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Pala occupies a very special place in the complex mosaic of Orissa's 
performing arts. It shares certain elements with the other forms of folk performing 
arts such as Jatra, Suanga and Lee/a. Like them Pa/a uses literary themes, stories 
and anecdotes to entertain spectators. Like these forms, it. too, is a blend of 
story-telling through kavya, music and dramatic performance designed to grip the 
imagination of the audience. But. in addition, Pala is intimately linked, on the one 
hand, to a form of religious worship and ritual practised in medieval Orissa and, on 
the other, to the elitist culture of the pundits and scholars well-versed in the 
Sanskritic tradition of the Purana-s and other literary works. 

The worship of Pancha devata (the t1ve deities) can be traced to a very 
old tradition in Orissa. The deities are Ganesha, Vishnu, Durga, Shiva and Bhaskara 
(the Sun-god). During the fourteenth and fifteenth centuries. at the time of the 
Bhaumakara, Somavamsi and Ganga dynastic rule in Orissa, the relative importance 
of Shaiva, Shakta and Vaishnava cults and forms of worship kept on fluctuating on 
the basis of royal patronage. The Somavamsis were patrons of Shiva worship and 
the Bhaumakaras of Shakti worship. While they patronised Vaishnavite worship, 
the Gangas were not averse to Shaiva or Shakta cults. Later, during the period 
of the Gangas, to these three was added the worship of Bhaskara and Ganesha. 
In fact. particular kshetra-s or places of worship came to be associated with each of 
these presiding deities. Bhubaneswar came to be associated with Shiva worship, 
Jaipur or Birajakshetra with Shakti worship, Puri with Vishnu worship, Konarak 
with Sun-worship and Maha-binayaka with Ganesha worship. Such was the spirit 
of religious eclecticism current in the air and encouraged by the royal dynasty 
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that whenever any one of the five deities was worshipped, the other four were 
assigned places of honour and were, in fact ritually invoked to come to the 
sanctified "ground of worship". 

Pala as a performing art emerged from this worship of the five deities. 
In the early days of Pa/a, there used to be five singers (Gayaka-s) who would recite 
songs, shloka-s and stuti-s in praise of the five deities . Ttwse were taken from 
ancient or classical Sanskrit texts, Purana-s and some contemporaneous writings. 
The leader among the five gradually came to be known as Gayaka, while the 
other four were designated as Palia-s (literally meaning those who join in the 
refrain) . They used to be dressed in the typical Orissi style of the time, which 
included an Orissi type of pugree on the head, a dhoti worn in the style of the 
Oriya Paikas and a long glittering and often colourful gown going down well below 
the knees . A costly chadar covered the neck and the shoulders and earrings, 
bracelets and armlets were also worn. The costume was thus almost royal in style. 
They would sing to the accompaniment of ramtali (two pieces of symmetrical 
and decorative wood which strike against each other and produce a rhythmic beat), 
mridanga and cymbals and they wore nupur-s round the ankles. 

It is important to note that in this traditional pattern, a Pala presentation 
always beqan with an invocation to and worship of the five deities. On a low 
wooden table called asthana (seat), covered with a coloured piece of cloth , were 
placed (on betel leaves) five pairs of ripe bananas with the skin peeled off, each 
pair symbolising one deity. Invocations to each of the deities were recited by 
the Gayaka. The area where the asthana was placed was always purified by 
Panchamruta. The recitation was elaborate and ritualistic and the religious litany 
accompanying it was as important as the singing. The invocations were mostlv from 
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Sanskrit texts including the Vedas and the Upanishads and the singer-priest was 
expected to have an intimate knowledge of the shastra-s . 

This ritual worship was followed by the Pa/a proper, namely, the recitation 
of a story or a theme. Sometimes, when it was not meant as entertainment for an 
audience, the ritual worship alone could be conducted and the theme-story would 
be simply recited in the house of the patron by the local pr1est without the help of 
any Pa/ia or Palia-s . In other words, the priest would be the lone Gayaka and he 
would merely recite the Pa/a theme . Such celebrations are conducted for various 
purposes in Orissa and Bengal even today . In Orissa, sometimes sixteen Pa/a-s are 
offered to the deities to appease the gods, to ward off some personal tragedy or in 
fulfilment of a vow. If a sick child lies dying, his mother or grandmother may pledge 
to have si xteen Pa/a-s or twelve Pa/a-s, spread over as many years as an offering , 
to ensure that the child is cured by the grace of God . If the wish is fulfilled , Pa/a-s 
are performed annually for the prescribed number of years on ari appointed 
auspicious day. 
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There is considerable evidence to show that till about the seventeenth 
century Pala recitation was confined to royal courts as a form of aesthetic literary 
enjoyment mixed with religious worship or to individual households for the 
exclusive purpose of religious worship . In the former case, the Pala Gayaka or singer 
exhibited his knowledge of the Vedas and the Upanishads, the Sanskrit classics 
and the Oriya Ramayana and Mahabharata in the presentation of the theme or 
the story. Generally the story element in a Pala recitation was thin and the padding 
was provided by diversions into ancillary themes, related episodes or literary cross­
references . This is the pattern in Pa/a recitation that is followed to this day. 

The priest who recited the Pa/a as a form of religious worship in the 
household of his jajamana (patron) was very rarely a scholar . This is why in later 
centuries, more often than not he used to recite on the basis of a printed text 
rather than from memory. His capacity for improvisation and forays into literary 
cross-references was severely limited . For example, if the recitation included a 
description of a morning, or a season, or the face of a nayika, he never displayed 
his erudition by introducing material about how such a beautiful face or season 
had been delineated by Kalidasa, Bhavabhuti, Magha or even well-known Oriya 
poets, including the authors of the Oriya Ramayana and Mahabharata. He generally 
read out the text from a palm-leaf manuscript. This, too, was called Pala to which 
only relations and friends in the village were invited . 

Over the centuries the repertoire of an erudite Pala Gayaka kept on 
expanding. First it was the Vedas and the Upanishads, the religious texts and the 
Purana-s; later, the Sanskrit classics were added; still later, the works of Upendra 
Bhanja, the master of Oriya Riti-Kavya; of Radhanath Ray, the first great poet of 
the modern age; the works of that great craftsman of language, Gangadhar 
Meher, or of Kavisurya Baladeva Ratha and other poets both from the medieval 
and modern poetic tradition. Among the medieval authors particular mention may 
be made of Balaram Das's Laxmipurana and Jasobanta Das's Govinda Chandra. 
Upendra Bhanja's Vaidehisha Bilasha and Subhadra Parinaya and Gangadhar 
Meher's Tapaswim; Pranaya Balian; lndumati and Kichaka Baddha were also 
extremely popular . 

Around the seventeenth century the poet Kabi Karna composed a number 
of Pa/a-s specifically meant for recitation in a religious context. Kabi Karna's life 
and times have not been discussed fully but it is generally agreed that he lived 
in the later part of the seventeenth and the early part of eighteenth century . This 
was a time when politics and society in Orissa and Bengal were undergoing swift 
changes. The Muslim invasion of Bengal and Orissa prompted some popular 
authors to compose what they thought was a literature for bringing together the 
Muslim and Hindu cultures and forms of worship . It was . for example, maintained 
by some that Satyanarayana, Narayana or Vishnu , the presiding deity of Pala as 
a form of worship , was indistinguishable from Satyapira who was an incarnation. 
a devout Muslim saint or Fakir . This belief was particularly strong in Bengal where 
Satyanarayana Panchali came to be identified with Pa/a and also incorporated in it 
themes relating to the apotheosis of Satyapira . Panchamruta was expanded to 
include Sirim; a preparation made out of ripe banana mixed with flour, milk , 
molasses etc . In 1568 A.D ., Orissa came under the Muslim rule of the Gaud 
Sultans . Only certain areas of Puri and the Ganjam districts continued to be inde-
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pendent and the King of Orissa. Gajapati Ramachandra Deva, was designated as 
Thakur Raja or the King of the God . Mansingh. the able general of Akbar. 
attacked Orissa and the Moghul armies established the ir camps in various parts 
of what is modern Orissa . It was during these troubled times that Kabi Karna 
(w ho seems to have known both the Oriya and Bengali languages equally well) 
composed his sixteen Pa/a-s . Each of these Pa/a-s describes the mahima (power 
or glory) of Satyapira through a story. For example, in one of these Pala-s. 
Satyapira himself appears in disguise as an old man before a rich merchant and 
advises him to offer worship to Satyapira. The merchant laughs at the old man 
and his apotheosis of Satyapira. He earns the wrath of Satyapira and is reduced 
to beggary. Then he realises his guilt and atones for his sin by arranging the 
performance of Satyapira Pa!a. He is, thereafter. freed from the consequences 
of the curse . This is identical with the theme of the mahima of Satyanarayana . 
the incarnation of Vishnu . Even the Skanda Purana has four cantos devoted to 
the worship of Satyanarayana . The stories are supposed to have been narrated by 
the sage Narada to Shuka and by the latter to sage Shaunaka in the forest of 
Naimishya. In one of the stories Satyanarayana speaks to an old Brahmin 
(in Kashipur) about the virtue of worshipping him . The poor Brahmin follows hi s 
advice and his poverty vanishes, winning him unasked-for riches. The other 
chapters similarly delineate themes of good fortune, . inc luding the birth of a son 
to an issueless king worried about the continuity of his dynastic line . 

Kabi Karna composed sixteen Pa/a-s . The Orissa State Museum has. 
however. a total number of twenty-nine Pa/a-s in palm-leaf manuscript . Some of 
these Pa!a-s are assigned to more than one poet. For example, Satyanarayana 
Janma Pa!a has three different versions and these are by Kabi Karna. Dwija 
Blshwanatha and Shankara Acharya respectively . Kabi Karna's language is a 
pecul1ar mixture of Oriya and Bengali as the following extracts (first in Oriya script. 
then with a transliteration 1n Roman script and lastly ah Engli sh rendering) 
w ould ind icate . 

cy;§' 61€'! tf'f;>9ltll a'lf'~6Y ~~16( 
rfJ!frfi(f 6(Q'!tl6¥1 fi?ti{o71 &.m61 1 

~6/@'co/ ffJ::D'fl C?~~Jl af7sr;6'o ztlb(_ 

fl f{{(h(P'Ifil ~~ 0>6( I7¢7Y6111fi{ I 

6(>7 6?_f!Jfil f?lfil 6'RI6{'hl R:_ri(t5'hl 

6'.$JGY9> 6'fi?r:lfil f!_O' fl!tf'fii §' fil;)'!lf'fii I 

""' ~gz'&6'D 9'~§>~ §!_lf'O'O fi(_Oif!fii 

Q'~~.Q ~q .f~e;; f!DYiiffi(.q_R I 

f'6!l1 ~0'6'61 r?Jfii/G>Oifiil ~fiftl. 

qb't;l 0'19>.9 ~Oiq 0'6Jb 6(6(1Q I 

Ef!b'161tf'f;(,.., G?l?il.Q 5?Wf!fl I?GYG( 

O'f!f .clf'042: l?"OJ9! fi?;i(6'tl W!Q II 

- li?tfrf?rn 
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Ami Sehi devata ali3kha 
nirliklira 

Swargamartya rasBtate karani 
am§ra. 

Jagannath rupe ami OdiSate era 
Hmdu Musalmiin sabu karl 

ekakara. 

Rama Rahimana }ana Kor8na Purane 
Dekhiba kemana rupa mane ki 

na mane. 

Danate D§r ubrahma rupete 
bhasena 

Padmaphula rupa haiya 
Satvanarayana. 

Bauddha rupete nilachale bijekari 
PatJta pabana rupe patita 

uddhan 
Sachi garbhe 1anamila nadia 

nagar a 
Sehi Mahabahu ebe kalite Fakira. 

1 am that God. unmanifest and 
without shape. 

My deeds extend to all the three 
wor lds. 

In m y incarnat ion as Jagannath 
m Orissa. 

1 welded the Hindus and Muslims 
into one group. 

Know me as Ra ma and Rah iman 
Described in th e Koran and the 

Purana·s. 
See my vision and rea lise m e, 
Whether you recognise it or not. 
In the ocean I f loa ted 
As the log of wood in which 

the Brahman inhered . 
And I. too. floated as the lotus. 

the Satyanarayan . 
As the inca rnation of Buddha. 
1 appeared at th e Blue Mountain 1 

And became the saviour of all 
the fa llen . 

In the c ity of Nadia I took btrth 
in Sachi 's womb2 

And I am th e same Lord 
Now only a Faktr in th is 

Kaliyuga. 



Some of the contemporaries of Kabi Karna composed in the Oriya 
language. Among them particular mention should be made of Dwija Bishwanatha, 
Bhrugurama and Shankara Acharya. Below is a complete list of the twenty-nine 
Pala-s along with the names of the poets to whom each of these is ascribed. When 
one Pala has several identical or near identical versions, all the relevant authors 
have been mentioned against it. 

Name of Pala 

1. Satyanarayana 

2. Abhinna Madan 
3. Ugratara 

4. Kathuria 
5 . Kishorechandra 
6. Gudiasankar 

7. Dashabatara 
8. Durjan Rajan 
9. Padmalochana 

10. Bhramarbara 
1 1 . Manohar Phasiar 
12. Mardagaji Janma 
13. Mardagaji B1bha 
14. Rangalata 
15. Laxmankumar 
16. Ratnakara 
17. Sadananda _Saudagar 
18. Bidyadhara 

19. Ni!asundara 
20. Madansundara 
21 . Hari Arjuna 
22. Swetabasanta 
23. Herachanda 
24. Dayananda 
25. Owanka 
26. Hemaghata 
27 . Satyanarayana 

28. Vandana 
29. Swargarohana 

Author or Authors 

Kaqi Karna, Dwija Bishwanatha, 
Shankara Acharya . 
Kabi Karna . 
Kabi Karna, Dwija Kashinatha, 
Shankara Acharya . 
Kabi Karna, Huduram Das. 
Kabi Karna, Kishorechandra Patadeb. 
Kabi Karna, Dwija Bishwanatha, 
Jayakrushna. 
Kabi Karna. 
Kabi Karna. 
Kabi Karna, Dwija Bishwanatha . 
Kabi Karna, Dwija Bishwambhara. 
Kabi Karna, Dwija Kashinatha . 
Kabi Karna, Dwija Bishwanatha . 
Kabi Karna, Dwija Bishwanatha. 
Kabi Karna. 
Kabi Karna. 
Bhrugurama. 
Kabi Karna, Bhrugurama. 
Kabi Karna, Dwija Bishwanatha, 
Shankara Acharya, Bipra Jagannatha. 
Kabi Karna . 
Kabi Karna, Dwija Bishwambhara. 
Kabi Karna. 
Kabi Karna. Dwija Bishwanatha. 
Kabi Karna, Dwija Bishwanatha . 
Kabi Karna, Dwija Raghurama . 
Sitalacharana. 
Nityananda. 
Kabi Karna, Shankara Acharya. 
Kinkar Das, Rameshwara. 
Kabi Karna. 
Kabi Karna. 

Generally speaking, these Pala-s do not exhibit any great imagination in 
the treatment of the themes. They are mostly stereotyped and repetitive and almost 
all of them are designed to illustrate the power and glory of either Satyanarayana 
or Satyapira. They are narrative and descriptive in character and have hardly any 
use for symbol or metaphor. The language is simple, unvarnished and colloquial. 
All except the Vandana Pa/a of Kabi Karna have a story to tell . This one has only 
invocatory lines for Ganesha, Saraswati. Shiva, Durga and a host of gods and 
goddesses of Orissa inhabiting its different regions. Special mention may also be 
made of Dwija Kashinatha's Ugratara Pa/a in which each line of all the verses starts 
with the fifth vowel of the Oriya alphabet. 
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Pala thus incorporated in its fold an extensive repertoire drawn from 
Sanskrit plays and classics and also Puranic and contemporary Kavya literature . 
One has to assume that the Gayaka was a schofar for he had to remember all 
the references, improvise and introduce a number of relevant texts to describe 
scenes. situations, events etc . and establish parallel similes and metaphors through 
the technique of association. 

Over the years Pala also incorporated in its fold a vast body of local and 
rural legends. proverbs and popular sayings. These were no doubt used more by 
the Palia-s as interludes or as a counterpoint to the thread of the recited story of 
the Gayaka. Generally a Gayaka has one Palia. But occasionally there could be four 
Palla-s. the five together symbolising a representative of each of the five deities. 

There has been considerable debate among scholars and historia ns of 
literature as to whether Pala is folk literature or a folk performing art . In the 
cultural heritage of Orissa, the folk and classical elements are often combined. 
Besides there was also an admixture of tribal elements. In the Chhau dance of 
Mayurbhanj, for example, one can see elements of all these and it is truly a fine 
example of a folk-classical-tribal continuum . Secondly, poetry and song were 
closely linked and quite often poetry, for example. the medieval love lyrics and 
portions of Upendra Bhanja's kavya-s . could be set to music and sung . As a matter 
of fact the compositions of Gopalkrushna, Kavisurya and Banamali continue to 
provide a large part of the repertoire of the music accompanying Odissi dance. 

Pala thus incorporated not only a vast body of classical and modern. 
popular and· elitist literature but through its audio-visual presentation helped in 
the1r spread and popularisation. The oral tradition of "listening in" to the classics 
of literature-the Oriya Bhagabata. the Mahabharata. the Ramayana and also 
other Purana-s-was. and continues to be. quite strong. Literature reached the 
formal illiterates through this process. Being a classical -folk continuum. Pala com­
bined the literary contexts. ·the cognitive elements. the stylisations of important 
Kavya-s. their alamkara-s. organisation and other formal qualities with vignettes 
and sequences from everyday life. including its rural humour. sometimes bordering 
on crudity and earthy sayings. legends and proverbs. 

Pala thus became a unique form of entertainment which held the attention 
of the rural folk, charmed and entertained them even as it educated them in the 
basic traditions of both Sanskrit Kavya and ancient medieval and. to an extent 
even of modern Oriya poetic creations. 

The relationship between the Gayaka and the Palla helped the combination 
of folk and elitist traditions . The Gayaka and the Palla were in a sense in binary 
opposition: 
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serious 
religious 

· Sanskritic 
decorum 

non-serio us 
profane 
folk 
crudity 



In certain cases, for example, after the Gayaka has completed the recitation of 
some important Sanskrit shloka-s, the Pa!ia would humbly beg permission to con­
tradict the interpretation given by the Gayaka and give an alternative version of 
the text . This would no doubt be a distorted meaning but he would make it credible 
sometimes by the use of a pun or alternative meanings of words. But often he 
would beg to present a slightly different version. The objective behind such a 
move would be parody and satire. It is necessary to mention here that Pa/a has 
demonstrated a great capacity to hold up to ridicule and satirise social evils. The 
miserly and ignorant king, the vaidya, who knows nothing of diagnosis but is 
addicted to drink, the mischievous minister with sinister motives, the corrupt 
official, the pompous pundit showing off his knowledge, tyrant rulers, selfish 
leaders who hardly care for the people but accumulate fortunes at the cost of 
ordinary folk- all of them come in for effective, hilarious and trenchant criticism . 
To cite an example, Pandit Gopabandhu Das has four celebrated lines which are 
given below in Oriya script, its transliteration in Roman script and its English 
rendering: 

§qz 6'R'!fi<. 6tJf '(1 6'f?ffl >JiiYD'fi{ 

6'98/9Yf!1 ~f!Yiff} 00~ 

6'9'Fflfi{ ffi(_G?'Y f/6'8' 6J()'t%' ~9 

q_~ c>f! e:6Y 6W6( R'ttrp.GJ;; 

Misu mora deha e desha midin§ 

Deshabl!si chali;aantu pithire 
Deshara Swarajya pathe ;ete 

gada 
Puru tahin padi mora mansa 

hada. 

Let my body mmgle with the 

country's soil. 
Let my countrymen w alk 

On my back. 
Let my bones and f lesh 

Fill the crevices m the path of 

Swarajya. 

After these lines are recited by the Gayaka, the Pa!ia would say that all this is right 
but what our leaders have learnt from Gopabandhu is something slightly different. 
And then he would recite the lines, slightly, but significantly, altering the words, 
so that the meaning becomes completely different as will be seen from the 
following excerpt. 

O'f?Sl9Yf!1 q'e RBliJ Jw~6( 

~16'-1 ~#~ . C/1~61 §01>6? 
w;:z fit'~ £76'ff 3ff ox;rtf'P 6!/.fJl 

f!!?. o~"' o.rfi> O/J? >71"~ .f_Yf> 11 

Desha basi sabu mishantu matir€ 
AmbhB chati;ibu tarikari p!lh1re 
Ambha swarth pathe achh1 ;ete 

gada 
Puru tahin padi t§nka mansa 

had a. 

Let all my countrymen mingle 

w1 th the soil. 
I wil l walk on their backs. 
Let all the crevices on the 

path of my interest. 
Be f1l led with their flesh and 

bones. 

Sometimes the Palia may just recite these lines even without the Gayaka reciting 
the lines from the poet Gopabandhu. The audience (which generally knows 
Gopabandhu's lines) notices this and responds to the parody. 

To cite another example, Jagannath Das's Oriya Bhagabat is perhaps the 
one literary work which is universally known, read and listened to in rural Orissa 
It is composed in rhymed verse with nine letters in each line. Sometimes. using 
the same metre and line-scheme and the form of the sage Shuka narrating the 
story to King Parikshita, the Pa!ia would improvise lines severely critical of the 
rapacity of a modern Brahmin priest, his ridiculous actions and his total ignorance. 
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fl67 Elfi{l$ .96(1?18 I 

P!.o/91 Efllirf!YI Of!ll!i;>P'9 II . ~~ ~-

§ 1 Z}'$fi( WW I 
o 1-v CYh:'l cy, Cl 
o ·r-1 '-lcv<f/1 ~O'ffl/f§(P /I 

~!1{ ~~fl~ t!YI6l I 

f?{l ff!_(fY~ ~OP f>l6/ II 

WY'I Gl/~§!1 >lW!? I 

~ ~g o>_q P!fil II 

6'm'~£? fiJ f7E7~ trGYi( 

....f/67'>-1/fi> lifG(!i? ~6(1 II 

Suna Panksha Naranatha 
Tampada Sukhua Pakhalbhata. 
Slvee akshara b1bar;1ta 
Chit a .oaita sushobhtta . 
Bda bachhibaku aaga 
Dah1 chudaku bagha. 
Sandhya Gayatri hma 
81/aru bachhanti mma. 
Poth1ru naphitai dori 

Ja1amana chaula chon: 

Lts ten. 0 King Panksha : 
(He takes) salted dry ftsh 
and soaked rice . He does 
nc.t even know the a'phabet 
but is wen-decorated wi th th e 
sacred thread and sandalwood 
paste. Always ready to go 
for deweeding operations 

m the fteld. he jumps up at 
the prospect of a feast tn 
a funeral ceremony. He does 
not even know the eventng 
davatri mantra and he ru shes 
out to catch small ftsh in the 
paddy fields. He never even 
opens the pa!r."·leaf :-n an •_,scripts 

but 1S great in st ea!ing the 
nee of hts Jajamana. 

In the Gayaka's recitation, the recurring literary themes are : the different 
segments of the day such as morning, noon, evening and night; the six seasons. 
nature, the landscape and the human emotions associated with the seasons; the 
beauty of nature embodied in rivers, the sky, the hills and clouds, bird songs and 
forests ; and woman, that eternal theme of poetry, her beauty and grace, her face. 
her body, her eyes, her coiffure, her dress etc . While he describes any of these , 
the Gayaka brings in the var.ious ways in which different poets have dealt with 
these subjects and shows his brilliance by comparing and contrasting them . 

Pala, however, is not merely literature. It is poetry that is sung and acted. 
The Gayaka. therefore. is expected to be qu ite conversant with raga-s and ragini-s , 
tala and laya. Most of the raga-s are of course Orissi raga-s and about twelve are 
usually employed . Kavisurya Baladev Rath's celebrated Champu-s and Upendra 
Bhanja 's Kavya-s are well-suited for musical rendering, as also the works of 
Gangadhar Meher. 

The more well-known and frequently used Orissi raga-s in Pa/a recitation 
are : Chokhi, Kamodi. Baradi. Bangala-sri , Ramakeri, Kalahansa-kedara, Ashadha­
shukla. Rasakulya, Kannada, Ahari , Mangala-gujjari and Pahadia-kedara . From the 
point of view of raga-base, one can broadly divide the epics and poetic works of 
Oriya poets (used in Pa/a recitation) into two groups . In the first group are the 
works of Radhanath Ray, Gangadhar Meher, and Nandakishore Bala. These three 
poets mainly employ Bangala-sri, Ramakeri, Rasakulya and Mangala-gujjari raga-s . 
For example, almost the whole of Pranayaballari by Gangadhar Meher is in Bangala­
sri raga. Nandakishore's Sharmistha and Radhanath Ray's Chandrabhaga mainly 
use Ramakeri and Rasakulya raga-s. These are simple and sweet-sounding raga-s . 
Compared to them, the second group of poets use the more difficult raga-s like 
Chokhi, Kamodi, Kalahansa-kedara , etc. Upendra Bhanja may be regarded as the 
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leader in this group and most of his works are used in Pala recitation . Bidagdha 
Chintamani of Abhimanyu Samanta Singhar and Dinakrushna Das's Rasakallola 
belong to the same group. Sri Golakh Pradhan , a modern epic writer, who is con ­
sidered in the line of Upendra Bhanja, has written three epics (Satyabhama, 
lndurekha and Dakshina) and most of them are in the pattern of raga-s used by 
Upendra Bhanja . These three epics are also very liberally used in Pala recitation . 

These Orissi raga-s do not have much in common with classical Hindustani 
raga-s . They are generally not related to a specific emotion or rasa. For example, 
one may render a song in Chokhi raga both in hasya rasa or karuna rasa. Secondly, 
the raga-s are also not time-specific : particular raga-s are not supposed to be sung 
at a particular time of the day or night. 

The tala-s, too, do not fall within the framework of t' ,e tala-s used in 
Hindustani classical music. The singer varies the tala according to the convenience 
of his recitation. 

The voice of the Gayaka has to be attractive since an unmusical 
rendering will hardly make an impact on the audience. When the Gayaka has just 
one Palla, the former assumes a number of roles in succession and has thus to 
express himself adequately and effectively in each role . The celebrated Gayaka 
Harinatha (of recent times) would act the role of Harishchandra, Shaivya, 
Rohitaswa and the keeper of the funeral -ground with equal ease and grace. As 
Shaivya, he would make the audience weep with his wailing for the dead son and 
then assume the calm and collected voice of King Harishchandra. In the present­
ation of the theme and in its enactment there is emphasis on rasa and all the 
traditional nine rasa-s are delineated. A degree of histrionic talent is thus very 
necessary for the Gayaka and very often he delineates a theme through the smgle 
actor assuming many roles with the Palla merely acting as a counter-point 
fa cilitating the role-change . 

Among the distinguished Gayaka-s of modern t imes are Niranjana Kara and 
Harekrishna Nath, who were honoured with the titles of Gayaka Mani and Gayaka 
Ratna respectively. 

More recently some Gayaka-s have tried to introduce contemporary 
themes in Pa/a but by and large, they have not succeeded in this effort. The Pala 
form has to be a verse form, suitable for recitation, set to music or at least sung 
as music. Some of the social or political themes of our times do not lend themselves 
to such a presentation. It is, however, possible that at a future date such Pala-s 
may be composed and presented . One hopeful sign is that a few educated indi­
viduals have begun to present Pa/a as a part-time profession . Perhaps they will be 
able to add significantly to the themes or manner of presentation of Pala. The best 
among the Pala Gayaka-s of former times did not have much formal schooling ; 
even though they were versed in Sanskrit and regional literatures . It is also 
heartening to note that emphasis is placed by the educated Gayaka-s on the tra­
ditional qualities of Pala, including its religious aspects, Puja with peace invocation , 
and that traditional costume and jewellery is worn. This augurs well for the future 
growth of a traditional literary-performing art-form combining tradition and 
change. 
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References: 

1. The traditional name for the hillock on w hich th e Puri Jagannatha temple stands. 

2 . A reference to Sri Chaitanya . 

* * * 

Pictures : 

1. One of the Palia-s with his ramtali. 
2. The Gayaka with his chamar in the right hand . 
3 . The Palia with his large-sized metallic cymbals. 
4 . Another Palia with his mrudangam. 
5 . The priest reading out the text of the Pala. 
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