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Foreword

The Kerala Institute for Research, Training and Development
Studies of Scheduled Castes and Scheduled Tribes (KIRTADS) con-
ducts ethnographic as well as socio-cultural studies of the Scheduled
Communities of the Kerala State, by incorporating theoretical per-
spectives from the various social science domains. An Ethnological
Museum and an Adikalakendram are also functioning in the Dept.
for the documentation, promotion and protection of the cultural as-
pects and art forms of the tribal communities of the State.

Tribal art is an expansive spectrum, covering a range of forms,
subjects and expressions. Studies in tribal art have covered a range
of themes and cross-disciplinary approaches involving disciplines
such as sociology, anthropology, folklore, history, art history and
aesthetics. And there is a need to continuously explore the theo-
ries and practices that characterize tribal art research and practices
today. Portrayal and transformation of art forms, techniques and
cultural attributes are also important aspects of enquiry. For these,
a platform for mutual discussions, observations and examinations
between different ideas and thought processes on tribal art forms
has to be created. It is with this objective that the Department or-
ganized a Three Days International Seminar on Tribal Art Forms
of India from 25th to 27th March 2017 at the campus of the Dept. at
Chevayur, Kozhikode, Kerala.

The conference was a forum for learning, interactions and dis-
cussions on tribal art forms all over the world, and a number of pa-
pers on various topics related to tribal arts and life were presented
by scholars, and performing artists. The seminar was helpful to cre-
ate an intellectual frame of reference to explore the variety of tribal
arts and their complex relationship with culture and society. There
was also an attempt to trace the effects of assimilation and isolation,
and the manifestations and inter-relationships that develop at the
interface of society and art at the era of globalization. The forum also
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creates a space for dialogue and comparative analysis focusing on
the diverse artistic expressions and forms of the tribal communities
of the world.

Several conversations on art history reflecting the overall his-
torical position of a society, particularly in the context of folk and
tribal art were also generated at the seminar. The seminar brought
together artists, researchers, students, art historians, musicologists,
art policy makers, art administrators, performing artists and com-
munity cultural workers. The present volume is an outcome of the
seminar mentioned above. It is hoped that the volume would be
useful to researchers, performing artists, community leaders, ad-
ministrators and connoisseurs of tribal art forms.

K.S. Pradeep Kumnar

KIRTADS, Kozhikode
23 March 2018
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Tribal Art Forms:
The Context and Relevance

K S Pradeep Kumar

Art forms are an indispensible part of tribal life. The spirit of
their association with the natural surroundings, emotionality of so-
cial gatherings, momentum of group activities, colour of social life,
social order and knowledge through generations are embedded and
maintained to a large extend through their art forms. Art forms also
act as an explicit cultural maker of a particular community. They
also have a direct relation with a community’s identity and self-es-
teem. In fact, it is very difficult to separate the art form of a commu-
nity from other aspects of its life. It is the totality of a community’s
life that creates and maintains the continuity of a particular art form.
It provides the necessary context to an art form. Thus, the overall
life of a community has a direct impact upon its art form. As life is
dynamic, so also its art form.

Art form of a particular tribal community has multiple func-
tions and associations. At one level it has a ritualistic and ceremo-
nial role and at a different level it energizes and smoothen the day
to day activities of a community. It is in these circumstances that
the art form of a particular tribal community had been generated
and maintained continuity through ages. But the past few decades
witnessed drastic changes in the arena of the so called traditional
social and physical surroundings of tribal communities all over the
world. As a result of these the art forms of many tribal communities
have lost their age-old social and natural settings and it affects the
form, content and significance of the tribal art forms among other
things. It may be at this juncture that the society at large as well as
the tribal communities themselves have began to notice the ritual-
istic and other wise performances of a particular tribal community
as an art form.

Reluctance of young generation to become active participants
and performers, limiting the state of being an entire community as
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entertainers and participants to a few individuals, reduction of daily
and routine shows into a few irregular ones, replacement of natural
occasions with created ones, etc. are some of the general hurdles
faced the tribal art forms at present. The renovation of tribal art
forms as an item of stage performances and as a symbol of unique
cultural identity are the other two most important fields of change
noticed with regard to the contemporary scenario of the tribal art
forms, with special reference to the State of Kerala. This creates a
little bit confusing situation while dealing with the traditional art
forms of the tribal communities- for arranging training programmes,
organizing stage performances in connection with festivals and ex-
hibitions, workshop for a particular art form, etc, as a Government
agency.

The present work is centered around the common theme “Trib-
al Art Forms” and it covers discussions on almost all aspects of tribal
art forms mentioned above from the point of view of scholars, ex-
perts, performers, researchers within the tribal communities, ad-
ministrators etc, It is truly expected that the volume will be helpful
to all those who are really interested in the study of tribal art forms.

II

The volume contains 22 papers in both English and Malayalam
languages arranged under four sections. In his article Kalyan Kumar
Chakravartyportray discuss the various dimensions of the tribal/
indigenous art forms all over the world, with special reference to
India. His paper is the key note address delivered on 25th March
2017 at the International Seminar on “Tribal Art Forms of India’. The
paper starts with an enquiry in to the term “tribal” and it connects
tribal as a balance between Nature and Culture and detribalization
as the rupture of this balance. He further states that the relevance
of tribal art in the present day art movements is mainly because of
its spirit of management of human and natural resources. The pa-
per also talks about the unifying meaning and motivation in varied
tribal art forms. The paper also sketches in detail about the response
of tribal art forms with the rhythm of nature, its response to the eco-
logical traditions, its appreciation of every species in nature, contri-
bution to bio-cultural diversity, as well as its threat from ‘a rising
mono culture of crops, trees, organisms, life and the mind’. The pa-
per ends with a call to ‘retribalization” against ‘detribalization’. The
paper ‘Problems and Prospects of the Study of Tribal Arts’is an ef-
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fort to analyse the problems and scope of the study of tribal art from
an anthropological perspective with a special focus on the concept
of cultural relativism. A comparison of the tribal arts with the musi-
cal and dance traditions of the world is also attempted. Reasons for
the vanishing of tribal art forms from a functional point of view are
also discussed in detail.

Sasikumar’s paper talks about the persistence of certain com-
mon cultural features amongst the various communities of a partic-
ular geographical area, who are enlisted in different Constitutional
categories of the country. It also discusses the methodological is-
sues in documenting the art forms of a particular tribal community
such as Mavilan. The problematic situation of external influence
in deciding the merit of an artform, such as Mangalamkali is also
mentioned in the paper. Fousiya’s paper focuses on the challeng-
es faced by the tribal arts in India at the face of Globalization and
also suggests some possible solutions to overcome the same. The
evil effects of commoditization, Trade Related Intellectual Property
Rights (TRIPs), commercialization, digitization, and resource deple-
tion arising out of globalization upon the tribal art forms are also
discussed in detail. The paper also put forward certain suggestions
for protecting the tribal arts and culture from extinction. Krishnan’s
paper analyses the significance and importance of the traditional art
form Mangalamkali of the Mavilan community of Kerala as a cata-
lyst for the socio-cultural revival of the community within the wider
social arena of the State.

Viswanathan Nair’s paper provides an in-depth analysis of the
‘Naripattu of Kurichiyar’ community of Kerala. It also portrays the
historical settings, socio-cultural surroundings and the Kurichiyar
community’s hunting expertise as well as their importance in the lo-
cal social setup as mentioned in Naripattu. Habibur Rahman’s paper
starts with the relevance of culture and arts at the present day world
with special note on its importance in achieving the Sustainable De-
velopment Goals. The paper also talks in detail about the cultural
dimension of social development in a comprehensive manner and
the specialities of tribal life in Bangladesh as self-reliant and simple.
The unique cultural aspects of various tribal groups of Bangladesh
such as Chakma, Marmas, Santals, Jaintia, Garos, and Manipuris are
also mentioned in detail. The paper also pinpoints the specialities
and the contemporary relevance of tribal art forms in Bangladesh.
Role of tribal art in community cohesion, in building sustainable
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livelihood and economic development, in cultural tourism develop-
ment are also discussed in detail. Muhammed Madappalli’s paper
talks about the tribal scenario of the State of Nagaland with spe-
cial reference to Maos. It enquires about the socio-political realities
of Mao tribes of Nagaland and the reasons for their exclusion from
the political arena of the State. Mao tribes” political exclusion out of
tribal identity, regional identity and state identity are also analysed
in the paper. Indu Menon’s paper talks about the flutelore and the
drumlore and the triangle of myth, ritual and art amongst the Bet-
takkuruma tribal community. It discuss in detail about the shamanic
worships and belief systems of the community. The paper is also
a vivid narration about the traditional belief systems of an artisan
tribal community. ‘A Report on Survey, Mapping and Documenta-
tion of Performing Art Forms of Lakshadweep’ is a first hand vivid
narrative about the various art forms of the Lakshadweep Islands. It
also talks about the connections between the life styles and art forms
of the Island with those of the main land. Ambika’s paper is based
on direct field experiences. It provides a comparison between the
contemporary and traditional forms of Mangalamkaly, the tribal art
form of the Mavilan community of Kerala from an emic perspective.
The paper also discusses the regional variations of Mangalamkaly
to some extend. The paper “Vattakaly of Karimpalan Community’
gives a detailed description about the traditional art form “Vattaka-
ly’ of Karimpalan community along with its present day scenario.
In her paper, Barsilla George, talks in detail about the socio-cultur-
al features of the Muthuvan community of Idukki district, Kerala
State. Their life cycle rituals and ceremonies with special reference
to their present day practices are also discussed at length. The pa-
per ‘Muthuvan Traditional Art Forms and Practices: Problems and
Challenges’, gives an emic perspective on the life and culture of the
Muthuvan community in Kerala. It also portrays some of the major
contemporary issues faced by the community.

The paper titled “Through the Caves of Sipapu: Eco-Aesthetics,
Ceremonial Time, and the Tribal Arts of the Hopi, Navajo, Pueblo
and Zuni Native American People’ talks about the tribal notions
about the association between ecology and art, through an analy-
sis of oral history, ethno-botany, and ceremonial arts. Tribal con-
sciousness of the biosphere, including mountains, caves, aqueous
springs, plants and animals, are also discussed in the paper. The
paper ‘Gender Representations in Tribal Art Forms” discuss the role
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played by the male and female genders in the tribal art forms of
Kerala on the basis of some case studies. The paper also examines
the gender issues of the tribal communities in the society at large.
E.B Aneesh’s paper discuss the generational variations amongst the
Paniyan community of Wayanad district, Kerala with regard to their
attitude towards the ceremonies and art forms of the community
from an insider’s view. “Tribal Music and Life’ is an enquiry into the
origin of tribal music and its relationship with the natural surround-
ings. It also discusses the various occasions upon which the tribal
music is connected.

S.Mriduladevi’s paper provides a brief sketch about the various
art forms of a number of tribal communities in Kerala. It also talks
about the attitude of the so called mainstream community towards
the tribal art forms as well as the relevance of the tribal arts at the
contemporary scenario. V.K Deepesh’s paper provides an indepth
analysis about the pictuarization of tribal life and art forms by media
persons as well as the remedial measures in tackling the perplexing
situation. The paper also discusses the contemporary scenario of the
tribal art forms in detail. The paper ‘Re-locating the Tribal Identity:
Indian Cinema, Art and Popular Culture’, talks about the specialties
of tribal art forms and its contemporary relevance. It also discuss
the representation of tribal art forms in Indian cinema, and popular
culture and the ways through which tribal identity is re-located into
a globalized world in the framework of cultural studies. The paper
‘Traditional Tribal Art Forms “From Hamlets to Stages”- A Study
Report’, provides an insiders perspective on the challenges faced
by the tribal art forms by becoming an item of stage performances,
away from the natural socio-cultural surroundings. It also pinpoints
the precautions needed to be taken while converting the traditional
art forms of the tribal communities as a stage item.
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Section I

Tribal Arts: Present and Past
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1.1

Tribal Art Forms of India:
A Conceptual Framework forProtection
and Regeneration

Kalyan Kumar Chakravarty

Formulation of a framework for policy and program for pro-
tection and regeneration of tribal art forms in India or in Kerala re-
quires us to deal with a few fundamental questions.

The first question is who is a tribal?

It would appear in the Indian context that terms like tribal and
non tribal, scheduled and non scheduled, criminal, notified, or non
criminal, de notified have been invented over the last two hundred
years of colonization of India. In rest of the world pre colonial peo-
ple have been defined as First Nations, Aboriginals, Indigenous,
Peoples or Populations’. The term indigenous has not been accepted
for Indian tribes because all citizens have been recognized as indig-
enous. Truly speaking, all Indians who are not listed as tribal would
have been recognized as tribal at an earlier stage when they were
in a state of balance between Nature and Culture. Detribalization is
synonymous with the disruption of this balance, thanks to superses-
sion of an ecological by a technological civilization. Since moderni-
zation has come to be equated with westernization and globaliza-
tion, tribalism has tended to be seen as a superseded stage in this
process. Since the definition is protected constitutionally, so called
tribes that have become modern and western continue to be seen as
tribes, giving rise to anomalies like a third generation scion of an
IAS officer enjoying reservation as a tribal, even though s/he has
lost connection with pristine tribal habitat, language or art.

1 ILO Convention 169 calls tribes ‘peoples” and pre invasion inhabitants of
Americas populations. It does not take account of the fact that the Maya, Az-
tec, Inca were politically organized people displaced by white settlers, and
that these settlers would have to face the problem of renegotiating every inch
of land wrested by them from the older people, once they recognized them for
what they were or are, people.
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The second question to be answered is do the tribals have art?

One recalls, in this context, the dialogue when Boswell showed
the book Captain Cook’s Voyage to South Seas to Johnson and
praised south sea islanders for their art. Johnson: Don’t cant in de-
fense of savages. Boswell: They have the art of navigation. Johnson:
A dog or a cat can swim. Boswell: they carve ingeniously .Johnson:
A cat can, a child can, scratch with nails? This dialogue is a commen-
tary on a continuing perception of tribal art being a vestigial relic,
irrelevant to contemporary art movements, inspired by the west in
urban places. It also signifies oblivion of the indelible connection of
tribal art with knowledge systems concerned with sustenance and
livelihood strategies, rooted in management of human and natural
resources, specific to diverse ecological or cultural contexts. The de-
nial of connection of tribal art, life and environment enables easy
acceptance of the legal fictions of Res Nullius and Terra Nullius
which see local tribal rights to land, waters or forests as superseded
by sovereign national rights. It remained for Justice Hidayatullah to
pronounce the principle of lexlocieriesitae as foundational to commu-
nity right to cultural and environmental self determination. Tribal
art, perceived as a definitive response to environment, is a key to
the understanding of its role in the protection and revitalization of
cultural and biological diversity.

The third question is whether there is anything like tribal art
forms?

Distinctions between tribal and non tribal art, fine and applied
art, traditional and modern art, high and low art, art and craft have
started being drawn only in the modern period with Europeaniza-
tion of the planet. The tendency to denigrate tribal art as an unde-
veloped form of human expression has come in with the logo centric
tendency to place text above context, written over oral, museums
above habitats, exhibitions and spectacles for a global market over
arts backed by rituals, ceremonials and a sense of the sacred. Un-
derstanding of tribal arts is possible only when such subjective pre-
conceptions and distinctions are not confused with objective assess-
ments of superiority in quality. Differences in sectarian persuasions,
distances in space and time, divergence in availability of materials
or training, unequal capability of perception or execution of patron

2 James Boswell .1791/1967. Life of Samuel Johnson. Everyman Library. Dent.
London.
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or artist, and not the circumstances of being a tribal, are responsible
for difference in the quality of art. Tribal art forms of India reveal
impeccable quality when, true to their original inspiration, they
combine form and function, beauty and utility, necessity and em-
bellishment. Some of the finest art has been created and nursed in
hills and forests inhabited by hundred percent tribal people. Recent
excavations in the deepest recesses of Chattisgarh at Bhongapal,
Garh Dhanaura or Deepadih have revealed art of great quality from
5% to 9% century A.D among Gonds and Oraons in older Bastar and
Surguja divisions®.

The fourth question is what is the overriding ideational form
permeating all tribal art forms.

Tribal art has been traditionally an art of landscape rather than
canvas. The tribal artist is no special kind of a human being but eve-
ry tribal person is a special kind of an artist. Tribal persons use local
resources, straw, grass, clay, fiber, cane, bamboo, horns, bones, bell
metal, wrought iron, bronze, brass, wood and stone to make objects
of ritual and household use. They decorate grave goods, reliquaries,
effigies, masks, puppets, jewelry, house, temple and human body,
with artistic designs and patterns. Their objective is to effect a thera-
peutic transformation, provide totemic identity markers, create sym-
bols for water, love, fertility, invoke power and protection, celebrate
knowledge, mind and eternity. The scroll, floor and wall are used
by tribal artists as canvas for pithoro in western India, chitrakathi
in Andhra Pradesh, osa and patachitra in Orissa, jadu pat in Bengal,
sashtiaripan in Mithila, chauka in Chhattisgarh, kollam in Kerala
and Tamilnadu. All strategies of management of forest and water
are a matter of tribal art. Sarnas of Chhattisgarh and Jharkhand,
sarpa and kovilikavoos of Kerala and Tamilnadu, deorai of Mahar-
ashtra are maintained by tribal artists as sacred groves, shrines and
gene pools. Water harvesting structures like the naula of Kumaun,
vavs of Gujarat, hug the slope and lie of land, regulate volume, flow
and direction of waters. Tribal oral narratives about rites of passage,
decoration of house or body, sequence of seasons or days are in-
tensely visual, replete with allusions to local flora and fauna. At the
marriage of Nanga Baiga and Nanga Baigin at Kawadha in Chhattis-

3 Kalyan Kumar Chakravarty. 2017 .Cognitive Origin of Indian Art, Archaeology
and Religion, with specialreference to Tala and DakshinaKoshala. Under print, Ary-
an Books International, Delhi .
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garh, the tiger beats the mandar drum, the panther beats the timki,
the peacocks dance. In Baihar, Balaghat, Madhya Pradesh, the Bin-
jhwarBaiga, dressed in mohlain leaves, is chosen by the earth maid-
en as consort, over Gods, bedecked in jewelry and finery. In Warli
marriage paintings of Maharashtra, Palghata and Kansari are deities
of trees, plants and leaves. Among Rajnengi Pradhans of Mandla,
Madhya Pradesh, the MahanguMahila puts on python skin pajama,
leopard skin coat, peacock feather cap and shiny gunsigadain snake
cap. In Kondagaon, Bastar, Chattisgarh, the hero Usaramgipalli is
hailed for making a house with dadai fish door, lizard door frame,
prawn cross beam and a peacock feather roof hatch. In a Gond myth
in BarlatolaMandla, flowers elect jasmine as their king and solicit
Mahadeva to impregnate them through a bee born out of his body
ash. In Halbi in Bastar, onomatopoeic words like pharpharbera are
used to describe the flight of the night at 5 a.m. In Gondi, hirriporra
describes the invasion of green parrots in the field at 4 p.m. when
crops are green and zhulphulbera characterizes the hour after 7.30
p.m. when flowers have shed their best fragrance®.

A fifth question arises about the shared universe of meaning
and motivation, if any, in diverse tribal art forms.

The tribal art of landscape is apotropaic, dedicated to the pro-
tection of village precincts, and high ways streams. The hero ap-
pears mostly as a horse rider, as Khandoba, Biroba, Mhasoba in Ma-
harashtra, Mallana in Andhra Pradesh, Brahmabhuta on Canarese
coast, Ayaanar in Tamilnadu, Shasta in Kerala, Gothriz Purvez
among Bhils of Rajasthan and Gujarat. The mother goddess appears
as the protectors all over the country, as Bhadrakali in Kerala, Mhal-
sa in Maharashtra, Taripennu, the earth goddess, among Khonds in
Orissa, Banadurga in Bengal, elephantine Pochamma or tiger faced
Salatalamma in Andhra Pradesh. Gonds, Baigas, Santhals, Khonds,
Juangs and Saoras in Central India carve their doors, memorial or
dormitory pillars, marriage litters or posts, and ceremonial death
masks with figural and geometric motifs. A constant communion
is maintained with the world of spirits. Combs, brass snoots, tobac-
co cases, hair pins, skirts and jackets, headdresses made by tribal
people liberally use gaudy colored paper, glass, mica, beads, cowry
shells, fiber to enhance everyday articles of use with sacred and aus-
picious meanings, induce fertility and good health. All tribal festi-

4 Ibid. Chapter on Ethnography.
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vals celebrate powers of vegetation, fertility and the forest as the
source of affinity, kinship, consanguinity, livelihood and the world
of spirits. The environment is articulated by imitating the stalk of
the crane, sound of the woodpecker, prowl of the tiger, hum of
the river. Tribal arts are conceived to access the nutritive, genera-
tive, benignant and malignant forces of nature through exorcism,
benediction, propitiation and fecundation. The Umanglai and San-
amabhi cults and Lai Haraoba festival of Manipur, Doino Polo cult
of Arunachal Pradesh.SengKhasi cult of Meghalaya are designed to
recover a pantheistic language for communion with sun, moon and
other natural forces . Worship of elements of nature in Kharchi, Ker,
Ganga/ Tuima in Chauddahdevata festival is undertaken by tribes
of Tripura across ethnic and linguistic variations. Among Oraons
and Mundas in Chattisgarh, Jharkhand, Sarhul festival is centered
on Sal groves as a vegetation and impregnation ceremony. In tribal
variations of the epic Mahabharata Basuki, the serpent is a bigger
hero than Arjun. The Malankurava in Kerala put Pandavas to sleep
and revive them in Nilalkkuttu. The Garo in Meghalaya pray to in-
voke the mother of rice, the Goddess Rokkidi in words borrowed
from nature.” During the season when the sokkua ( a spring shrub)
becomes the size of rat droppings ; the samahi ( white spring flower)
wears a turban; the re-ru ( canna plant for packing)claps its leaves ;
has the call of my wapipi (musical instrument) reached your ears?”.
The Ashang women of Northeast India learn weaving from the spi-
der; the Kaman Mishmi girl Hambrumai learns it from ripples in
waves, patterns in bamboo leaves, ferns, snake or butterfly wings;
the Singpo craftsman learns about hammer and tong by watching an
elephant crush everything and a crab grab him with claws®. Patterns
elicited from nature are reduced to stylized abstractions, to create
cosmic groups, sacrificial fields, generative wombs and energy orbs,
activated by chants and narrative incantations.

A sixth question that remains to be resolved is if tribal art
stands in unique isolation and has no past, no present and no future.
In truth, tribal art, through all its mutations and adaptations,
has retained a dynamic continuity, in serving as an instrument to

5 Kalyan Kumar Chakravarty. 2011. "Folk and Tribal Arts : Problems of Under-
standing’. In Native Arts OfIndia . Ed., Sathyapal . Kerala Lalithakala Acad-
emy, Thrissur, 85-122.
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voice and assert identity. Interdependence of all organic and inor-
ganic, human and non human communities has remained the hall
mark of tribal art and knowledge systems all through history. Stages
in the pregnancy of a tribal girl in Wynad, Kerala, are equated with
stages in the development of banana leaves. Kurumbas of Wynad
define ways of sustainable forest management by recognizing hon-
ey bee hives, roots, tubers, yams and colocassia by sight and smell.
Irulas of Tamilnadu assign different corners of their house to fire,
water, death, virginity. Hill tribes like Koyas in Andhra Pradesh
celebrate the resistance launched by a Koya lady Saralmma against
invasion of their forest by a Kakatiya king. Nadugadhika of Paniyan
tribe of Nilgiris and the Budhan of Chharas of Gujarat are theaters
of the oppressed. Tribal custodians of sacred groves continue to pro-
tect repositories of relict and climax vegetation. Tribal art, rooted in
life ways practices, offers the best positive response to the rhythm of
nature hailed by modern environmentalists. To quote one of the best
perceptions of this rhythm: ‘Everything connects. Hidden worlds
connect to the things that hide them. Within the bark of a redwood
lies moss, under which are toads and insects. Tide pools connect
with unfathomable seas which connect with our chromosome®.
Asregards the past, Indian pre historic rock art, created by den-
izens of hills and forests, represents physical environment as an ab-
straction and concretizes the spiritual environment. Gonds, Korkus,
Baigas of Bastar, Oraons and Saoras of Chotanagpur, Juangs and
Birhors of Orissa, Chenchus of Kurnool, among other tribal groups,
retain motifs, styles, techniques and materials similar to those used
in rock art. They have transferred their arts from rocks to the walls
and floors of their huts, pottery, textile, iron objects, funerary urns.
They still make pre historic style tools, groove, incise or perforate
portable beads and pendants from fossils, shells, bones, teeth, plant
seeds; decorate their bodies with tattoos, infibulations, coiffures or
deformations; use mineral and vegetal colors derived from kaolin,
magnesium, iron oxide and hematite pebbles; paint creation stories,
song lines and dreaming tracks. Todas and Gonds retain megalithic
practices of decorating memorial pillars. Kuruk fishermen continue
to inhabit mesolithic sites. Hunting gathering Vedda and Chenchoo
tribes, living in the lower reaches of Krishna river, continue to prac-
tice dry season aggregation and wet season dispersal from prehis-
toric days. Tribes, like their pre historic ancestors, still define their

6 Roger Rosenblatt. June 2000. Time Magazine.
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identity as part of the surrounding environment through a etiologi-
cal tales, foundation legends, lullabies and proverbs. The narration
in rock and tribal art is continuous, characterized by linearization,
front profile combination, lack of shading, accommodation of size to
importance, disposal of figures against a blank background, super-
imposed in tiers. Tribal people retain rhythms, drum beats, dancing
steps, musical tunes in memory of their hunting gathering traditions
and treat all creation as instinct with life, vibration and purpose.
Cognitive and developmental psychologies, computational theories
of brain, bio neurological assumptions about entoptic constants gen-
erated by hallucinogenic agents, ethno archaeological, topographi-
cal, psycho analytical, structural and functional analyses are be-
ing used to retrieve the paleo script rooted in cognitive universals,
shared by pre historic rock art and continuing tribal art forms”.

The contemporary relevance of tribal art lies in the deep eco-
logical traditions preserved by the tribes for conservation of a bal-
ance between nature and culture. They recognize the food medicine
chain and value of every species in nature. They do not dismiss, as
scientists often tend to do, 95% of DNA as junk, corps and herbs as
weeds and scrubs. They protect sacred groves as refugia of vanish-
ing species. They maintain micro minor water harvesting structures
to tap ground water aquifers, catch monsoon run off, regulate flood
water and prevent soil erosion. They protect forest as shelter, source
of food and fodder, roots and tubers, bio geo chemical cycling and
recycling, for preserving the thermostatic balance and cardiovascu-
lar respiration of their habitat. They maintain, trans generationally
and micro spatially, knowledge of soil chemistry, bacteriology, en-
tomology, geology and plant pathology in various biotopes, in local
dialects. They retain the art to characterize and harvest uncharted
resources of nature in lichen, fern, moss, shrub, vine and use forest
for energy reserve, water shed, climate regulation and photo syn-
thesis.

The above considerations open up a seventh realm of enquiry
about the global recovery of a sense of arts living and life artistic,
sustained by tribes, despite growing erosion of such sense in India.

Tribal art forms as part of bio cultural diversity, curated by trib-
al communities, are being eroded in India by a rising mono culture
of crops, trees, organisms, life and the mind. Monetary and legal

7 Kalyan Kumar Chakravarty and Robert G Bednarik. 1997. Indian Rock Art and
its Global Context. Motilal Banarsidass.
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transactions are assuming precedence over barter and oral agree-
ments. Mega developmental projects have been consuming forests
and hills in an industrial assembly line. Tribal art, based on a link
with the seasonal and work rhythms of resource management in
hills and forests, is getting assimilated in commercial art worlds,
managed by predatory market interests. Iron, timber or coal is no
longer easily available, because of restrictions on their extraction.
The needle for etching the tattoo on the body is getting to be battery
driven and the fluency of sketching and drawing is getting lost. The
practice of setting up memorial pillars in stone and wood is on the
wane with the erosion of the clan and the growing cost of the ritual
for their installation. The tribal youth have started using colorful
plastic combs in place of artistic wooden combs. Fine decoration in
bell metal, wicker work in cane and bamboo, wood and horns is
becoming rare. Aluminum vessels are replacing spouted pots deco-
rated with pellet balls. The unique image made in the lost wax proc-
ess is giving way to mass produced objects. Meaningful totemic pat-
terns are giving way to imported urban motifs.

Yet, a realization of the contemporary relevance of tribal art as
life sustaining and life enhancing has been gaining ground all over
the world in literature, intellectual property right discourse, correc-
tion and validation of lexically grounded cosmopolitan knowledge,
recorded in Latin. Tribal knowledge is being harnessed to regenerate
culture as constitutive of development, arrest environmental degra-
dation, connect human health with health of the earth, advance a
cooperative rather than a competitive framework, collective rather
than individual ownership. A movement based on tribal conserva-
tion ethic is on to reverse the unequal exchange of knowledge from
resource rich hills and forests to capital rich metropolitan centers.
Polysemic, holistic, eco spiritual counter narratives are being pitted
against monolithic master narratives of predatory utilization. The
Jurruluinter tribal cult has been used in Australia to integrate money
with song and dance to preserve tribal knowledge. The Maoris of
Newzealand, Melanesian tribes of Vanu Atu have asserted custom-
ary ownership of their land, air, sea and natural resources. A first
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purchase on corporate profits in tribal hinterland has been given by
ear marking revenue of the Chad Cameron pipe line project in a Fu-
ture Generation Fund; by creating the Inuit Trust Fund for the Rag-
lan mining project in Canada; and, by providing revenues from min-
ing concessions to the Amazon Development Fund for the benefit for
indigenous communities in Latin America®. An inter Apache sum-
mit and Hopi Apache claims for repatriation of ancestral treasures
or grave goods in U.S. A have demonstrated the growing awareness
of their right to their past among tribes. Rock art in Dampier island
in Australia, the rock art and Khovar and Sohrai tribal art in Haz-
aribagh and North Karanpura valley in Jharkhand have provided
platforms for agitating pristine land claims and rights against ag-
gressive mega developmentalism. Nature based cults like Sanamahi
in Manipur, Doini Polo in Arunachal, Seng Khasi in Meghalaya have
buttressed revival of sun, moon, mountain and river worship against
anthropomorphic main land Indian deities. Cases like BullenBulun
and Milpurruru have been fought in Australian courts successfully
against commercial use of sacred rock art symbols on dollar notes
and shirts as culturally based harm. The South African novelist Ja-
kes Mda has built story worlds on San trance dance and patterns in
Bushman rock art, water holes, mud cracks, koker boom branches
in tribal grass lands. Bheels in Gujarat, Malan Kuravas in Kerala,
Mewati tribal peasants in Rajasthan have provided their own ver-
sions of the epic Mahabharata. The complex variety of customary
law institutions nurtured by communities for self governance, dis-
pute resolution, compensation and resource management continue
to provide unique repositories of ecological wisdom’.

The last question that emerges from this discussion is what role
can tribal art forms, encompassing life on planet earth or in India,
play in dealing with the clear and present dangers threatening this
life.

It should be obvious from the discussion above that it would
be inappropriate to associate tribal art with a primitive response to
environment, or inactive and unsustainable approaches of life man-

8 We may recall, in this context, the experiment in profit sharing with the Kani
tribe in Kerala, for use of aarogyapaccha plant leaves, initiated by Kerala Kani
Samudaya Kshema Trust, in 1997 .

9 Kalyan Kumar Chakravarty. 2014. Introduction, in Knowing Differently. Ed.,
Ganesh Devy, Geoffrey Davies, Kalyankumar Chakravarty. Routledge.
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agement’.The UNESCO Encyclopaedia of Life support systems,
in its conceptual framework, 1997, characterized aboriginals as in-
capable of comprehending sustainability as it was impossible for
Aristotle to understand the expression of value. Yet the UNESCO
MOST data base has provided a prior art database of aboriginal eco-
logical knowledge, seeing it as original). It is the responsibility of
institutions, concerned with tribal art and life, to move from mere
collection of objects to recollection of vital ideas, ex situ display in
museums to in situ revitalization in habitats, documentation to re-
generation and observation of communities to community co direct-
ed welfare initiatives. In reorienting themselves for a dynamic field
presence, such institutions may not see their task as a romantic one
of conserving vestiges of tribal art as clumsy, incoherent expressions
of human urges, sublated, superseded in later artistic expressions.
This is not an art of inadequate symbolism, castigated by Hegel in
discourses on Asian or Indian art, as an art in flux and fermentation,
rather than in reconciliation and identity. It represents the cognitive
beginnings of humanity that are mighty and uncanny, waiting to be
retold, in thousand tongues. It provides the key to unlock life and
livelihood strategies, that reconcile consumption, production and
development orthodoxies, consumptive values of firewood, fodder
and game, with non consumptive values of watershed protection,
photosynthesis, and climate and soil regulation in habitat manage-
ment. It speaks for genetic rather than commodity diversity, a non
exploitative covenant with nature, incremental rather than dramatic
approaches. It shores up values, intrinsic to bio cultural well being
rather than prospecting. It warns against reduction of all sacred and
ecological categories to economic and production categories. It of-
fers protective mechanisms and a shelter, like the mythical Manu’s
or Noah's Ark in the deluge, against the engulfing tide of homog-
enization, bio cultural reductionism, species extinction, rising tem-
perature, declining water tables, growing violence and intolerance,
threatening human survival. It builds bridges between ecology and
technology, power and its obligations. Above all, it teaches human-

10 The UNESCO Encyclopaedia of Life support systems, in its conceptual frame-
work, 1997, characterized aboriginals as incapable of comprehending sustain-
ability as it was impossible for Aristotle to understand the expression of val-
ue. UNESCO. 1997. No 13. Whitstable, Oyster Press. Yet the UNESCO MOST
data base has provided a prior art database of best practices of indigenous
ecological knowledge, seeing it as original.
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ity to accept its role of being a part of the web of nature, rather than
its weaver.

As the world, and India with it, is undergoing a process of de-
tribalization in a divorce of culture from nature, we should reverse
this process into one of retribalization, so that we can garner the
benefits of technology minus its risks.

To speak after Ogden Nash in the Miraculous Countdown

When geniuses of every nation

Hasten us towards obliteration
Perhaps it will take the dolts and the geese
To drag us backwards into peace.
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1.2

Problems and Prospects of the Study of
Tribal Arts

M.S. Mahendrakumar

Introduction

In anthropology, the studies on tribal art have started with
Franz Boas (1927), the famous American Anthropologist and it flour-
ished with the studies on art of Asia and America by Claude Levi
Strauss (1963), the famous French Anthropologist. Boas (1927, 1955,
1983 and 2010) pointed out that “two principles ... should guide all
investigations into the manifestations of life among primitive peo-
ple: the one fundamental sameness of mental processes in all races
and in all cultural forms of the present day; the other the considera-
tion of every cultural phenomenon as the result of historical hap-
penings”. The mental process and cultural phenomena are the two
major aspects of study of art. As early as 1871, Edward B. Tylor has
rightly pointed out that culture is “historically created design”.

Boas discussed about the formal element in art, representative
art, symbolism and the style of art in his famous book ‘Primitive Art’
(1927). Claude Levi Strauss (1963) studied the split representation
in the arts of Asia and America. Levi Strauss (1963: 245) says that
“the discovery of a decorative detail or an unusual pattern in two
different parts of the world, regardless of the geographical distance
between them and an often considerable historical gap, brought en-
thusiastic proclamations about common origin and the unquestion-
able existence of prehistoric relationships between cultures which
could not be compared in other respects”. This is still continued as a
problem is comparing similar cultures and/or arts of different con-
tinents or subcontinents.

The word “primitive” has received a great amount of criti-
cism and the academic community have had discarded the use of
the word with the gradual attainment of popularity for the ethical
stand point of Cultural Relativism, in spite of the fact that the crea-
tor of the very concept have had used the term “primitive” even in
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1927, much later than the first articulation of the concept of Cultural
Relativism in 1887 by Franz Boas. Nevertheless, one can find out
a huge difference between the anthropological studies before and
after Cultural Relativism. In fact, Cultural Relativism is a turning
point in anthropological studies.

The word “art” is derived from the Latin word “ars”, meaning
skill or technique and it is often conceived with the aesthetic proper-
ties. Aesthetics is a discipline, which studies the beauty of human
cultures, particularly, sculpture, painting, music, dance, theatre, etc.
The studies of art are interdisciplinary and the eclectic nature of an-
thropology is quite useful to have a comprehensive picture.

Earlier, tribal art was considered as a part of material culture
and nonmaterial culture. Later, it is conceived as visual arts. In the
early phase, the visual art forms were studied by form and style.
Morphy and Perkins (2006) says that “in the past, disengagement
from art as a subject of study reflected attitudes of anthropologists
to material culture in general ... indeed anthropological ways of
thinking have often been influential in the debate about art while
practitioners of anthropology have remained largely disengaged”.
In the Indian context also, the anthropological interest on art is very
limited compared to the other aspects of anthropological studies.

Morphy (1994) (quoted in Morphy and Perkins, 2006) has pro-
vided a working definition for art and in his words “art objects are
ones with aesthetic and/or semantic attributes (but in most cases
both), that are used for representational or presentational purpos-
es”. Semantics is equivalent to signified and then the signifier holds
the other part of representation. The art objects, its aesthetics and the
function if any provides a comprehensive account of the study of
art. This view is quite applicable in the analysis of tribal arts.

Gell (1998) has published an important work entitled “Art and
Agency - An Anthropological Theory’, which is an attempt to theo-
rise art from an independent view point of anthropology rather than
using the theories of art and/or history. The functional interpreta-
tion is also controversial in many situations since many art objects
or motifs have no function except providing aesthetic properties.
Although, aesthetic property itself can be considered as its function,
it is often neglected. In the case of performing art, the functional in-
terpretation is compatible and it also provides functional existence
of an art form. The functional interpretation provides the culture
historic context and the pattern of propagation of a culture. On con-
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trary to this, the vanishing of art takes place when the functional
validity of an art declines to extinction. In such contexts, the docu-
mentation of vanishing art forms required urgent steps.

Recent anthropological approach is distinguished with the
perspective that social processes are involved in the making of art
objects. Anthropologists are interested to understand the products
as well as the producers of art with its wide ethnographic reality.
Felicia Hughes (2017) of Royal Anthropological Institute of Great
Britain says that the anthropology of art has been focusing on mate-
rial objects. Less attention has been given to physical performance,
particularly to music, dance and theatre. Anthropological approach-
es to performing arts are different from performance studies and the
field of performance. Anthropologists study and analyse the rela-
tionship between society and the dramatic and artistic representa-
tions which it produces. In this broader anthropological exercise, the
study of tribal art is well placed.

The Study of Tribal Arts

The major tribal arts consist of dance and music, painting and
sculpture and most of these are sophisticated ones, however it is not
sophisticated as such the classical art forms of the mainstream cul-
tures. A considerable amount of the tribal arts is a part of religious
rituals and some of them are attaining the scope of performing arts.
The study of a particular instance and finding its socio-cultural con-
text has become a major genre of study. Most of the dance and music
performances are documented with video and photographs. The ex-
planations regarding the choreography of the dance forms and the
accompaniment music are a difficult part of the study. The human
movements in a space and the form, shape, time, energy, etc., are
minute components for analysis. The levels of sophistication of art
are also different in different cultures.

Levels of Sophistication of Arts

Sophistication means providing or improving quality or refine-
ment of art. The levels of sophistication of dance start with the genre
of the dance, the artistic expression, the costumes and ornaments,
and the accompaniment of music and rhythm. The levels of per-
fection are also more important wherein an anthropological stand
point of Cultural Relativism becomes a problematic perspective in
interpreting music and dance performances of the tribal people.
Franz Boas himself has published a book entitled ‘Primitive Art’ in
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1927, even though he had proposed the concept of Cultural Relativ-
ism in 1887. Despite, it became popular only after the death of Franz
Boas in 1942. In fact, Cultural Relativism has been popularised by
Ruth Benedict and Margaret Mead, two eminent students of Franz
Boas. That is, during 1887 and 1942, Franz Boas treated the cultures
of tribal people as “Primitive Art”! At present, the concept of Cul-
tural Relativism has become an ethical stand point in anthropology.
Cultural Relativism is the principle that the culture of a population
should be studied from the perspective of that particular popula-
tion’s culture. When we start analysing the levels of perfection of
tribal art we are breaking Cultural Relativism and its basic assump-
tion that we should not judge the culture of a community from our
own cultural views.

Tribal Music

The tribal music or art can be studied with an ethnographic
view point. We can study a particular art form and we can stop
there. When we analyse the art and music anthropologically, in
many junctures, it has to be compared with the musical and dance
traditions of the world nevertheless there are uniqueness in ma-
trixes, rhythms, compositions, genres and context of performance
in individual cultures. For instance, the musical notation is one and
the same worldwide and the writing music in a manuscript book or
a page is one and the same worldwide. Moreover, the musical notes
“do, re, mi, fa, so, la, ti, do” is equivalent to “C, D, E, F, G, A, B, C”
in western music and “sa, ri, ga, ma, pa, da, ni, sa” in Indian Music.
The frequency of the musical note C is 16.35 Hz. worldwide. The
very music manuscript method can be applied in writing the musi-
cal compositions of the tribal people in print media. The advantage
is that once it is written the structure of the music will be one and the
same when a musician plays it from any remote corner of the world.
The tribal musical structure is simple compared to most of the musi-
cal compositions of the mainstream musical structures.

Levi Strauss (1963) has not attempted to conduct structural
study of music. However, he has rightly pointed about the musi-
cal structure in his most famous book, ‘Structural Anthropology’.
For him, an orchestra score, to be meaningful, must be read dia-
chronically along one axis - that is, page after page, and from left to
right - and synchronically along the other axis, all the notes written
vertically making up one gross constituent unit, that is, one bundle
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of relations.” This is the right way of coding and decoding the musi-
cal notes and there is no musical composition mismatched with the
basic musical notes sa to sa or do to do. That is, all musical composi-
tions are adhered to certain musical matrix or a combination of ma-
trices. In this context, there is a chance to have a good question that
is it necessary to write musical notes in the digital era? The answer
is that it needs to write musical notes in order to understand the
musical structure from the diachronic and synchronic axis of music
manufacture and notation. Therefore, the musical notation can be
used in analysing and comparing musical genres and variations in
musical rhythm and solo.

Aesthetics is Culture Centric

Aesthetics is culture centric since the appreciation of beauty
varies from individual perceptions. It is concerned with the notions
with beautiful and ugly. The appreciation of beauty is only a relative
one and it cannot be precise as we study other aspects of culture.
The manner of appreciation of beauty is culture centric and indi-
vidual centric. Morphy and Perkins (2006) opined that “the avant-
garde view that art speaks for itself and is open to universalistic in-
terpretation, and an anthropological perspective, which requires an
indigenous interpretative context.” For instance, ritual arts and per-
forming arts possesses two different cultural contexts and it should
be studied from different contexts.

Qualitative Nature of Art

The study of art is essentially qualitative in nature, which cre-
ates problems in comprehending, interpreting, and analysing an art
form or artistic expression of every tribe. However, the study of trib-
al art has been treated as one of the important area of anthropology.

Conclusions

The present paper tries to portray the problems and prospects
of the study of tribal art from an anthropological perspective. The
study of art by anthropology started a very slow development com-
pared to the other areas of anthropology. Earlier, very few anthro-
pologists attempted to study art from an anthropological perspec-
tive.

It is an attempt to understand art, aesthetics and structural
analysis of music. The major tribal art consists of dance and mu-
sic, painting and sculpture and most of these are sophisticated ones,
however it is not sophisticated as such the classical art forms of
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the mainstream cultures. The levels of sophistication of dance start
with the genre of the dance, the artistic expression, the costumes
and ornaments, and the accompaniment of music and rhythm. In
many junctures, it has to be compared with the musical and dance
traditions of the world. The levels of perfection are also more im-
portant wherein an anthropological stand point of Cultural Relativ-
ism becomes a problematic stand in interpreting music and dance
performances of the tribal people. The musical notation is one and
the same worldwide and the writing music in a manuscript book
or a page is one and the same worldwide. Aesthetics is a discipline
which studies the beauty of human cultures, particularly, sculpture,
painting, music, dance, theatre, etc. The study of art is essentially
qualitative in nature, which creates problems in comprehending, in-
terpreting, and analysing an art form or artistic expression of every
tribe. However, the study of tribal art has been treated as one of the
important area of anthropology and this paper is an attempt to ana-
lyse tribal art from the angle of anthropology of art and structural
anthropology. Boas has rightly pointed out that “in one way or an-
other, aesthetic pleasure is felt by all members of mankind”. This is
the salubrious end in every respect in the study of tribal art.
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1.3

Research from Outside and Knowing
from Inside-Portrayal of Art forms in
Popular Imagination

-S.K Sasikumar

Kasaragod, particularly the northernmost part of it is a part of
erstwhile Tulunad. It is an abode of tribal groups such as the Kora-
ga, Mavilan, Malavettuvan. The land is also an abode of Scheduled
Caste groups such as the Moger. This paper is based on the field-
work among Moger and the Mavilan in Kasaragod and Hosdurg
taluks of Kerala and the Moger of Dakshina Kannada and Udupi
districts of Karnataka. Today the Mavilan are a Scheduled Tribe and
the Moger are a Schedule Caste community in the State of Kerala.

Mangalamkali is identified as an art form of the Mavilan com-
munity'. Often Mangalamkali is considered as the authentic per-
formance of Mavilan community of Kasaragod district. The word
mangalamkali is explained as “kali ” on the occasion of “mangalam”.
In the local vernacular (Malayalam) the word mangalam stands for
marriage and Kali stands for play or game. Thus, Mangalamkali is
popularly known as the performance in connection with marriage
ceremony of Mavilan community™. In sum this “art form” or per-
formance is said to be belong to two communities in the State, the
Mavilan and the Malavettuvan.

My contention here is that the performance is not exclusive to
either Mavilan or Malavettuvan community, it has roots in the life
and culture of other ex-untouchable caste groups in erstwhile Tulu-
nad as well. Researcher in his/her attempt to “write” about the art
form has failed to locate or to identify the existence of elements that
constitute the so-called art form Mangalamkali. I argue that this is
the issue with the method that a number of scholars in anthropolo-

11 Community here is used to refer to the tribe and the same word is used to
refer to Caste group as well.

12 Recently the Malavettuvan community has problematised this claim on
grounds of existence of Mangalamkali among them.
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gy, folklore and other allied disciplines adhered to in order to “study
the Mavilan culture and folklore”. Thus, the paper engages with the
claims of the community as well as the practices of researchers.

In the popular imagination and literature, Mangalamkali is
said to be performed on the occasion of marriage of Mavilan com-
munity members. Literatures have also made references to instances
of Mangalamkali performed in the courtyard of the local landlord,
often in connection with marriage in Mavilan families. The perform-
ance is basically a sequence of dance performances with background
of “songs”. Usually sequences of eight to twelve songs are used on
the occasion. The series of dances with background of these songs
constitute this art form. The songs are in the dialect of Mavilan.

The Mavilan community is seen distributed in Kasaragod and
Kannur districts of the State. Until 2003, the Mavilan was in the list
of Scheduled Castes in Kerala. By 2003, the community was enlisted
as Scheduled Tribe of the State. Tulu is the mother tongue of Mavi-
lan. The ethnographic details of the community show that the com-
munity shares several cultural traits with the neighbouring Moger
community, which is one of the numerically dominant Scheduled
Caste community in Kasaragod district. The social organisation and
structure of clans are similar between these two communities.

In the case of worship, both the communities share common
traits, for instance, the local popular deity Panjurli is worshipped
by both Mavilan and Moger communities. However, the instance of
hero worship followed by the Moger is not practiced by the Mavi-
lan. More interestingly, in Kasaragod and Hosdurg taluks, both the
communities intermarry, on the grounds that both the communities
are one and same and “different only in terms of language.” Though
both the communities are Tulu speaking communities, the two ver-
sions of Tulu are well-marked, the Tulu spoken by the Mavilan is
seen as inferior to the Tulu used in literatures, both oral and popular.

The worship of popular deity such as Panjurli shows the Mavi-
lan’s position in the local caste or social order. Moreover, identifying
the neighbouring Caste community as equal on grounds of similar
clan and social organisation, as well as being enlisted in the State list
of Scheduled Caste for few years throws light at the community’s
position in official Constitutional category as well as local caste hier-
archy. The ethnographic details highlight the same. It is an instance
of continuum, the community being able to be identified as a Sched-
uled Caste as well as a Tribe, more interestingly, the community
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when listed as a Scheduled Caste its art form is treated as belong-
ing to a particular category, and when it is listed in the State list of
Scheduled Tribes, the same art forms are treated as belonging to an
entirely different category.

The above instance throws light at to what extent the “catego-
ries” are “dependent” or “independent” of external factors. In this
case, the performance of Mavilan becomes a “Tribal art form” when
the community is enlisted as a Scheduled Tribe in the State, and
same art form is not treated as a Tribal art form when the commu-
nity is not enlisted in the State list of Scheduled Tribes. This throws
light at the role of “classification” of caste and communities. It also
throws light at how far the classification of art forms is dependent
or independent of external factors. To put it other words, the deity
Panjurli performed by the Nalkedaya community (which is a Sched-
uled Caste community in the State) does not qualify to be counted
as “Tribal art form” nevertheless the same deity when performed
by Mavilan community comes under the category “Tribal art form”.

The following section of the paper deals with the performance
“Mangalamkali” the authentic art of Mavilan community of Kerala.
The performance is centred around dance and songs sung by the
community members during any instance of recreation or leisure.
On contrary to the popular imagination, of songs of Mangalamkali,
do not have anything specific in relation to marriage. Thus, Man-
galamkali can not said to be having exclusively related to marriage
rites.

What Constitutes Mangalamkali?

Mangalamkali, the so called art form is a sequence of dance ac-
companied by songs. In the local vernacular, each song is referred
to as “paatu” song. But the songs are called as padthana® in Tulu" in
the Tulunad. Texts of three such songs/padthana are analysed here.
One beginning as “chennu” and third one “maani nanker”. But the

13 Mavilan uses paatu to refer to the oral text which accompany the perfor-
mance.

14 If we make a detailed analysis of the performance, it can be seen that the
text comprises narration of local non-native communities, the agricultural
labourer's interaction with the master community, songs of social order, op-
pression and so on.
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songs are called as padthana® in Tulu’®.

Among the community members, the set of oral texts are re-
ferred to as songs of mangalamkali. But a closer reading of those
texts documented by the folklore scholars in Tulunad show that, the
so called songs are in fact oral literatures under the genre locally
known as “padthana”.

K.N. Balepuny in his “Mugerara Dudi Kunithagalu” has refer-
ences to similar padthanas popular in and around Tulunad. Folklore
scholars in Tulunad have documented such oral literatures under
this genre. The work of Balepuny is one of the latest works in that se-
ries. His work was about the dance forms or performances of Moger
community in and around Tulunad.

It can be seen that in Tulunad all the padthana have independ-
ent existence. Among the Mavilan such padthana are performed in
sequence and the performance is given the name Mangalamkali.
Thus, it is clear that the Mangalamkali performance is a perform-
ance that took shape making use of padthana which are of independ-
ent origin and existence across communities in a geography. Those
songs, when played, performed together, or independently do not
constitute any art form in Tulunad.

In Tulunad, each padthana is treated as distinct and independ-
ent, whereas among the Mavilan all “songs” are treated as “songs”
of Mangalamkali. Though the name of the performance refers to
marriage, (or the instance or occasion on which it was widely prac-
ticed) the name of the performance is not in their mother tongue.

As argued earlier, the performances we see in Mangalamkali
are a series of dance performances having independent existence
among other communities like the Moger of Tulunad.

For instance the song “chennu.....” is a performance unique to
the Moger of Tulunad. It is basically a performance with padthana
narrating the life of a mythical character namely Chennu. The song
is a dialogue with her mistress who belongs either to Brahmin or

15 Mavilan uses paatu to refer to the oral text which accompany the perfor-
mance.

16 If we make a detailed analysis of the performance, it can be seen that the
text comprises narration of local non-native communities, the agricultural
labourer's interaction with the master community, songs of social order, op-
pression and so on.

17 Chullel is the term used to refer to marriage. The word is used by the Moger
also in the area.
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Bunt community (the word dhetthi refers to both Brahmin and Bunt
ladies, both the communities were land owning communities with
bonded agricultural labourers). The padthana also narrates Chennu’s
life and the then social order etc. In the month of aati (corresponding
to karkidakam month of the Malayalam calendar) men belonging to
Moger community used to perform this dance in the village during
night. They used to visit households in the village (men cross dresed
like women and holding a shape of a child made of cloth or straw).
This was exclusive to the Moger of Tulunad and the performance is
popularly known Chennu nalike meaning “the dance of Chennu”.

Another important songs which is a part of the Mangalamkali
is the one beginning as maaninanker... This performance too is a
popular performance in Tulunad, especially among Moger commu-
nity. Nanker is a corrupt form of nager. Nager is the word used by
Moger community members to refer to and address men belonging
to Marati community of Tulunad. According to a few scholars, it is
used to refer to any foreign men.

In mangalamkali, the song maaninanker is a variant of the popu-
lar version of Tulunad. Analysis of the text shows that in the pop-
ular version of Tulunad, Panambur harbour (which is the port in
Mangaluru city) is referred to, but in mangalamkali, Virajpet (which
is a closer urban centre to the Mavilan population of Hosdurg taluk)
is used instead.

The texts of Mangalamkali and that of the padthana of Tulu-
nad show that they are of common origin and context. In Tulunad
each padthana has independent existence but among the Mavilan,
performance of those dances give rise to the art form Mangalam-
kali. Research on folklore of Mavilan focused on collection and
interpretation of text. Such attempts have completely ignored the
researches that have already been done in the neighbouring com-
munities and geographies. Such fieldworks have concentrated on
community alone, community in isolation, not critically engaging
with the claims of the community, categories and classification of art
forms and how far they are dependent or independent on external
factors. One of the significant factors that contributed for this is the
language bias of the researchers besides the methods.

Interactions with scholars in folklore and anthropology could
reveal that most of the works intended to document the text of the
art forms. In our attempts to tap the uncontaminated native ways
of life of communities particularly the tribal groups under study,
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certain categories were considered as taken for granted. In this case,

the researchers who went to study the art forms and folklore of the

Mavilan, did not go beyond the community and geography. In other

words, the place where the Mavilan live was considered as the field

and the claim of the community was taken for granted. A fieldwork

only among the Mavilan was considered as sufficient to study the

Mavilan’s culture. In their attempts to study the community and its

folklore, researchers did not go beyond the culture of Mavilan. Such

researches did not even take into consideration, the data on neigh-

bouring communities and their culture. Such works explored little

about emergence of the art form vis-a-vis the community’s position

in Constitutional category.
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1.4

Endangering Tribal Arts In The Era Of
Globalisation

Fousiya P.

Introduction

India has remarked as the largest absorption of the tribal pop-
ulation in the world. Tribes are the children of nature and their
culture, arts and lifestyle are shaped by the eco-system. From the
ancient period onwards India, has been a repository of many tra-
ditional art forms - visual, performing and literary. However, the
age of Globalization has accentuated massive social changes each
and every corner of society. It has shatters the roots of traditional
folk arts and culture tremendously. Globalization has created a ho-
mogenized culture and in the wake of it the unique tribal arts and
culture at the different nooks and corners of our country are getting
endangered. Hence, the paper contents the voracious effects of glo-
balization on tribal arts and suggests some remedies.

Tribal Art

India is best known for its rich cultural heritage and integrity
through its simple and fascinating presence of the tribal arts. These
art forms express the candid feelings, which are emerged out of the
collective life experiences. Tribal arts portray unique culture, tra-
ditions and values. Tribal art ranges through a wide range of art
forms, such as wall paintings, tribal dances, tribal music, and so
on. Some art forms like dance and songs are specific to its occasion.
These art forms are highly stimulated by utilitarian and ritualistic
features and sometimes by recreational impulses. Some of the art
forms of Kerala include Gadhika performed by the Adiyaan tribal
community of Wayanad.

Impact of Globalization on Tribal Society

The post modern society is revolving around the process of
globalization; it has triggered many changes in all spheres of life
especially in the remote corners of our unique indigenous cultural
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life. The advent of globalization has relegated India’s unique micro
culture in to a globally endorsed monoculture, which endangering
the indigenous folk art and culture, decimating stable localities, and
developing a market-driven, commoditized cultural traits among
the tribal society. The voracious effect of globalization has also led
to the fragmentation of social solidity, dilution of cultural identity,
and altogether a harmful blow to tribal economy. In this context the
art forms of the tribal people are also face major challenges.

Major Challenges

Globalization triggered the gradual attrition of the tribal art
and culture. Some of the challenges which caused the endangering
of the tribal arts in the age of globalization have listed as follows.
Due to the far reaching impact of globalization many of the tribal art
forms are facing extinction. Reasons for the same are plenty.

Commoditization

Globalization has brought about unending consequences in
all aspects of life. It has reduced everything into a commodity. No
doubt tribal art also become under the severe pressure of commodi-
tization. The artistic styles and rich cultural ethos of the tribal peo-
ple which were for long were the real expression of their identity
becoming threatened under the pressure of market. They compelled
to sell their artistic products to earn their livelihood. But the tribal
artistic items were not adequately remunerative so they searched al-
ternate livelihood options. Most of the artisans abandoned their tra-
ditional craft work and entered in factory based production. Hence
the age-old activity will die its own death.

The infiltration of commoditized ideas in to the tribal world
made severe blow to the mind of the tribal artist. They no longer
regard their works has an aesthetic value instead tribal’s themselves
perceive them as utilitarian. It is the era in which many tribal/folk
art & cultural forms are either losing originality, or passing into ob-
livion.

Patent System

Growth of globalization put ideas and knowledge as a part of
traderelations. The Trade related intellectual property rights (TRIPs)
being advocated in the name of patents and copyright. Under this
system creators can be given the right to prevent others from using
their inventions, designs or other creations and to use that right to
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negotiate payment in return for others using them. These are intel-
lectual property rights. It may be applicable to the form of paintings,
books, or other inventions.

By imposing patent system in third world countries, big mul-
tinational corporate companies had stolen their traditional knowl-
edge system without giving any compensation for their original
knowledge. It led to the subsistence economy of the indigenous peo-
ple under severe threat. The way intellectual property rights have
been designed in modern commerce, traditional knowledge cannot
be protected. The term copyright is generally given for 50 years after
the death of the author of work, it may get expired. For instance, the
cave paintings may be protected at the behest of tribal communities,
such protection gives the restriction over the reproduction of spe-
cific cave art such as Wandjina image of south west Australia. But
in real the same image has been reproducing in many situation is a
great threat to the intellectual ownership rights of the indigenous
people. This indicates that traditional knowledge cannot be patent-
ed because such knowledge lacks inventive character, because of the
inherent lack of novelty (Chouhan, 2012).

Many of the tribal artistic products and their traditional knowl-
edge of making them are being excessively exploited in the name
of patenting. A well known activist Vandana Shiva underscore “
biopiracy and patenting of indigenous knowledge is a double theft
because first it allows theft of creativity and innovation, secondly it
establish exclusive right over the stolen knowledge by means of pat-
ent and gradually it create monopolies and everyday products may
highly priced” (http://www.globalissues.org).

Often the multinational companies pay very less to the actual
artist while selling the art piece at a very high cost. The increasing
expensiveness of the artistic products is struggling to maintain a
place within the growing world of modern art forms. Because of
the price of modern artistic products are very low when compared
with the traditional products especially in India and sub-continents.
Therefore the underpayment of the traditional ethnic products made
the tribal people to abandon their age old profession now they are
struggling for their livelihood.

Commercialization

Advent of new economic reforms triggered the growth of com-
mercialization and market economy, which made an apparent im-
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pact on tribal art and culture. Earlier many of the community-based
religious rituals expressed their devotion towards the deity through
folklores, now it began to disappear. In the ancient days, their ecol-
ogy and culture were conditioned in such a way to protect their spe-
cific art forms and thereby capable enough to ensure their sustain-
able subsistence.

But in the wake of rampant commercialization culture become
an industry, where even in the religious rituals, popular cultural
forms are being used as a tool for mass entertainment and the art
forms are now easily available in high end fashion and retail stores
without due benefit or recognition to the tribes.A businessman
named Niranjan Mahawar in Raipur states that “Commerce has
reduced good artists to artisans”. Since the late ‘60s and early ‘70s
when the Madhya Pradesh and the All India Handicrafts Boards
became active in Jagdalpur, there has been a steady deterioration in
the quality of work from Bastar.

These processes put the artist under severe cultural transition
and the whole life of the artist put under heavy turmoil. Many of
them face identity crisis and getting marginalized due to the heavy
pressure of market economy. They are being compelled to make an
occupational shift and becoming dissidents, gradually they raised
riots which become a great threat to our national integrity. This is to
be addressed with serious care.

Expansion of Digital Technology

Globalization has brought about a techno enabled knowledge
society, which made severe blow to the tribal art forms and their
practitioners. Most of them suffered severe neglect from new gen-
eration this is apparent from the steadily decrease of the customers
for them. The major problems encounter by them includes:

1. Digitization of art forms: Technology has facilitated digitali-
zation of traditional art forms which further increased the is-
sues faced by the tribes because some of the tribal art forms are
easily available in digital form, it does not require much time
and energy for its making. The changing trends in the modern
fashion industries by the adoption of traditional touch in dress
and costumes further decreases the market for the poor tribal
artist. Today the traditional mithla or tribal arts are available in
digital form which can be easily printed on any form of dress
without going and buying to the original handmade works.
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2. Many of the tribal artists not seen it as a viable mode of pro-
fession because of the easy accessibility of the similar machine
made products at a cheaper rate in the market. The cost of tradi-
tional art became a luxury now. So only a few rich are purchas-
ing them.

3. Expansion of modern communication accelerated the speed of
urbanization. Some of the tribal artists got attracted to the bet-
ter employment opportunities offered by the city life. Gradu-
ally they leave the art to dye a slow death and creating a gap
that is difficult to fill.

4. Advancement in technology has facilitated a shift in the enter-
tainment pattern of the modern society; it ultimately led to the
endangering of traditional art. The traditional puppetry as a
form of entertainment has been replaced by the social media
and television.

Resource Depletion

Tribes are the most vulnerable groups they are often subjected
to severe injustice and exploitation from the part of government
in the name of development. Modernity and developmental pro-
grammes are mostly targeting at the tribal areas having large biolog-
ical diversity. Tribes for the long being were so close to the ecology
was uprooted from their ecological habitat for the sake of develop-
ment. But in real the real fruits of development are not equally share
among them, the mainstream society benefited at the expense of the
tribes. The tribal ecology was rich in resources, and they have rich
traditional knowledge about the resources, once they uprooted from
their original habitats they cannot practice their age old traditional
art forms which is conducive for their everyday sustenance. The re-
sources for making the ethnic products are rich in their habitat, so
the rehabilitation measures of the government may led to the deple-
tion of raw materials. Hence the tribal art forms are facing problems
related to supply of raw materials required for their production. For
example the demand for wall paintings (mithla art and others) is
decreasing due to lack of availability of ingredients like mortar etc.

Measures to Meet the Challenges

Globalization and its allied policies and programmes have led
to the extinction of indigenous knowledge especially the unique life
expressions in their tribal art. To protect our cultural diversity and
heritage we must meet the challenges faced by tribal art in the era of
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globalization. Some of the suggestions for ensuring the prevention
of tribal art and culture from endangering;:

36

Protection of their innate beauty, inherent quality and core ide-
ology is essential. So that people get attracted to the different
tribal art forms. Along with this adequate campaigning and
publicity of the unique attributes of tribal arts to be popular-
ized.

The pattern of the presentation of these tribal/ folk art and
cultural forms should be modified and strategically altered to
make them more vibrant to meet the recreational demand of
the present generation.

Adequate provision must be provided to educate the dominant
sections of society about tribal culture or world view. For this
the schools, colleges and universities must include topics re-
lated to tribal arts and also incorporate specific dance or song
in the respective course of studies.

Special allowances should be given to protect them from aban-
doning their traditional occupation.

There is an urgent need to make amendments and aware-
ness regarding Intellectual Property Rights and Patent rights
of indigenous communities and it must be acknowledged at
a greater level. For this is an increased level of participation
of indigenous people representatives in international forums.
Along with this we must generate new mechanisms to use their
traditional indigenous knowledge in various aspects of modern
life.

Initiates must be taken the concerned departments and agen-
cies to uplift their skills and knowledge to meet the changing
trends of modern society.

Government initiate must be expanded to meet the problem of
space and preservation tribal artifacts. Therefore government
should take necessary steps to facilitate good infrastructure for
preserving the tribal art. Care must be given in keeping the mu-
seums; adequate funding and required staff must be appointed
to the proper maintenance of the museum.

Artist must be given complete freedom to develop his prod-
ucts, any form of compulsion from the market or other agencies
must be avoided. Production of the same piece of exact speci-
fications repeatedly restrains the freedom of the artist. It may
lead to the practice of earning a minimum. So it must be elimi-
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nated for the real growth of the practitioners.

Conclusion

Globalization brought about drastic changes in the life of the
tribal people. It puts heavy constraints on the life of the tribal art-
ist and their art forms. Growth of the global culture is an alarm-
ing threat to our indigenous cultural diversity. Therefore adequate
steps need to be taken to protect our exclusive art forms. Now a
day’s government of India has been providing funds to various mu-
seums to save the vanishing traditional arts. It is imperative for the
Government to link the products of traditional art and crafts practi-
tioners, with professional enterprises, which can procure the prod-
ucts at reasonable price, so as to project this field as a viable avenue
for profession.
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2.2

Tribal Art as a Cultural Dimension of
Sustainable Development: Bangladesh
Perspective

Md. HabiburRahman

Preamble: Entering the Issues

The 17 Sustainable Development Goals and associated targets
adopted by the United Nations in 2015 set a long-term strategy for
building a better and fairer future and eradicating poverty world-
wide. The new plan highlights that there is a drive towards a deci-
sive transformation of the existing development approaches, which
implies a significant cultural shift within institutions and society at
large. Culture, arts and creative work have the potential to inspire
a critical view, revealing the imperfections of current approaches
to sustainability and to facilitate envisaging a better future. In this
regard, folklore of Bangladesh specially its tribal art has a great im-
pact to meet the Sustainable Development Goals.There are about 58
tribes living in different parts of the country. Actually Bangladesh
is marked by its rich traditional heritage of Tribal arts and culture.
Since the days of remote past, the diversified art & cultural forms
generated by the tribal and rural people have continued to evince
their creative magnificence. Apart from their outstanding brilliance
from the perspective of aesthetics, the tribal art and culture forms
have played an instrumental role in reinforcing national integrity,
crystallizing social solidarity, fortifying communal harmony, in-
tensifying value-system and promoting the elements of humanism
among the people of the country. That's why as a cultural dimen-
sion, tribal art of Bangladesh has a significant role towards the Sus-
tainable Development Goals and associated targets of United Na-
tions.

Art as cultural dimension towards SDGs

The definition and index of ‘development” are multidimension-
al and equivocal. There are various analyses regarding it. For the

64 Tribal Art and Society



last few decades the word ‘Sustainable” has been given the status
of antecedent of the development. Nowadays it is clear that social
development does not mean development of just one individual,
one family, one neighborhood, one community, one corporation,
one nation, one nation-state, or one region. It also does not mean
development of just one aspect of any entity, such as economies or
political, to the neglect of other aspects. Actually it means the collec-
tive development of the whole entity, whatever the entity might be,
thus, it means growing, advancing, maturing step by step or stage
by stage in a unified way and comprehensively covering all aspects
and dimensions of such entities as a society. In the approach of so-
cial development, culture is an important dimension among politics,
economic, ecosystem, education, health, housing, equity groups,
citizens and their institution.

Actually the cultural dimension of social development is a
comprehensive, complex and controversial one, as conceptually it
could include all other dimensions. However, for the purpose of
delineation and discussion, we may separate out the other dimen-
sions, though they are connected to the cultural dimension in that
every aspect of society is connected to its culture. Early moderniza-
tion theorists argued that, in order to become modern, to develop
and to westernize, traditional people and communities should get
rid of their tradition, customs and beliefs as constituting the major
hurdles in their progress. Contrary to this theory, the development
of the Asian tigers and of some regions within countries showed
that development and traditions can coexist. This development ex-
perience suggests that culture, customs, traditions, and beliefs and
development per se can exist together. Achieving one by loosing
other is no development at all. Moreover, external agents” advice
to give up one’s culture to develop does not appear humane and
is likely to undermine well-intended development efforts. Thus, to
initiate a social development, it is necessary and important for both
external and internal development agents to understand people and
communities” culture, traditions, customs and religious and spiritu-
als practices and beliefs. So how do people and communities gain
strengths from their culture and use them in all the other dimen-
sions to achieve sustainable development goals? Culture appears to
be a foundation for all other dimensions. Understanding with sen-
sitivity and developing people’s and communities” culture in terms
of religion, spirituality, arts and customs and beliefs contribute to
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people’s welfare and wellbeing, and thereby, helps to achieve social
development goals.

Tribal Art and Cultural Life of Bangladesh

Generally, the life of the tribal people is extremely fascinating.
Majority of them are Buddhists and the rest are Hindus, Christians
and Animists. There are about 58 tribes living in different parts of the
country. Most of the tribal people speak in Tibeto-Burman tongues.
Maximum of the tribal families are matriarchal. The women-folk are
harder worker than the male and they are the main productive force
of their family. The tribal people are extremely self-reliant, they
grow their own food, their girls weave their own clothes and they
live a simple life. Each tribe has its own dialect, distinct dress and
rites and rituals. Some of them take pride in hunting with bows and
arrows. Tribal women are very skillful in making beautiful handi-
crafts. Most of the Tribal people are generally peace loving, honest
and hospitable. They usually greet a tourist with a smile. The rich
tribal life of Bangladesh is situated in the far southeastern corner of
Bangladesh. Generally, Chittagong hill tracts are well-known places
for the tribal life where over than 13 indigenous groups forming a
bright cultural landscape and over a half a million indigenous peo-
ple of 14 unique tribes live here. The traditional lifestyle of tribal
people is still preserved - tribal kings, village headmen and a self-
sustaining, natural lifestyle. They lead their life by cultivating crops.

Chakma is the largest tribe found in eastern Bangladesh known
as Chittagong Hill Tracts. They perform so many festivals as their
art like Buddha Purnima, Bishu with colurful festival handloom. Huk-
ka, is one of their special art, generally used for smoking tobacco.
The traditional chakma house is made of bamboo with an artistc
way. Women of this tribe are skilled weavers and make their own
cloth. Music is a major aspect of Chakma tribal culture. It includes
romantic love song known as Ubageet, The Genkhuli ballads relate
incidents from the past. There are also epic poems like Radhamon
and Dhanapati.

Marmas are the second largest tribal group in Bangladesh
and they are of Burmese (Myanmar) ancestry. Their cultural traits
are connected to their ancestral heritage, including dress (which is
call thumbui— the lower part, and angi — the upper part), food (most-
ly spicy, sour, and hot), writing (Burmese script), traditional songs
and musical instruments (for example, kappya, jjea, and kharra). They
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have many festivals during the year, but Sangrai is regarded as the
biggest celebration among them. This festival held for three days,
and the popular ritual during the second and third day of the fes-
tival is to splash water on each other. They believe that the water
takes away all the sorrow and pure up our soul and body, so one
must to greet others (even strangers) by splashing water on them.
But the culture of marma is unique. It has also their own language,
tradition, culture etc.

The Santals are known as one of the oldest and largest indig-
enous communities in the northwestern belt of Bangladesh. Santals
are largely seen in the northern districts of Dinajpur, Naogaon, Ra-
jshahi, Thakurgaon, Panchagarh, etc. They have actively participat-
ed in the Tebhaga movement led by IlaMitra in 1950, the Santal re-
volt, BirsaMunda Uprising, Kol revolt, JituSamur Rebellion, Pandu
Raja Insurgency, Swadeshi Movement and the War of Liberation
in 1971. Santal women, especially young girls, are by nature very
beauty-conscious. Santal dresses are called panchi, panchatat and
matha. The Santal women wear coarse homespun cotton sarees of
bright colours that barely reach their knees, while the upper end is
flung over the shoulders. Santal men and women wear tattoos on
their bodies. Most of their houses are usually neat and clean even
though built of mud. Their homestead often includes a garden.
The peculiarity of the houses is that they have small and low doors
and almost no window. There is practically no furniture except a
wooden bedstead and bamboo machang on which the people of the
comparatively well-to-do class spread their beds. Santals have their
own language, culture and social patterns, which are clearly distinct
from those of other tribes. Most Santals are Christians now but they
still observe their old tribal rites. Jute spinach (nalita) is one of their
favourite food items. Santal women are skilled in making different
kinds of cakes. Most of the Santals are animists. The main weapon
used for hunting and self-protection is the bow and arrow made
of locally available materials. They are fond of flowers and music.
Hunting and collecting food from the forest were their age-old eco-
nomic activity. They are very proficient in music and dance. Almost
each month or season has a festival celebrated with dances, songs
and music. In the spring, Santals celebrate holi when they drench
each other with colours. To express gratitude to the god of crops is
also a part of this festival. It turns into a carnival with dances, songs,
music and food and drinks. Probably its greatest attraction is the
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choral dance of Santal girls. Another important ceremony of Santals
is called Baha or the festival of blossoms. The purpose of this festival
at the beginning of spring is to welcome and offer greetings to the
freshly blossoming flowers. It is also characterized by dancing, sing-
ing and music.

Jaintia, an tribal group living in Sylhet region and also known
as Synteng, have a very rich tradition and political history. A small
section of them are now living in JaintapurUpazila in Sylhet. The
Jaintias in Bangladesh constitute an ethic group numbering about
twenty thousand. The dress of the male members of both Jaintia and
Khasi tribes is similar. However, the male members of Jaintia tribe
living in Bangladesh wear same kind of dresses with the mainstream
Bengali males. But the women wear the traditional Jaintia dresses.
They cover the upper portion of the body with a piece of colorful
decorated cloth. But the Jaintia ladies wear another piece of cloth as
a modesty scarf knotted on the shoulder like Khasi women. Most
of the Jaintia women are now accustomed to wear sari-blouses, al-
though they prefer traditional attires at home. The Jaintia society is
matriarchal. The Jaintia society is divided into a number of tribes,
such as Sarty, Nayang, Kayang, Lanong, yangyoung, rymbai, dkhar etc.
In spite of the existence of tribal system in the Jaintia society, caste
discrimination is totally absent there. A social panchayet system set-
tles disputes through arbitration.

Hoktoi is the religious festival of the Jaintia. They celebrate the
festival for two days. The event is celebrated by the Jaintia to pray
for the peace of the soul who died and for the welfare of the next
generation. They cook different kinds of foods and serve fruits to
the guest. It has been said that, ‘better the dance, better the crop” by
the Jaintia people which has made them skilled in their own dimen-
sion of dancing. Such festivals are really part our culture which has
made it more diversified. They have their own conception of sins
and piety, heaven and hell, crime and punishment. However, some
of them have embraced Christianity.

The Garos are matrilineal tribal community of Bangladesh,
who inhabit Mymenshingh, Tangail, Jamalpur, Sherpur, Sylhet and
Gazipur districts. Like other tribal communities they used to wor-
ship super natural powers like sun, moon, storms, fire, mountains,
water or rain etc. Joom cultivation, a way of agriculture, was a major
activity for their living. However, in modern time their livelihoods
no longer depended on traditional Joom cultivation; rather, they
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have adopted modern system of agricultural work. Their economy
depends on agriculture and private sector employment, mostly
NGOs.

The Manipuris are one of the major ethnic communities of
Bangladesh. At present they live in different places of Sylhet Divi-
sion, like Kamalganj, Sreemongal, Kulaura and Baralekhathanas of
Moulvi Bazar district; Chunarughatthana of Habiganj district and
Chhatakthana of Sunamganjdistrict. Manipuri literature and art is
very old. It has a rich and variegated history and traditions. They
celebrate seed planting and crop harvesting in their own colorful
way. Manipuri culture has a rich and colorful tradition where dance
and music play a vital role. The most vibrant branch of Manipuri
culture is dance. Rasa dance is the finest product of their culture.
Manipuri dance is characterized by gentleness, tenderness and
devotion. The dress they wear during a dance is really gorgeous
and beautiful. A very popular festival of the Manipuris is a type of
Gopi dance celebrating the romantic liaison of Radhaand Krishna. In
the spring, Manipuris celebrate Holi, when they drench each other
with colour. Most religious rites and festivals of the Manipuris are
based on the seasons of the year. They also celebrate the rice harvest
through a singing contest.

There are some other tribal groups in different parts of the
country such as Tripuri, Tanchangya, Mros. Different tribal groups
differed in their social organization, marriage customs, foods, birth
and death and other social customs from the people of the rest of the
country. They have somehow managed to resist centuries of colo-
nization and in the process have retained their own customs, tradi-
tions and life. All their cultural life plays an important role in the
creative artistic process particularly in the field of performing arts.
Actually tribal art is functional and spontaneous. Every activity in
the communities has its relevant music, dance or theatre. The tribal
performing art is changing its structure continuously over centuries,
modifying itself to the needs of the changing situations, making it
functionally relevant to the community.

Tribal art and Social Value

The tribal arts of Bangladesh provides “socially valuable’ lei-
sure activities, ‘elevate” people’s thinking and contribute positively
to their psychological and social well-being and enhance their sen-
sitivity. The arts enrich the social environment with stimulating or
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pleasing public amenities. They are a source of ‘civilizing” impacts
and of social organization. Artistic activity, by stimulating creativity
and a disregard for established models of thinking, enhances inno-
vation. Tribal art and cultural products are a collective ‘memory” for
their community and serve as a reservoir of creative and intellectual
ideas for future generations.

Actually tribal art forms have survived for centuries and they
will survive in the future due to their flexibility. They could be the
media for their community change. Tribal art being functional, in-
terpersonal and having a contextual base would be able to carry
the message of change, development and economical awareness. It
serves as a cultural communication for transmission of knowledge
and beliefs. The song and theatre depicting new rules regarding
land revenue and other social legislations provide some knowledge
to the tribes. All the arts provide moral, philosophical and historical
knowledge to their community. They help to increase the knowl-
edge about culture and civilization, values and beliefs, norms and
behavior, prevalent in a social structure in the past.

Tribal Art for Building and Developing Communities

Tribal art has contribution to developing sense of community
identity, social cohesion, recreational opportunities, development
of local enterprise, improvement of public facilities and amenities,
and help to convey history and heritage of an area. It has contribu-
tion to the communication of ideas, information and values, helping
improve participant’s skills, improving understanding of different
cultures and lifestyles, partnership building, and artistic collabora-
tion with others.

Tribal Handloom, Sustainable Livelihood and Economic
Development

The handloom industry in the tribal area (Hill District) is a wel-
come employment opportunity for unemployed young females and
underprivileged women, particularly the tribal women folk. A big-
gest number of underprivileged trial female workers are engaged
in weaving at different handloom factories. Their work in the fac-
tories includes weaving, dyeing of cloth and processing yarn. There
are nine handloom textile factories in the hill district of Rangamati.
These are: Bain Textile, Nakshi Textile, Banalata Textile, Banani Textile,
Tantuj Textile, Craft & Fashion Textile, Bayan Textile, Majumder Tex-
tile and Rakhain Textile. Handloom items that enjoy good sales in-
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clude pinon-khadi (an tribal material), shalwar-kameez, panjabi, frocks,
shawls, fatua, shirts, bedcovers, floor mats, dining table mats and
cushion covers. Bain Textile was established in 1965 at the Tribal
Officer Colony in Tabalchhari area of the town. ManjulikaChakma
is the owner of the establishment. Following her footsteps, the own-
ers of other textile factories embarked on the handloom business
about 20 years ago in the district. Tourists and visitors seem to like
the handloom products. While local demand was minuscule in the
past, currently a good number of locals are also buying the hand-
loom items. Simultaneously, good quality handloom items are go-
ing to cloth traders in Dhaka. A shop of BTMC (Bangladesh Textile
Mills Corporation) was at Reserve Bazar in the town about 10 years
ago from where the company used to buy its weaving materials.
Tribal products are available at Dhaka-based outlets such as Aarong,
Prabartana, Aranya and Kumudini, which are renowned as best tradi-
tional brands.

Actually the tribal arts and culture serve as a main source of
contents for the cultural industries. They create jobs and contribute
significantly to the Gross Domestic Product. Cultural institutions,
events and activities create locally significant economic effects, both
directly and indirectly through multipliers. Tribal art of Bangladesh
have their own autonomous ‘value-adding’ markets which often
give them good investment potential. These traditional products
create national and international stocks of ideas or images which can
be exploited by the cultural industries (eg, in advertising or cultural
tourism). Indeed, Tribal arts and culture can influence an array of
policy goals, including economic development, rural development,
urban revitalization, revenue generation, tourism, accessibility and
participation, diversity, education, and youth development.

Tribal Art in Cultural Tourism Development

There are many aspects of tribal culture such as celebrations
and festivals, religious beliefs and taboos, farm work, marriage,
dresses, ornaments and cosmetics, food and drink, houses etc. and
these can be great areas of interest for the tourists. Cultural tour-
ism requires a great deal of construction work and provides large
numbers of entry-level jobs. Tourists may infuse additional money
into the local economy through shopping. In nations where manu-
facturing sector is not developed, the tourism industry can be an
essential method for rein vigor rating local economies. Sooner or
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later, Bangladesh will be able to make the optimum use of its ex-
isting potential for cultural tourism and, thereby, further develop
its economy. Actually this type of cultural tourism has a significant
potentiality in Bangladesh, which strictly connected with the sus-
tainable development.

Conclusion

Tribal art of Bangladesh generally reflects the creative energy
that acts as an undercurrent to the craftsmanship of the tribal peo-
ple. It ranges through a wide range of art forms, such as wall paint-
ings, tribal dances, tribal music, drama, handloom and so on. The
tribal arts of Bangladesh are very ethnic and simple and yet colorful
and vibrant enough to speak volumes about the country’s rich herit-
age. That’s why apparently has a great potential in the international
market especially because of its traditional aesthetic sensibility and
authenticity. By using its traditional aesthetic and authenticity in a
positive and economical way Bangladesh can be able to meet the
challenge and goals of Sustainable development.
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2.3

Exclusion from within: exploring the
relations of Mao community of Nagaland
with other tribes

Muhammed Madappalli

Introduction

Nagaland is one of the states of North Eastern India which are
known as seven sisters for their ethnic and cultural differentiation
from other parts of India. It includes 16 tribal communities with dif-
ferent socio-cultural and political as well as economic specifications
which also lead to the identification of each. Nevertheless, after the
state was incorporated to the larger boundaries of India, they adopt-
ed a very peculiar form of involving all the tribal in the political
practices and election processes. Though still exists, the traditional
feud and rivalry has been tremendously changed and the mind has
become open to understand and accept other tribes. The representa-
tion of every tribal communities in the modern legislative assembly
is assured and the leader of the state is not restricted to any tribal
superiority or inferiority which is otherwise inherent there, which
ultimately tries to take them to a democratic citizens without com-
promising their tribal identity. Similarly, the familial and marital
relations are not endogamous and goes beyond the cultural differ-
ences of each group. This evolution of different tribes to full hearted
cooperation is opposed to the conventional understanding of tribes.

Naga tribal groups are consisted of Lotha, Sema, Ao and
Angami,Chakesang, Konyak, Puomei, Yimchunger, Kuki, Reng-
ma, Zeiliang, Sangtam, Phom, Puchuri, Khiamnuingan and Mao.
Though not officially, these communities are categorised sociologi-
cally into forward and backward tribals taking various parameters
of development and social progress into consideration. The Lotha,
Sema, Ao and Angami are considered the forward tribes in terms of
their political participation, educational superiority, access to health
facilities, access to different life chances and reach to modern indus-
trial contexts. The other 12 tribes lose many of these material and so-
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cial privileges which ultimately led to categorize them as backward.
Apart from that their regional specificity which comparatively in the
eastern part of Nagaland also caused for the backwardness of those
groups. Therefore, eventhough there are political representatives or
educated or urbanized people are there, the tribals in this area are
named after “eastern tribes” which equals to backward tribes. Each
tribe sends at least two representatives in the political field of gov-
ernance so that the benefit from the welfarist nation can be assured.

Naga communities are those who got annexed to part of In-
dian nation in 1963s with a later addition of 16 point charter that
focuses on the preservation of the cultural identity. The charter talks
of assuring the cultural multiplicity in the nation and full freedom
to traditional practices and no interference of the state in the cultural
practices so that the imposing of mainstream culture would not be
practiced. However, the political inclusion of the state to the larger
concept of India is successfully done with the consensus among all
tribes.

Nevertheless, there is the problem of political exclusion faced
by one of the backward tribes called Mao. The members of that par-
ticular community are considered secondary citizens of the land and
ultimately not allowed to be part of the larger political represen-
tation. This exclusion from within, as in any other case other than
tribal identity, is most dangerous and problematic in terms of per-
petuating social stigma, continuing the stereotyping of backward-
ness, denying the opportunities and ultimately keeping someone in
the shackles of backwardness.

Political exclusion and social exclusion

Exclusion from the mainstream society and social intercourse
is the root cause of hatred and enmity of one group to any other
group of people. It is undemocratic and therefore legally discour-
aged in India. Any attempt to keep some group away or ostracize
one caste from any other or isolate one household or family or tribe
always bring negative result in the overall development of the state.
Social exclusion is actually a way of creating fear, frustration and
diffidence in the excluded group and that ultimately brings in the
political distancing that leads to maintaining a silenced and passive
group.

Political exclusion is the term connected with social exclusion
where the former has complex relation with the latter. Particularly
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in the modern democratic society, the former leads to the latter as
the most required social change and development, if not social life
as such, needed the political participation. Therefore, the political
exclusion always becomes a vantage point to look at the develop-
ment of a community or group with special identity.

The modern developmental process are conceptualized and de-
signed from top to bottom, though the actual practice is redesigned
from bottom to top through institutions called PRIs in India. The
more a community is taken away from political participation the
more they are away from the inclusive social life. Therefore, the po-
litical exclusion is a larger issue than to be discussed in terms of
Mao tribe of Nagalandonly, whereas their exclusion is not simply a
‘happening’ rather it is a ‘making’. In other words, this discussion is
connected with political exclusion as the tribe Mao is not allowed to
take part in political participation due to various reasons.

Nagaland tribal communities

Nagaland is the North Eastern state in India consisted of total
population of 1,980,602 in 16 well recognized and many unrecog-
nized tribal groups with different linguistic and cultural specifici-
ties. Nagaland is domicile for many hybrid ethnic tribal groups as
it borders with Manipur, Burma, Assam, Arunachal Pradesh. Reli-
giously, Christianity is the religion of majority of the people after
the invasion from colonial forces. Consequently, tribal cultural ar-
tifacts has lost the vigor and overwhelmingly accommodated west-
ern culture like English language.Linguistically, they possess two
tribal languages; one which excludes one tribe from other and one
which include all different tribes. Nagamese language is used for
inter-tribal interactions and special dialects have been evolved for
an intra-tribal interaction.

Despite its being part of India in 1963, the ethnic identity has
been always superior to the national identity. This ethnic identity is
reflected not only in the relation with outside the state, rather it re-
flected through the stringent inside feud as well. Therefore, different
forms of suppression mechanisms were used like military interven-
tions and central governmental rule in this region till recently.

The tribal communities are very keen on preserving their iden-
tities which is why the political participation, preservation of tradi-
tional language, dress and rituals and practices are still important to
them. Therefore, they toil to preserve the tribal identity even though
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uncontrollable changes that are cropping up due to various mod-
ern transport and communication technologies. However, they have
been classified into forward and backward tribes on the basis of ac-
cess to modern elements. In other words, notwithstanding to their
traditional vantage points, this categorization is primarily based on
modernization parameters in terms of educational, health, govern-
mental job, economic status and political participation. There are
four major forward tribes called Lotha, Sema, Ao and Angami and
twelve backward tribes; Chakesang, Konyak, Puomei, Yimchunger,
Kuki, Rengma, Zeiliang, Sangtam, Phom, Puchuri, Khiamnuingan
and Mao. Most of the backward communities lie in Eastern tribes
therefore the term “eastern tribe” itself is equated with backward-
ness.

Social behavior of tribals of Nagaland

Every tribe is noted for its differences in terms of their cus-
toms, practices, values, mores and folkways. They are different in
language, dress culture, food culture, making and using weapons
and marriage and family systems, inheritance and socialization etc.
The tribal identity itself is the result of such traditionally evolved
linguistic and otherwise cultural artifacts. Though the interaction
with outsider world and overwhelming influence of Christianity
the western culture is visible among the Nagas, the preservation of
Naga culture is materialized by organizing special cultural fest and
passing the traditional behavior to the next generation. In fact, many
a time, it remains in those performance celebrations and absent in
daily life which ultimately lead to the death of beauty and original-
ity of indigenous life practices.

One of the important part of discussion is marriage and family
system where the Naga tribal people are practicing inter-tribal mar-
riage. There is no strict rule on tribal endogamy or tribal exogamy
though they are into endogamous system so that they can preserve
their tribal identity. Apart from that, since the patriarchal life and
patrilocal residence system are practiced, the female who comes
from other tribe is missing her tribal identity.

This non restricted tribal marriage practice is generally con-
nected interestingly with modern class category. In other words,
though the Naga tribes do not find any objections in choosing part-
ners from any other fifteen tribes, the forward tribes prefer them-
selves. However, this is not a tribal cause, rather a modern cause, for
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such a development.

Secondly, though the traditional tribal governance was led by
the chief who is either eldest of them or selected by the members of
different clans of each tribe, the modern political establishment tried
to incorporate its party politics without compromising its tribal rep-
resentation. All the forward and backward tribes are equally repre-
sented in the governance process.

Thirdly, the tribal people are different in terms of choosing the
source of life. Historically, hunting and agricultural practices has
been the sources of food and therefore, traditionally people of all
the tribes prefer to eat whatever they catch in hunting. This inclu-
sive non-vegetarianism is also a common defining factor of the Naga
communities. It is interesting to note that there are different kinds
of traditional weapons also which differentiate one tribe from other.
The social status was also determined as per their involvement in
the traditional way of hunting and how successful they are in find-
ing food. Now in the contemporary time, the government employ-
ment has been the major source of food and ultimately the source of
social status also.

Due to the status creation function of government jobs, the
education has been popular and English as a language got primacy
among Naga tribal people. All the backward and forward commu-
nities of Nagaland inseparably and indiscriminately appear in mod-
ern time mechanisms of entrance exams and certifications.

However, in all the social intercourses, Mao communities of
Nagaland are given non-discriminatory importance except in a very
crucial area of political participation and employment and competi-
tive examinations. Though the modern mechanisms are known for
its relations with democratic rights and liberty and inclusive devel-
opment, the Mao realities are different. Deliberate exclusion from
public sector and public exams and even from the political activities
are big questions of a sociological inquiry. What is exactly the base
of this self generated forced social and political exclusion? Is it tribal
identity, regional identity, state identity or something else that per-
petuate the exclusion?

Mao tribe: an introduction

Maos (also called Memei) are the tribal group scattered in the
border districts of Nagaland and Manipur for many centuries from
today.They are considered as the descendants from Angami and

Tribal Art and Society 77




Chakasang tribal communities, who developed a different tribal
name due to the familial dispute. As a tribal group they consist of
around fifty clans with special tribal language emela/maola and dress
nahra for gents and chikhena for ladies and other cultural specifici-
ties. The presence of this tribe in Nagaland is considered as later
happening as a result of migration from Manipur. Therefore, many
a time, they are recognised as ManipurNagas.

However, this tribal group has special lifestyle and tribal tradi-
tions and customary practices as any other Naga tribe has. The socio
cultural intercourses like inter-tribal marriages and family relations
are possible with any other tribal groups. Apart from their particu-
lar tribal language called emela, they use Nagamese language when
they interact with other Naga tribal people. Besides, the language
is much similar toAngami (tenyitie) and Chakasang dialects (khezha,
chokri, phola).

Majority of the people falls under the Catholic Christians by
religion which constitute half of the Catholic community of the oth-
erwise protestant Christian majority state. Though, they are Chris-
tian in conventional terms, their tribal ritual like “chuthini” which is
more of socio-cultural, rather than religio-cultural, are still accom-
modated in the religious festivals. For example, they sacrifice ani-
mals, which is more of the tribal character than a Christian influence.

As any other tribe, they cherish special traditional dress which
will demarcate them from any other tribal group of Nagaland.
Though all the tribal people are different from each other in terms
of their tribal culture, dialects, dresses, weapons etc. there are socio-
cultural elements that bind all the Nagaland tribes including Maos
to be identified as part of Nagaland. In other words, there is no
substantially notable difference which cannot be compromised in
making unity and which restricts interactions of each other in terms
of their socio-cultural specifications between Maos and other tribal
communities of the Nagaland.

Modern establishments and Mao tribe

Equality of Mao with other tribal community is stopped when
the modern political establishment of democracy and employment
in government sector come across. Though the state has been part of
India in 1963 and many democratic values are incorporated into the
political mechanisms, very important element of inclusion, which
otherwise was the basis of well celebrated 16 point scheme of gov-
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ernment of India to Nagaland, is still missing. One of the oldest tribe
called Mao is still excluded from the mainstream interactions and
interferences which is absolutely a threat to the integrity in different
ways. Exclusion of any group of people who are actually living in
a land for longer period of time causes the missing of tribal, state,
national integrity and ultimately lead to frustration. It is to be noted
that such an exclusion is not emanating from the socio-cultural fac-
tors, rather from political rigidity.

Mao tribal people’s political participation is interestingly very
selective and exploitative in nature. Though they are very much part
of political activities, their political engagement is restricted to cast-
ing votes and not to elect anybody as their representative to any of
the state legislative assembly or parliament. No political parties give
ticket to any of the members of this tribal members which ultimately
leads to the status quo of exclusion. This instrumentalisation of the
tribe is again the cause of political apathy among the members of the
group and many a time the new generation are openly not becoming
part of election exercises. This continuous pull back, but, from the
democratic involvement has not been properly met by the election
commission and also the governmental agencies are silent about it.

This non-representation in the political sphere of the tribe leads
to other gross issue to public involvement and participation like the
employment in governmental sector. Mao tribe is already counted
as one of the backward tribes of Nagaland which is deprived of vari-
ous spheres of public life. They are denied the opportunity to work
with governmental departments and sectors as they are denied to
take part in public qualifying examinations. This, again, leads to
keeping this backward tribe in the same stage of stagnation. No
party is bringing any amendment, as it was done in the case of Zeli-
angtribe, to accommodate Mao tribe fully and not making the instru-
ment to be used as ‘number” of political voting.

Apart from direct poltical representation and public examina-
tions, the Mao tribal people are facing the exclusion from within
as they are denied of governmental scholarships. They are consid-
ered as ineligible for claiming any kind of government sponsored
scholarships to the students of Nagaland. This trend again leads to
the hatred and apathy in the minds of youngsters who have been
part of schooling system in the state. Though they are educated in
the same school and their intellectual caliber is similar to any other
tribal student, there is no rational justification for the deprivation.
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This gross exclusionary practices is again not properly put up and
articulated at higher governmental level.Since all the deprivations
are inter-connected with political participation, this political and so-
cial exclusion are of gross repercussions.

Causes for exclusion

Even after their socio-cultural similarity with other tribal peo-
ple of Nagaland, the possible causes of deprivation can be of re-
gional, religious, state, or identity. Nevertheless, any of these causes
are not exclusively connected with this tribe. Mao tribe is considered
as situated in the eastern part of Nagaland which is considered as
the most backward areas which bear the brunt of cultural backward-
ness. However, this is not exclusively the case of Mao. Rather all the
other tribal group other than Lotha, Angami, sema, Ao are somehow
located in the eastern backward region of Nagaland.Secondly, their
deprivation may be because of religious practices of non-prolifer-
ated Christianity. Though majority of them are Catholics who stick
to traditionally bounded tribal practices, there are good number of
protestants among them. Thirdly, their relation with Manipur and
state rivalry can be another cause of poltical and public deprivation.
But, the interesting paradox is the partial usage of the people for
political benefit by the political elites from other tribes, which ulti-
mately loses the rational justification for the exclusion. Lastly, it can
be the tribal identity which is not counted in the official list because
of which they fall in the category of minority tribe. Again, the ma-
jority and minority is not the parameter of the political participation
and criteria of exclusion or inclusion debate in democratic country
like India. In short, there is no direct and clear justification for the
political exclusion of Mao tribe.
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2.5

A Report on Survey, Mapping and Docu-
mentation of Performing Art Forms of
Lakshadweep

Sajitha Madathil

It was the decision of the Folk & Tribal committee of Sangeet
Natak Akademi that led us to visit Lakshadweep, to do a cultural
mapping in the year of 2012. Having done this at numerous regions
in India we were hardly amateurs in the field of cultural mapping,
still the experiences at Lakshadweep was definitely novel. Right
from the time we started planning this documentation, the unique-
ness of this project filled us up with excitement.

Once we had made the decision to go to Lakshadweep, several
hurdles like getting the special permission from the Lakshadweep
administrator, procuring ship’s schedules post monsoon, the avail-
ability of vessels, boats and ships for the travel from one island to
the next, appeared in front of us. It was mainly due to the hard work
of the chairman of Lakshadweep Art Academy, Mr. Koya Koya we
could successfully plan a twenty days long cultural survey. It was
then, we were told by our friends in Lakshadweep that no matter
how much we plan, it will be changed even if there were no faults of
ours. We had reached on time for our ship at Kochi, on the very first
day and we were greeted with the news that ship has been delayed
by twenty four hours. The passengers who were the inhabitants of
the island waited, without any qualms. Waiting is an integral part
of their life; be it for education, medical care, clothes, vehicles, mate-
rial required for the construction of their houses, anything that had
to reach there from the Mainland. We can clearly see that they have
been considerably influenced by the culture as well as the media
there. They are attracted to the popular culture seen in Kerala. Be-
sides it is obvious that their language Jaseera is slowly absorbing
Malayalam in to it.

We started our journey to Kavaratti, the heart of Lakshadweep,
the next afternoon. The beauty of the deep sea, the sea sickness of
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the first ever sea journey, the boundless ocean, the solemn silence at
the night all rolled in to one experience like no other. The next morn-
ing we had the first sight of Kavaratti, as a mere thin line and that
was an unforgettable sight. Our plans at Kavaratti was to document
Ratheeb artists, to interview a few including the administrator and to
visit the Art Academy. For Kavaratti's inhabitants, Ratheeb played a
part in their life and their religious rituals. It is part of their offering
to the God, they conducted this in their places of worship, Mosques
and Jaaras- the tombs of their sacred people. While a Kuthuratheeb
is conducted, hymns known as Byth are sung with Duff as the major
musical instrument background in this performance.

Our documentation began by recording around a group of
hundred believers, from all age groups, performing Ratheeb on the
streets, courtyard of their houses and in front of the Mosque. Even-
tually when the performance moved in to the Mosque, the perform-
ers were still the members of this society. To the fast paced beats of
the Duff and the astounding hymns of Byth, the believers got their
bodies pierced with iron nails and there was not even a slightest
change in their expressions or bleeding. Those who were playing
the Dutff, the priests, the performers as well as the spectators, all ap-
peared to be in a state of trance during this stage of the performance.
The rhythm and the music dissolved in to their faith. We document-
ed this at the Mosque in Andrott and it was utterly a memorable
experience. Even though there were places where women were not
admitted and hence we had to witness the performances at those
venues on a monitor, the intensity of this ritual art form did not
escape any of us.

Kattuvili is an art form performed by women. Before the ad-
vent of the mechanical boats, the men in the island used to travel to
the main land as well as the other islands in sail boats. When the sea
became calm in the absence of wind, they found it hard to reach the
destinations and hence would be stuck in the sea for long durations.
Women waiting for their men folk, due to their grief in the absence
of their loved ones used to perform this at the Mosque courtyard or
at the seashore to the slow beats, as a form of a cry. Among the ritual
art forms performed by women, the one that has survived the test of
time is Kattuvili, even though it stands irrelevant today. To record
this art form in their traditional attire of kachi (mundu) and blouse,
was a huge challenge for me. The majority of women today have
taken to salwar kameez, pardha and saree; pardha being the most

Tribal Art and Society 95




popular among these. They have lost their unique style of jewellery
as well. Groups of women who perform Kaikottikali are prevalent
today, however they are not an integral part of their life like the Dol-
lipattu performed by the men. Interview with a few older women
revealed that they are a treasure chest of songs, which are part of
this art form. There was a time when women played a key role in
the celebrations and festivals, however today we can see that cultur-
ally they have been set to the side lines. Some of today’s women'’s
groups are familiar with only very few songs. Oppana is the most
popular and only celebrated art form performed by women these
days.

Talented groups of artists who can perform various folk art
forms of Kolkali, Parichakkali, Attam, Ulakkamuthu kalicompeti-
tively, can be still found in all the major islands. These groups per-
form in front of tourists almost on a daily basis. These performances
are inevitable in any form of celebrations. Except for Attam and
Ulakkamuttu, the rest of these folk art forms can be seen among
the Muslim communities of Kerala as well. Societal norms, religious
practices, attire, language, food and so on that we observed in Lak-
shadweep are quite similar to that of the Malabar region. The songs
for the various art forms are sung in Arabic Malayalam, Malayalam
and Jaseera. These are performed in reverence of the blessed souls of
the Prophets and the martyrs that the people believe in. Their faith
is united in one God and their prayers offered are either to him or to
the prophets whom they believe to be close to God and hence would
yield results to their prayers. Muhyuddhin Mala composed by Kha-
si Mohammed is considered as the first authored literature on the
Mapila songs. Even today most of the performances are based on
this literature.

We travelled across the Arabian sea of Lakshadweep to the
various islands of Kavaratti, Amini, Kalpeni, Kadmat, Andrott and
met the artists to document the above mentioned performance tra-
ditions. Artists from Kiltan and Chetlat also performed at Amini
and we successfully documented their performances as well. Our
journeys took anywhere between six to twelve hours, to reach the
next island. We carried with us two cameras and many other equip-
ment during these journeys and we travelled across the deep seas in
ships, half open boats, vessels many a times. After the initial appre-
hensions the deep sea ceased to frighten us. The nonchalance, which
is a part of the island’s inhabitants” life style engulfed us too. We
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also went through the risks involved in jumping in to smaller boats
from the large ships, the glitches faced by vessels during their jour-
ney in the middle of the ocean and how the boats get misdirected
in the hold of strong winds. It was not just the cultural aspects that
we experienced first-hand during our times there, we also bore wit-
ness to the life reality that faced them day to day, like how a delay
of the ship or vessel from the mainland can cause difficulties in food
supply and how they had to wait for a helicopter when they needed
medical care. The very first event of our visit to any of these islands
was to visit the police station in that island and sign in. And the
cops, with no cases, were more than willing to share information on
the inhabitant artists and cheered us up with their songs. We seized
this opportunity and took turns getting our pictures clicked inside
the empty lockups like tourists.

It was in a vessel we travelled to the Minicoy island situated
on the Indian Ocean. The common language that they used to com-
municate is Divehi, it is the national language of the Mali island.
The culture and tradition of this island stands apart from the rest
of the islands. The women in their society have a key role to play.
They usually wear long dresses, which are quite colourful and vi-
brant. Pardha is not seen here. The people here are much disciplined
and time conscious. Their traditions revolve around Mooppan and
Mooppathi, male and female chieftains respectively. Villages also
have the tradition of community halls, special housing for women
and so on. It is with great care and beauty they even store their
tools and equipment of daily use, they take pride in utilizing their
craftsmanship in every little aspect of their lives. Once we finalize
on a time for the shooting, we always found that they arrived quite
early and were waiting for us by the time we arrived. As a society,
they followed the practice of carrying out any activity under the su-
pervision of an elder. It was a completely fresh experience for all of
us. Lava, Thaara, Ashrimathi Beru were the traditional performing
art forms commonly found here and Lava’s movements depicted a
close resemblance to that of tribal dances. The head gear adorned
by these performers are decorated with flowers and is a speciality
of this particular art form. They perform to the rhythm of Dollock,
the traditional drum. Lava was banned many times and it has been
revived to the current glory only in recent times.

Bandhiya is a popular art form which does not have much his-
tory to call its own. The influence of the North Indian dance forms
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is quite obvious in Bhandhiya. Ashrimathi Beru is usually per-
formed during celebrations and this is basically songs to the beats
of Beru(drum). Both women and men sing as part of these perform-
ances. A lot of men come together to row their Jihadoni and it is a
matter of pride for them. The villagers take the decoration of their
boats very seriously and in a competitive sense. They ensured that
we also got to see how these boats are presented. Rowing songs are
an inevitable component of Lakshadweep culture and traditions.

Sea shores and the sea are very dear to these people. The effort
they put in ensuring that the sea shores are clean and seawater, de-
void of any dirt or pollution can be considered as a reflection of the
culture of Lakshadweep.

In the Kadamathu Island we were able to visit Sakariya Master,
the only individual who has ever won an award from the Akademi
within the Lakshadweep islands. Inspite of their impoverished
conditions they have safely stowed away the shawl and memento
which were presented to them inside a metal box. The prominent
artists found here are mostly his disciples. They even considered
our visit as a recognition. This journey enlightened us with the truth
that even under unfavourable circumstances there are artists who
live and breathe for their art and it is the perseverance of these art-
ists that ignited the soul of this society.
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2.8

Development Interventions,
Socio-Cultural Change And Impact,
Tribal Arts And Special Features.
The Case of Muthuva Tribes of
Eranakulam District, Kerala

Barsilla George

This paper mainly deals with the special features of Muthuvan
tribe, how it differentiated from the so called society and the major
arts and artistic talents of Muthuvan tribe in the Kunjippara colony,
Ernakulum district.

Muthuvans are found along the border between Kerala and
Tamil Nadu. Though they live not very far from other communi-
ties, they prefer not to associate with outsiders. When other people
began to move into their areas, many Muthuvans moved deep in-
side the forests, to isolate themselves. Those who did not move into
deep forests, continue to preserve their distinct identity. There is no
proper road access into most of their villages. Muthuvan houses are
still built in the traditional fashion. Mud is used to make the walls
and floors of the house and these are plastered over with cow dung.
There are no windows in the houses, and roofs are made of grass.
The houses have two rooms, but most living is done on the veran-
dah in front of the house- which is the family room. Boys and girls
who are ten years or older are no longer allowed staying in the fam-
ily home. They stay in a chavadi (dormitory) under the supervision
of community elders, until they are married.

The origin of the name Muthuvan itself has drawn so many
interpretations. A famous version is that when they left Madhurai,
they carried with them the goddess of Madurai Meenakshi on their
back and since then they were known as Muthuvans. It is also stated
that during their flight to the hills they carried their children and
belongings on their backs, and after settling in the hills they called
themselves Muthuvans. Today, one can still see the Muthuvassis
(female Muthuvans) carry their little children on their backs. The
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Muthuvans carry their belongings on their backs, not on their heads.

The Muthuvans have a dialect of their own (Enavan Pech), close-
ly allied to Tamil, with a few Malayalam words. The dialect is a
debased form of Tamil. But it has no script. Now most of them are
following Malayalam script.

While coming to the dress pattern and ornaments; lamguti and
cloth (kechchu) of the Tamils are worn by men. A turban is also
worn called Uruma or Urumaala and a cumbly or blanket is invari-
ably carried, and put on when it rains. Ear studs (kadukkan) made
of gold, with bits of glass of different colors in them, and also silver
or brass finger and toe ring, and sometimes a bangle on each arm or
on one leg. They are supposed to grow lengthy hair and make tuft.
Nowadays, the discarded coats of the planters and even trousers
are worn by them and they are not strictly adhere to the traditional
dress pattern.

The Muthuvan eat a pudding prepared out of ragi, known as
korangatti, which forms their staple food. Ragi, Tenay, maize, tapioca
and sweet potato are also grown and consumed as subsidiary food
items. Fish caught from the streams and rivers forms their regular
side-dish for most of the year. Various types of wild yams, roots,
tubers and pulses are also consumed. The most colorful and signifi-
cant feature of the communal life of the Muthuvan is their dormi-
tory system. ‘There are separate dormitories or bachelor-halls for
unmarried boys and girls in every settlement. Children, both male
and female, after attaining the age of nine or ten years, become the
members of dormitories and start sleeping in their respective dor-
mitories during night times. Till they get married, they continue to
sleep there. Boy’s dormitory is known as Saavady or Saavadi voodooor
Sattiram or Ilanthari madam. The girl’s dormitory is called the Thinna
veedu or Muzhukku veedu or Kumari Madam.” The Muthuvans always
emphasize the need for group living. Mutual aid is a predominant
characteristic of Muthuvans.

According to lyer (1937), the Muthuvan are tribal religionists.
Further he also states that ‘the Muthuvans show signs of influence
of Hinduism on their religion and adopted some of the forms and
rituals of Hindu-worship’. Hindu pantheon gods and goddesses
were worshipped by the Muthuvans now like Vinayakan, Muru-
gan, Meenakshi etc. They also worship the malevolent deities like
Karuppu Swami and Mariyammaso as to avoid disasters and calami-
ties. Worship of the spirit of ancestors is very popular and they have
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faith in jungle dwelling spirits. Their worshipping are done always
in the presence of manthrakkaran. He is a witch doctor too. Thai Pon-
qual, celebrated for a week in the month of January-February (Thai),
and Karthika, in the month of November, are the two major festivals
celebrated by the Muthuvans.

They are rich in skills in creating the unique bamboo mats and
handicrafts items with various designs which was unknown to the
outside world. Their mats are so nice that one can sleep on it and if
properly kept, it could be used for a very long time. They call the
mat “Kannadipaya” (mirror mat) due to its nice surface. Muthulak-
shmi, a skilled artisan in this field said that the new generation is not
interested in learning the skill from the elders.

The knowledge of medicine of Muthuvans was not acquired
by them intentionally, but through their experiences in everyday
life. The methods and techniques developed by them are symbolic
and expressive rather than scientific and experimental. But most of
them can stand the rigorous test of the scientific standards of mod-
ern medicine. Plants and plant derivatives form major constituents
in most of the medicinal preparations. They do not store medicines.
The medicine men opined that the efficacy of the medicine will be
lost as a result of storage for long periods. Now, the deforestation
resulted in the scarcity of various precious medicinal plants. They
collect it from the natural habitat and they never cultivate them for
their use. There was a specialist medicine man known as Vaidyan,
whose duty is to collect medicinal plants, preparation of medicine
and treatment of the patients.

Muthuvans are experts in preparing Maravuri, a type of cloth
from the bark tree Aranjali (Antiaris Toxicaria (pres.) Lesch.) This
skilled work was carried out after constructing tall supports around
the tree, require much experience. The bark is carefully removed
with a sharp knife; bark is softened by beating with wooden ham-
mers, and separated and cured by sun drying. It is used as bed
spread also. As modernization is fast progressing, the new genera-
tion is unaware of the technical know how to prepare the bark for
cloth. So it is highly important to record and preserve such valuable
information’.

*Arenga Wightii Griffis a palm and Muthuvan utilizes this plant
for extraction of starch and palm wine. They have developed and
standardized their own techniques for extraction of starch and palm
vine. The starch extracted is used for the preparation of various

Tribal Art and Society 107




dishes while palm vine is consumed directly without fermentation
during the famine period. They could also be utilized for the pro-
duction of value added products such as palm jiggery, soft drinks
and clean starch. It is the need of the hour to record and reserve
such time tested valuable traditional practices before it lost forever’.

The Muthuvans use a variety of bows and arrows, slings and
snares, besides blow tubes for attracting birds and small game ani-
mals. They have glorious collection of superstitions and folksongs.

During the time of muthuvan marriage a group of people
called doyimmakkar (group of cousins and relatives) from the groom
side will go for the bride viewing. When both the bride family and
grooms family like each other the marriage would be conduct as
soon as possible. During the wedding day the bride’s team (doyim-
makkar) will hide the bride and the groom and his doyimmakkar will
have to search the groom. In the time of searching the girl they all
sing special songs and play dance. This program sometimes contin-
ues some days. Once they get the girl will take her to the home. They
give more importance to this occasion for performing the dance and
song in a very pleasant way.

During the time of elder people’s death all the Muthuvans will
bury them in the forest very silently. Once the burial is over they
sing special songs and play dance. By doing this they are giving
respect to the diseased person.

Swami oot (feeding deity) is one of the special program con-
ducted by the Muthuvans every year in the month of December. It
is a one week religious festival. All the members of the family will
participate in it. Everyone will go to temple and give all the food
items. Then the swami will kill the hen and drink its blood in front
of everyone. Then he will take the food and go to the entire house
for serving it. All the men and children will follow him with dance
and special songs.

The Muthuvans are the best stewards of the natural resources.
No nature conservation efforts would be a complete success without
ensuring the support of the tribes of local inhabitants of that region.
There are lots of ways we can learn from these tribes in understand-
ing nature and devising ways to conserve her riches. Anyway,
plans and projects for their development should be in accordance
with their traditional living system. It is highly essential to preserve
and record their unique knowledge systems for the future genera-
tions. Literacy and Education can change their lives and powers of
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exploitation and bondage. Knowledge can broaden their minds to
the future and also wisdom can open their hearts to preserve the
hills and nature.

The Muduvans are a tribe of hill cultivators in Coimbatore, Ma-
dura, Malabar and Travancore. They are found in the Adimali and
Devikulam forest regions of Idukki district. There are two different
groups among the Muthuvans and they speak slightly two different
dialects. Hence they call each other as Malayalam Muthuvan and
Paandi Muthuvan. Malayalam or Naadan Muthuvans are seen in
the Adimali areas and the Tamil or Paandi Muthuvans are found in
the Munnar and Devikulam areas.

Urumalkettu is the ceremony for boys, performed when the
boys reach the age of 12-16 and it is on this occasion that the boys
are made to wear the long cloth over the head for the first time.
Traditionally, the Muthuvan men never used to cut their hair. They
used to tie their hair under a 3-4 meter long cloth worn over the
head, which is called thalappavu. If a Muthuvan removes the thalap-
pavu it means some sad thing has happened in the kudy, like death.
Nowadays, the Muthuvan men cut their hair. The boys are made
to grow hair for sometime before the ceremony of the urumalkettu
and after that ceremony they readily cut it. It is the uncle’s son who
performs the rituals on this day. On this day the boy is taken to all
the houses in the kudy where he is mocked by the family members
by throwing mud water and cow dung on him. In the evening the
boy’s family invites all the members of the kudy for feast. The boy re-
moves the cloth from the head within a week or a month depending
on the convenience of school going children. School vacation is con-
sidered as the favourable time to perform urumalkettu. Kondakettu is
a ritual performed when a girl reaches the age of eleven or twelve.
Her maternal cousin (sister) and friends tie her hair like a ball, konda.
The girl begins to wear melpudava on the same day. From that day
onwards, she is supposed to knot her hair always and she is never
allowed to open her konda in front of others especially men. They
wash their hair and tie the wet hair. A Muthuvan woman is made to
open her hair at the time of her husband’s death. Thalemutt is anoth-
er important ceremony in a girl’s life, which celebrates menarche.
They celebrate it like a marriage ceremony. Traditionally, soon af-
ter the ceremony of thalemutt the marriage of the girl used to be ar-
ranged. Nowadays, in Ampalapadikudy people celebrate kondakettu
and thalemutt on the same day. Sometimes, if the girls are study-
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ing outside Edamalakudy and staying in the hostel; the ceremony
is arranged when they come to the kudy during vacation. However,
in Andavankudy people celebrate kondakettu and menarche as two
different rituals. Not many girls from Andavankudy are studying
outside. Earlier, Muthuvans performed these two rituals separately
even in Ampalapadikudy and now, that is merged together in Am-
palapadikudy. But, Muthuvans of Andavankudy perform it sepa-
rately. In this kudy we can observe transformation in the practices of
rituals. School going children’s convenience is the prior concern of
Muthuvans of Ampalapadikudy in performing these rituals.

Muthuvans are the least educated tribes of Kerala (69.78%).
Moreover, they have low sex ratioand that too in the age group of
below six years is 943 (census 2001). Most of the deliveries takes
place in the kudy itself. According to National Family Health Sur-
vey (2005), Idukki is one location, where women get least antena-
tal care and least trained attendants support during the delivery.
The numbers of home deliveries are also the highest in Idukki when
compared to that of other districts of Kerala. They have their own
system of living inside the forest and at times the external interven-
tions spoil their closeness to nature and push them into a dilemma
of being torn between ‘tradition” and ‘modernity’.
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2.9

Muthuvan Traditional Art Forms And
Practices: Problems And Challenges

Rajendran.C

The Muthuvan people live on the border hill forests of Kerala
and Tamil Nadu. They are found in the Adimali and Devikulam for-
est regions of Idukki district. The highest concentration of these peo-
ple is on the Anamudi hills, the highest peak of the Western Ghats.
These Muthivan tribes love to live peacefully in the laps of dense
forests.

The origin of these Muthuvan tribal societies has got a signifi-
cant history behind. As per the observation of many anthropolo-
gists of the Indian territory, the Muthuvan people were obedient
subjects of the royal dynasty of Madurai. In fact the popular legend
is that when the dynasty was thrown out of power, these existing
royal members immigrated to several places of the central Kerala,
like Travancore, and accompanied the famous dynasty of Poonjar.
While going to Kerala state, the Muthuvan tribes carried along with
them the images of the deity of the royal family, Madurai Meenak-
shi, at the back of their bodies. What is also interesting is that the
word Muthuvan has been taken from the word “muthuku” which
stands for back in both the Malayalam and Tamil languages.

Indian anthropologists have thrown some lights on the lifestyle
of these Muthuvan tribes. It is one of the few tribes who have still
abstained from developing connections with the people of the out-
side world. These Muthuvan tribes have restrained from partaking
academics and education. So that most of these Muthuvan tribes
also refuse to maintain connection with other tribes also. Especially,
the Muthuvan females have to obey to the strict rules of the society
of not to maintain any relation with the people outside their tribal
community, including all the males. Instances are cited where it has
been found that the Muthuvan females had to stay aloof and live an
isolated life in the bamboo huts without talking or even seeing men
outside the Muthuvan tribe.

Agriculture is the main occupation of these Muthuvan tribes,
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producing quite a number of products like ragi, cardamom and
lemon grass. They have got three to ten acres of forest lands allotted
for farming and other related activities. However, these Muthuvan
tribes also being exploited by the mediators. Taking advantage of
their simplicity and lack of awareness, these people pay less for vari-
ous products like cardamom.

By nature, Muthuvan tribes have very much adopted to the
habitat of the wild forests. Generally, they swallow water from the
dense forest streams, devouring wild roots and living a simple and
hassle free life. Thus in many respects these tribes are quite differ-
ent from all the other tribal communities in India. Just like many of
the tribal communities of the Indian subcontinent, Muthuvan tribes
have also developed addiction to tobacco and that too at a very early
stage of their lives.

They are exclusively different from the other factions of the
tribes in many factors. They are very reluctant and afraid of being
united with the other clans of the tribes and civilized people. They
like to live a secluded life fostering their own culture.

Settlements

Muthuvan make their settlements in the middle of the slopes
of hills. These settlements are from 4 km to 25 km far in the forest.
You may have to go trekking through the one-foot path in the forest
as much as six hours to see some settlements. The Tamil Muthuvan
like to live in clusters and the Malayalam Muthuvan are spread out
throughout the cultivable land. In Idukki distict there are more than
90 settlements. Edamalakudi is the only tribal Panchayath in Kerala,
habituated exclusively by Muthuvans.

Occupation

Muthuvan gather food and forest products available. Honey,
natural spices and some wild flowers called pathiri are the common-
ly available products. After the pongal( a regional seedling festival)
celebration and a special worship for the purpose, they go in teams
to the interior forest. This will take days and weeks together during
the three months beginning from March.

Cultivation

The Tamil Muthuvan mainly depend on the forest products and
cultivate tapioca and few others cereals. The Malayalam Muthuvan
cultivate rice, ragi, banana and maze. They also grow cash crops
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such as ginger, pepper, cardamom, beetle-nuts and lemon-grass.
More often the local traders and merchants reap the real benefits
of these cultivations. Muthuvan are short-sighted. They live on a
daily basis. They either lease out their land or give the crops on ten-
der. Since they do not know how to bargain, they are the losers. In
times of emergencies they run to the local merchants who are kind
enough to give them advances thereby buying the rights of harvest-
ing. These lenders will wait for the reaping season and estimate the
quantity and fix the prices themselves. Sometime these poor farmers
still be on the deficit and debt. The government has some measures
of giving loans and advances. Since the amounts are limited and the
procedures formal, they find the local money lenders handier and
easier. The lacks of foresight of these tribals keep them in consistent
poverty not allowing them to come up in life.

Economic Conditions

The backwardness and the poor living conditions of the Sched-
uled Tribe population are of major concern. Most of the tribal people
have a low economic profile and lead a miserable life. They consti-
tute only 1.14 per cent of total population in Kerala(Economic Re-
view, 2009).

Transportation and Communication

Only jeeps can travel on the hilly, mud and rocky roads. After
a few kilometers from the main roads, most of it is a one-foot path.
Things and products are carried as head-loads. Letters and govern-
ment notifications come to the local shop keepers who disburse it
to them. A few of them are literate. According to the 1991 census
records, the literacy rate is 20-30%. Intercommunity communication
takes faster. For any important matter which applies to the whole
community or village, they gather at the sathram (Community home
for males), a common meeting hall.

Social Administration

The law and order in the community is handled by a council of
elders under the leadership of the Kani, the head man. The elders
select the kani. Another leader name is Thalaivar (head of the com-
munity) He supports Kani in the administrative matters. They have
various penal codes for protecting their traditions and moral stand-
ards.

Traditional practices such as Urumal kettu ( for boys), thanniyala
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(for girls), thinnaveedu (valaymapura), sathram, pongal, and harvest-
ing poojas are still alive amongst the community. Koothu, performed
during festivals or in pongal, Mayilattam, Kavadiyattam, Ashapattukal,
and Koyattam are the major traditional art forms of the community
and they still have ritualistic and social relevance.
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Section 111
Tribal Art and Life
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3.1

Through the Caves of Sipapu:
Eco-Aesthetics, Ceremonial Time,

and the TribalArts of the Hopi, Navajo,
Pueblo and Zuni Native American
People.

Damon Montclare

Towards an epistemology of indigenous artistic traditions of
the Southwestern United States of America, this paper will consid-
er tribal perceptions of the relationship between ecology and art,
through an analysis of oral history, ethno-botany, and ceremonial
arts. Tribal consciousness of the biosphere, including mountains,
caves, aqueous springs, plants and animals, will be discussed- in
particular, the notion of the Sipapu- that waterfalls, mountains, and
caves are portals to the spirit world. This knowledge is explicated
in Native American oral myths and legends, such as those of So-
tuknang, the Hopi creator. This folklore is of importance to the study
of the indigenous tribal history of the Southwestern United States of
America. The ecosphere, observed in Hopi myths as Corn Mother or
Spider Woman, has been compartmentalized and divided into indig-
enous reservations, national forests, and commercial lands in South-
western region of the United States. At the same time, a cultural
and artistic syncretism of the Tribal, Spanish Colonial, and Anglo
peoples can be observed.

Navajo

The Navajo tribe has approximately 300500 members. The Nav-
ajo Nation covers 71,000 square kilometers of land in Arizona, Utah,
and New Mexico. The Navajo language is spoken throughout the
region. Navajo is a Southern Athabaskan language of the Na-Dené
family. English is commonly spoken on tribal lands. The Navajo are
best known for their silver smiting with turquoise stones and weav-
ing artwork. Turquoise is a bluish-green stone, typically opaque,
consisting of hydrated phosphate of copper and aluminum.
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Zuni

In 2015, 19,228 people were enrolled in the Zuni tribe. The Zuni
reservation is 23 square kilometers. The Zuni traditionally speak the
Zuni language, a language isolate that has no known relationship
to any other Native American language. The Zuni artists are most
known for their carvings, pottery and silver smiting. Religion is cen-
tral to Zuni life. Their religious beliefs are centered on the three most
powerful of their deities: Earth Mother, Sun Father, and Moonlight-
Giving Mother, as well as Old Lady Salt and White Shell Woman, as
well as other katsinas (spirit beings).

Hopi

The Hopi are a Native American tribe, who primarily live on
the 6,557.26 square kilometers Hopi Reservation in northeastern
Arizona. As of 2010, there were 19,327 Hopi in the United States,
according to the 2010 census. The Hopi language is one of 30 in the

Uto-Aztecan language family. Hopi tribal artists are best known for
their katsina dolls.

Pueblo

In the 21st century there are 21 surviving pueblo communities
in the Southwest of the United States. Taos, Acoma, Zuni, and Hopi
are the best-known Pueblo tribal cultures. The main pueblos are lo-
cated primarily in the present-day states of New Mexico and Ari-
zona. The Pueblo Indians are famous for their pottery and architec-
ture. Taos Pueblo has a reservation of 95,000 acres (38,000 ha), and
about 4,500 people live in this area. The Taos tribals speak the Tiwa
Language. Tiwa is a Tanoan language. According to the 2010 United
States Census, 4,989 people identified as Acoma. The Acoma Indian
Reservation covers 1,541.033 km?. The Acoma language is classified
in the western division of the Keresan language group. In contem-
porary Acoma Pueblo culture, most people speak both Acoma and
English.

Katsinas

In the Southwestern part of the United States of America, there
is the belief that akatsina is a supernatural being. Katsinas are rep-
resented by tribal ceremonial dancers, and katsina dolls are small
carved wood sculptures that are given to tribal children as teach-
ing tools to facilitate the transmission of oral folklore and religious
knowledge. There are more than 400 different katsinas in Hopi and
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Pueblo culture. It is said that the Hopi recognize over 200 katsinas
and many more were invented in the last half of the nineteenth cen-
tury The local pantheon of katsinas varies in each pueblo community;
there may be katsinas for the sun, stars, thunderstorms, wind, corn,
insects, and many other concepts. Katsinas are understood as hav-
ing relationships: they may have uncles, sisters, and grandmothers,
and may marry and have children. Although not worshipped,each
katsinais viewed as a powerful spirit being who, if given veneration
and respect, can use his or her particular power for human good,
bringing rainfall, healing, fertility, or protection.According to one
version of Hopi belief, the katsinas were benevolent spirit-beings
who came with the Hopis from the underworld. Within Hopi reli-
gion, the katsinas are said to live on the San Francisco Peaks near
Flagstaff, Arizona. Almost all other Pueblo villages in the Southwest
practice katsina ritual dancing. The Zuni closely resemble the Hopi
Katsinas.This indicates a close relationship in the past.

During katsina ceremonies, each child receives their own doll.
The dolls are then taken home and hung up on the walls or from the
roof beams of the house, so that they can be constantly seen by the
children. Among the Hopi, katsina dolls are traditionally carved by
the maternal uncles and given to uninitiated girls at the Bean Dance
(Spring Bean Planting Ceremony) and Home Dance Ceremony in
the summer.

Ceremonial Time

A methodology of Tribal Art History, that considers divergent
ways of reckoning time, namely ceremonial vs. progressive time, is a
methodology to be examined-- and how this diverse understanding
of time impacts historiography. The preservation and understand-
ing of tribal languages, rhetoric, and biodiversity, but also especially
time reckoning is of great importance to the study and perpetuation
of endangered indigenous artistic traditions such as thekatsinaper-
formances. The tribal ceremonial dances are performed during spe-
cific phases of a cyclical calendar.

The members of these tribes construct a ceremonial space as
a location for ritual performance. This sacred space is perceived as
not only the womb of Spider Woman but also a shamanic portal into
the underworld and heaven. Tribal ideologies emphasize the suste-
nance of biodiversity. Specific plantsare used in tribal art as dyes,
pigments, ceremonial objects, as well as for ritual performances, for
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making masks, body paint, and medicines. For example, the yucca
plant is used to make ceremonial whips, but also sandals, shampoo,
and anti-pain medicine. In the creation of Tribal Art History, a con-
textual, interdisciplinary analysis is affirmed that also includes the
study of oral history, ethno-botany, as well as pottery, architecture,
ceremonial objects and music.

In late November, a chief katsina, Soyalkatsina, begins the katsi-
na season by walking along the trail into the village like a weary old
man or someone who has had too much sleep, singing sacred songs
in a low voice; He then opens the main kiva, signaling that it is time
for the katsinam to come out. Their emergence reenacts the arrival
of the Hopi into the “fourth world.”

The structure of the kivas symbolizes the three other worlds
that all beings, including the Hopi, passed through. Beneath the
floor level is a small hole in the ground called sipapu which comes
up from the first underworld of fire. The floor level represents the
second world of air, the breath of life. A raised seating area is the
third world, the world of water, the blood of life. A ladder goes up
through the roof to the fourth world.

Rock Art

This essay includes a contemplation of the rock art of the re-
gion, including petroglyphs, pictographs, and geoglyphs as exam-
ples of pre-historic technology, such as those for the recording of
astronomical movement.

Fajada Butte is an isolated hill in Chaco Culture National His-
torical Park, in northwest New Mexico, United States of America.
Although there is no water source on the butte, there are ruins of
small cliff dwellings in the higher regions of the butte. Analysis of
fragments of pottery found on Fajada show that these structures
were used between the 10™ to 13" centuries. Historiansgenerally
concur that the light and shadow phenomena at the rock art site
were intended to mark the arrival of the sun at the solstices and
equinoxes.

Conclusion

In conclusion, this presentation proposes the following: this
contextual art historical methodcan also include an inquiry into the
agency and education of the tribal artist practicing these traditional
art-forms.
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Section IV

Tribal Art and Popular Culture
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4.3

Re-locating the Tribal Identity: Indian
Cinema, Art and Popular Culture

Jaincy John

“The principles of true art is not to portray, but to evoke.”
- Jerzy Kosinski, Polish writer
“Culture is the arts elevated to a set of beliefs.”
- Thomas Wolfe, American writer

Art is the ultimate way of creative expression. It exists prior to
science, history, politics etc. and stands as a witness to the develop-
ment of all these different systems of knowledge. The elements of
creativity, imagination and originality in an art form differentiate
it from other technical or scientific forms of human thought. Art is
often defined as the axis of culture and identity as one community or
small group as a social structure carries its own traditions and ways
of life to be distinguished from another.

‘Tribal art forms of India” is our primary concern here and the
term is very broad beyond limited definitions and defined limita-
tions. The term “tribal” came to India by the British colonial admin-
istrators and is still in use. Indian Constitution includes hundreds of
various communities under the tagline of “tribes” and defines tribal
status by “tribal origin, primitive way of life, remote habitation, and
general backwardness in all regions”.

The term “tribal art’ generally indicates the traditional art of in-
digenous natives from tribal societies and it includes various dance
forms, songs, cave engravings, body paintings, tattooing, sculpture,
rock and bark paintings, wood carvings, textile arts etc. Michael
Foucault points out art should not be something exclusively related
to objects but to individuals and their life and this paper also focuses
on tribal art forms as expressions of life. May it be a part of temple
sculpture, a decorated mask or a ritualistic dance or song; all of them
are pieces of great tribal culture and tradition articulating the very
life of a group of people. While the mainstream culture celebrates its
symbols glorifying them as something sublime, tribal art forms are
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often neglected and de-graded.

Ram Puniyani in his ‘Caste and Communalism” (2015) men-
tions the current political atmosphere of India and tells that “the
adverse impact of globalization, rise of communal mobilizations
and the increase in the religiosity all around strengthens sectarian
violence and atrocities against adivasis, dalits and women.” In such
a situation, where the anti-dalit agenda is being proclaimed, I would
like to consider the preservation of tribal art and culture as a way of
liberation and revolution. We have a past of people’s movements
of leaders like Phule and Dr.Ambedkar, post-independence dalit
movements and now, identity politics of leaders like Mayawati. In
a political scenario where cultural heritage and past are being used
to re-create a new nationalism, re-claiming tribal culture has become
a necessity and the only way to do so is of course, the elevation of
different tribal art forms.

Cultural Studies and Tribal Arts

Cultural Studies can be regarded as the most appropriate tool
to discuss and analyze tribal arts and identity. This theoretical
movement of the 1990s is interested in culture as a comprehensive
discourse-based phenomenon. To elaborate, ‘culture’” which was
earlier defined as “the best that has been thought and said in the
world” (‘Culture and Anarchy’, Matthew Arnold 1869) started to
be perceived as something artificial and manufactured, moreover,
as the “arbitrary and provisional end product of an endless series of
interactions and exchanges” (Bertens, Hans,2001) by the emergence
of Cultural Studies. Cultural arte facts (cinema, food habits, music,
sports etc.) and their meanings are created and organized by the
power relations in human society, and the new academic discipline
is interested in the process of this ‘culture creation” operating in and
around us.

In the 19" century Europe, the term ‘culture’ signified the hab-
its, customs and tastes of the elite or the upper classes. By the influ-
ence of the many theoretical frameworks of Cultural Studies, today
we perceive ‘culture” as the mode of generating meanings and ideas,
and these meanings are generated by elite groups. The non-elite cat-
egories like tribes and indigenous people and their views on life and
art, are thus rejected as “tasteless’, “useless” and even ‘stupid” by the
elite as Nayar describes it in his ‘Introduction to Cultural Studies’
(2008).
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In the background of the Aryan supremacy in India’s historical,
political, economic and cultural fields also, such an alienation and
discrimination is explicit. But we cannot avoid the many optimistic
tendencies of Indian democracy and the efforts to elevate the over-
all status of tribes and unprivileged groups. The peculiar subjective
understanding of anything related to tribes as something “barbaric’
has not changed as the social stigma is that much deep-rooted and
that is why we see even politicians bearing responsible positions
sometimes pass derogatory comments towards tribes and dalits.
The sublimated position of tribal art forms can definitely re-write
the preface given to tribal identity and culture if and only when the
ideology of culture creation is taken care of.

As the arguments of cultural theorists puts it, certain compo-
nents of culture get more significance and visibility. Mainstream
culture and its symbols thus become the very identity of a whole
society whereas art forms of the unprivileged groups remain side-
lined resulting in a ‘lack of culture” feeling in them. On the other
hand, attempts of acculturation, by which cultural modification oc-
curs through the meeting of cultures also happens by which there
are possibilities for the ultimate loss of tribal traditions and culture.

Representation in Indian Cinema,
Art and Popular Culture

Cinema is a discourse of utmost potential in India. It not only
reflects but also influences the tastes and habits peculiar to Indian
society. Therefore, it becomes essential to study how tribal art and
identity is being portrayed in films in order to chase the intricacies
in tribal-identity formation. Being a profit-based industry, it is no
wonder that the ideology and politics in most of our films often per-
tains to the interests and values of the mainstream. The type of cat-
egorization using which our constitution assures ‘tribal” rights, in
fact as “flattens a vast diversity of cultures and identities into one
generic descriptor, but- in matters of media representation- it has
acquired a certain set of stock tropes.” Cinema and visual culture
on the whole uses images from tribal culture to invoke certain ef-
fects- ranging from ‘the unnatural” and “the strange’ to “the exotic’
and “the other’.

In an interesting article published in The Caravan, Sohini Chatto-
padhyay (“Unnatural State: the Changing Representations of Tribal
People in Hindi Cinema”. Feb 2016) examines the different repre-
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sentations of tribal identity and culture in Indian cinema. In Bahubali
(2015), there are two tribal communities included within the plot,
the unnamed community that raises the hero- they worshipped Shi-
va, their chunky jewellery, the woman'’s hair tied off-centre and they
wear no blouses (classic markers of tribal people in Indian cinema)
indicates friendly profiling. The other one, the Kalakeya people are
presented as monsters, ugly, uncivilized, unhygienic etc. and their
language Kilikili (developed for the film by some experts) has no
subtitles either but a translation within the dialogue. It is ironic that
such an exposition becomes possible in a Telugu film, considering
the fact that South India is a platform for many political movements
against the demonization of the region’s people by Aryans of the
North. If we take Bollywood an exoticised and simplified ‘noble-
savage’ identity (tribal person as the child of earth) was given to
the tribal characters. The number of movies where tribal characters
are given proper spaces and identity has increased over the years
(Raavan, Veer, Three Idiots, and Mary Kom). Earlier, tribal charac-
ters were shown dancing and singing with terrific energy in erotic
costumes.

In the Malayalam movie Salt and Pepper the figure of a tribal
leader was used as a symbol to compliment the hero’s lonely life.
Sangamam is a Tamil film which explicitly shows the gap between
the arts of ‘high culture’ (bharatanatyam) and ‘low culture’. The
film leads itself further on the parallels of a love story between a
caste-Hindu bharatanatyam dancer and low-caste dancer. The cli-
max shows the victory of love but the hero’s father becomes the
scapegoat (as a low-caste in cinema often has to be dead to gain
his dignity-the Karmic hero). In many Malayalam films Kalabhavan
Mani was given characters of tribal identity.

In many movies the tribal art forms, dance and music are being
used to add the effect and mood of the many different cinematic
situations. Contemporary film music is in fact, full of folk and tribal
elements. Contemporary music and film culture promotes, adopts
and adapts indigenous art forms and what is interesting for our
study is the ideology behind such an accumulation or inclusion.
Popular music bands like Ooraali follow and formulate exceptional
tribal identity. The lyrics used, music instruments, on-stage per-
formances, costume of the singers, brochures of music programs,
live performances etc. are loaded with peculiar tribal elements. In
the fields of fashion tribal jewellery, costume designs, textile prints
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etc. possess a statement value, nowadays. The popular conscious-
ness and imagination has accepted tribal identity, as a cult in fact.
James Clifford in his “On Art and Culture” examines how cul-
ture is being created around different tribal arte facts and their col-
lection. As he describes, tribal culture becomes instrumental in cre-
ating a Western subjectivity. Likewise, the political appropriation,
and manipulation inside the process of this re-location of tribal iden-
tity is something related to the identity of the mainstream subject in
India. This is something “inescapably connected to obsession, to re-
collection”. In India, at present we have film festivals, and museums
exclusively for tribal art forms. How these are being perceived in a
general society, how the original tribal identity is being transformed
for market values etc. are pertinent questions. In a world of globali-
zation and glocalization re-locating tribal identity becomes prob-
lematic. We should focus on the preservation of tribal culture and
identity as such. Tribal culture has become tribal art forms made,
marketed and consumed. What we have to be reminded of constant-
ly is Jeff Richards” words-“Creative without strategy is called “art’.

i

Creative with strategy is called ‘advertising’.
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