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(remover of obstacles); VIGHNESHWARA
(Lord of obstacles); SIDDHIDATA (Bestower
of success); GANAPATI! (Leader of Ganas);
GAJAMUKHA (Elephant faced); VAKRA
TUNDA (One with twisted trunk); EKADANTA
(One with the single tusk); LAMODARA (One
with the pot belly) and DVI-DEHAKA ({the
doubled bodied). He has two acolytes:
SIDDHI (success) and BUDDHI (wisdom). His
Vahana is a ral. He is also known as Lord of
jewels and the entire wealth is in his keeping
to give. Ganesha, it is said, gave writing and
helped the great sage Vyasa to write the in-
imitable Mahabharata.

Contemporary Indian artists, though
famitiar with numerous such characteristics
of Ganesha, are, however, not interested in
these attributes of Him. What captivates
them is His peculiar binary configuration:
the elephant’'s head, voluminous anatomical
structure, rhythmic coniours, small but
vigitant eyes, short legs and many such
qualities of rarity that inspire their imagina-
tion to recreate this God in accordance to
their concept and thinking.

It is interesting to note, during the pro-
cess of its development through the years,
Indian art has inherited various styles,
trends, approaches and techniques. Contem-
porary Indian art, discloses an amalgam of
Western art and arich Indian tradition. Some
artists have been.influenced completely by
Western visual vocabulary and have incor-
porated its features into their works; there
are others, who have tried to create a syn-
thesis by taking what has appealed to them
in Western and other alien arts and combin-
ing it with interesting traits of the Indian
tradition - to create something entirely dif-
ferent. In other words, there is a distinct ef-
fort to be creative and modern. At the same
time, there is a desire to confine work to our
environment, culture and roots, and yet
maintain universality.
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A few artists from South India, who have
been fascinated with Hindu pantheon and
mythology, atleast for sometime, belong to
the latter school of thought. They are: K.

Sreenivasulu (b.1923); P.V.Janakiram
{b.1930); K.M.Gopal (b.1930); S.P.Jayakar
{b.1931) M. Reddeppa Naidu (b.1932);

D.Venkatapathy (b.1935); M.Senathipathi
(b.1939) and K.S.Gopal (b.1939) and a few
others. These artists, while trying to preserve
salient iconographical features, have
created physiognomical exaggerations of
the deities, forming images that are a
distinct manifestation of the artist's in-
dividuality.

Ot the numerous Gods and Goddesses
recreated by these artists, Ganesha appears
to be their liked choice. A brief analysis of
works of these artists, should enable us to
understand their approach to creativity of
this munificent.deity, not only in terms of
technique they adapt but also varied visual
interpretations they give to it.

M. Reddeppa Naidu, a distinguish Na-
tional Award winner, depicts in the oil pain-
ting, overall characteristics of Ganesha with
utmost grace of line, which accentuates
anatomical structure of the deity, with ex-
ceptional swift and flow, measured in terms
of proportion and clarity of image. His im-
ages have often been misunderstood as
fantasies, specially ink drawings, though
they are not. His creativity is a reality that
springs from his own deeper self, and ex-
presses a sense of spiritual and emotional
liberation, with misty colour tones that
reflect ingeniousness. K.M. Gopal, con-
templates Ganesha in an entirely different
way. He selects symbolic representations of
varied sections of the deity from traditional
and other sources and integrates them into a
striking process of metal craftsmanship. He
has depicted Ganesha in several different in-
carnations, like: Gayatri Ganesha,
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Lyrical Liness, Like Poem, Expresses
Emotions Of The Artist
By M.Reddeppa Naidu

Gnaneshwari Ganesha (female form of
Ganesha), Tirugnana Gnaneshwari, Ar-
dhanarishwara Ganesha, Balaji Ganesha,
Vighnaraja Ganesha and so forth. According
to Hindu Shastra, he emphasises, there are
1008 forms of Ganesha, though artists
through the ages, have conceived and
visualised only 64 in multifarious forms.
Gopal, innovative and skilful, feels inspired
to search for new concepts with unusual
distortions, which give his creativity, moder-
nity and yet significantly projects affiliation
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Decorative Bold Lines Help Delineate
Deity’s Movement And Form
By. P.S.Nandhan

to tradition and culture. Critics have
classified his imagery as: ‘Neo-Tantric’.

M. Senathipathi, compatible and
cohesive, in his approach to work, modulates
his creativity with two distinct idiosyn-
crasies: intensification of linear movements
throughout his compositions, with emphasis
on rhythm and grace, and the impressive
design, pattern and texture. Meticulous
workmanship shapes his metalrepousseinto
a comprehensive relief of tactile quality and









S.P.Jayakar, is essentially a figurative ar-
tist, who strived for a long time to establish a
distinctive style of his own. His work: the
dancing Ganesha, displays a characteristic
that is his own - something personal and
discreet. His facile line, elongated and
rhythmic; embellishes the spendour of this
bulky deity. The equilibrium, between the six
spread out arms and the flow of drapery, con-
necting rat, the deity’s Vahana, is verily
equitable, so is the mobility and tempo of the
'dance posture. Jayakar's technique of metal
relief is industrious, it has been appliedwith
exceptional care in his compositions,
creating textural uniformity-all over. To ac-
centuate specific form, like curvature over
deity’s forehead, his fanny ears or splitting
of the trunk in the centre to create pattern,
the form's edge is incised like an engraving.
This helps to protrude form linearly, permit-
ting Ganesha to look ‘finished’ and ‘im-
pressive’. Further, Jayakar builds around his
figures a ‘Thoran’, lace-like pattern, which
encloses image into it for effective visual
impact.

K. Sreenivasulu's painting renews in us an
awareness that even today, inspite of ad-
vancement of technology and industrialisa-
tion, effects of which have been felt in the
rural areas as well, yet terracotta toys, pot-
tery, spinning of fabric, alpona design at
doorsteps, metal figurine, patta painting,
wood carving and other artistic creations,
product of a rural settlement, continues to be
in vogue and receive patronage even today.
This creativity of simplicity and naive expres-
sion, genuine and chaste, show delicate sen-
sitivity of folk artists. Sreenivasulu
developed fascination for Kondapalli folk
dolls and other rural art forms of Tamil Nadu,
almost immediately after his graduation
from Art College around 1945.
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Hindu mythology has been his source of
inspiration. In flat opaque water colour he
painted several Gods and Goddesses, beside
numerous celestial beings, in sweeping lines
which proves his definate skill and precision
of drawing. Art historians conclude: what
Jamini Roy was to Bengal that is what
Sreenivasulu is to Tamil Nadu. Both, infact,
extolied folk tradition into contemporary In-
dian art with eminence. Of late,
Sreenivasulu’s interest has aroused im-
mensely for Tanjore painting, and recently he
even painted several beautiful pictures in
that style. Some on glass and otherson cloth
pasted on wooden planks; a typical Tanjore
painting technique. Amongst the composi-
tions, one of Ganesha is a very striking
piece. Highly decorative ornamentally; as
heavy jewelery was considered an expression
of devotion to Gods. Infact, Gods were
embellished with real gems, pearls and Gold.
But the deity’s treatment, in this particular
painting, with strong dett lines, adhering to
iconography, painted with plain white colour,
the symbol of purity, draws one’s attention
to the quality of divinity and radiance enthus-
ed into this exquisite work.

P.V.Janakiram is one of those dedicated
and tatanted sculptors, who has not only
mastered the art of metal medium, but
through it, glorified Hindu deities, mostly in
copper, with exceptional dexterity and
technical excellence. His basic source of in-
spiration being Hindu mythology, like
Sreenivasulu and others, wherein numerous
Gods and Goddesses attract his imagina-
tion, But of all these, Ganesha, however, has
been his preferred deity. He has depicted
this benevolent God in varied moods and
postures with meticulousness. Many other
sculptors, working in metal, prefer to
silverplate their work, so as to accentuate
details of forms created and also to usher ex-
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ART PRACTICE AND ART APPRECIATION

Ram Niwas Mirdha

The subject of art practice and apprecia-
tion concerns the practitioners of art i.e. ar-
tists, who make art and who express
themselves through this, and also the public
for which this art is produced i.e. the society
of which we are all members. This subject
very obviously covers, the making of art the
objective presence of art, as a man made
artefact and its relevance as human expres-
sion. On the one hand we are concerned with
the aspirations of artists and their motiva-
tion, and on the other, there is the experience
embodied in works of art which has to be
established as value and aesthetic ex-
perience by the public exposed to this art.

While these two areas can be roughly
demarcated in this manner, it must be admit-
ted that there is acommon and very vital fac-
tor which links these two areas - namely, the
fact that the creator or artist is essentially a
human being, and that the spectator; the au-
dience and public draw sustenance from the
same life experience that goes into the mak-
ing of art. If we understand this basic rela-
tionship, it would be easy to conceive of a
situation in which art as human experience
can be shared.
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Unlike phenomenonal nature which is
around us and which we experience directly
either as beauty or terror: for instance, as
gorgeous sunsets, exquisite natural scenery
or disasters such as forest fires and floods
-all refating to the reality outside us; the ex-
perience of art can be had only in specific
works of art, which take considerable time to
be made, on terms of a personal process and
which are the result of the experiences
mentioned.

But, in undertaking to make art, the artist
as a human being, has looked into the wotld
of his inner and personal experience. Seeing
the past, both of himseif and of society, see-
ing this in terms of memory, which in a sense
is timeless and also of imagination, which is
man's greatest attribute as a living species,
the artist is an explorer and discoverer of in-
ner worlds. His art mimrors this world and his
experience imparts structure and form to the
discipline he practises as a sculptor; print
maker or painter. In this province the ex-
perience which he seeks to convey is essen-
tially human as | have said earlier; but this
experience is embodied in the material he
chooses to express himself in, as a artists in



wood; stone; plaster; bronze; paint etc.
Unlike the photograph of a scene which
records one moment in time and one ideal
chooesen view or perspective a iandscape in
water colours or in oils, for instance, Is the
result of a series of human acts and deci-
sions reflecting not only thousand of tand-
scapes seen but also the many many
responses the artist has made to the ex-
perience of space - time - light - atmosphere
and to such of feelings as joy, amazement,
adventure etc. These factors shape and col-
our the work of art, and in the process, what
can be taken as the experience of a sensitive
human being gets identified with and
becomes inseparable from the skill and
craftsmanship required for executing the
work. A good artist therefore not only com-
municates the valid and quintessential ex-
perience of life, but aliso transform the
material of art, making it a thing which has
an objective existence and a phenomenon
life of its own. :

| now come to the area of art apprecia-
tion. Before art can be appreciated, it is to be
experienced and this means that a spectator
must acquire the habit of encountering art. 1t
is only then, that he will be able to respond to
the experience which the artist embodies in
his work, and to which he as a person must
relate himself bringing to bear on the work of
art his own personal experience, Thus the in-
tuition of the artist embodied in the sunset
landscape, will relate to the experience of a
spectator as regards these phenomena.
Nature which affects and conditions man, as
his environment, is now experienced by the
spectators, in terms of human nature, which
is the repository of feelings and emotions.

Before going into the specific difficulties
which one may encounter in terms of art ap-
preciation, | would like to state quite ciearly,
that except for the artist who makes art and
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lives close to it, ordinary people generally
speaking will have to look for art and ex-
perience it under predetermined conditions.
Though one may encounter a monumental
sculpture in a public place, it i1s not likely
that a person will see a painting or a print in
the rounds of his daily life, For this, he or she
will have to visit the studio of a artist or go
and see exhibition presented by an in-
dividual or an organisation. Therefore the
habit of visiting art exhibitions has to be
c ultivated seriously. In fact, this exposure to
art should be as reguiar and normal a prac-
tice, as going to the cinema or taking a walk
along the sea beach or in a park. Having said
this, | would like to add that, the taste for art
needs to be cultivated very carefully. As
every individual has certain marked
preferences and a taste for colour and
design, as is evident from the way he
chooses to dress or decorate his home, the
e xperience of art can be built up gradually by
responding to what one actually likes, ir-
respective of whether what one admires is
the highest specimen of art.

As in literature, where before a person
can acquire true taste, it is required of him to
develop the habit of reading, similarly in art a
person must be familiar with the language
and the forms of art before he or she can
understand it. However, as art embodies
human experience, presented visually the
spectator should respond to an exhibition of
the work of an artist or of a group of artists
innately as a human encounter. Admittedly
those who experience contemporary art for
the first time or during the initial stage will
find it puzzling, and one might say almost in-
comprehensible. This is primarily because
the spectator has preconceived notions of
what art should be, These notions are based
supposedly on a awareness and apprecia-
tion of the art of the past.

In the absense of subject and themes,
which a spectator can recognise in the



absence of shape, that he can identify the
spectator might be at a loss and he might
wonder what effect the artist he intending to
convey or what significance there can be in
the particular arrangements of lines, colours

masses and abstract forms. The truth,
however, is that apart from some of the new
material used today in art, the purpose of art
is the same today as it was in the past and
the elements of art the ingredients of design
and form, the feeling and vision which is em-
bodied in a modern contemporary work of
art, are much the same, as those embodied
in the art of the past.

There are portions of miniature paintings
whigh are abstract. It is possible to disfocus
the projection of slide of a miniature and
make it an abstraction of colours. Similarly,
movement in tradition sculpture; the sense
of poise, dynamism and presence can also
be sensed in modern sculpture. As fire
generates heat and light wherever there is
fire, similarly a true work of art, for the
reasons that | have mentioned earlier, em-
bodies the quantum of universal human ex-
perience common to mankind: and this ex-
perience communicates itself to those who
approach art with an open mind and with all
their sensitivity.

NUNKALA!I is a bi-annual art magazine devoted to the art forms of [ndia
with special reference to the arts and crafts of Tamil Nadu. Your support
to this - activity by way of subscriptions and contribution of articles will
be most welcome. All correspondence should be addressed to:

Annual subscription — Rs. 10/-

Single copy price — Rs. 5
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ON AESTHETICS

M.V. DEVAN

Lord Brahma is the authority for the crea-
tion of Universe. Viswakarma wields the
authority for artistic creation. He is engaged
in the creation of ever new forms (Genius is
nothing but the capacity to create every new
forms). The art practised by Mayasura is to
imitate the creations of Viswakarma, as well
as other objects found on earth. And
Mayasura’s creations attract the people in-
stantly just as easily as evil thoughts enrap-
ture human minds within no time. People
never bother to ask why these imitations,
when the originals are already there. Not on-
ly that, they even seem to believe that copy-
ing and deceiving by such artifice (The
House of wax - (Lacquer) in Mahabharata) are
clever things to do some rare skill of craft-
and needs to be acclaimed as being greater
than creative faculty. Mayasura’'s success
lies in the acceptance of such concepts as a
translation that excels the original, copies
that excel the original and the basic principle
involved herein is ‘exact similarity’. The crea-

tion of Viswakarma are originals and are not
modelled out of something else. So these

works cannot be evaiuated by comparison or
contrast. To evaluate a cow by ovine stan-
dards, one needs real insight - mere sight
cannot help.
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The controversy in the field of art
anywhere and at any time had been that bet-
ween the schools of Viswakarma and
Mayasura. It is still carried on in our times.
So also are attempts to regain the aesthetic
tastes that has been corrupted by time.

In the ultimate analysis what is the stan-
dard by which the value of an artistic crea-
tion is determined? What is the peculiar
charm of a piece of art that uniformnly
highlights its other-worldliness, incom-
parability, originality, capacity for expres-
sion, and beauty? What is the essence of ar-
tistic beauty ever bright and limitless,
beyond the ideas and aspirations of different
times and climes.? The answer is very simple
the formliness of the artistic creation. We
cannot come across a creation that is
neither well-formed nor ill-formed. We have
not heard of any such thing, we do not
remember any such thing. There is only one
thing that is conceived of as formless and
abstract that is God or Brahma. Art is not a
creation of God, but of man. And the crea-
tions of form-bound man wiil naturally be
form-bound and limb-jointed.



What distinguishes man from other
creatures, again, is nothing but his desire to
create new forms. The image takes shape in
his mind and is then transferred into an out-
side medium through the efforts of the eye,
hand and mind.

The human eye, window to man’s mind,
is the most powerful, precise and efficient of
the sense organs that guide his activities
more than eighty percent of man's ex-
periences and the imaginative edifics built
up on them are contributions of the eyesight.
Among the functional organs of man it is on-
ly the eyes that have a second birth. A new
born baby has only a two dimensional vision
till about eight months. It is only after, that
the child gets the three dimensional vision.
He acquires the third dimension-the sense of
distance then, and the fourth dimension,
namely sense of time, that is implied in it.

The concept of the form is based on vi-
sion. Once the interconnection of these two

are properly understood it will not bedifficult .

to realise that the changes taking place in
the field of art are those related to form. If
the study of artistic styles and their varia-
tions is to be complete and meaningful one
has to master the principles of transforma-
tion in art forms completely. One has to
make a deep study of biological morphology
and then go on to the differences in artistic
forms as well as their points of agreement
and admixture, thereby attaining a new
perspective. Without a sound knowledge of
the basic aesthetic environments of artistic
structure one cannot properly perceive or
grasp the nature and true significance of the
temple courtyard, and the sanctum sanc-
torum built in its centre, the deity installed
therein or the flagstaff as well as the canopy
of sky that covers the whole thing.

According to the religious texts in india
artistic vislon has been classified into three:
one, the world of sound (Nadabrahma)- vocal
music and instrumenta! music come under
this category: two, the world of rasa

55

(rasabrahma)- the arts like poetry, drama and
dance: three, the world of space
(vastubrahma)- spatial art forms like Pain-
ting, Sculpture and Architecture. This
classification does not imply that these are
totally unconnected with each other or that
they are confined to some water-tight com-
partments. Classification only helps better
arrangement of facts that would make a pro-
per understanding of them easier. if the
presence of worldly matter of predominance
of the medium happens to be the least, that
group would be nearer to the world of sound.
When Schopenhauer and Pater started that
all arts move closer to music they might not
have meant that poetry, painting and
sculpture would become music, butonly that
the intensity of solid objects in theme and
medium will be lessened. This also easily at-
tracts popular minds..So also, Bergson and
Clive Bell who argued that artistic beauty is
the beauty of formal order and that the
essence of beauty is significant form, might
not have meant that music, poetry and pain-
ting should become architecture but only
that the formal order inherent in them should
be proportionate as in architecture, shouid
have variety and tonal gradations.

We are living at a point of time when the
world of spatial art has attained greater im-
portance than the world of sound and the
world of rasa. The heart-beats, emotions and
dreams of this age have blossomed forth not
through music or poetry but through pain-
ting, scuipture, architecture and that kind of
arts. The process that have slowly but com-
prehensively revolutionised our artistic
perspectives, the original ideas and works of
art that have contributed to these changes
consistently in this century all have taken
place in the fields of painting, sculpture, ar-
chitecture and the like. It is not to a small ex-
tent that the changes in the formal order in
plastic and graphic arts that have influenced
poetry, drama, music and allied arts. In short
it is no exaggeration to say that the modern
times have been subject to multifarious and
all embracing influence of the world of

spatial arts.

COURTESY “CHITRAM”



THE BIRTH AND EVOLUTION OF THE
BHAVANI COLLECTION OF SAREES

M.REDDEPPA NAIDU

Nearly five years ago, Martand Singh,
showed us a saree for reproduction on the
looms at the Weavers’ Service Centre, (WSC),
Madras. This saree was very characteristic of
three-shuttie weave. The body was in forest
green, with dotted jari line and border colour
checks. In the checks, there are jamdani
woven butties. The border was in araku red
and the pallu was of the same colour, with a
diamond pattem extra weft design all over.

The peculiarity of the border was that, after
every eight or six inches, the design chang-

ed. The whole sare border had a total number
of 18 patterns of geometrics, each of which
had been woven for six or eight-inch varia-
tions. The patterns were of a width of four in-
ches extra-wrap design, and they were sup-
ported on either side by small decorative pat-
terns. This saree was from the collection of
Mrs. Pupul Jayakar.

It was reproduced on the looms at WSC,
Madras, as part of a revivai of traditional
sarees. The saree is from Karnataka and is of
pure silk. There is also a name woven on the
saree, in Urdu. This could be the name of the
weaver. Until Mrs.Jayakar informed us that
the saree was from Karnataka, we could not

definitely determine which region it belong-
ed 1o, but tne saree certainly had
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characteristics of the southern region.
Geometric pattems have always been in pro-
duction, but the patterns on this saree were
unique. The sare soon came to be a familiar

pie ce at WSC here and was referred to as the
“‘multi-border saree of Mrs. Jayakar’'.

What, one wonders, has this traditional
saree to do with the recent collection of
sarees exhibited by Co-optex, at the Lalit
Kala Akademi {(April 17-20).

After the saree was produced on the
looms at WSC it led to the further develop-
ment of cotton sarees with geometric pat-
terns and jari borders and pallu. The borders,
however, were not on such an elaborate
scale. Asimplified version of each geometric
pattern of the saree, with different colour
schemes was made.

While in the original saree, the extra warp
design in the border is two inches, the width
has been reduced to one inch, and this is in
purk zari. The whole saree is of a plain colour
with this border of a geometric pattern, with
extra-warp design, and on elther side, there
is a small motif and a line to support this
design. The pallu, too, was\simplified to a









The weavers, in whichever weaving
society we visited in this particular area, ex-
hibited an excellent degree of craftsman-
ship, being able to weave in finer counts (up-

to 120) and precisely according to specifica-

tions. Thus, Vilandai was aptly chosen for
the task. These zari patterns did not pose a
problem to these weavers, since they were
already familiar with weaving techniques.
They could achieve the same quality, texture
and scale that had been achieved at the
WSC.

In some of the patterns of Vilandai,
geometric patterns both positive and
negative were to be on one side. That is,
the reverse effect of the design was to be
woven, alternating with the main motif. This
made the reverse side of the border the same
as the right side. This was an important
feature of the product. All these designs had
been worked mainly in three-colour ways,
where in some cases, more colours had also
been produced. Also, the appreciable quality
of colours available at the production areas
were well utilized.

The other centre, Salem, is where cotton
and lightweight silk weaving is done. Less
expensive cotton sarees designed with an ar-
tistic imagination, new patterns of checks,
stripes, variations of these and in different
colours, were brought out. Lightweight silk
sarees of Salem were planned with narrow
borders, with two or three colour stripes in
the body and with a minimum extra-warp
design in silk thread with a suitable pallu.

The original Chettinadu sarees are in
coarse counts and also of a lesser width. The
colours are earthy and basic: strong colours
of araku red, mustard, black and yellow, with
warp stripes and broader borders of 10 to 12
inches. These traditional patterns were also
adopted minimising the border width and
following the traditional patterns and col-
ours in a finer count of 80s. A few designs of
these patterns have been brought out, well
produced at Salem, as part of the collection.
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WOOD CARVINGS OF SAORAS IN THE
COLLECTION OF MADRAS MUSEUM

N. Devasahayam, Curator for Anthropology,
Government Museum, Madras

Wood carving is an ancient craft in india
and still practised both by the folk in the
rurai plains and the tribals in the hills. The
wood carving of tribals is generally of
ritualistic and of utilitarian purposes,
however, at present, due to exposure {0 the
plains, this art has undergone a process of
cultural erosion.

The Ethnological galleries of the Madras
Government Museum hold rich and varied
carvings of the tribals of South, North and
North Eastern regions and also of the folk
and rurals from South India. Among the
tribals represented the Saocras of Ganjam
(Orissa) and Vizagapatnam (Andhra) are of
special interest since this tribe bridges the
South with the North. The Saoras are shifting
cultivators and are noted for their high stan-
dards of taste in dance, music and in prepar-
ing carvings in wood, The seventeen wooden
anthropomorphic and zoomorphic carvings
of Saoras in the collection are superb and
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known for their form, style and motivation.
These crude carvings which were collected
during the time of Dr. Edgar Thurston and are
just mentioned in the records as “Wooden
Votive offerings” and “‘these were parted at
that time to the Dist. Officer on the
understanding that they would be worship-
ped by the Govt.”l. Thus these figures have a
sentimental value and they reveal in detail,
the Saora's Eschatology. Like anyother
primitive man, the Saora believes that he has
got two souls i.e. the big Soul (free soul} and
the little soul (body soul). The little soul is
considered essential to life and its departure
means death of the person. The concept of
big soul or free soul is quite interesting and
this soul exists independently of the body
both in life and after death too. Since this big
soul can leave the body during sleep and
wander about, it can meet and converse with
gods and tutelaries and it can even descend
to the Underworld. The action by soul after
death is gquite elaborate and that once the












and the Saoras carry the images from the
village with the beating of drums and in the
company of Children. And finally at the
chosen place, the shaman digs holes in the
ground and erects the image. When oid im-
ages become decayed and fall, they are
replaced by fresh ones and automatically the
fallen ones lose their power and strength.
The wooden bird figures in the Museum col-
lection, just remind us that birds like cock,
fowl| etc. are sacrificed periodically to pro-
pitiate the gods - Banumsum (tiger God),
Galbesum (Cattle-god) and Jaliyasum4 (God
of illness, death). Further it is noted that to
appease the Jabia which is causing death,
Saora hungs a bunch of peacock feathers
tied with bits of cloth to a pole which is sta-
tioned at the priest's house. The bird
peacock is also associated with another
God, Galbesum, which causes diseases to
cattle and if a man is attacked by this deity,
he dreams of a peacock and his soul flies up
like a peacock into a tree. After death, the
shade certainly demands the peacock
feathers at the funeral and thus peacock
hunt has become a special feature in Limma
ceremony of Saoras. It is also learnt that
peacock feathers are offered and burnt at
Yugubai and her shrine to avert small pox. A
broom of peacock feathers is used to sweep
a village to drive away any disease. Saora’s
shaman too use a peacock feather to brush a
patient’s body in order to extract some
material substance which has been sent in
by a sorcerer.

.Three types of monkey gods are
represenied in Saora’s Pantheon, They are
Arsibasum and Kargudsum and Makrisum
and their action on human babies is very
severe and in course of time they take the
form and shape of monkeys, if not appeased
on time. The lone monkey's wooden figure in
the collection is the tallest one and is crude-
ly shaped and is in abstract form.
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The wooden figures of guns, sticks or
clubs and swords reminds us tools of self
defence and are symbols of strength and
power. Especially to the god Jagdumbasum
(of cannibal nature with tiger claws and with
long hair) a toy wooden gun made up from
date palm wood is oftered. The guns are fired
continuously at all important functions in
Saoras life the aim is to give an impression
to the dead that honour and respect is duly
given, and to publish the fact of a death or a
connected ceremony for the dead which is in
progress and also to scare away hostile gods
and ghosts who might interfere. However the
main factor is that fire at Gaur ceremony was
to warn the existing ancestors to clear the
path the underworld for a new resident was
on his way! The dagger of katar type is used
by the shaman of Saora for taking Omens.
The swords are used in dancing and for kill-
ing the birds in sacrifice. It is a belief that
gods and tutelaries have a number of re-
tainers armed with swords or guns. Only two
human figures are available in the collection
- a male (33 cm. height) and female (40 cm.
height).Elwin is of the opinion that Kittungs
appear more in human form than the other
Gods - since Kittung is the creator of the
world and author of human institution. At
Bungding village there was an image of
Kittung. Hutton5 refers to a particular thatch-
ed miniature hut raised in Munisingi Village
in Orissa in 1931, to accommodate a rough
wooden female figure which serves to ac-
commodate the soul till the Gaur ceremony.
it has been recorded that at Bodo Okhra
Village, there were male and female figures
representing Patha Munda and Galbesum.
Further, it was noticed that at Karanjaju
Village there was a male figure representing
Manduasum in one of the shrines. Thus apart
from Kittung, Patha Munda, Galbesum, Man-
duasum, gods represented in human forms,
the other important figure we do come
across in Saora hill area is that of
Sahibosum and his consort-representing a
touring official and he is the tallest among






the figures, 3' to 7' in height. The Man-
duasum is the great friend of the dead and he
likes merry go-round type shrines. He is just
like a little doll of an arms length in height
(16") but the feet and arms are fully
represented.

While in Kittung figures, the feet and the
arms are merged with the body and are not
recognisable. It is inferrered that the male
and female human figures represented in the
collection are that of Kittung.

In conclusion, let us examine the hidden
theological interpretation of these wooden
images of Saoras with that of the Hindu
belief and notions. The general Hindu no-
tions are that the figure or image itself is
taken as a real god, further the image helps
the worshipper in the process of worship and
finally the image is regarded as a symbol to
convey the spiritual meaning to the worship-
per. However this\ interpretation does not
held good for Saoras. His views on these im-
ages are quite different, simple and
primitive. He believes that these images are
prepared not to bring the god, nearer to their
habitation but to drive him away, and not to

remind the worshipper of him but to help him-

to forget. For example, the Patha Munda and
his consort attacked the Saoras of Bodo
Oklra village with sickness untii they made
the images for them. Similarly Sahibosum
tormented the Saoras of Karanjaju village,
until they carved the images. Therefore the
underlying concept is that these images do
not symbolise anything but they keep the
gods away and the offerings that are made to
them are to ensure the combined absence of
god in their vicinity. In other words, even
though these images are meant to be gods or
ancestral dead, in Saora’s true sense of
eschatology, these are simply fetish figures
and they possess powers to help Saora out
of various difficulties or in achieving his
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desires in controlling the ghosts and their
untold misery6. Therefore these figures may
be grouped as inanimate objects Jr objects
of irrational reverence of the primitive peopie
especially the hill Saoras of Ganjam Dist of
Orissa. How true are Christoph Von Furer
Haimendorf? words, “'the ritual and religious
life of Saora is extraordinarily complex and
Saora shamamism in particular is based on
complicated ideas of the interreiationship
between men, spirits, possibility of human
being entering the spirit world and closely
associating with its denizens.”

The author is thankful to- Thiru N.
Harinarayana, the Director of Museums
Govt. Museum, Madras for the encourage-
ment given in preparations of this paper.
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