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ABSTRACT

This paper examines the aesthetic sense and technical aspects of the
ethnic painting/tribal folk art of the Nilgiri Kurumbas. Ethnic painting in
general articulates the aesthetic expressions of tribal/folk life and hence
is symbolic of harmonious blend of nature and the human. They are
painted on the walls of their huts and the colours used are mainly herbal
extracts and fruit juices. A study of Kurumba painting against Neolithic
art or prehistoric rock art would reveal a lot about the evolution of tribal
art and the mysteries of tribal life.
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I ntroduction

Tribal folk artisgeneraly known as* ethnic art’ and one such ethnic
artformistriba panting. Indiantriba paintingsarehighly diversein character.
Eachtriba group, however smal it may be, hasitsown significant and unique
syle. Thoughsimpleinnature, their paintingsare highly expressveand full of
vitality. They expressthewhole story of themateria lifeof atribal group and
serveasaveritable visual source of study of thetribal communities. The
present study, while attempting to give abroad ideaof the diverse aspectsof
oneof therichculturd heritageof India, ethnic paintingsin historical perspective,
asoamsat familiarizing one of theforgotten ethnic groupsof South India,
Alu Kurumba of the Nilgirisand their paintingsto art historians and art
lovers.

Historically, the tradition of the engraving and painting on the
walls of natural rock is the artistic expression of the pre-historic cave
dwellersall over theworld. Archaeol ogists haveidentified that the early
rock-art paintings and engravings corresponded to different periods of
the Sone Age and even continued up to ashort span of the early historic
period. For a long time the rock-art of the world was an enigma for
archaeologists and historians. The entire surface of the rock shelters
contain engravings and paintings of different themes involving human
beings, animals, trees and geometrical pattern, each one is different
according to the taste and culture of the pre-historic communities. The
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colour used is red-ochre, grey saffron, pinkish buff and brownish
yellow.Sonawane argues that art is mostly a reflection of the human
mind to a changing environment and culture. From times immemorial,
such creative works of human origin have been controlled by hisfeeling
of visual space and reflected how men perceived the world (2002:266).
LeroiGourhan (1968: 48) has remarked that in a society models of
weapons change very often, models of tools less often, and social
institutions very seldom, while religious practices continue unchanged
for millennia. Against this background it is not difficult to trace out the
roots of the ethnic paintings from the pioneer rock engravings and
paintings.

Ethnic Painting: Features

Ethnic art isaterm used to define severa typesof aborigina artin
theform of painting, metal work, wood work, bead making, jewe lery making
etc. Paintingsare one of the most important expressions of aboriginal art.
Ethnic paintingsare seen generally on the housefhut wallsof thetriba folk of
India and are called wall paintings. Wall painting represents graceful
geometrical patterns, men, animalsand symbolsandisclassified into two
categories- simple drawingsand sketchesfilled in colors. On the basis of
theme, surface of executionandlocdity itisfurther dividedintofour categories.
Thefour classificationsare abstract, representative, natural and symbolic.
Theabstract paintingsaredrawn at the lower or upper portionsof thewall
or around the door corners. Representational figuresaredrawn singly on
thewa | and they and naturalistic formsare sketched at acertain height from
thelevel of theearth andin the centre of thewall or on both the sidesof the
door. Symbolic formsareseenintheinteriors. Abstract painting isthemost
common variety andispopular among amogt al ethnic paintersof India. The
basi ¢ themesof abstract paintingsare geometricd pattern akinto Paleolithic
rock art anditisvery difficult toidentify themeaning or utility of thesesymbols.
Symboalicformsrepresent somefamiliar figuresinthesurroundingslike human
beings, animalsand birds. Most of thetribal paintingsare representativein
nature and are spontaneously painted on the basisof artist’screativity. In
naturalistic formshuman beings, animalsand nature are depicted.

EthnicPaintingin India

Every aspect of Indian ethnic art blendsinto the pervasive greenery
with perfect harmony. Indiaisarich storehouse of different varietiesof
ethnic paintings. It haswon the admiration of al art lovers, historiansand
archaeologistsin different partsof theworld. Paintingsarean integral part of
triba exisence. They Sgnify socid and economicwel being, important events
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inlife, merry making, festive joys, reverenceto ancestors, and religious
symbals. A cursory glimpseat the panoramaof Indian ethnic paintingsreflects
regiond, cultural and ethnic variations. Onthebasisof thisvariationwecan
classfy theethnic paintingsasfollows.

Western India

Tribal paintings of Western Indiaare an extension of the ancient
customs and traditions of the numerous ethnic groups of the states of
Maharashtraand Gujarat. The prominent artists of these areas are Rathwas
inGujarath and Warli in Maharashtra. The celebrated paintings of Rathwas
areknown as Pithora paintings(Tribhuvan and Finkenauer, 2003) and the
paintersare solely malemembersand known asLakharas. Pithora paintings
(Fig.1) arecolorful wall paintings dedicated to the Supreme Being; Pithora
ispainted on various ceremonial/festive occasionsor to invoketheblessings
of God Pithora or to eliminate natural calamities. A majority of Pithora
paintings portray the wedding of Pithoraand his consort Pithori,
accompanied by dancing people, birds, animals, musicians, etc. Beinga
symbolic andritudistic form Pithora paintingsarefound ontheinner walsof
thetribal houses. Theexquisite character of these paintingsarethat they are
dynamicfigureswith properly blended colors, symbol of happiness, peace
and prosperity and it denotes auspicious occurrence like wedding, child
birth and festive occasions. Before painting thewallsare plastered with 2
layersof cow dung and alayer of whitechak powder. Theraw materidsare
arranged by unmarried girlsinthetribe, aprocesswhich they cal asLipna.
Themainwall, whichisthelargest, isconsidered sacred and paintings of
legendsof creation are made here. Thetwo sidewallscontain figuresof the
deity and ancestor. Thecolour isprepared from natural productsand ismixed
withmilk. Thenthissolution isagain mixed withintoxicating solution made
from Mahuatreeor Indian Butter Tree(Maducaongifolia). Themgor colours
used arered, vermilion, orange, yellow, indigo, ultramarine, green, silver and
black and the brush is prepared by thrashing twigs of Neem tree
(Azadirachtaindica) or bamboo (Bambuseae).

The Warli tribe in Maharashtra executed their artistic talent on
themudwallsof their housesandispopularly knownasWarli painting (Fig.2).
Unlike the Pithora painters, artists are female members of the
community. The main theme of thisethnic art isharvest and the nameis
originated from the word Warla which means a piece of land or afield.
Oneof theinteresting thingsrelated with this painting isthe color usage.
Only white color prepared from rice powder isused for painting. Besides
harvest, other important themes arewedding, birth ceremonies, everyday life
scenesetc. Thispaintingisalso notablefor itsrelation with rock art of ancient
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Indiabecause they used geometric patternslike dot, crooked line square,
triangleand circle. They used trianglesto indicate mountain and circlesto
indicate sun and the moon. Being an agricultural community we canrelate
their art formwith Neolithicrock art.

Easternindia

Thetriba areasof Eagtern Indiaaremainly thestatesof West Bengd,
Bihar, Jharkhand and Orissa. M ost popular ethnic groupsin West Bengal
and Bihar are Santhal sand Santhal paintings (Fig.3) are prepared on hand-
made papers with poster coloursand thethemes are natural surroundings,
everyday life, fields, dances, harvests, wine parties, Hindu Gods and
Goddesses (Kaiser, 2012). The paintingsare popularly known among the
Santhal of Jharkhand asPaitkar paintings (Fig.4). Specialized paintersof
thisethnic group known as* Jadu Patua’ or magic paintersinhabiting the
bordersof West Benga and Bihar, paint imageswhich speak about thelife of
Santhals and are painted with organic materials. The themes of Paitkar
paintings are Goddess Manasa, the Goddess of Serpents, scenesof donation
of dmsto Hindu godsand also to theregional tribal gods, daily livesof the
local peopleof Jharkhand etc. Thispaintingisalso known asscroll painting.

The Oraon tribes of Jharkhand areinvolved in several forms of
pai ntings which include Oraon Comb Cut paintings (Ghosh, 2003). The
designsof the Oraon paintings (Fig.5) are geometric patterns, birds, fishes,
arches, cattleetc.

The notable ethnic painting in Orissais|ttal painting (Fig.6) and
artistsarefrom Saoratribe. The expert Ittal paintersare popularly known
as Ittalmaranor picture man. These paintings are executed on thevillage
walls to please the gods and ancestors for averting disease, promoting
fertility, to celebrate festive occasions, and for ceremonial functions. It
isbelieved that before Saora artists started their work they got revelationin
their dreamsregarding thethemeand they acted according tothedirectionin
their dreams. Their mogstimportant motifsare horses, riders, monkeyscdimbing
or perched on trees, deer, peacock, dancing villagers, elephants, lizards,
tigers, goats, monkeys, sun, moon, huts, cattle, womenwith baskets, flowers,
birds, combs, villagersplaying musicd instrumentsliketrumpets, drums, gongs,
Idital thetribal deity, priests, worshippers, and scenes of ceremoniesof seed
sowing, harvesting, and hunting. Figuresare placed in circular or triangular
panelsaround the Ittal. One of theinteresting elementsin Saora paintings
arether rich blending with nature. They used bamboo brush andthemain
coloursused are black madefrom soot of oil lampsand whitefrom sundried
rice powder. Thesetwo coloursare mixed in water, juice from rootsand
herbsand madeinto apaste.
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Central India

Themost vibrant ethnic artistsof Central Indiaarethe Gond and the
Bhil inhabiting in Madhya Pradesh, Bundel khand, Gondwana, Nimar and
Malwa. The Gond paintings (Perdriolle, 2012) arelively expressionsfrom
their everyday life, religious sentiments and devotions and painters are
womenfolk (Fig.7). They marvel oudly painted festivalslike Karwa Chauth,
Deepavali, Ahoi, Ashtami, Nag Panchami, Sanjhi etc. Other important
items that figured in their paintings are horses, elephants, tigers, birds,
gods, men in bright and multi colours. Some of these were etched on
themud wallsof their houses(Fig.8).

The Bhil paintings (Ibid) are noted for their images from myth
and folklore and are executed on theinterior walls of their houses. They
prepared coloursfrom juice of leaves and flowers and brushes are made
from Neem twigs. The traditional painters of this community are
popularly known aslekhindra and they were expertsin drawing Pithora
horses. Being an agricultural community they painted seasonsthat affected
their agriculture, natura calamitiesand godswho protect their field and life.

South India—Alu-Kurumbas

Kurumbaisoneof thetraditional ethnic groups’ of Nilgirisin South
India. Their chief occupationsare swidden cultivation, hunting and food
gathering. TheNilgiri isadistrict of Tamil Naduwhichislocated at the point
of theunion of the Eastern and Wester n Ghats. The natural boundary of the
plateau on the South isBhavani river, onthe North Moyar river wherethe
Nilgiriborders the Karnataka State, on the West, it borders Wayanad
plateau in Kerala State and on the East the Coimbatore district of Tamil
Nadu. The Kurumbasare the smallest tribal group who are conservative
and areremarkablefor the degreeto which they adhereto old waysof living.
Among them there are two subdivisions — Palu-Kurumba and Alu-
Kurumba. The Kurumbas of Attappadi are Palu*Kurumba and of Nilgiri
are Alu*Kurumba. They are separated by the geographical setting. The Alu-
Kurumbasliveintheupper eevationsof theNilgirisand the Palu-Kurumba
liveinthelower elevation on both banks of theriver Bhavani. The Palu-
Kurumba are believed to bemigrantsfromtheKund, aregioninthe Nilgiris.
Dieter B. Kapp, who madetwo years extensive study about the Kurumbas
of thisregion, pointsout that the Nilgirisare azone of refugeetribeslike
Kurumba, Toda, Iruia, Kotaand Badaga. They are small factionsof groups
flourishing elsewhere and came here. The earliest settlersof thisregionare
Kurumbas and entiregroups of Kurumbaswereforced out of their hamlets
by the Badagawho arrived here perhapsin the sixteenth century. According
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to Kapp, “the Kurumbaswereforced to |eave the plateau of the hillslong
beforethe Badagasettlersarrived. Thereare strong groundsfor supposing
that the Kurumbas once occupied and cultivated the plateau of theHills, and
weredriven thenceby the Todasinto theunhealthy |ocalitieswhich now they
inhabit, on the pretext of their being arace of sorcerers, whose presencewas
abaneto the happinessof the other hill tribes. Severa spotsnear the Badaga
villagesbear thename of Motta (theterm used by the Todas, K otas, Badagas
and Irulasto denote the Kurumbahamlet). K app goesonto point out that to
thisday, thetracesof their housesarestill visible; andin one placeastone
enclosurefor buffaloesisseen, which, formerly belonged to arich Kurumba,
who was murdered by the Todas, at the instigation of the Badagas’ (Kapp,

1985:506). A group of theretreating Nilgiri Kurumbasreached the Attappadi

valley and settled there. Traditionally the Kurumbas played the role of

sorcerers, medicine-men and priestsnot only for their own tribe but also for
other Nilgiri tribeslikethe Badagasand I rulas. Thefield surveys® conducted
among thistribe hel ped to recognizetheir capacity and efficiency assorcerers
and magico-religious practitioners and they areanightmare for the other
Nilgiri tribes.

Featuresof theAlu-KurumbaPainting

TheAlu-Kurumbapaintingisardigiousart rooted in complex beliefs
that explaintheir everyday life, their customs, the presence and abundance of
natural resources.

Area of Execution:- Usually the surface for the painting is the outer
wall of the temple or the house plastered with cow dung. But today
artist use whitewashed walls and handmade papers.
Artigs-Alu-Kurumbapainting isan expression of their socio-religiousideas
andthatiswhy thisartistraditiondly practiced exdusivey by themademembers
of thecommunity liketemple caretaker or priest.

Theme -Traditiondly thefiguresexecuted are of animals, birds, gods, festival
of Gods, seasons, wedding ceremony, ancestor-worshipping ceremony,
scenesof ritual performancesbefore and after harvesting, scenesof ritualsto
ward off natural calamities, and scenes of ritual performancesin festive
occasions. But nowadaysthey a so depict scenesfrom everyday lifelike of
honey collection, cultivation, herding etc. Among these paintings® Figure 9
IllugtratestheAlu-Kurumbafolk making channesinther fieldsfor their seed-
sowing ceremony, closeto whichisfound the sacred tree (clearly visiblein
thesecond picture but not in thefirst) wherethe shrine of their God, Thuppa
KaaDevar (protector of harvest) isingaled intheform of asmall mud pot.
One person carries aseed basket and, in front of thefield, agroup of men
and women are gathered around the shrineto propitiate the deity before
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seeding—menwithmusica ingrumentslikeblow pipesandwomenindancing
postures. Three spades are kept before the mud pot; and offeringsto the
God arekept inleaves of the sacred tree. In Figure 10 thereisadepiction of
the Kurumba harvesting ceremony called Thodu Habba. A group of people
dancearound thefruitsof harvest presented asritual objectsamidst themusic
of blow pipe,drum etc. On the background grazingsheep, acow, deer and
an elephant are seen. Figure 11 isrelated with thefestival of Key Deval
MalingaDeva. Seven women areportrayed ascarrying pots. Stonesencircle
the shrine, which hasathatched roof, and astoneisplaced withinthecircle
at the entrance. Thewomen are supposed to pour their seven potsof water
over thestone. According to belief if thewater runsout over the edge of the
circle, abundant rain and agood harvest isassured. Several musiciansplay
fluteand drum, whilean elderly personwith whitehair, tandslookingonin
theforeground, wearing asash and carrying acane. Figure 12 illustrates
different ritual ceremoniesconnected withtheannua festiva of MdingaDeva
likedancing, pounding thegrainin themortar and offeringsto Good. Figure
13 depictstheritual known as Manal which isrelated to the worship of
forest god and issymbolic of Alu-Kurumbafaith in animism. Thetheme of
figure 14 isawedding ceremony and theritualsassociated withit. Figures 15
and 16 arerel ated to season —thefirst being adepiction of thewinter andthe
second portraysprayersinvoking rain. Figure 17 illustratestheritua srelated
to ancestor worship. Being animists, ancestor-worship isindispensableto
Kurumbalife. Figure 18 describes different aspectsof their economiclife.
Figure 19 vividly depictsthehoney combs hanging down fromtherocksand
thetechnica skill of Alu-Kurumbahoney collectorsintapping themdaringly.
Figure 20 depictsOlaManal aritud for theworship of toolsandimplements.
Figures21 and 22 illustrate peopletaking rest during leisuretime after a
day’swork. Here, men and women are portrayed in white colour.
Colours:- Generdly five colorsare prepared from natural objectsto portray
figures. They arered, black, green, white and yellow. Thered colour is
prepared from Semmanna or red soil, black and brown from the resins of
the bark of a tree called Vengaimaramor Indian Kino Tree
(Pterocarpusmarsupium), green from KataiGeda plant,(could not be
identified) whitefrom Bodhi manna (limepaste) and yellow from Kalimanna
or clay. Today they usewater and poster colours because of thedifficulty in
gathering natural materia swhich, however, makes paintings more colorful
thanthetraditiona.

Brush:-Originally, they used to draw pictures with burnt twigs. Today
they use a piece of cloth to apply colors.

Design:- They followed geometrical patterns similar to those found in
rock art and thefiguresare drawn of stick like characters. Main patterns
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used arelines, independent and concentric dots. Whilein traditional paintings
itisdifficult toidentify thesex of thefigures, intoday’ sart work malesand the
femalesareclearly detectable.

Alu-Kurumba Painting and Nilgiri Rock Art

The continuity of rock art tradition from the Palaeolithic timesto
the present isevidenced in the contemporary ritualistic and sacred paintings
of the Alu-Kurumba. In north-western Tamil Nadu the Nilgiri region,
Kothagiri region and Coimbatore region are key centers of rock art.
Prehistoric rock paintings and engravings are found in five places —
Vellarikombai, Selakorai, Errpettu, Kallampalayam, and Porivarai of the
Nilgiris, Karikkiyur near K othagiri and Mavadai ppu near Coimbatore. Among
these, rock art gdllerieslike Ve lerikombal (Allen Zackeredl: 1984), Karikkiyur
and Mavadai ppu have close affinity to the paintings of the Alu-Kurumbas.
They call rock art sitesas el uthu-parai means* pictograph-rock” and they
believe that these paintings belong to their ancestors. They used to draw
these pi ctographs on the body of thosewho haveincurablediseasesand dso
onthewall of their hutsduring afestival, ritual occasion etc.” The unique
ecosystem and themateria culture of theregion had asignificant impact on
therock art tradition here. Therock art of thisregion can beclassifiedinto
two categories- petrogramsor pictographswhich are paintingsdoneinwhite
or red ochreand petroglyphs, figuresetched out onrock surfaces. Themateria
culture, especialy thelivelihood patternsand ritual practices, of thetribes
have beenreflected intheir paintingsliketherock art of theregion. Garfinka
has argued that rock art can be a specially sensitive indicator of group
affiliation and group identity when it servesasamethod for symbolizing
group boundaries. Also in many archaeological situations, rock art is
the only data useful to the study of the stylistic elements characteristic
of a particular prehistoric cultural group. Rock art functions, in some
instances, as a manifestation of ritual/religious systems and exhibits
elements (imagery) which servesasaresponseto stimuli from the natural
and socia environment. If these stimuli differ between particular ethnic units
we can expect thisto be physically manifested in the drawingspainted and
engraved upontherock surfaceswithin their respectiveterritories(Garfinkal,
1982:67). The paintingsof Alu-Kurumbasduring certain seasonsespecialy
inthe harvest season and rituaistic occasionslikefestival sreflect aunique
culturd continuity of rock art. They arethe symbolsof harmoniousrelation
between the human and the environment. They remain anunbelievably rare
exampleof the pre-historic perception of rock artistssand it retainstheflavour
of theprehistoric rock paintingsof theregion.
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The petrograms and petroglyphs of the Nilgiri, Kothagiri and
Coimbatore region contain many elements similar to that of the Alu-
Kurumba paintings and it is also quite distinctive in many aspects
including its technique of manufacture. The similarity liesin its form,
subject matter and style.The Alu-Kurumba paintings are primarily
ritualistic which describes various facets of their everyday life in
ritualistic manner and have close relation with the Vellerikombai,
Karikkiyur and Mavadai ppu petrograms. The petrogramsin Vel lerikombai
(Fig.23) arestylized figuresof anima sand scenesof human activitiessuchas
hunting and dancing painted inred ochrewithinareligiousfervour. Theheads
of thehuman beingsin Vel lerikombai, Selakorai, Errpettu, Kallampalayam,
and Porivarai areinacircular form and the body ispainted in strokes. The
themeof petroglyphsof Karikkiyur rock art are battle scenes depicting men
on horseback with bowsand arrows, men on bamboo ladder, mystic symbals,
elephants, cattle, tiger, deer, wild boar and porcupine, and of human beings
dancing or fightinginwhite ochre. Thesetypesof figuresand use of white
ochrearesddom found inAlu-Kurumbapainting. Theimagesof Mavada ppu
(Fig.24) petrogramsincludeatiger, adeer with sraight horns, anthropomorphic
figuresmarchinginsdeacircle, an e ephant seizingamanwithitstrunk while
another man chasing it, and severa paintings of bamboo-ladders used for
taking honey fromthe heights. Themain differencesareintheusageof tools,
colour preparation, colour sense, surface etc. The rock artists of
Vellerikombai, Karikkiyur and Mavadai ppu werefamiliar with the use of
either red or white ochrewhiletheAlu-Kurumbaused brown, black, green,
red and white colours. For making petrogramsthe rock artists used sharp
tipped toolsand after drawing the outlinethey filled thefigurewith colours
but Alu-Kurumbaused twig brush (today cloth) and directly painted onthe
surface. The pre-historic artists selected rock surface astheir canvaswhile
Alu-Kurumbaprefer wallsand paper (today) astheir canvas. The petroglyphs
inrock artlikewild animals, human beings, faunaetcin stick likeform of the
Nilgiris, Kothagiri and Coimbatorea so appear to have highly influenced the
sketchesof theAlu-Kurumba.

Significance

Alu-Kurumba paintings occupy aprominent placein the cultural
tradition of South India and have a distinctive position in the ethnic art
history of India. The uniquenessof thisart isitsharmoniousand ritualistic
blending of human life with the ecosystem. A systematic analysisof this
ethnic art reveals the following fundamental elements behind it.

1. Alu-Kurumbapaintingsresemblerock art painting traditionin India.
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Thefigures are stick like characters, with ritualistic, abstract and
naturaistic themes; coloursare prepared from nature, and are executed
ontheplastered walls.

2. The artists are talented and versatile.

3. Unlike other ethnic paintings in Indiathe Alu-Kurumba paintings
have close proximity to Neolithic rock art. A comparison of the
Alu-Kurumba paintings with the ethnic paintings of the West and
Central and Eastern India reveal the differences in theme,
technigue, design and colour.

4. Traditionally paintings are related to harvest, festival of Gods,
wedding ceremonies, season, ancestor worshipping ceremony etc.
Besides, scenes from everyday life, such as honey collection,
cultivation, herding etc. also form frequent themes. A panoramic
view of the economic activities of the Alu-Kurumbas like pre-
harvesting, harvesting and post-harvesting and herding are clearly
portrayed.

5. Thepaintingsgive aspectator visual treat of thefloraand faunaof the
region especially wild floraand fauna.

6. The art form comes as a part of hereditary responsibility of
performing religious rites for the village. The technique behind
Alu-Kurumba paintings are passed on from one generation to the
other and this ethnic art is the means of livelihood of the artist.

7. The traditional style has been brought down from the walls and
temples to paper due to its commercial value.

8. Thetraditional Alu-Kurumba styleislosing its sanctity dueto the
lack of traditional artists and the emergence of a new style which
is more comprehensible to the outside world.

Conclusion

Asinthecaseof ethnic art of other partsof Indiaethnic art of the
Alu-Kurumbaal so deserve morein-depth analysisasto their featuresand
techniques. Thisisone of thefast-perishing ethnic artsvery closeto pre-
historicrock art andin order to saveit aswell astheartistsgovernmentsboth
at the center and statesare making earnest effortsin recent times—by setting
up handicraft emporiumsat important citiesall over Indiaandinal districts
of Tamil Nadu. Theseartisansare a so encouraged by variousgovernment
ingtitutionsto participatein nationa and international exhibitionsto display
their skillsand sharetheir expertise with others. Government a so conducts
art workshopsfor them and provide platform for youth and budding Alu-
Kurumbaartistsfor learning their traditional art form. Oneof thesignificant
stepsinthisregard isthefounding of KARI® and C.P. RamaswamyAiyar
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Foundation Chennai to revivethe fantastic Alu-Kurumbaart. Thesetwo
organizations conduct workshops and exhibitions and encourage Alu-
Kurumbayoungstersfor promoting thischerished tradition.

NOTES

1 Most of theanthropol ogical and ethno-archaeol ogical studiesare conducted
on Nilgiri tribeslike IrulaToda, Badaga and Kota.

2 Other ethnic groups arethe Toda-pastoral tribe, Kota-artisan tribe, Badaga-
farmers and Irula-slash and burn cultivators.

¥ Palumeansmilk in Tamil

4 Alumeans milk in Kannada

> Interview with Raghavan Krishnan and his students of Vellarikombai village
in Kotagiri district on 26-06-2014.He isthe only expert traditional painter
of this community and has been honoured several timesfor hisskill inthis
field.

¢ Paintings 9, 10&11, Courtesy: KARI (Kurumba Art Revival Initiative);
paintings12,13,14,15,16,17,18,19,20,21& 22, Courtesy: C. P. Ramaswamy
Aiyar Foundation, Chennai.

" Thisrock art site was first identified by Mr. Allen Zackerel, Professor of
anthropology from USA in 1984.
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Gond Painting (Fig.7)
Bhil Painting (Fig.8)
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Seed Sowing (Fig. 9)

Wedding (Fig. 14) Winter (Fig. 15)
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Relaxing (Fig. 21)
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Relaxing (Fig. 22) Mavadaippu Painting (Fig. 23)

Vellarikombai Painting (Fig. 24)
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