmi. The
court where Lord Visnu is busy with the other gods is well described. Here the companions think
of approaching through Sage Narada, Manmatha. Finally the companions themselves approach
the lord and describe the situation of Lakshmi to their Lord. Here also the beauty of the
palanquin is richly described. This play ends with a shobhanam in praise of lord and followed by
the mangalam in the form of a Dvipada.

Shankara Pallaki Seva Prabandham and Visnu Pallkai Seva Prabandham are the two
Yakshaganas chosen for the presentation. The literary and musical characteristics in these two
Yakshaganas are discussed in this paper.

The point to be observed is though the two Pallaki Seva Prabandhams are by the same
composer, the ragas and the tala.s are mentioned in the Sankara Pallaki Seva Prabandham
whereas in Visnu Pallaki Seva Prabandham the ragas and tala.s are mentioned only for few and
the rest are mentioned to be sung with reference to the popular compositions, giving the
musicians a wider scope to sing in the ragas of their choice and their creativity. This gives a
scope even for the Abhinaya part in the field of dance. The literature, music, prosody, and the
metre in both the prabandas are very rich. The language used is also simple enough to be
understood. The music of Sankara Pallaki Seva Prabandham is popular, but that of Visnu Pallaki
Seva Prabandham has not become much popular. Shahaji has given more importance to the
vrittas and daru-s in his Prabandas.



Forms Sankara Pallaki Seva | Visnu Pallaki Seva
Prabandham Prabandham

Daruvus 22 38

Kanda Padyas 6 12

Champakamala 3 3

Utpalamala 2 2

Gitam 2 2

Sisa padyas 1 1

Dvipadas 3 5

Charnika 1 1

Apart from these we can see Kaivaramu(2), Todakavrittam(2), Vrishabhagati(1), Mayuragati(1),
Layagrahi(1), Ashtakam(1), Dhavalam(1) in Visnu Pallaki Seva Prabandham. The vachanas are
very less in number.

The ragas used by Shahaji are all rakti ragas. These have been composed in such a way that they
are suitable even for performance. Though categorized as Yakshaganas, it is suitable for dance as
well because the bhava of the dancer and the graceful movements can be well performed.

The ragas used in the Sankara Pallaki Seva Prabandham are Sankarabharanam, Saveri, Mohana,
Begada, Madhyamavati, Sourashtra, Bhairavi, Nadanamakriya, Kuranji, Ghanta, Punnagavarali,
Saindhavi, Pantuvarali.

The talas used in this Yakshagana are Triputa, Misra Chapu, Rupaka, Adi and Jhampa.

The ragas used in Visnu Pallaki Seva Prabandham are Nata, Arabhi, Pantuvarali, Ahiri,
Mukhari, Desakshi, Malahari, Devagandhari and Bhairavi.

The talas used in this Yakshagana are Jhampa, Chapu, Adi and Ata.

The usage of the varied ragas can be seen in both the Yakshaganas. The usages of the sapta talas
in both the Yakshaganas show us the command and inclination towards music. The richness of
music can be seen with the employment of the ragas.

Study and analysis of selected literary forms in the Sankara Pallaki Seva Prabandham:

In the Sankara Pallaki Seva Prabandham Shahaji mentions in the beginning that he is
composing the Prabandham for the pallaki seva of Gauri and Shankar, the parents of Karimukha
and guha.

In the beginning Dvipada Shahaji mentions that he belongs to the surya vamsa(Bhosala) . A
Dvipada gives the gist of the story. Here in the Dvipada the name of the Yakshagana is also
mentioned.




Unable to bear the pangs of separation, Parvathi requests her sakhis to go and convey her
situation and bring Lord Shiva to her abode. The sakhis go to Lord Shiva, but find him seated in
the durbar much engrossed in his talk with Lord Visnu and the other Gods.

Later in the story through the champakamala “Katakataprodduvoye” the sakhis of Parvathi
describe that is getting late, ie the time must be the dusk/evening time, and they are frightened
that Parvathi might be angry as she is waiting for her Lord to come back to her abode.

While the sakhis of Parvathi think of the means to convey the state of Parvathi to Lord
Shiva through Ganga, the deer, the moon and the serpent, the description of the moon in the
Champakamala verse is given as “Vidhivintaka sikhankaratnama”. Here he meticulously uses the
word to convey the importance of the moon. Here the repetition of the letter “ma”, the
alliteration shows his poetic excellence. These are few examples. Richness of the poetic
excellence, prosody is seen in all the literary forms.

In the Dvipada “O! Dinamandara” the sakhis approach Lord Shiva directly and address Shiva to
go the abode of Pavathi as she is unable to bear the separation of him. Here they address Lord
Shiva as “Yonagagara” ie Kailasavasa, one who resides in the Kailasa. The usages of such words
show his richness in the telugu language and vocabulary. The same bhava is conveyed through
the daru “Elukovayya”.

Study and analysis of selected musical forms in the Sankara Pallaki Seva Prabandham:

Literature and music have equal importance in the Yakshaganas. Music gives an impact on
the bhava and expression of the situation depending on the selection of the ragas for the existing
situation. Here Shahaji has very well chosen the ragas as per the circumstances. There are 22
daru-s in this particular Yakshagana. Among these we can find the use of the ragas
Shankarabharanam, Saveri and Pantuvarali intermittently in the daru-s but with a different mode
of expression without deviating from the lakshanas of the raga. The usage of rare ragas like
Ghanta and Saindhavi with the rich bhava and keeping intact the raga lakshana shows his
command in the field of music too apart from the literature.

The musical forms apart from daru-s which we come across in this Yakshagana are lali pata
which is in raga madhyamavati, and an ashtakam, choornika, dhavalam and shobhanam.

The chiirnika has no padas and is arranged in prose order. Generally it is sung in the
Devagandhari or Arabhi raga. Chiirnika has no difficult words but comprises of a mixture of easy
and compound words.

In the Churnika “Jaya Jaya sakala givana vandita” we come across compound words like
“kanakadharadharakodanda’ ,gandasthalaniganniganmanikungala” which mean a person who
has meru mountain as his bow and the cheeks respectively. Here he praises Lord Shiva.



We come across three daru-s in raga Sankarabharanam i.e the first daru “Koluvaiyunnade” set
to Chapu taala, and the 4™ daru “Idi vinarade” set to Triputa tala. and the 9" daru “Singarampu
Pallaki” set to Mishra Chapu tala.. If looked into the notation, all three daru-s have Shadja as
their Graha swara.

In the first daru “Koluvaiyunnade” the description of the court is given where Lord Shiva is in
a meeting with all the gods, Visnu, Brahma etc... here the sakhis think not to disturb him and
instead convey the situation through the ornaments.

In this daru we see the repetition of the phrase ““G,ma ga ri ri ga R S”’in the second avarta of the

Pallavi, Anupallavi and Charanam in the second speed. Thephrase “ma,ga,ri,ga ma ga ri ma ga
ri’can been see along with different phrases in the second kala in the last avarta of the pallavi,
anupallavi and charanam. In this daru most of the phrases are given in the second kala. The janta
prayogas like “pa pa mama G; sasariri G; saririsasS;” are used frequently. These phrases
enhance the beauty of the raga.

The description of the palanquin is very well described in the daru “Singaarapu Pallaki” in raga
Sankarabharana set to Misrachapu tala. The decoration of Pallaki is described with the usage of
words like “jinipannagamu(the outer cover of the Pallaki) ,magarala nigarala manchi
chattamulugala(precious gems), kuruvindamula keelu konugobbalu(Ruby)
nalidindulanu(verygentle and soft), being draped with satin and precious stones etc... which
gives a live picture of the palanquin.

The musical beauty is also enriched by using the phrases like “ma ga ga ri ri sa sa zi; ga ma pa
ga ma ga ma ri; pa S sa ni D pa ma”etc... in this daru also we find both the madhyama kala
sangatis and the second kala sangatis composed with great efficiency.

In the daru “Idi vinarade” in the raga Sankarabharanam set to Triputa tala. it is the description of
Ganga, where the sakhis of Parvati describe Ganga. Here in this daru the pallavi and anupallavi
are same but sung with different mode of expression and meaning. Here both Pallavi and
Anupallavi have Shadja as their Graha swara but in the Anupallavi the composition is said to
start with the tara sthayi Shadja. Here the repetition of the phrase ““pa pa ma G ga ri S in the
second kala is seen in the second avartha of both Pallavi and Anupallavi. The pallavi, anupallavi
and charanam end with words “ta lu”, “ta lu”, “ate”, and “ta lu” respectively and the phrase used
is ““da N S’ in the mandra sthayhi.

In the daru “kadalimpakuroyi” in the raga Nadanamakriya set to Mishra Chapu tala, as
per the text and if seen in the notation it is mentioned as set in Adi tala(dvi kala).

Shahaji mentions the gait of the Pallaki and the bearers of the Pallaki. Here the sakhis of Parvati

tell the bearers to very carefully carry the Palanquin as the Lord, who has destroyed the three
worlds of the rakshasas, and the Lord who has the whole Universe in his stomach is seated in the
Pallaki and the slightest turmoil may shake the universe.



In the daru “Elukovayya” in the raga Sourastra set to Misra Chapu tala we can see the
Antyaprasa alankara in the charanas. The first line of the three charanas end with the word
“chaala” and the second line of the charanas end with the word “bala”.

In the daru “Polati intainaa” in raga Pantuvarali set to Adi tala(dvi kala) the lack of faith on
the moon is described where moon is mentioned as the uncle of Manmatha and the one who
increases the prangs of separation.

Musically if seen the phrases like “pa ma ga ma ga ri sa zi; ni da pamagamagari sani; P pa
ma ga ma ga ri sa ni etc...” are used which enhance the beauty of the raga. These phrases have
been used frequently in thi daru. If noticed the notation of the Pallavi and the Charana are almost
similar except for the phrases ““G G R R’ in the pallavi which is modified in the charana with the
phrase “ga ma G R R”. The beauty of the raga has been explicitily shown through this daru.

In the daru “Padavadhanamu” in raga Pantuvarali set to Adi tala, the sakhis of Parvati describe
the state of gods and sages looking forward to Lord Shiva’s presence. Here the words
“heccharika paraku devadideva” interpret the glory by gods like Agni, Indra Kubera from which
an idea of the customs in the court of the kings, temple festivals and the worship of Gods has
been well described and put forth. Here if observed the daru has no Pallavi or Anupallavi, it has
six charanas and the daru takes panchamam as its ettugada swaram.

In the daru “Entavedukalaye” in the raga Pantuvarali set to Jhampa tala, there isa description

of the richly decorated bed chamber of Parvati, which is exceedingly beautiful and gives a
suitable welcome to Lord Shiva. The decoration of the surroundings and the whole place has
been well described. The composer must have had an intention of bringing into light the culture
and heritage practiced during his times.

Musically if noticed the ettugada swara is panchamam. The use of phrase ““pa ma pa ma ga ri sa
ri ga ma” in the second kala has been repeated at the end of the pallavi, anupallavi and the
charanam.

The waiting of Parvati for Lord Shiva is well described in the daru “Idigo Koluvaiyunnadi” in
the raga Kuranji set to Adi tala.

Parvati getting decked for Lord Shiva has been described with rich vocabulary in this daru.
Observing the literary description it can be assumed that the kingdom of Shahaji flourished with
prosperity and richness.

Musically if looked into, this daru has taken Shadjamam as its starting note. The notation when
studied was found that the notation of pallavi and Charana seem to be same to some extent. The
Pallavi goes like this- Idigo koluvaiyunnadi Himagirikumari, has the notation as:

;sa ri G M- ma gag a ri sa ni N/S;;-ga ma/ P pa ma- gamagarill



Sani- sari G maPma-magagarisaniN/S; ;-gama/P pama-gamagarill

The charanam is “jalakamuladi hecaina jarigachiragati ............” which also has the same
notation as said above in Pallavi. Here the nyasa swara is “ni”.

The daru “Bhaktito devadi devuni” is in the raga Punnagavarali set to Adi tala. This is an
Ashtakam which has eight lines and each line is sung in the same tune. Here the antyaprasa a
rhetoric beauty is well described. The lines end with the letter “ma”.

In the raga Punnagavarali the beauty of the raga is brought out with the gamaka on the Gandhara
and the phrases like ““gagaririga; rigamaP magari etc...

The daru “Kanakadri Capudu” in raga Saindhavi set to Chapu tala. describes the request to
devas and ganas to maintain absolute silence and give quality time to Lord Shiva and Parvati.

The notation of Pallavi and Charanam are almost same and they are wisely done where they
denote the same but look different. The Pallavi is “ Ho Ho Yanarayya O suralara miru — Ho Ho
yanarayya O ganamulara”: the notation of this is:

S,S;/saSsaniD/niSRS/rigamamagaRIlsaRGR/saSND/niSrigaM/maGR;
1

The notation of the charanamis ;

SaSSS/saSsaniD/niSRS/rigamamagaRIlsaRGR/saSND/niSRgama/maG
R; I

If noticed in the Pallavi and Charanamthe S, S ; isgivenassa S S S, and so on.

In the concluding Dvipada he mentions that this prabanda has been written in praise of
Parvati and Shiva, and mentions that this prabanda lasts as long as the sun and moon endure.

Another interesting aspect to be noticed is the Lali daru which is set to raga Madhyamavati
rather in the raga Nilambari etc... this could have been in this raga with an intention of Lord
Shiva not to sleep but just relax.

Shahaji has very well composed both the Pallaki Seva Prabandas with the literary forms aptly
suited to describe the continuation of the story and the richness in employing the various ragas
also can be noticed. Apart from these we come across many allusions in the padyas and the daru-
s. This shows the command of Shahaji in the music and over the Telugu and Sanskrit languages.
His high inclination toward sangita and sahitya also can be observed from his compositions.



VISNU PALLAKI SEVA PRABANDHAM:

The next Yakshagana chosen for study is the Visnu Pallaki Seva Prabandham by Shahaji
himself. This is a little lengthier Yakshagana than the Sankara Pallaki Seva Prabandham. The
music is not much in vogue compared to the music of Sankara Pallaki Seva Prabandham. The
story is the same as in Sankara Pallaki Seva Prabandham, but here it is the message given by the
sakhis of Lakshmi to Visnu.

The Yakshagana starts with the Siva stuti in the raga Nata set to Jhampa tala and Visnu stuti in
the form of daru in the raga Arabhiset to Chapu tala.. Here this daru gives us a thought of
similarity with the Annamayya kriti Saranu Saranu Surendra sannutha,sarunu Sri sati Vallabha,
Saranu rakshasa garva samhara saranu venkata nayaka” which is also sung in the raga Arabhi set
to Mishra Chapu.

Here Shahaji has used different ragas than Sankara Pallaki Seva Prabandham. The ragas
he employed are Ahiri, Mukhari, Nata, Arabhi, Desakshi, Malahari, Devagandhari and Bilahari
apart from Nata and Pantuvarali. Here ragas haven’t been mentioned for many daru-s, the choice
of the ragas was left over to the musicians.

Study and analysis of selected literary forms in Visnu Pallaki Seva Prabandham:

Looking into the literary beauty, the Sisa padya where Goddess Durga is prayed, a
muktapadagrasta sabda alankara can be observed. In this alankara the last word of the first pada
becomes the beginning word of the second pada and the last word of the second pada becomes
the first word of the third pada and so on as can be seen in

“Madhukaifabhaprana-marudugrakalahi
Kalahiveni jagatkrupani |
Kasarakravyada kadambakalika
Kalikarupavi — kramakalapa |
Raktabijanishata — rajiva candrika
Candrikahasayu — jwalavilasa |
Candamundakshapa — carasailadambholi

Dambholi kathinahastaprahara |



Kanda padyam
In the Kanda padyam “vinapanini phanita... ...
“vinapanini phanita
Vannini vanajata garbhavannini supada
Shreninn nisrennin su
Srennin vaannini bhajintu shubhamulagantun

Here the Rhetorical beauty with the repetition of the words vaannin, shrennin can be observed.
Study and analysis of selected musical forms of Visnu Pallaki Seva Prabandham:

In the daru “Chuadave kommavennudenta prodadee O samma” describes the court where
Visnu is busy with the devatas. This is equivalent to the daru “etularamanduno” in the raga
Mohana set to Mishra Chapu tala..

The daru “Sogasu pallaki chiidave kaliki — teguvanu boyelu decchiri hariki” in raga
Kedaragaula set to Adi tala describes the palanquin can be compared to the Annamayya

kirtana”Kulukaga nadavaro kommalala........ ” in relation with the bhava and style of writing.

It is mentioned in the Shahaji Yakshagana Prabandha’s by Uma Ramarao that the mayura gati
ragada “Maramani vallavakumara manimodu/ bura karunimpanu mayuragatiroye......... ” should
be sung like “Dhirasamiré yamunat...... ”

Similarities between Sankara Pallaki Seva Prabandham and Visnu Pallaki Seva Prabandham:

Many similarities can be observed between the Sankara Pallaki Seva Prabandham(SPSP)
and Visnu Pallaki Seva Prabandham.(\VVPSP)

*In SPSP the daru describing Ganga is equivalent to the daru describing Narada in VPSP.

* The daru describing the snake in SPSP is equivalent to the daru describing the Garukmantra in
VPSP.

* The Vrishabhagati ragada “Sri ramaadhava, maadhavasaraseeruhaptha sudhamsulochana” can
be compared to the daru “elukovayya” in SPSP. In this VVrishabha gati ragada the Prangs of
separation of Lakshmi has been described.

* The Pallaki in Visnu Pallaki Seva Prabandha pallaki is described through the daru *“sogasu
pallaki choodave kaliki” in the raga Kedaragoula set to Adi tala., as decorated with different
kinds of flowers like Jasmine, mogra, white lotus, vakula flowers etc...



* The other varied aspect observed in the Visnu Pallaki Seva Prabandham is the daru “Kavaveé
Kavave karivarada deva deva maa daivamuneeve” where the description of the incarnations of
Visnu- the Matsyavatar, Kurmaavatar, VVaraahavataar, Narasimhaavataar, Vamanaavatar,
Parasuraamavataar, Raamavataar and Balaramaavatar are described.

* In the Lali pata “Lali 1ali, 1ali ytigavayya, lalita nilopala” the puranic stories like Gajendra
moksh, Krishnalila, have been described.

* Here the court of Vi$nu is described in the raga Pantuvarali set to Adi tala whereas the court of
Shiva is described in the raga Sankarabarana set to Triputa tala.

Shahaji can be mentioned a prolific writer looking into the literary and musical aspects in the
Yakshaganas. The language in these Yakshaganas reveals his extensive command on vocabulary.
The extraordinary lyrical beauty and the command on prosody and poetics along with the
appropriate usage of ragas, keeping the art and culture imbibed and are interwoven in his
writings.
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