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Abstract 

Cinema in India has an incomparable influence on its citizens. The Indian Film Industry is broadly 

fractionated into two – Bollywood and other regional industries. Bollywood refers to the Hindi oriented movie 

industry based in Mumbai (Bombay), while other regional film industries include Tollywood, Kollywood, 

Sandalwood, Mollywood, Lollywood, etc.  This research paper aims at identifying the changes in the story 

narratives and portrayal of caste in Tamil Cinema: the regional film industry focused on Tamil Nadu. It uses an 

exploratory and content analysis methodology to analyze the impact of Cinema on the changing viewpoints of caste 

in Tamil Nadu. A fundamental element of discrimination, the Caste system has played a significant role in 

structuring society as it is now. Tamil Cinema has portrayed discrimination of caste both positively and negatively.  

Over the decade, Tamil Cinema has shifted from encouraging caste pride to supporting anti-caste elements. This 

paper aims at recognizing the changes brought forward regarding discrimination since the 1990s and its impact on 

Tamil society. 

Keywords: Tamil Cinema, Caste 

 

1. INTRODUCTION 

Discrimination based on caste, creed, religion, colour exists in every society across the globe. India is a country 

diverse of culture, religion, ethnicity and caste. Every country’s practices, traditions and culture form the 

epicenter of a country’s social structure. “A comprehensive understanding on the social structure, institutions, 

political organisation, power structure, arts, traditional knowledge or social relevant problems of Indian society 

is only possible if one duly understands the interplay of caste in it. Even in the contemporary Indian society 

where the nexus of technology and modernity comply, there are a series of interactions of caste in every social 

action and reaction. Beginning from trade or occupation till literature, caste plays a significant role in shaping 
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and grounding its outcome.” states Arunkumar (Arunkumar.A.S, 2017) “Caste has been seen as omnipresent in 

Indian history, more likely the core of Indian tradition and is seen today as the major threat to Indian modernity” 

(B.Nicholas, 2003)  

As stated in the magazine New Internationalist, the Indian caste system is probably the oldest social hierarchy 

in the world. It is arduous to place a date or period on the evolution of the Indian caste system to a rigid social 

structure and hierarchy. This research paper aims to identify how caste has been represented in Tamil cinema 

from its evolution and the changes brought to satisfy the audience view.  

 

2. CASTE IN INDIA 

The term ‘caste’ is derived from the Portuguese word ‘Casta’ which implies breed, race, group.  

Prior to the colonial rule, caste in India can be divided into four primary groups as per the hierarchy – the Brahmins 

(priests and teachers), the Kshatriyas or Ksyatriyas (rulers and soldiers), the Vaishyas or Vais (merchants and 

traders) and the Sudras or Shudras (labourers and artisans). One of the excluded communities that form the lowest 

layer of the hierarchy is the Dalit community or the scheduled caste. Other terms for the community also include 

depressed class, oppressed class, Harijans, Untouchables or the Broken people. Although caste is ideal for every 

state in India including Tamil Nadu – the number of sub castes in the state is extremely high. The caste system in 

Tamil Nadu is dependent on the lifestyle and customary traditions of each individual. In the words of 

Dr.R.Rajeshwari “The multifaceted and numerous natured individuals of India are isolated because of its 

unmistakable divisions of the individuals not just by the local, strict and language varieties yet in addition the caste 

and network contrasts. Each individual is guided in life by the Caste guidelines, customs, conventions and financial 

interests. New castes are framed because of the appearance of new displaced people from one spot to the next for 

diverse social and monetary reasons. Caste, which is a gathering minimal in excess of a common class in the society, 

was a result of the blend and connection of the Indo Aryan Varna system and the neighbourhood arrangement of 

occupations of the Dravidians of the local Tamil land.” (Rajeshwari, 2020) The arrangement of caste in Tamil Nadu 

first began in the Sangam period and it was based on the occupations carried on by the individuals or community. 

For example those individuals who dealt with pounding drums (Paraii) are called Paraiyars, those who were cattle 

breeders were called Idayars and those who dealt with business and commercial activities were called Chettiesii, 

etc. Each of these castes had their separate identities, traditions and culture. While they had strong individual 

religious identities which include clan gods called ‘Kula Deivamsiii’ or Kula-devata. 

3. INTRODUCTION OF CINEMA IN INDIA  

“The 20th century can plausibly be described as the ‘first age of mass media’” (D M. , 2005). Cinema as a popular 

medium of entertainment is now more than a century old. Comparatively only recently has society realized cinema’s 

great potential as an instrument of entertainment, instruction, motivation, and construction. Developing countries 

in their effort to accelerate the processes of economic and social change have taken this popular medium as their 

best means of supplementing or replacing the traditional communication forms. (Jesudoss P. , 2009). Cinema over 

the years (since the initial stages) has been used as a powerful medium. Leaders like Adolf Hitler, Mussolini 

understood the influence of cinema and used it as a propagating medium to support their own political interests. 

Although cinema wasn’t invented in India and discussions on cinema is often centered to Hollywood and Europe, 

India is the largest producer of cinema in today’s world. Cinema in India has an incomparable influence on its 

citizens. The year 2013 marked the centenary of Indian cinema, given the screening of the first Indian silent film 

‘Raja Harishchandra’ (The King Harishchandra). The Indian Film Industry is broadly fractionated into two – 

Bollywood and other regional industries. Bollywood refers to the Hindi oriented movie industry based in Mumbai 

(Bombay), while other regional film industries include Tollywood, Kollywood, Sandalwood, Mollywood, 

Lollywood, etc. When the cinema arrived in British India, it took root in three major metropolitan cities: Bombay 

(renamed Mumbai), Calcutta (renamed Kolkata), and Madras (renamed Chennai) (Velayutham, 2008) ‘Today, the 

well-known largest Indian film industries are also found in Mumbai, Chennai, Calcutta, Bangalore and Hyderabad. 

Of these it is important to note that three are from South India— Chennai, Bangalore, and Hyderabad.’ (Jesudoss 

P. , 2009). In India the cinema becomes a powerful tool to defend, to store up, to control, and to perpetuate its 
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culture and national ideologies from foreign cultures at different times in its history. (Rajadhyaksha, 2002) Cinema 

in Tamil Nadu is one of a kind. Cinema has become part and parcel of the life of Tamils. It has taken a central place 

in the life and culture of the Tamil society.  

In fact, it did not vanish with the arrival of the TV; rather the small screen lives at the mercy of cinema, and it still 

remains a poor substitute for the cinema. The number of film goers in India is highest in Tamil Nadu. It is part of 

hospitality to treat guests by taking them to a film, and not doing so could even amount to breaking social etiquette. 

There are instances of family disputes and quarrels arising from this film-going culture. It is not a surprise therefore 

that people in the cities and towns hardly have a clear idea on information like the population in the city or the 

number of temples or schools and hospitals but exhibit fairly accurate statistics on the number of theatres and the 

film titles along with details of the number of shows, timings, etc. In fact, people in Tamil Nadu identify addresses 

and places using cinema theatres as their reference point. (Chettiyar, 2001). Also known as the Kollywood industry, 

the cinema industry in Tamil Nadu used to be highly influenced by the political situation of the state. Hardgrave 

stats that “It has become increasingly pervasive in almost all aspects of Tamil society and perhaps the most 

prominently in political life” (Hardgrave, 2008).  

 Earlier, until the late 1940s Tamil Cinema primarily consisted of puranic or mythological literature based films. It 

saw a shift only with the rise in the Dravidian movement in Tami Nadu. There have been many instances where 

Tamil cinema was highly patriarchal and imbibed masculinist discourse. “Tamil cinema continues to perpetuate a 

hegemonic masculinist discourse, reflected in the continued dominance of male heroes such as Rajinikanth, Kamal 

Haasan, Vijay, Vikram, Ajith, and Surya and the perpetuation of a mass-hero culture, which began with M.G. 

Ramachandran (MGR). The mass heroes ‘are portrayed as supermen able to do many things at a time — things they 

are otherwise incapable of, like talking in many languages, singing, dancing, fighting, handling weapons, etc.’” 

(Velayutham & Devadas, Tamil Cinema in the Twenty First Centure : Caste, Gender and Technology) (Jesudoss, 

2009) For the purpose of the study, Tamil cinema will be divided into four phases – the puranic literature phase, the 

Dravidian movement phase, the neo nativity phase and the new wave cinema phase. It is crucial to understand that 

although Tamil is one of the national languages of India, it is not the most commonly spoken language. It is one of 

the oldest classical languages which is used by the Dravidian language group. “For Tamilians, Tamil language is 

the essence of their culture, the bearer of their traditions, and the vehicle of their thoughts from time immemorial. 

Movie dialogues and songs often glorify and celebrate the Tamil Language, people, culture, and identity.” states 

Anthony Susairaj (Susairaj A. , 2020) While a majority of Bollywood / Hindi language films target pan-India, Tamil 

cinema aim at satisfying a specific ethno scope audience (Tamil Nadu). It aims at showing every aspect of the Tamil 

society and their everyday life, values, cultures, etc. While discourses on Dalits and their representation in cinema 

has been of academic attention recently, there have been many perspectives to the study. A few scholars critique 

the representation, while the others appreciate it and the rest talk about the absence of representation or 

misrepresentation in film making and other aspects of cinema.  

This research article aims at briefly identifying the different phases of Tamil cinema to have a clear understanding 

on the usage and portrayal of caste in Tamil films. And how this portrayal of caste in Tamil cinema has impacted 

and influenced the minds of the Tamil audience. The study also gives a brief framework of the territorial 

stigmatisation of castes in different districts. The paper is supported by the findings and observations of caste and 

cinema based ethnographic studies by authors/ scholars in the similar field of study. 

 

4. OBJECTIVES OF THE RESEARCH STUDY 

 To identify what are the different phases of Tamil cinema and how the institution of caste has been 

narrated and portrayed in these phases 

 To assess the extent of usage of the institution of caste as a marketing and distribution medium for 

films 

 To critically evaluate the selected caste-oriented Tamil films and understand their impact on Tamil 

society based on events triggered by the films.  
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5. RESEARCH APPROACH 

There are two basic approaches to conduct a research. That is Quantitative analysis and Qualitative analysis. In 

this research, Mixed qualitative analysis is the approach chosen.  This research is therefore more concerned 

with subjective analysis of attitudes, opinions and behaviours. It uses both exploratory research and content 

analysis to support the objectives of the study. Exploratory research refers to investigation of problems that are 

not clearly defined. While they provide a better understanding to the existing problems, they cannot provide 

conclusive results as each result is time bound. This proposed study deals with the shift in the portrayal of caste 

in films which is difficult to track as one has to identify its subtlety to full understand its impact. Caste in films 

can be nuanced, complex, intrinsic and extremely subtle. So rather than a general working, a strong 

methodology that is specific in nature is required to assist the findings. Additionally content analysis and frame 

analysis is used for critical evaluation of the selected films. 

 RESEARCH TOOLS 

Research tools are the means or the instruments that are used to collect the data for the research. These tools 

are used to measure and observe to analyze for interpretation. The tools are selected accordingly to meet the 

objectives of the study.  As this research has a quantitative approach, the tools used for the study include: 

 Case studies 

 Recorded Interviews 

 Caste related Tamil films 

 Research papers 

 Established websites 

 Articles 

 Podcasts 

 News Reports 

  Reviews 

 

6.  SCOPE OF THE STUDY 

Although significant amount of research has been performed on different phases of Tamil cinema, there has not 

been a clear cut research combinedly to state the different phases of Tamil cinema and how caste has been portrayed 

in these phases. Even in this twenty first century, caste is subtly used to promote, market and increase the distribution 

rate of films in Tamil Nadu. However, there hasn't been significant amount of research on the institution of caste as 

a marketing and distribution tool for Tamil films. This study also aims to bridge the gap in the portrayal of caste 

and change in its narratives by Dalit directors. And how such films are still used as a tool to increase viewership 

rate. Tamil cinema is still dominant of mass hero, upper class hero culture. The years 2019-2021 have marked a 

tremendous shift in popular heroes choosing low caste centric films and doing lower class characters. The study 

also tries to understand how the audience perceive such characters and how such mass hero caste centric films 

influence the Tamil society through the critical evaluation of caste centric films released during the new wave 

period. However, the study is limited to the element of caste and its narration in Tamil films and doesn't include 

any other elements such as gender, LGBQT culture, etc.  

7. THEORETICAL FRAMEWORK 

The research uses two main theories and one sub theory to understand the objectives of the study. Both Uses and 

gratification theory and the culturalist theory along with the cinema apparatus theory is adapted to support the 

research analysis. Unlike other theories, here the user rather than being a passive consumer of media, he/ she plays 

an active role in the consumption of media. Although a few mass communication scholars state that uses and 

gratification theory is not a rigorous social science theory, on the context of films – the uses and gratification theory 

gives a significant reason as to why audience choose the specific media. Like the uses and gratification theory, the 

culturalist theory sees the audience in an active role rather than them being a passive receptor. There are two 

divisions to the theory – a) Who are the audience and how do they interact with media; b) Who produces the content 

on the media. In the context of the study, Cinema Apparatus theory is used to understand how cinema maintains the 

dominant ideologies of culture within the viewer. In this respect, a plot or a story is presented to an audience in such 
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a way that the movie reflects reality and the society. The spectator is positioned as an “all-knowing subject” because 

he is watching everything, even though he is unaware of the processes whereby he becomes fixed as such. Thus the 

omniscient spectator- subject is produced by, the effect of the filmic text. 

8. DIFFERENT PHASES OF TAMIL CINEMA 

The years preceding the dawn of cinema in India were witness to the growth of musical dramas (sangeet natak), the 

Parsi theatre,
 
the drama companies of Madras,

  
and the jatra in Bengal. Music, dance and song were an integral part 

of these performing traditions; this was the heritage of Sanskrit drama and later popular folk performing traditions 

such as the Ramlila, the raslila, the nautanki and the thirukoothu. (Keval.J.Kumar, 2021). Before understanding 

Tamil cinema, it is important to understand its language and culture as they are what add relevance to cinema and 

differentiate it from the other cine industries in India. The Tamil language belongs to the Dravidian language family 

which consists of Tamil, Malayalam, Telegu, Kannada. Jesudoss states that “Tamil culture may be distinguished 

from the Tamil civilization, though both express the development of human history. The former speaks of the inner 

growth, personal life and humanity known in Tamil as ‘panpaadu,’ (‘panbu’ meaning value / attribute / quality), 

and the latter deals with the external growth, public life, and organization, known in Tamil as ‘naagarigam,’ 

(‘nagar’ meaning civic or city).” (Jesudoss P. , 2009). The language Tamil is not just spoken in Tamil Nadu but in 

Sri Lanka, Malaysia, Indonesia, Vietnam, UK due to its high diasporic population. In the ancient times, Tamil had 

three linguistic characters – Iyal (prose), Isai (music), Nadakam(drama and theatre). And one of the most important 

forms of entertainment in Tamil Nadu prior to the introduction of cinema is the culture of ‘Koothu’ which translated 

to ‘play’.   

Chidambaranar argues that the tradition of Koothu is still prevalent in Tamil Nadu during village festivals. In the 

course of time, the theatre, meant to spread morality among the people, started deteriorating with obscene dialogues 

and vulgar punning on words in order attract audience attention and cheap popularity; this attracted severe religious 

strictures and sanctions. This reformation is comparable to the Puritan reformation in Europe that advocated strict 

religious principles and austere life to fight against the cult of pleasure. (Chidambaranar, 1997).  

(Muktha, Tamil Thirupada Varalaru, 1993) states that the early Tamil cinema can be divided into three phases 1) 

the puranic, Mythological and folklore period (1931-1950), 2) the melodramatic story period (1951-1975), and 3) 

the partly realistic anti-sentimental stories period (1976-1985). Within these three phases, the scholar Sreenivas 

clarifies that the first phase had nothing to do with reality, the second phase exaggerated every activity – be it family 

life or virtuousness, everything was exaggerated. And the third phase was what included components of reality and 

nativity. For the purpose of this study, Tamil cinema is divided into four phases:  

1) The Puranic/Mythological Phase (1931-1951) 

2) The Dravidian Movement Phase (1951-1975) 

3) The Neo-nativity Phase (1976- early 1990s) 

4) The New Wave Cinema Phase (Post early 1990s) 

 

8.1 THE PURANIC/MYTHOLOGICAL PHASE (1931-1951) 

Folk theatre forms can be called as the predecessors of cinema.  Like Yakshagana in Karnataka, Nautanki in North 

India, Tamil Nadu had Theerukoothu. The therukoothu is Tamil Nadu’s street theatre, bringing together dance and 

the classical literary forms—prose (iyal), music (isai) and drama (natakam). It is believed to have evolved from 

villupattu (ballad) and nondi-natakam (a morality play). (Keval.J.Kumar, 2021). The initial stages were primarily 

adapted from the concept of street plays or ‘theerukoothu’. The caste system in India had Brahmins to be the most 

dominant caste. They had different elements to their culture like Carnatic music, Bharatanatyam which was not 

allowed to be practiced or performed by other castes. This brought in the culture of ‘Therukoothu’ where people 

from castes lower than Brahmins performed on streets as entertainment.  

It started in 1917 when London educated automative dealer R Nataraja Mudaliar directed and produced the first 

feature film named ‘Keechhaka Vadham’ in Tamil Nadu. He established the Indian Film Company Limited and set 

http://www.ijcrt.org/


www.ijcspub.org                             © 2022 IJCSPUB | Volume 12, Issue 3 September 2022 | ISSN: 2250-1770 

IJCSPTH00004 International Journal of Current Science (IJCSPUB) www.ijcspub.org 113 
 

up South India’s first film studio in Madras. His films included Draupadi Vastrapaharanam (1917), Mayil Ravana 

(1918), Lavakusa (1919) and Kalinga Mardanam (1920). Succeeding him, Raghupathy Prakasa, the son of R. 

Venkaiah, a photographer turned cinema house opera- tor, produced a number of silent feature films including 

Bhishma Pratignai (1921). Other early film pioneers were A. Narayanan who made Dharnapathini (1929) and 

Gajendra Moksham (1930), and Raja Sandow who made Rajeswari (1931), Usha Sundari (1931) and 

Bhakthavatsala (1931). (Velayutham S. , The cultural history and politics of South Indian tamil cinema, 2008) 

The puranic or mythological phase films contain stories and folklores from the Hindu mythological literature. There 

was no element of reality induced in them. During this period, the first Tamil talkie was released. ‘Kalidas’ released 

on 31st October 1931 is the first multilingual (Tamil and Telugu) motion picture talkie directed by HM Reddy, 

released in Madras at Kinema Central which is now Sri Murugan Talkies. Narratives for the films during this phase 

mainly involved mythological characters.  

Cinema in Tamil Nadu began to gain popularity in the 1940s and 1950s. While majority of the industries in India 

went on to experience major changes, mythological stories gained popularity in the 1940s. Cinema was seen as 

street art played by lower caste people and hence was neglected by the elite.  

8.2 THE DRAVIDIAN MOVEMENT PHASE (1951-1975) 

Be it the current politicians tweeting about movies or first indigenous Tamil Nadu regional political party use 

cinema to induce ideologies to people, politics and cinema in Tamil Nadu have always had a symbiotic relationship. 

The growth of Congress post-independence was seen as a advancement of North Indian Brahminic ideologies by 

the Tamils. Paige states that “Many South Indians, especially Tamils, saw Congress’ claim to power as the 

advancement of a North Indian Brahminic campaign to exercise political, social, and economic control over the 

Southern regions of the subcontinent.  

A non-Brahmin regional movement, known as the Dravidian movement, was established in opposition to Congress’ 

vision of an India united under a Sanskritized Hindu spirituality and Hindi language. An outgrowth of the 

revolutionary and radical ideologies of E.V. Ramasamy Naicker, Dravidianism sought to articulate an autonomous 

racial and political identity for non-Brahmin South Indians, offering a vociferous critique of the Congress party, 

and its bourgeoisie vision of the Indian nation.” (Paige, 2010). Congress made use of Tamil cinema to express 

nationalist propaganda and Gandhian ideologies, it didn’t provide any support to lower castes of Tamil Nadu. This 

need for supportive regionalism established the Dravidian movement under the leader E.V.Ramasamy Naicker aka 

Periyar.  

With the continuous oppression faced by the non-Brahminic communities, they required a federation to initiate 

movement and aid them. Set as the Dravida Kazhagam or Dravidian Federation in 1944, Periyar (E.V.Ramasamy) 

focused on running a movement that aided social reform and uplifted the demand for an independent state. However, 

the federation was elitist in nature as it was only a federation and not a political party. The Dravida Munnetra 

Kazhagam was headed under the leadership of C.N.Annadurai, a young Tamil film writer. Various other film artists 

including film writer M Karunanidhi,  actors K.R Ramaswamy, S.SRajendran, and Sivaji Ganesan1.  

M.G.Ramchandran later joined the party to replace Sivaji Ganesan. Films of these film stars were used to introduce 

symbols and references to DMK and propagate their idea. K. Kamaraj, former Chief Minister of Tamil Nadu and 

then president of the All-India Congress Party, even once stated ‘‘How can there be government by actors?’’ The 

continuous success of films starred by M.G.Ramachadran (MGR) and film stars showing up on party rallies helped 

in gaining high electoral support.  

Following it, the party in 1967 won against Congress, being the first regional political party to win state level 

elections post-independence. One of the main reasons for this victory is the party’s involvement in the cinema 

industry. Cinema was one of the cheapest and most preferred means of entertainment by the Tamil audience. Started 

as a play writer, Annadurai’s journey in the film industry as a script writer allowed him to talk about the social and 

caste reforms the party wished to bring to the state.  

                                                           
1 Sivaji Ganesan later left the party and joined Congress.  
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All my stories and screen-plays have, therefore, been on themes of social purpose.’’ His first film, Nalla Thambi 

(‘Good Brother,’ 1948), featuring the popular actor-comedian N. S. Krishnan, advocated prohibition, cooperative 

farming, and zamindari abolition. Velaikari (‘Servant Maid,’ 1949) ‘‘made it clear that the greed and avarice of the 

rich did not pay in the long run.’’ (L.Hardgrave). Annadurai later went on becoming the Chief Minister of Tamil 

Nadu. The next revolutionary who assisted Annadurai was script writer Karunanidhi. Focusing on themes of 

Dravidian self -respect, his movie ‘Parasakthi’ (1952) created a huge impact on the Tamil people. Initially banned 

for release, the movie become a box office hit. ‘‘My intention was to introduce the ideas and policies of social 

reform and justice in the films and bring up the status of the Tamil language as they were called for in DMK 

policies.’’ Karunanidhi emphasizes the view of the party on the role of film. ‘‘We say that art should be for 

propaganda for the people and for society’’ expressed Karunanidhi at an interview. (Karunanidhi, 1970).  

 Unlike the first phase, films in this era focused on fighting social evils. Heroes save the poor from the exploiting 

rich, corrupted government and teach values to the audience. Prior to the mid-20
th 

century, Tamil folk forms, 

especially folk music were excluded from elitist representations of national and regional identity, both of which 

were heavily invested in the creation of “classical” music canons, suitable for urban middle- class audiences. By 

the mid-20
th 

century however, largely because of the DMK’s propaganda campaigns, Tamil folklore, especially 

folk music gained legitimacy in academic institutions, visibility in the media, and attention at the highest levels of 

government (Paige, 2010). 

The party’s main aim was to make sure talent is recognized and equal opportunities are provided to everyone 

irrespective of caste, money, gender, etc. Towards this end the DMK developed a particular style of propaganda, or 

what in Tamil is known as piracharam, which drew upon the everyday expressive traditions of non-Brahmics. It 

was in this context that the tropes of “folk” or nattupura makkal, and village gramiya found articulation in various 

forms of South Indian public discourse, including political party songbooks, novels, and the cinema (Paige, 2010).  

Sivathamby (1981) argues that the Dravida movement films can be divided into two phases,. The first phase was 

“which was depended on social criticism from the writer’s point of view, the emphasis was more on the arguments 

adduced than on the character of one personality, though even in those films, the character was identified with the 

cause propounded. In the second phase of the DMK oriented films when MGR was the chief personality, the entire 

argument was woven round the protagonist himself. The whole concept was personalised in that it was shown as 

emanating from the personality of the actor.  

8.3 THE NEO-NATIVITY PHASE (1976- EARLY 1990S) 

From the mid 70s to 80s new modes of representation emerged that introduced unexplored characterizations which 

were defined by “narrative realism.” Sundar Kaali studies this phenomenon and terms it as “Neo-nativity film.”
 
The 

Tamil “new wave” enunciated a manifestation that contested the earlier Dravidian iconography. (Leonard, 2011). 

The period of 1970s to 1990s is considered to be an extremely important phase of Tamil cinema as Tamil cinema 

told derives its roots from the sentiments of this phase.  

Keval discusses that Parallel cinema which was mainly identified by social realism had a major impact on the 70s 

Tamil cinema. Cinema pioneers like “The ‘parallel’ cinema, which was marked by social realism, had its influence 

on the Tamil cinema of the late ’70s. Cinema pioneers like Bharathi Raja, K. Balachander, Balumahendra, Dorai, 

Jayabharathi made films like Sila Nerangalil Sila Manithargal, Uthiripookal which broke the standards of an ideal 

hero, heroine. Bharathi Raja started the trend of film locations in villages and cinemotagrapher Mahendra aided to 

give the villagers depth and relevance in his film 16 Vayadinile. They was a complete shift from dialogue oriented 

films.  

The neo-nativity phase can be divided into three based on the types of movies released during the period. The first 

type of movies include those that brought in the elements of reality and anti-sentiments. Following which there was 

a boom in rural village centric films. Arunkumar states that “One among them was the emergence of rural based 

cinematography during the later period of 1970s and in 1980s it considerably evolved to contribute life to the stories 

and themes in Tamil cinema. This ultimately changed the orientalism of audience towards a new phenomenon of 

film spectatorship.” . (Arunkumar, 2017).  
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The reality phase, which began since 1960 and gained popularity in the 1970s, fully disregarded the mythological 

genre and focused on common problems people experience on a daily basis.  Majority of movies that were released 

at the time were in social genres that supported common themes like family, society, and ethical ideals, as well as 

moral instruction. Caste has always subtly existed in every language cinema but it was during this phase that 

intermediate castes were openly glorified. Tamil cinema during the 1970s was hitting a slump. With popular stars 

like MG Ramachandran, Jayalalitha fading from the cinema limelight and the search for change by the audience 

gave life to neo-nativity films. The storyline of nativity movies shares a few traits with other movies from the same 

era. Typically, the protagonist is a rural tenant farmer or peasant, while the antagonist is an urbane, well-educated 

person.The first neo nativity film to be noticed was actually a semi neo-nativity film ‘Pattikada Patanama’ (Village 

or the city, 1972). Following this, in the 1980s, there was a boom in neo-nativity films. With new directors like 

Bharathiraja, Balu Mahendra, Balachander entering the industry, the concept of native / rural centric movies came 

into play. The cinema industry which mainly shot indoors in sets, now gave a refreshing touch by showcasing the 

exteriors. With the emergence of writers like R.Selvaraj and folk musicians like Illayaraja, the genre became a huge 

success among the Tamil masses. Arunkumar (2017) states that The neo-nativity films were characterised by its 

pure intrinsic approach of the village life.  

A transformed genre to everyday life of village had in it, a profound sense of inclusiveness and considered itself as 

an isolated entity from the outside world. All the set of characters including the heroine (as against in the case of 

old nativity films where heroines were outsiders) represent the part of village life. (Arunkumar, 2017). Characters 

that mainly represented outsiders were mostly doctors, teachers, health workers or military man.  

While neo-nativity films that are caste centric became popular, on the other side the Tamil cinema industry slowly 

in the early 1990s began to notice the Bollywoodisation of Tamil cinema. Neo-native films mainly preached about 

the peaceful living of the people in villages and showcased the cities and towns to be areas of violence and shady 

activities. The countryside was presented as a pastoral idyll, while the city featured as a metaphor for social decay. 

From the late 1970s, in what Sundar Kaali (2000) names the Neo-Nativity genre, films foreground and romanticise 

the everyday life of the village.  

They portrayed the countryside as comparatively safe, while the city was shown to be home to criminals, prostitutes, 

and dishonest and power-hungry politicians, as well as other lowlifes. The entry of directors like Mani Ratnam and 

Shankar slowly brought in the middle class culture. Vasudevan discusses that ‘In the 1990s, however, this emphasis 

changed and a range of young directors inspired by global cinema started to make films set in the pettai (space) or 

‘area’ rather than the village.’ (N V. , 2017) 

Jumpcut in their view on ‘A review of Contemporary media’ discusses that “A by-product of the shift away from 

melodrama after the embrace of the Neo-Nativity film was a transition towards more controversial interpretations 

of heroism and bolder subjects. New genres were explored and fresh new directions were taken in Tamil cinema to 

reinvigorate it after the crisis that occurred with the end of MGR-Sivaji star system. Young actors like 

Kamalhaasan—who was starting his career at this point—were willing to experiment and move away from 

hackneyed ideas of heroism.  

 

The success of the suspense thriller Sigappu Rojakkal (“Red Roses,” Dir. Bharathirajaa, 1978), a film ahead of its 

time, introduced as protagonist the hitherto unseen figure of a psychotic and demented anti-hero (played by 

Kamalhaasan). The avant-garde drama Aval Appadithan ("That’s How She is," Dir. C.Rudraiah, 1978) was another 

critically acclaimed film released during this period. An unsentimental feminist film about a fiercely independent 

woman, and her difficult relationship with men, Aval Appadithan uses a fluid narrative style and music to “[mix] 

flashbacks with vox-pop and glossy pictorialism.”  Such stylized techniques of storytelling were a new innovation 

in Tamil cinema. By shedding its melodramatic excesses, Tamil cinema became more receptive to unorthodox 

themes and unconventional filmmaking.” (ejumpcut, n.d.) 
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8.4 The New Wave Cinema (Late 1990s to this period - 2021) 

The 1990s was known highly for commercial films and the MTV (Music Television) genre, an American cable and 

satellite television channel. Every movie that entered the theatre was identified by its opening song, a combat scene, 

a comedy track, the hero's assertion, a phallic affirmation over the seduction of women, and a certain villain. This 

was a prevalent theme in rural-themed movies, both with regard to the phallic claim over the feminine and the actual 

village actant. The heroic narration served as the core of these films' depictions of rurality, rendering the village 

less of an actor and more of a backdrop against which the narrative events are effected. 

Like Arunkumar discusses the concept of commercial films made for success came int play during this phase. Films 

consisted of an opening song, fight sequences, comedy and romantic scenes and a strong male lead. Scripts 

contained stories were centric to the hero rather than characters being centric to the story. However, Arunkumar 

also argues that in the 2000s “The introduction of high end technology and the usage of highly qualified technicians 

was characteristically coupled with two kinds of genres of this decade, the hero centric film and non-hero-centric. 

Both these films travelled parallel to each other in satisfying the spectator.” (Arunkumar, 2017). 

A new wave tends to refer to a historic moment within a national cinema. Leonard from the artice new wave cinema 

guide discusses that “The most famous example is the French New Wave (La Nouvelle Vague), essentially a group 

of young critics turned film-makers who broke with the past traditions and made exciting, experimental and 

innovating films. Although never a formally organized movement, it is noted that the “New Wave” filmmakers 

were linked by their self-conscious rejection of classical cinematic form and their spirit of youthful iconoclasm. 

“New Wave” is also an example of European art cinema. Many also engaged in their work with the social and 

political upheavals of the era, making their radical experiments with editing, visual style and narrative part of a 

general break with the conservative paradigm.” (Leonard, 2011) 

Until the 1998, cinema strong relied on heroism. They included concepts of angry young men or unrealistic 

romances or fantasy and heroism. The concept of angry young men is evident in various movies of Rajinikanth such 

as Naan Vazhavaippaen, Billa, etc. He also brought in the negative hero in his breakthrough film ‘Mullum 

Mallarum’. Jumpcuts states that “Having begun his career as a stylish villain with gimmicks such as flicking a 

cigarette into his mouth, catchy one-liners, quick movements and swaggering mannerisms, Rajini fit into the mould 

of what was known in the industry as a “negative hero.” (ejumpcut, n.d.)  

The concept of negative hero was celebrated among the Tamil masses because it have a refreshing change to the 

main characters of the melodrama period who are usually self-sacrificing heroes. Unlike the good natured, obedient 

and justful male lead, “Rajini instead excelled in glamorizing and humanizing the lumpenproletariat in roles such 

as these—alcoholic, local gangster, gambler, henchman—but always a man with a fundamentally good character 

beneath a tough exterior.” (ejumpcut, n.d.) 

According to Nithin Kalorth, The new wave films are not totally avoiding the conventional style, but accumulating 

up social reality in the characters and the situation of the film. (Kalorth, 2016). The first new wave film during the 

late 1990s can be recognised as the movie ‘Sethu’ (1999). Unlike other movies, this movie shows the reality of 

romance that was happening across the globe. Back in the 90s, parents choose honour and caste pride over the 

relationships of their children, ultimately lead to a lot of broken or traumatic relationships. Ramnath also argues 

that the new wave began with the movie ‘Autograph’ (2004). “They have every masala (commercial) ingredient of 

a formulaic film, but what they also have is a solid storyline, a large dose of realism and actors who are almost 

unknown”  (Ramnath, 2011). The visual language of these films seems to be real, the cultural and social subtexts 

are more hinted, which take the audience closer to the character, the violence, romance, rituals takes place high in 

thematically and presented in raw. (Kalorth, 2016). Ramnath also states that “The resultant mix has not only struck 

a chord with directors and actors, but worked wonders at the box office and, hence, with producers as well.” 

The acceptance of realism by the audience allowed Tamil cinema to be viewed for the story lines and not heroes. 

The success of a Tamil film once relied on the actors who starred in it. Heroes were not loved but worshipped, 

Raman observes that “Audience, more appropriately fans of Tamil cinema actors and actress perceive actor and 

actress as god and goddess; build temples as their token of love. “They not only love, but worship” ” (Mala, 2012) 

Kalorth also observes how film stars are represented with affectionate names. “A representation of the leader. M.G. 
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Ramachandran (M G R) known as Puratchi Thalaivar (The Revolutionary Leader), Sivaji Ganesan as Nadigar 

Thilakam (Supreme actor), Rajinikanth is known as Super Star all over the world, Kamal Hasan as Ullaga Naayagan 

(Hero/Leader of World), Vijaykanth as Puratchi Kalaignar (Revolutionary artist), Vijay as Illaya Thalapathy 

(Young commander), Ajith Kumar as Ultimate Star, Arjun as Action King and it is still continuing for younger 

generation actors also. Young and upcoming superstars of Kollywood Jayam Ravi and Vishal, respectively known 

as Illam Puyal (Young Strong) and Puratchi Thalapathy (Revolutionary commander).” (Kalorth, 2016). However, 

the changes in storylines to social realism and its acceptance by Tamil audience has no longer made success tied to 

the actor starring in the film. This is evident through the movies like ‘Sura’ (2010), Vettaikaran(2009) starred by 

Vijay, a revolutionary film star of the Tamil audience being box office failures.  

The concept of neo-nativity and territorial stigmatization also played a big role in the success of films during this 

wave. Unlike previous neo-native films, movies during this period showed the reality of rural villages. Movies like 

Paaruthiveeran (2007), Joker (2016), Asuran (2019) which won National Awards are all an extension of neo-nativity 

films. Unlike the previous films, these films expressed every social evil that existed within a rural society. Be it 

caste hegemony or caste pride, honour killings, lack of basic amenities etc – every element was showcased subtly 

or strongly to create an impact and covey a message of the hardships faced by rural people and the requirement for 

change. They showcased the raw rural culture of every Tamil village that is infiltrated with the violences based on 

caste system.  

The usage of technology with the concept of territorial stigmatisation also created many box-office hits during this 

period. Wacquant defined territorial stigmatisation as a ‘negative public image of specific spaces which enforces a 

symbolic dispossession of their inhabitants, which in turn not only recasts them as social or urban outcasts but also 

deprives them of their collective representation and identity’ (Wacquant, 1993). Similarly in Tamil cinema, certain 

spaces are given certain references sue to their picturisation in films. For example Vadachennai (a region in 

Chennai) is seen to be a place brimming with violent crimes, gangster culture and illegal activities; Madurai is seen 

to be a rural space that has violent individuals who carry sickles and have strong caste pride; Pollachi, Erode are 

seen to be areas filled with farmers and rich landlords of subordinate caste.  

 

Although in reality, the areas are nothing like that and the space shown in the films represent only a small proportion 

of the community in that area, audience naturally tend to stereotype the regions. Audience perception can be 

changed with the change in the representation in the film. This is evident from the contrast between two films 

‘Vikarm Vedha’ (2017) and ‘Madras’ (2014) from the studies of (Damodaran & Gorringe, Contested Narratives : 

Filmic Representations of North Chennai Contemporary). Vikram Vedha (2017) directed by Pushkar-Gayathri is a 

North Chennai based film involving conflicts between two male leads, one of which is a notorious gangster and the 

other an obsessively vigilant cop. The territorial stigmatization presented in the movie shows north Chennai as a 

criminal den where the usage of illegal weapons, drugs and murder is highly common. The aerial shots show the 

city to be highly disorganized with housing units and thatched huts.  While Madras (2014) directed by Pa.Ranjith, 

a director who is a Dalit himself is also a North Chennai based political caste stigma based movie. The movie shows 

how politics used on lower caste people and the vibrant side of the city which included Gaana music culture, hip-

hop, carrom players, football, etc. An interesting comparison is that between portrayal of empty buildings in both 

these movies. Vikram Vedha shows empty building as a prime spot for drug exchanges whereas Madras shows it 

as a prime spot for dance and football practices, romanticizing, etc. 
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9. PORTRAYAL OF THE  INSTITUTION OF CASTE IN THE PHASES OF TAMIL CINEMA 

(BASED ON CRITICAL EVALUATION OF SELECTED CASTE CENTRIC TAMIL FILMS)  

9.1 Caste: 

 

The Collins Dictionary defines “A caste is one of the traditional social classes into which people are divided in a 

Hindu society. Caste is a system of dividing people in a society into different social classes.” (Collins Dictionary , 

n.d.)  

 

“When a class is somewhat strictly hereditary, we may call it a caste” C.H.Cooley 

 

“Caste is a system in which an individual’s rank and its accompanying rights and obligations is ascribed on the 

basis of the birth into a particular group” Williams 

 

“Caste is a closed group” D.N.Mazumdar and T.N.Madan  

 

The caste system has existed in many places across the globe. Be it Greece or Japan or India, there has been some 

kind of system based on caste or creed or gender in every country we know. However, the caste system in India has 

been rigid, following the tradition for more than a thousand years. The caste system is a vital component of the 

Hindu religion. People were allowed to study, work in certain professions, enter places depending on the caste they 

belonged to. Traditionally, the Indian caste system divided people into four primary groups as per the hierarchy – 

the Brahmins (priests and teachers), the Kshatriyas or Ksyatriyas (rulers and soldiers), the Vaishyas or Vais 

(merchants and traders) and the Sudras or Shudras (labourers and artisans).  

 

One of the excluded communities that form the lowest layer of the hierarchy is the Dalit community or the scheduled 

caste. Other terms for the community also include depressed class, oppressed class, Harijans, Untouchables or the 

Broken people. Although caste is ideal for every state in India including Tamil Nadu – the number of sub castes in 

the state is extremely high.  It is important to note that such a caste system exist within the Hindu community and 

doesn’t include any other religion.  
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Figure1: Caste System in India 

 

Caste in Tamil Nadu is extensive. Few of the backward castes in Tamil Nadu include Angumudayars, Thevars, 

Kallars, Boyas, Badagar, Kambar, Kongu Vashnava, Kongu Vellalars, Koteyar, Kudumbi, Odiya, Odra, Kathikarar, 

Reddy, Chetty, Kavuthyar, Malayar, Mooppan, Odiya, Vaniyar, Vellan Chettair. Apart from this, the open or 

general category covers Iyers, Iyengar, Kammavar Naidu, Naatu Kottai Chettiyar, Reddiar, Kurukkal, Saivar, 

Naidu, etc. And scheduled castes include Adi Darvida, Bellara, Kalladi, Mannan, Mundala, Nayadi, Vathiriyan, 

Velan, Vettiyan, etc. Scheduled caste Arunthathiyars include Adi Andhra, Madiga, Pagadai, etc. Scheduled Tribes 

include Adiyan, Irular, Kadar, Kochu Velan, Kota, Kurumans, Mallakkuravan, Toda, etc.  

 

This study will cover only the Brahmins, Thevars, Gounders, Dalits (Scheduled Castes) and Scheduled Tribes to 

understand the shifts in the narratives of caste as these castes were the most represented in Tamil cinema. Kshatriyas 

aren’t included as they are no longer live in Tamil Nadu.  

 

Brahmins: “The word Brahmin translates to “Supreme Self” or the first of the gods. Brahmin is the highest Varna 

in Vedic Hinduism.” (Kelete, 2015). They are considered the followers of Brahma and were originally priests. Tamil 

Brahmins are divided into Iyers, Iyengars and Gurukkal. Iyers follow the Advaita philosophy and are Smarthas. 

Iyengars follow the Vivishtadvaita philosophy and are followers of Vishnu – Vaishnavas. Gurukkuls are followers 

of Shaiva Siddanta philosophy and are called as Saivas.  

 

 

 

Bhramin 

(Priests, Academics)

Kshatriyas 

(Warriors, Kings)

Vaishyas 

(Merchants, Landlords)

Sudra 

(Commoners, peasants, servants)

Untouchables 

Outcast- out of caste, street sweepers, latrine workers 
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Thevars: Also known as the Mukkulathor, they comprise of three castes – Agamudyar, Kallar, and Maravar. They 

most live in the central and  southern areas of Tamil Nadu which include Madurai, Theni, Dindigul, Sivagangai, 

Pudukottai, Ramanathapuram, Thanjavur, Thiruvavur, Nagapattinam, Thiruchirapalli and Thirunelveli. Prior to the 

colonial rule, they were identified to be soldiers for kings.One of the most prominent members of the caste known 

across India is U.Muthuramalingam Thevar. Also known as Pasumpon Muthuramalingam Thevar, he is a politician 

who was elected to the National Parliamentary Constituency for three times. The members of the caste are also 

considered to traditionally practice Tamil martial arts like Adimurai, Chinna Adi and Varnaati.  

 

Gounders : The title Gounders is used by various communities in Tamil Nadu. However, it is predominantly used 

to specific the Kongu Vellalar caste of the Kongu region. Kongu Vellalar refers to the Vellalars of the Kongu region 

which includes Coimbatore, Tirupur, Erode, Naamakkal, Salem, Karur districts in Tamil Nadu. Vellalars refers to 

the communities that have agriculture as a profession. Traditionally, the community members are agriculturists and 

landowners of the region. Arunkumar also discusses that “The area occupied by this community is divided into five 

regions viz. Ponnivala nadu, Tahangavala nadu, Valavanti nadu, Chola nadu and Vettuva nadu. Ponnivala nadu 

belongs to the heros and Thangavala nadu is of their pangali or literally called the parallel relatives. While, Valavanti 

nadu is occupied by the cross cousins, Chola nadu belongs to the reigning king. The Vettuva nadu is the land of 

enemy.” (Arunkumar, 2017). 

 

Dalits (Scheduled Castes): Dalits in India refer to all the depressed communities of India. They are collectively 

termed as Scheduled castes by the Indian Government.  Dalit is the vernacular derivation from Sanskrit (the word : 

Dalita) which means ‘divided’, ‘split’, ‘broken’. “Like the "Eta" outcasts in Japan, India's Untouchables performed 

spiritually contaminating work that nobody else wanted to do, such as preparing bodies for funerals, tanning hides, 

and killing rats or other pests. Doing anything with dead cattle or cowhides was particularly unclean in Hinduism. 

Under both Hindu and Buddhist beliefs, jobs that involved death corrupted the workers' souls, making them unfit 

to mingle with other people. A group of drummers who arose in southern India called the Parayan were considered 

untouchable because their drumheads were made of cowhide.” (Szczepanski, 2020)  

 

In Tamil Nadu, scheduled castes include Adi Dravida, Adi Karnataka, Ayyanavar, Baira, Cheruman, Kalladi, 

Koliyan, Mala, Mannan, Nalakeyava, Nayadi, Paraiyan, Semman, Thandan, Vettuvan etc. Prominent personality 

from this caste include Dr B.R.Ambedkar who drafted the Indian constitution and is an Indian jurist, social reformer 

and economist.  

 

Scheduled Tribes: Article 366 (25) defined scheduled tribes as "such tribes or tribal communities or parts of or 

groups within such tribes or tribal communities as are deemed under Article 342 to be Scheduled Tribes for the 

purposes of this constitution". They refer to the indigenous people of a specific region. Scheduled tribes are 

considered as such based on their primitive traits, geographical isolation, distinct culture, economically backward 

and contact with the outside community at large.  In Tamil Nadu, the scheduled tribes community include Adiyan, 

Aranadan, Irular, Kurumbas, Malai Vedan, Malasar, Palliyar, Toda, Uraly, Sholaga, etc.  

 

9.2 Critical Evaluation of  Selected Films  

 

While the proposed study aims to analyze the shifts in the narratives of caste in Tamil cinema, certain films are 

selected to showcase how the elements of caste was portrayed in Tamil cinema. It is important to note that other 

movies were also briefly analyzed to understand the impact in the shift of portrayal.  
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The first phase of Tamil cinema (Puranic phase 1930-1950) primarily consisted of mythological and Hindu literature 

based stories so there was barely any element of caste portrayed in it as the storylines focused on mythical creatures, 

celestial beings, gods and rulers.  

The second phase of Tamil Cinema (Dravidian Cinema 1951-1975) focused on Dravidian Politics propaganda and 

romanticism. Story concepts were based on heroes fighting corrupt businessmen, politicians, the rich, etc. One 

notable film to be recognized for the elements of caste is the movie Madurai Veeran  (1956).  Although the movie 

doesn’t directly specify any caste in it, the story line revolves around a high born princess and a low caste individual. 

 

The third phase of Tamil Cinema (Neo-nativity phase 1975-early 1990s) is the phase that openly used elements of 

caste in Tamil cinema. Both this phase and the last phase (New wave cinema) will be focused to understand the 

shifts in the narratives of caste in Tamil cinema.  

 

Criteria for selection of the films for critical evaluation: 

1) The film must be a popular/ well known film (have audience popularity) but need not necessarily be a box 

office hit.  

2) The film should have been released between 1970 to 2021 (year of commencement of the study) 

3) It should directly or subtly contain or portray the elements of caste 

4) The film may or may not contain caste as a central theme but should use it as a central element.  

 

 

Period Movies 

1980-1990 Mudhal Mariyathai (1985), Mudhal Vasantham (1986), Vedham Pudhithu 

(1987), Ore Oru Gramathiley (1987), Idhu Namma Aallu (1988), Kizhakku 

Vaasal (1990) 

1991-2000 Chinna Gounder (1991), Cheran Pandiyan (1991), Devar Magan (1992), 

Avarampoo (1992), Kizhakku Cheemayile (1993), Ejamaan (1993), 

Nattamai (1994), Indira (1995), Kizhakku Mugam (1996), Bharathi 

Kannamma (1997), Sethu (1999) 

2001-2010 Kaadhal (2004), Virumaandi (2004), Sandakozhi (2005), Paruthiveeran 

(2007), Peranmai (2009)  

2011-2021 Madha Yanai Kootam (2013), Madras(2014), Kabali (2016), Kaala(2018), 

Pariyerum Perumal (2018), Merku Thodarchi Malai(2018), Asuran(2020), 

Devarattam(2019), Karnan (2021), Jai Bhim(2021) 

 

Table 1: Movies selected for the critical evaluation 

1980-1990 

Mudhal Mariyadhai 

 

Director: Bharathiraja 

Year of Release: 1985 

Production: Bharathiraja 
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Starring: Sivaji Ganeshan, Radha, Vadivukkarasi, Rajini, Deepan, Sathyaraj 

Plot: The movie deals with social tensions raising from caste and community structures in the Tamil society. The 

story revolves around the relationship between an older married village chief and an unmarried young boat woman. 

Malaichami, the protagonist is unhappily married to his cousin  Ponnatha who is never satisfied with what he does. 

Although husband and wife, they don’t share a martial relationship. Along with them lives Rasamma, their daughter 

and Chellakannu, Malaichami’s orphaned nephew. Chellakannu is in love with a lower caste woman Sevuli who is 

the daughter of a cobbler and tries to hide the relationship as it against the society norms. Rumors spread about the 

friendship between Malaichami and Kuyil, the unmarried young boat woman. Meanwhile, Chellakannu decides to 

elope with Sevuli hearing her wedding arrangements. Knowing this, Malaichami berates Chellakannu and Kuyil 

convinces him to get them married as they sincerely love each other. While the villagers talk about the rumors and 

friendship between Malaichami and Kuyil, Malaichami tells them they he is indeed in a relationship with her, just 

to stop them talking. He immediately apologizes to her for saying so in the public. But Kuyil states that she is indeed 

in love with him. Enthralled, he asks her to push away the thoughts but is also deeply disturbed.  

 

Meanwhile, after the marriage, Chellakannu and Sevuli are alone in a field and unknown man kills her for the jewels 

she is wearing. Later it is identified that Rasamma’s husband kills Sevuli through the big toe that Sevuli bites off 

during the struggle. He is sent to prison by Malaichami and Ponnatha condemns him for doing so by stating that he 

did it because he was not Rasamma’s biological father. It is revealed that Ponnatha conceived Rasamma out of a 

casual relationship and Malaichami only married her to protect her.  

Ponnatha later plots to murder Kuyil due to which Malaichami decides to stay at Kuyil’s place to protect her.  

 

Malaichami, on arriving at Kuyil’s place finds her stained with blood and is convicted for murdering a stranger. 

The stranger is later revealed to be Ponnatha’s partner from the casual relationship – Mayilvaganam. Mayilvaganam, 

on his way back from the prison decides to get back with Ponnatha and take away her wealth. So Kuyil murders 

him as an instinct to protect Malaichami and the mishap from happening. In the end, Malaichami is on his death 

bed waiting for Kuyil to meet him who is on a parole to visit him. He dies after meeting her and on the return to the 

prison, Kuyil also dies.  

 

Mudhal Vasantham  

 

Director: Manivannan 

Year of Release: P.Kalaimani 

Production: P Kalaimani  

Starring: Sathyaraj, Pandiyan, Ramya Krishnan, Chandrasekar, Malaysia Vasudevan 

Plot: The story revolves around to two big shots in town who always fight and cause a ruckus. Kungama Pottu 

Gounder and Vettaikara Gounder are two influential village members who split the village into two. Only the 

boatman villager tries to protect the village by fighting their dictatorship. An innocent orphan visits the village and 

decides to work for Vettaikara Gounder. Vettaikara Gounder’s only daughter falls in love with him and elopes with 

him through a boat.  

 

They are ultimately found and the boatman’s arms are cut off for helping the couple escape. Vettaikara Gounder 

also accuses the innocent servant for abduction and attempted rape to protect his family name. The daughter lies in 

the court, afraid of her father. The orphan is sent to prison for a mistake he didn’t commit. On the release, he meets 

Konguma Pottu Gounder, Vettaikara Gounder’s rival who is ready to help the orphan get the revenge. The film 

further revolves around the conflicts between the two influential members and love story of the young couple.  
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Vedham Pudhithu 

 

Director: Bharathiraja 

Year of Release: 1987 

Production: Janani Art creations 

Starring: Satyaraj, Saritha, Amala, Chaaru Haasan, Raja, Janagaraj 

Plot: The story revolves around Balu Thevar and Petchi who belong to the Thevar community, a land-owning caste 

in South Tamil Nadu. Although a member of the subordinate caste, Balu Thevar is an atheist who openly speaks 

against the caste system. Despite this, the villagers like him due to his helping tendency. Their only son Sakarapandi 

returns home after completing his education in the city and meets Vaidehi, the daughter of Brahmin priest. They 

fall in love and later is identified by her father.  

 

Her father feels that the Thevar come lower than them in the caste system and is against their union. He tries to get 

her married to a Brahmin in the nearby village. In the attempt to protect herself from the marriage, she fakes her 

suicide and takes asylum at a forest ranger’s house. Her father believes that Sankarapandi is the reason for her death 

and tries to blame him. During the discussion, they both fall into a waterfall and die.  

 

Vaidehi’s younger brother Sankara is orphaned and neglected by his community as they find him to inauspicious. 

Looking at him begging for food in the streets, Balu Thevar is disturbed and takes him in as he also lost a son. The 

couple give up on meat for the boy and help him to settle. The boy’s community (Brahmins) rejected him for eating 

and staying at lower caste person’s house. They don’t let him learn the vedas also due to which Petchi decides to 

put him in a good English medium school. Balu gives up all his caste related titles when the boys asks him why he 

still practice and keep his surname as ‘Thevar’ when he is against the system.  

 

Balu Thevar gives up all his caste based identity and decided to support the boy. Vadehi on hearing what happened, 

rushes back to be with her brother. Meanwhile, Krishna Iyer (the groom initially selected for Vaidehi) decides to 

take revenge on Vaidehi and turns the villagers against her. Balu Thevar is killed during the fight and convey’s his 

last message of everyone being together despite caste.  

 

 

Ore Oru Grammathiley 

 

Director: Manivannan 

Year of Release: 1987 

Producer: S Rangarajan 

Starring: Lakshmi, Nizhalgal Ravi, Poornam Vishwanathan, Charle, Vishwanthan, Poornam 

Plot: The story revolves around how the main female lead manipulates the caste reservation system to receive the 

position of a collectorate.  

 

Note: The film was banned for criticizing caste reservations.  
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Idhu Namma Aalu 

 

Director: Balakumaran 

Year of Release: 1988 

Production: Bhagavathi Productions 

Starring: Bhagyaraj, Shobana, J.V.Somayajulu, Manorama, Kumarimuthu 

Plot: The movie revolves around Gopalasamy, a BA student from a backward caste trying hard to pay for his 

mother’s eye surgery. He leaves to Chennai to find the money and enounters a Brahmin priests who employs young 

men to impersonate as Brahmins and sell sweets and snacks. Unable to make ends meet, Gopal agrees on pretending 

like a Brahmin and leaves to perform a ritual at an orthodox Brahmin’s house.  

Mylapore Srinivasa Shastri, an orthodox Brahmin always helps Brahmin but would never let the low caste people 

even touch him. During the ritual, Srinivasa figures out that Gopal cannot recite the vedas and chants but is highly 

intelligent. He gets him a job as a government employed clerk in a temple and lets him stay at his out house as a 

paying guest. Srinivasa’s daughter Banu falls in love with him and wants to get married to Gopal. But Gopal restricts 

himself knowing what the consequences would be. Deeply indebted to Srinivasa who helped him financially for his 

mother’s eye surgery, he doesn’t want to do anything that would hurt Srinivasa. Upon revealing that he is not a 

Brahmin, Banu doesn’t believe him and both Gopal and Banu marry according to Brahmin traditions. 

 

 On the knowledge that he is not a Brahmin, Srinivasa asks Gopal to leave the house and not live as husband to his 

daughter. Banu, on the contrary leaves the houses and tries to stay with Gopal who tries to follow the restriction 

placed by Srinivasa as a punishment for his wrongdoings. With family pressure, Gopal later consummates with 

Banu to give his parents grandchildren. Saddened to see that he would never be able to see his daughter living 

happily, Srinivasa tries to kill himself. Gopal saves him and Srinivasa realizes his mistake.  

 

Note: The title also contextually mean ‘He is from our caste’ 

 

 

Kizhakku Vaasal  

 

Director: R.V.Udhayakumar 

Year of Release: 1990 

Production: T.G.Thyagarajan 

Starring: Karthik, Revathi, Khusbhu, Chinni Jayanth, Manorama, Vijayakumar 

Plot: The story takes place in a village called ‘Kizakku Vaasal’ where the female lead, an orphan named Thaayama 

leads a solidary life. She is found by Janagaraj who is a street performer. They are taken in by Sulakshana, a secret 

mistress of the village head Vijayakumar. Upon the knowledge of her profession, they decide to leave but is stopped 

as Sulakshana falls ill. Vijayakumar tries to take advantage of Thaayama but she keeps dodging him. Meanwhile 

Ponnurangam, a folk singer works part time for Vijayakumar.  

 

He has a crush on Selvi, the daughter of Vijayakumar’s sister. Selvi pulls a prank on Ponnurangam and he asks his 

mother to meet Selvi’s parents on a wedding proposal. Ponnurangam’s mother is beaten by Selvi’s father’s men 
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and later dies from the trauma. Disturbed, Selvi tries to apologise to Ponnurangam and falls in love with him. But 

Ponnurangam rejects her. Vijayakumar tries to his son Thiyagu married to Selvi so he can take over all their wealth. 

On the day of the wedding, Selvi is seen with Ponnurangam which ultimately causes Thiyagu and his men to stab 

Ponnurangam with a poisoned knife. Thaayama takes care of Ponnurangam and love sparkes in between them. 

Vijayakumar doesn’t agree to this and abducts Thaayama and is later attacked by villagers. Thayamma and 

Ponnurangam leave the village search for a new life.  

 

 

1991-2000 

Chinna Gounder  

 

Director: R V Udhayakumar 

Year of Release: 1991 

Production: Anandhi Films 

Starring: Vijayakanth, Sukanya, Manorama, Goudamani, Senthil, Salim Ghouse, Vadivelu 

Plot: The story revolves around Thavasi (Chinna Gounder), the village landlord responsible for maintaining law 

and order in the village and Deivanai, a talkative village girl who always gets into silly verbal conflicts with Chinna 

Gounder and his mother. Sakkara Gounder, the brother-in-law of Chinna Gounder is always in rivalry with Chinna 

Gounder as he marries Sundari upon the death of Chinna Gounder’s sister.  

 

Upon saving Chinna Gounder’s mother from a snake bite, Deivanai gets married to Chinna Gounder. Due to 

previous grudges, Sakkara Gounder tries to frame Chinna Gounder for poisoning the local pond. Hearing this 

conspiracy, Deivanai stabs a man who agrees to be a false witness with a sickle. She is jailed and multiple events 

happen that tarnish the reputation of Thavasi. He silently accepts it to keep the family name intact. Later it is 

identified that it was Sakkara Gounder who killed the man and decided to blame it on Deivanai. Sakkara Gounder 

apologies to the village committee but his apologies are not accepted. Chinna Gounder accepts them stating that he 

only wanted Sakkara Gounder to realise his mistake.  

 

Cheran Pandiyan  

 

Director: K S Ravikumar 

Year of Release: 1991 

Production: Super Good Films 

Starring: Vijayakumar, Sarath Kumar, Sreeja, Nagesh, Anand Babu, Goundamani 

Plot: The movie revolves around two brothers – Manicheran Gounder (Periya Gounder) and Rajapaandi (Chinna 

Gounder), his half-brother. Upon the death of their father, both the brothers live in the same house only to be divided 

by a wall. Periya Gounder always belittles Chinna Gounder and his sister Parimalam. Upon the knowledge of the 

relationship of his daughter with a distant cousin of Chinna Gounder, Periya Gounder tries to marry his daughter 

off to a womanizing thug. In a series of events, Periya Gounder changes his mind after receiving heartfelt advice 

from his wife Parvathi.  
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Devar Magan  

 

Director: Bharathan 

Year of Release: 1992 

Production: Raaj Kamal Films 

Starring: Sivaji Ganeshan, Kamal Haasan, Revathi, Gautami, Nassar 

Plot: The movie revolves around Sakthivel, a London graduate returnee from Madurai and his family members. 

Sakthivel’s father – Periya Thevar is an influential Thevar landlord and village chief of the region who is 

disappointed with his son for bringing his westernized girlfriend to the village and in region and his intention to 

open a chain of restaurants in Chennai. Periya Thevar wants him to help the village get to a better place and society. 

A falling out with a certain cousin of their family causes chaos which ultimately leads to the death of Periya Thevar.  

 

Sakthivel now takes up responsibility and decides to protect the village. He marries the daughter of Paramasivam, 

a land owner in their province who decides to open up the village road for everyone. In a feud with the cousin Maya 

Thevar who always harms the village, Sakthivel kills him. Although the villagers offer to take responsibility for it, 

Sakthivel declines politely and surrenders himself to the police.  

 

Avarampoo  

 

Director: Bharathan 

Year of Release: 1992 

Production: K.R. 

Starring: Vineeth, Nandhini, Nassar, Goundamani, Sulakshana 

Plot: The story revolves around Sakkari, a mentally ill orphan and Thamarai, the daughter of a Thevar. Sakkarai 

has a soft corner for her as her father remarried. Instances causes Sakkarai to have a physical relationship with 

Thamarai. Upon the knowledge of the incident, the chief Thevar decides to marry her daughter to a drunkard. The 

story further proceeds into how they solve the entire issue.  

 

Kizhakku Cheemayile 

 

Director: Bharathi Raja 

Year of Release: 1993 

Production: S Thanu 

Starring: Vijayakumar, Raadhika, Napolean, Vignesh, Pandiyan, Vadivelu, R.V.Ashwini 

Plot: The story revolves around Maayandi, his younger sister Virumaayi, his brother in law Sivanandi and their 

kids Seenu and Petchi. Periya Karuppu, the brother in law of Sivandi dislikes Maayandi and tries to create a rift 

between Sivandi and Mayandi.  
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An incident in the village fest causes the family to drift and not meet each other ever again. Years pass by and the 

son of Maayandi ‘Seenu’ and the daughter of Virumaayi ‘Petchi’ fall in love but Sivandi is against this and tries to 

marry her off to Chinna Karuppu who is the son of Periya Karuppu. While Seenu and Pechchi try to marry each 

other, fight ensues between the two villages which causes Chinna Karuppu to finally state that he is not in love with 

Pechchi but agreed to wedding because he wanted to take revenge of Sivandi who left his father alone on his death 

bed. Maayandi is in a position to kill Sivandi but Virumaayi begs her brother to spare him and he spares Sivandi. 

But Sivandi tries to kill Maayandi which causes Virumaayi to come in the middle and take the sickle stab. She 

removes her nuptial string (also known as Thali) and removes all her attachment to her husband Sivandi and dies 

in the arms of her brother Maayandi.  

 

 

Nattamai 

 

Director: K S Ravikumar 

Year of Release: 1994 

Production: Super Good Films 

Starring: Sarathkumar, Khusbhu, Meena, Sanghavi, Vijayakumar, Raja Ravindra, Manorama, Goundamani, 

Senthil, Ponnambalam 

Plot: The story revolves around Shanmugan who is fondly called ‘Nattamai’ (head of the Panchayat), his brother 

and his paternal cousin. His paternal cousin’s family is expelled out of the village as the cousin killed Shanmugam’s 

father. Pasupathi is married to Meena but in the process of the blame game played by the paternal cousin – he gets 

blamed for killing a teacher for having an illicit relationship with her. Nattamai expels his brother from the village 

and the paternal cousin takes the chance to kill Nattamai. His mother who is the paternal aunt of the Nattamai 

overhears this and kills her son for being so viscious. Upon the revealation of the incidents, Nattamai goes through 

a shock and dies. Pasupathi becomes the next Nattamai.  

 

 Indira  

 

Director: Suhashini Maniratnam 

Year of Release: 1995 

Production: G.Venkateshwaran 

Starring: Anu Hasan, Arvind Swamy, Nassar, Ashwini, Radha Ravi 

Plot: The story revolves around the feuds between two villages and its leaders. When one of the leaders die, his 

daughter takes over the position and single handedly fight against caste system which causes problems between the 

two villages.  

 

 Kizhakku Mugam (1996) 

 

Director: M Anna Thurai 

Year of Release: 1996 

Production: Thai Films International 

Starring: Karthik, Reshma, Radha Ravi, Anandraj, Charle, Delhi Ganesh 
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Plot: The story revolves around Venu who works at a burial ground and Poongodi, the daughter of the village 

president. Venu lives with his mother and sister ‘Sindhamani’. Venu warns Poongodi when he finds her teasing his 

sister Sindhamani and later the hatred turns into love after her puberty. Poongodi’s unclue Nagaraj wants to marry 

his niece but Poongodi doesn’t accept it. A series of events help to identify that Venu is actually the son of a 

widowed Brahmin and is taken into a poor family after his mother’s death. Poongodi’s father accepts his caste but 

wants him to leave the poor family. Meanwhile, Nagaraj tries to rape Sindhamani who commits suicide to protect 

herself. This empathy makes Poongodi’s father allow them to get married.  

 

Bharathi Kannamma (1997) 

 

Director: Cheran 

Year of Release: 1997 

Production: Pankaj Productions 

Starring: Parthiban, Meena, Vijayakumar, Vadivelu, Ranjith, Indhu 

Plot: The movies revolves around Bharathi, a lowly worker for the village chief and Kannamma, the daughter of 

the village chief. On the event of saving her at a fair, Kannamma falls in love with Bharathi but he doesn’t 

reciprocate it due to the caste differences and his loyalty towards the village chief. A wedding proposal from the 

nearby village makes Kanamma be deemed unlucky as a fire sets during the event. The village chief tries to find a 

groom for Kannamma but she is interested in Bharathi. Events cause Kanamma to commit suicide as both her father 

and her lover doesn’t understand her. Bharathi burns himself on the pyre with her unable to bear the grief. 

Heartbroken, the village chief adopts Bharathi’s sister Pechi ignoring all the caste differences and gets her married 

to her lover and sends them to the town to live happily.  

 

 

Sethu (1999) 

 

Director: Bala 

Year of Release: 1999 

Production: A Kandaswamy 

Starring: Vikram, Abitha, Sivakumar, Sriman 

Plot: The movie revolves around two college students. A male protagonist is a rough, macho individual who is also 

the President of the college union. Having met a timid girl from his college, he falls in love and pursues her for a 

relationship. Being the daughter of a poor temple priest, she is not okay with it. He kidnaps her and during the stay 

she falls in love with him. However, past troubles makes appearance and the male lead suffers a brain damage when 

brothel goons hit him for affecting their business some time ago.  

 

Admitted in an Ashram, the male protagonist tries to recollect his past life. When he tells the Swamiji (The head of 

the ashram) that he is fully recovered, the Swamiji ignores him. In desperation, the male protagonist Sethu tries to 

escape but is caught and beaten by the wardens. The female protagonist pays him a visit while he is sleeping and 

leaves heartbroken. Sethu notices this and tries to call her but she doesn’t hear him and leaves. Again in a desperate 

attempt, Sethu escapes and goes to meet Abitha, the female lead. He finds that she has commit suicide after seeing 

Sethu’s situation. His friends and family try to console him and regain his composure. But heartbroken, Sethu 

pretends to be unconscious and allows the Ashram wardens to carry him away without any struggle, showing that 

he has nothing left in the world after the death of his true love.  
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2001-2010 

 

Kaadhal 

 

Director: Balaji Sakthivel 

Year of Release: 2004 

Production: S Shankar 

Starring: Bharath , Sandhya , Sukumar 

Plot: :  Murugan (Bharath) is a diligent scootor mechanic in Madurai ,life is smooth for him until a rich girl 

Aishwarya (Sandhya) starts liking him. Initially he hesitates to love her ,as she belongs to a rich family but later 

both falls in love plans to elope to Chennai knowing that their family won’t let him live together .Murugan’s friend 

Stephen helps them in their hour of crisis and lovers unite in marriage . Aishwarya’s parents discovered her being 

hiding in Chennai and they came together pretending as if they had agreed their wedding and convince them to 

return to Madurai . After returning to Madurai Aishwarya’s father asks her to remove the mangalyam (nuptial string) 

tied by Murugan and she feared he would kill him . 

Murugan was heavily beaten and let go of the place. After few years , Aishwarya while travelling with her husband 

discover Murugan to be mentally deranged beggar roaming near a traffic signal. Aishwarya faints at that moment 

and she is taken to the hospital. Later she runs to the same signal in search of him and finds him . She cries to him 

and feels bad that she was responsible for his pathetic situation . Her husband arrives on the spot and understands 

the situation, decides to take care of him and admits him in a mental health centre .  

 

 

 

Virumaandi  

Director: Kamal Haasan 

Year of Release: 2004 

Production: Kamal Haasan  

Starring: Kamal Haasan , Abhirami , Pasupathy, Napoleon , Rohini , Shanmugarajan , Nassar 

Plot: The story is narrated in the Roshomon effect where multiple people state different aspects of the same incident. 

The movie starts with a civil rights activist and her cameraman interviewing Kothala Thevar and Virumaandi Thevar 

who are awaiting their death sentences in the Madras Central Prison. While Kothala blames Virumaandi for killing 

Abhirami, the niece of Kothala and the wife of Virumaandi and 24 others along with it, Virumandi decides not to 

talk about it.  

Virumaandi later opens up when Angela, the civils right lawyer states that her father died from death penalty when 

he tried to save her from her marital abuse. Virumandi states his side of the story which ultimately turns out to be 

true. A series of events causes Kothala thevar attempt to kill Virumandi but Angela protects him at court.  

 

Sandakozhi 

Director: N Lingusamy 
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Year of Release: 2005 

Production: G K Film Corporation 

Starring: Vishal, Meera Jasmine, Rajkiran, Lal 

Plot: The story revolves around Balu, his family and Hema. Balu leaves to Chidambaram to his friend’s house and 

meets Hema, his friend’s sister. They fall in love and Balu interrupts Kasi, a goon in Chidambaram while he tries 

to kill someone. Angered Kasi tries to take revenge on Balu and identifies that he belongs to an influential family 

in Theni. He waits for a chance to take Balu down. Further incidents involve how Balu and his father Durai over 

take Kasi.   

 

Paruthiveeran (2007) 

 

Director: Ameer 

Year of Release: 2007 

Production: Studio Green 

Starring: Karthi, Priyamani, Saravanan, Ganja Karuppu, Sampath Raj, Sujatha Sivakumar 

Plot: The story is set in the rural area of Madurai called Parithiyur village where an intercaste man Paruthiveeran 

often bullies the villagers of Parithiyur for fun and money. His paternal niece falls in love with him and tries to 

change him. He is often charged for petty crimes due to his reckless behavior. When her father figures out that she 

likes him, he tries to marry her off to someone else but she elopes with Parthiveeran.  

 

On his journey to settling everything for them to move in, he leaves her in an abandoned building to take shelter. 

Few of Paruthiveeran’s acquaintances mistake her for one of his prostitutes and brutally gang rape her. 

Paruthiveeran returns to see her dying and she asks him to chop her so no one sees her in this situation. He does so 

after her death and goes back to the village to face her father. On the assumption that he kidnapped and killed his 

daughter, Muthazhagu’s father and relatives beat Paruthiveeran to death.  

 

Peranmai (2009) 

 

Director: S P Jananathan  

Year of Release: 2009 

Production: K Karunamoorthy 

Starring: Jayam Ravi, Saranya, Dhanshika, Vasundhara Kayshap, Varsha Ashwathi, Liyasree, Vadivelu, Urvashi 

Plot: The story revolves around Dhruvan, a trainee from the scheduled tribes community who is in charge for 

women cadets in an NCC camp. He selects five disobedient girls for an expedition to provide them with better 

training. In an attempt to fool around with Dhruvan, the girls sent a complain letter to the head stating that he tried 

to misbehave with them. The heads of the camp try to find them but the girls escape into the forest and they had to 

spend the night in the forest. One of the girls find two English men who are approaching the Indian space station at 

the vincity to sabotage a mission. The plot later thickens into how they save the mission and prove Dhruvan’s 

innocence.  
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2011-2021 

 

Madha Yanai Kootam  

 

Director: Vikram Sugumaran 

Year of Release: 2013 

Production: GV Prakash Kumar Productions 

Starring: Kathir, Oviya, Vela Ramamoorthy, Viji Chandrasekhar, Muruganji, Vinitha, Kalaiyarasan 

Plot: The story revolves around the family of Jayakkodi Thevar who has two wives. He is a virtuous man who helps 

in developing the village but his first wife and her brother Veera deal with local gangs so Jayakkodi prefers to stay 

with his second wife. The second wife and her children are neglected by the relatives as they belong to a lower 

caste. The plot further thickens into the family fued between Jayakkodi’s second wife’s son Parthiban and Veera’s 

four sons who dislike him. On an effort to attend his dad’s last rites, Parthiban gets into a fight with Veera’s son 

and accidently kills one of his sons. On an escape spree, Parthiban returns on hearing his mother’s death. Veera’s 

son try to take revenge on him but are ultimately defeated so Veera kills him.  

 

 

Madras 

 

Director: Pa Ranjith 

Year of Release: 2014 

Production: Studio Green 

Starring: Karthi, Catherine Teresa, Kalaiyarasan, Rithvika 

Plot: The story revolves around an IT graduate in the streets of Vada Chennai and events that happen regarding a 

fight for a wall. Kali, the protagonist is an implusive working class individual who loves playing football during his 

freetime. His friend Anbu is an aspiring politician who is involved in a long standing fuel between two political 

factions. While the two political parties fight for the wall, events take a turn when Anbu is murdered. The movie 

ends with Kaali standing against the political factions and the murderers of Anbu and using the wall for educational 

purpose.   

 

Kabali  

 

Director: Pa Ranjith  

Year of Release: 2016 

Production: Kalaipuli S Thanu  

Starring: Rajinikanth, Winston Chao, Kishore, Radhika Apte 

Plot: A Malaysian Kuala Lumpur based don Kabaleeshwaran (Kabali) gets released after 25 years of imprisonment 

for a false charge. His rival gang ‘’43’ consists of a Malaysian gangster and his Tamil upper class subordinates. 

Severe conflicts caused Kabali to part from his wife. Although everyone around him tells him that his wife and 

daughter are dead, he believes that his wife is alive.  
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His daughter unknowingly is hired as an assassin to kill him and later she finds the truth and supports him. On 

leaving to Pondicherry, Kabali comes across his wife and they reunite. The story later revolves around how he beats 

‘Gang 43.  

 

Kaala 

 

Director: Pa Ranjith 

Year of Release: 2018 

Production: Dhanush – Wunderbar Films 

Starring: Rajinikanth, Nana Patekar, Eswari Rao, Huma Qureshi, Samuthirakani 

Plot: The story revolves around the slums of Dharavi where a large portion of southern Tamil Nadu people 

migrated. The place is politically under the control of Hari Dhadha, gangster convert politician who wanted to 

change Dharavi to a posh area. While Karikalan and the entire southern Tamil diaspora try to oppose it, the plot 

thickens when Hari Dhadha uses the lower class status to remove them from Dharavi. In an attempt to kill Kaala, 

Hari Dhadha is opposed by the entire diasporic community.  

 

Pariyerum Perumal  

 

Director: Mari Selvaraj 

Year of Release: 2018 

Production: Pa Ranjith  

Starring: Kathir, Anandhi, Yogi Babu, G Marimuthu, Poo Ram 

Plot: The story revolves around a young law student hailing from Puliyankulam village near Thirunelvi. The 

protagonist hails from an oppressed caste and his caste oppression is seen through the brutal murder of his pet dog 

‘Karuppi’. He meets the female lead ‘Jo’ in his college and decides only to be her friend due to the differences in 

caste and family background. However, this is mistaken by Jo’s cousins who also study in the same college. Several 

attempts are made to defame and kill Pariyan. The plot strengthens with Pariyan’s comeback. 

 

Merku Thodarchi Malai 

 

Director: Lenin Bharathi 

Year of Release: 2018 

Production: Vijay Sethupathi 

Starring: Antony, Gayathri Krishnaa, Abu Valayankulam, Anthony Vaathiyar 

Plot: The story talks about a Dalit individual’s struggle for buying a piece of land. Rengasamy is a estate worker 

who carries cardoman sacks from the mountains to the foothills of the western ghats for a living. He tries to buy a 

land but the plan fails due to objections from the seller’s family. Meanwhile, a communist party worker Chako 

helps the employees in the estate against exploitation. But his senior and the estate owner plot against him and close 

the estate to prevent the workers from making a living.  
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Rengasamy meanwhile buys a plot of land by taking a loan in his third attempt. Chako returns to see many 

employees of the union leaving the estate. He gathers a few and makes them go against the estate owner and the 

senior comrade. As a result, multiple people along with Rengasamy are arrested and imprisoned for several years. 

Rengasamy returns only to see his land being taken over due to an overload of debts and him ultimately becoming 

the security guard for the windmill constructed at his previously owned land.  

 

Devarattam 

 

Director: M Muthaiah 

Year of Release: 2019 

Production: Studio Green – K.E. Gnanavel Raja 

Starring: Gautham Karthik, Manjima Mohan, Soori, FEFSI Vijayan, Vinodhini Vaidyanathan, Bose Venkat 

Plot: The story revolves around Vetri, a subordinate higher caste advocate living with six sister and their families. 

Although a lawyer, Vetri has anger issues which once cause him to take law in his hands and kill two sexual 

offenders.  

 

One of which happen to be the son of a dreaded gangster. The gangster instead of killing Vetri kills his eldest sister 

and her husband. The story revolves around how Vetri takes revenge and protects the rest of his family.  

 

Asuran 

 

Director: Vetrimaaran 

Year of Release: 2019 

Production: Kalaippuli S.Thanu – V Creations 

Starring: Dhanush, Manju Warrier, Ken Karunas, Pasupathy, Teejay, Prakash Raj, Ammu Abirami, Aadukalam 

Naren, Pawan 

Plot: The story revolves around Sivasaami, a farmer and his family who are stuck in an ordeal due to a conflict with 

a rich uppercaste landlord. Sivasaami’s eldest son insults the landlord and is killed as a retaliation. The youngest 

son kills Narasimhan, the upper caste landlord to take revenge. The story further revolves around Sivasaami’s past, 

how he protects his son from the evil upper caste power with the help of an advocate.  

 

Karnan  

 

Director: Mari Selvaraj 

Year of Release: 2021 

Production: Kalaipuli S.Thanu – V Creations 

Starring: Dhanush, Rajisha Vijayan, Lal, Yogi Babu, Natarajan Subramaniam, Gouri Kishan, Lakshmi Priya 

Chandramouli 
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Plot: The story revolves around constant conflicts between two villages – Melur (upper caste village) and 

Podiyankulum (lower caste village) and an inspector who believes caste superiority is normal. Podiyankulam’s 

constant request for a bus stop gets denied and they resort to violence at a point. This causes the inspector to arrest 

the village heads and ill treat them. This causes the youngsters in the village, knowing the situation rescue the elders 

and burn down the village. The plot further thickens into the violence between the villagers and police officers.  

 

Jai Bhim 

 

Director: T J Gnanavel 

Year of Release: 2021 

Production: 2D entertainment 

Starring: Suriya, Lijomol Jose, Manikandan, Rajisha Vijayan, Prakash Raj 

Plot: The movie portrays a severe caste divide in the society and the discrimination faced by scheduled tribes in 

Tamil Nadu. Post the release of criminals from the prison, Police allow only upper and middle caste men to pass by 

and hold back the lower caste scheduled tribes to accuse them for petty crimes. A burglary case causes a Irular tribe 

member Rajakannu  to get arrested along with his other family members. Police mistreated them misidentifying 

them as burglars. Meanwhile, a lawyer in Chennai called Chandru fights for human rights and against unlawful 

practices.  

 

While the police officers file a case against the Irular individuals for escaping, Rajakannu’s wife Sengeni approaches 

Chandru to find her missing husband. The case reveals that Rajkannu was killed by the police and the rest two 

cousins were hidden in a different prison to ease the situation.  

 

 

 

 

9.3 PERIOD OF GLORIFICATION OF CASTE 

The 1980s-90s marked the period of glorification of caste in Tamil cinema. In the years 1995―98, the southern 

districts witnessed widespread clashes between the Thevars and Dalits.
  

It strengthened the caste consciousness 

among the people of different castes which led to offensive violence. It is also one of the reasons to assert the 

dominance of one’s own caste in the society and in cinema says Anthony Susairaj. (Susairaj A. , 2020). Vishank 

Singh also says that “Whether you take the Class structure, Caste activities or political ambitions, the Tamil land 

has been prone to all these dynamics through the agent cinema. The case of Tamil cinema is very useful to 

understand the case of Gramscian hegemony. The way in which a powerful class uses the ideological apparatus to 

attain and sustain its socio-political ambitions. Here, it's somehow the same case with the Tamil audience who in 

order to suffice it's fantasy gets trapped in the message which in turn mold it’s ideas which in turn suits the various 

interests of the filmmakers, actors who are able to turn their faces towards politics quite easily.” (Singh). Tamil 

cinema saw its emergence in the glorification of caste after the Dravidian era. The Dravidian era was used as an era 

to propagate the political ideologies of Dravidian Munnetra Kazhagam. It was during the neo-nativity stage that 

popularized the glorification of caste. Three of the most popular movies that focused on the glorification of caste is 

Idhu Namma Aalu, Cheran Pandiyan and Thevar Magan.  

Idhu Namma Aalu was the story of a normal subordinate caste who was trying to make his ends meet. Therefore 

fakes to be a Brahmin to make a living. While the title itself conceptually implies that ‘He is from the same caste’, 

the movie shows how powerful Brahmins were and how important they were considered in the society. Cheran 
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Pandiyan focused on the eastern Gounder culture and the fight between two step brothers. One of whom is strictly 

bound to the caste regulations and norms. Thevar Magan is a Tamil classic that talks about the subordinate southern 

caste Thevars and their dominance and good deeds over the people of their locality. One common factor to notice 

during this glorification of caste in movies is the use of neo-nativity stage. Most of the movies that used caste as a 

prime element had village centric stories. It can be noted that back in 80s and 90s, although the state (Tamil Nadu) 

saw immense development, Chennai was considered as a city of growth and development. 

Being the capital, every other city had a hint of native touch to it. Brahmins primarily occupied South Chennai and 

other cities near it. M.S.S Pandiyan as quoted in (S, 2007) observes that “there is an ever-increasing divide between 

the prosperous South and the derelict North. He states that the socio-economic maps plotted by the Madras Office 

for Architects and Designers illustrate the divide clearly, showing how the modern clusters of ATMs and 

international restaurants have cropped up in the southern part of the city while one can hardly find an ATM in the 

North.” North Chennai seemed to be a spot that reaped the benefits of the Dravidian movement. Harris (Harriss, 

2005) argues that these are all emphatically Brahmin organisations strongly supported by non-Brahmin upper castes, 

which have arguably reaped the benefits of the Dravidian movement. (Saharan, 2017) note how the percentage of 

slum dwellers increased from 19% in 2001 to 28.5% in 2011, which was above the rate at which the city as a whole 

was growing. They also observed the privileging of South Chennai in terms of infrastructure projects and 

developments, noting how other locations ‘did not witness much urban development- related growth or investment 

in its vicinity’, and began to show ‘characteristics of a “forgotten” neighbourhood in dire need of intervention.  

Karthikeyan and Hugo also state that “Chennai is infamous for its ‘sacred spaces’ of temples which occupy the 

landscapes of South Chennai. Famed elite cultural organisations like the Madras Music Academy and Naradha 

Gana Sabha are all located in South Chennai.” (Karthikeyan Damodaran, 2021) This was one of the main reasons 

as to why Brahmin centric films were shot in South Chennai or its neighbouring cities. Similarly Thevar centric 

films were shot in the context of Madurai and its neighbouring villages. And Gounder centric films were shot in 

and around Pollachi with Coimbatore identifying itself as a town. Often movies territorially stigmatised the region 

for the sake of a deriving a common perception among the audience. South Chennai in movies were known for 

Aghragaras (Brahmin localities), early morning chants, panchakakshams (attire), soulful Carnatic music and 

vegetarian food. Meanwhile, native Madurai during the 90s was known for dry or semi dry terrains (or at times 

prosperous green lands), ruling violent landlords, full white attire by the landlords (shirt, veshti and angavastram 

(piece of cloth worn over the shoulder)), martial arts, weaponry, non-vegetarian food, theatres and films as cultural 

identities. And Pollachi, Coimbatore,  Erode is known for its lush green fields, ruling dominant caste landlords, 

pure white attires for them, increased usage of farm animals, etc.  

Devaki explains how “ilms labelling caste titles become a trend and considered as a pride in the Tamil cinema 

during the 90’s and it was Kamal Haasan film Thevar Magan (1992), is striking in its depiction of caste pride, with 

a sequence of movies like Chinna Gounder (1992), Nattamai (1994), Thevar Veettu Ponnu (1992), Periya Gounder 

Ponnu (1992), Kizhakku Seemayile (1993), Mappillai Gounder (1997), Kunguma Pottu Gounder (2001) and 

Virumandi (2004), Maayi, Rajinikanth’s Yejaman are films that glorifies the caste and its pride. Kamal's Virumandi 

(at first named Sandiyar) and the upcoming film Thevaratam (2018) were full of particular caste glorification, 

including a jallikattu scene that built up the on- screen character's manliness and faithfulness to his root. Other 

dominant caste followed by Thevar is Gounders have also celebrated in movies. Films like Chinna Gounder has a 

character applauding the perceiving feeling of the Gounders and how the ‘other’ people give more significance to 

the Chinna Gounder's words than government official or court.  

Here, it obviously demonstrates the commemoration of a specific predominant caste and its traditions. Tamil film 

doesn't frequently discuss castes specifically but instead praises it through extolling the dominant castes like Thevars 

and Gounders chiefly which have greater influence on people perception towards particular caste and society, for it 

creates an image for particular caste in the society.” (Devaki, Representation of caste in tamil cinema: Pride and 

Prejudice, 2019) 

She also explains how Tamil cinema acts as the motivating factor for the increased usage of caste in Tamil society. 

While the government has provided laws for discrimination against individuals due to caste, increased 

representation of caste in Tamil cinema has made it a common element of the daily lives of individuals. Movies 

represented how most of an entire community were reliant on one or two families to maintain law and order in the 
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village of the locality. This is mainly because they would own a large portion of land in the region or have wealth 

controlled in the region. We can say that more than caste, wealth and good deeds indirectly controls the dominance 

of a region. Devaki also explains “While dominant castes are dominating on screen, they become the center of the 

stage; on the other hand low caste/marginalized/Dalits are not even come to the scene and become voiceless for all 

this time, heard by none.” (Devaki, Representation of caste in tamil cinema: Pride and Prejudice, 2019) 

Right from fabrics to the body behavior, each individual in a caste centric movie represents a different type of 

dominant or dominated caste in them.One of the first movies to portray the glorification of caste is M G 

Ramachandran starrer Madurai Veeran (1956). Directed by D Yoganand and written by Kannadasan, the movie 

focuses on a story of love between the son of a cobbler and a princess. Although the story is a historic kingdom 

based story, the movie was widely accepted by the common masses as it showed the truth about the practices 

between higher class/ caste and the common men. Veeran is a boy born to a Varanavasi chieftain but is abandoned 

as he is considered unlucky.  

 

A cobbler and his wife find the baby and name him Veeran as he doesn’t cry despite being surrounded by forest 

animals. Veeran saves Bhoomi, the princess of Thottiyam from being drowned in the river Cauvery. Bommi falls 

in love with him during the rescue but she is not allowed to marry him due to his lowly birth. He joins the 

Nayyakkar’s army and is appointed with a serious task. While another woman, Vellaiyamma, a beautiful court 

dancer who helps him with his missions falls in love with him, the Nayakkar doesn’t agree to her intention as he 

wants to make her his concubine. Aware of her love, the Nayakkar orders Veeran’s hands and legs to be severed 

despite him succeeding in his mission. Being satisfied with the completion of his mission, Veeran allows the 

mutilation of his body parts.  

 

Vellaiyamma and Bommi join him in a heavenly abode to unite with him. Although the movie doesn’t intentionally 

talk about a specific caste, the movie was widely accepted as a caste film as it depicted the life of a commoner in a 

era where only mythical and kingdom based stories were popular.  

 

Susairaj talks about how Karthikeyan lists out caste based movies – “Thevar Magan: Thevar Veetu Ponnu (The Girl 

of Thevar’s House, Rama Narayanan, 1992); Maravan (Warrior/ Member of the Maravar Caste, Manoj Kumar, 

1993); Kizhakku Cheemayile (In the Eastern Province, Bharathiraja, 1993); Periya Marudhu (The Elder Maruthu 

Brother - a Thevar hero, N. K. Viswanathan, 1994); Pasumpon (the village where Muthuramalinga Thevar was 

born, Bharathiraja, 1995); Ponmana Chelvan (Man with a Golden Heart, P. Vasu, 1996); Taj Mahal (Bharathiraja, 

1999); Maayi (a name associated with the Thevars, Surya Prakash, 2000); Diwan (Landlord, Suryaprakash, 2003); 

Kaalai (Bull, Tharun Gopi, 2008); Kaadhal (Love, Balaji Sakthivel, 2004); Ghilli (Risk Taker, Dharani, 2004); 

Sanda Kozhi (Battle Rooster, Lingusamy, 2005); Thimiru (Effrontery, Tharun Gopi, 2006); Paruthi Veeran (name 

of a folk hero, Ameer, 2007); Subramaniapuram (name of a locality in Madurai city, Sasikumar, 2008); 

Goripalayam (name of a place in Madurai, Rasu Madhuravan, 2010); Saami (God, Hari, 2003); Maayandi 

Kudumbathar (Maayandi is a common family name among Thevars’ Family, Rasu Madhuravan, 2009); Thittakudi 

(place name, Sundaran, 2010); Milaga (Chilli, Ravi Mariya, 2010); Aadukalam (Playground, Vetrimaran, 2011); 

and Sundarapandian (a name associated with Pandya kings, S. R. Prabhakaran, 2012) .  

 

Though these movies are associated with the Thevar caste, they do not follow a similar plot line. However, they 

contain the characteristic features of the Thevar caste such as the use of sickles, dominance, and violence. After the 

release of many movies based on Thevar caste, the people of the Tamil film industry tried to make movies based 

on other intermediate castes such as the Gounders and others. These films glorify caste and its pride: Chinna 

Gounder (Junior Gounder,1992, R. V. Udayakumar), Nattamai (Village Chief, 1994, K. S. Ravikumar), Periya 

Gounder Ponnu (Daughter of a big landlord, 1992, Manivasagam), Mappillai Gounder (Gounder, the groom, 1997, 

Manivasagam), and Kunguma Pottu Gounder (2001, Suraj)
 
are films that glorifies the caste and its pride. The films 

based on caste dominance have become vehicles for, and expressions of, the assertiveness and pride of intermediate 
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castes. The movies based on Thevars have created and reinforced a common stereotype that the people belonging 

to the Thevar caste are violent and socially dominant.” (Susairaj A. , 2020)  

This glorification has created a common stereotyping of different caste communities. Members belonging to Thevar 

community are often showed as violent individuals whereas members from Brahmin community are shown as 

educated individuals. This image of caste hegemony and stereotyping has often lead to the glorification of certain 

castes and demeaning of the other castes. This often tends to create a subconscious perception in the minds of the 

people where they actually glorify and believe such castes shown in the movies as dominant castes. One such 

incidents inspired from casteism in movies is the clashes between Pallars and Thevars instigated by the movie 

‘Thevar Magan’. Karthikeyan cites an incident where there were was an issue between Nayakkars and Dalits at a 

local Hindu festival at Kovilpatti. The Nayakkar community brought in Thevars from the neighbouring villages and 

were given shelter in Nayakkar owned marriage halls and were screened the movie Thevar Magan to attack the 

Dalits. This turned into a caste clash which is still ongoing in certain areas. Glorification of caste made many youth 

in the 1990s to sing songs and enact scenes that glorified their caste from the specific movies.  

Glorification of  certain caste has also lead people to look at other castes in a lowly or negative space. Susairaj states 

how Sriram Gopalakrishnan (Gopalkrishnan, Marginalised in the New Wave Tamil Film: Subaltern Aspirations in 

three films by Bala, Kumararaja and Mysskin, 2019) discusses “that sewage workers, washermen, and cobblers 

chosen to act out the comedic scenes and they are portrayed as people from lower castes even though the caste is 

not mentioned openly. Most of comedy scenes performed by the legendary Tamil comedian Goundamaniiv,
 
who 

was active in the film industry for almost 42 years, often involve a person from a subaltern community in the role 

of graveyard worker to a barber to a washerman. His character, a barber, in the movie called Rakkayi Koyil (Rakkayi 

Temple, 1993), says when served tea in a coconut shell at an upper caste chieftain’s house says, “You are drinking 

tea in a silver tumbler.” At least, you could have served us in a plastic cup. For how long shall we drink out of a 

coconut shell?”
 
In the rural villages of Tamil Nadu, there had been a discriminatory custom to serve Dalits tea in a 

coconut shell though this custom has disappeared in most of the places now. ” (Susairaj A. , 2020)   

A important way used to glorify certain caste is the usage of caste centric lyrics in the movies. Two such example 

for this is the song ‘Mudasu Suriyanae Mukkulathil Moothavanae’ and ‘Pootri padadi panae Thevar kaladi munnae’ 

from the movies Sandakozhi and Thevar Magan. While the music directors, lyricists, writers are not from the same 

caste background, such songs actually create a wider fanbase.Another reason for the acceptance of glorification of 

caste in movies is the instant commercial success and popularity of the movies. This allowed all the directors and 

production houses to shift to the genre of caste as it was easily accepted by the audience. It also leads the concept 

of caste consciousness in the society where people were particular on mingling with their community/ caste 

members. 

 

9.4 THE PERIOD OF REALISATION 

Until the 2000s, Dalits and (so called) other lower caste members were represented in movies. Anthony Susairaj 

observes that “In the battleground of caste system in India, Tamil cinema has portrayed the people of different 

castes in different ways reflecting the social reality in Tamil Nadu. In most of the Tamil movies, the Dalits were 

presented as subservient, submissive, and dirty; the movies have been a tool for the denigration of Dalits. ” (Susairaj 

A. , 2020)  They were mainly portrayed as suppressed or down trodden communities that required the support of 

other so called dominant communities. Stereotyping has allowed various castes to be misrepresented or under-

represented. Susairaj also cites how Benson observes that in “Tamil films have portrayed the marginalized and 

subaltern characters built around grim story lines, expository dialogues, and dark themes.  

The movies have been made with a stereotypical screen image of Dalit people having dirty clothes, a sweaty visage, 

dark skin, and being untidy.
 

Indian dress codes were highly diversified according to caste, class, religion, 

occupation, education, region, and politics. Clothing is important in the formation of a community’s image in 

people’s minds. The representation of lower castes in films, especially in the way that they are dressed and the 

clothing that they wear is significant with regard to their identification in the social order. Dressing well or wearing 

white coloured clothes has always been associated with the dominant caste. Indeed, until relatively recently, Dalits 
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were prevented from wearing ironed shirts and sporting styled moustaches and none of the characters portraying 

Dalits on screen are shown with twirled moustaches. In the majority of the movie scripts, they are seen as 

subservient and Dalit men are denied a masculine identity in Tamil movies and which served to marginalize Dalits.  

The films have created an image that people from the slums are belonged to lower castes and are shown in a negative 

light such as thieves, murderers, and the subject of most jokes. ” (Susairaj A. , 2020)   This representation through 

fabrics and clothing can be seen in the movie Kabali (2016) where the protaganist’s guru Tamil Nesan (starred by 

Nassar) states that changing our attire can change the way people look at us. The movie gives a special 

representation to Dr Ambedkar’s three piece attire and a dialogue that states “there’s a political message in why 

Gandhi shed his clothes and why Ambedkar decided to don a suit.” 

P Viduthalai, A.K.Divakar, Dr.V.Natarajan discusses Ratnamala’s statements that “Even media, which is supposed 

to play the role of watchdog, has continuously neglected the Dalit, either keeping them away from the mainstream 

media or grossly underrepresenting them. Especially the news about “Dalit” is often confined under the news value 

of proximity, or the Dalit are portrayed as instigators of the violence ” (V, 2012). They also discusses that “Until 

media highlights news, the outer world remains oblivious to the incidents happening in any corner of the world. 

News against Dalit are trivialized as local violence or normal issues and are under reported. The news agencies also 

don’t bother to mention the caste if the victim is Dalit and on the other hand portray Dalit as violent people. ” (P 

Viduthalai, 2017)  

They also observe how Dalit and Hindu nationalists are polar opposites despite having a similar format of struggle. 

“Privileged powerful elitist Hindu nationalists shape the global history. Though Dalit discourse and Hindu 

nationalism are at loggerheads, the representation of Dalit discourse at times is similar to that of Hindu nationalists’ 

dominant online representation. The nature of the Internet medium and its reach help achieve consensus or opinion 

of masses about any happening in a relatively short period of time. With Internet’s assistance ideas and concepts 

are easily mimicked across movement, despite movement beings opposite in nature to one and other. There are 

numerous cross-references between Hindu nationalism and Dalit movement thought they are extreme opposites. 

 The Hindus claim to be historically oppressed by Muslims (an illegitimate claim according to the author) and the 

Dalit being oppressed by high caste Hindus. The Internet is a tool that enables cyber discourse and it eventually 

leads to rewriting of the Dalit and the Hindu history. ” (P Viduthalai, 2017) 

Another fact to notice in the representation of Dalit communities in movies is the type of frames used to portray 

them in the movies. Dalit community members were primarily shown as servants, employees or the working classes. 

And such characters in movies were shown with upper angle or centre angle shots, giving the audience a 

subconscious perception of them being the dominated. An lower angle shot always creates a conception of being 

the dominant. It psychologically creates the perception of powerfulness and strength. It was in the movie ‘Kabali’ 

that showed a Dalit character in an elevated angle, giving the character an air of dominance and strength.  

One of first few Dalit representation movies to be widely accepted by the tamil audience is the 2004 box office hit 

movie ‘Kadhal’. Directed by Balaji Sakthivel, the movie is based on a true story that the director was narrated to at 

a train journey. The movie revolves around the romance between two individuals of different caste who ultimately 

get separated due to caste issues. While the movie was accepted for portraying the true situation of Dalits, it was 

also celebrated by the so called subordinate castes that prioritized caste honour and pride over the lives. The period 

post 2005 was a slump in Tamil cinema as it primarily focused on commercialization of films. They focused on 

increasing audience rating by casting popular actors and actresses rather than focusing on the story line of the films. 

 

 This changed with the emergence of new age directors like Vetrimaran, Pa Ranjith, Mari Selvaraj, Lenin Bharathi, 

S.P.Janananthan. Pro-Dalitism slowly started being accepted by the Tamil audience with the film making of such 

directors. These directors didn’t just focus on the central characters but made the storyline to be the central 

characters. Until now, the institution of caste could never be eliminated in the Indian society. The concept of caste 

hegemony still exists in Tamil Nadu but the way the Tamil audience view it has changed drastically. The main 

reasons for this change is again Tamil cinema. Tamil cinema which once was used to maintain the dominant 

ideologies of the audience is now changing the view points by subtly portraying the truth and harsh realities faced 

http://www.ijcrt.org/


www.ijcspub.org                             © 2022 IJCSPUB | Volume 12, Issue 3 September 2022 | ISSN: 2250-1770 

IJCSPTH00004 International Journal of Current Science (IJCSPUB) www.ijcspub.org 139 
 

by different caste members. Although Pa Ranjith’s first film Attakathi wasn’t a commercial hit, every other film of 

his was widely accepted by the Tamil audience worldwide.  

 

This was mainly because unlike other directors, Pa Ranjith didn’t focus on glorifying a caste but rather showing the 

harsh realities faced by the communities and the ever remaining happiness in their normal day to day lives despite 

their hardships. The growth of media and technology has allowed audience to view every story with rationality 

rather than being biased based on caste.  

Although there have been films like Devarattam that still glorify certain castes, the total number of such films and 

its impact on the Tamil audience is much lower than those films that actually portray such scenarios. Audience who 

once resort to violence and behavioral changes due to the glorification of caste in movies, are now entering a period 

of realization where they are able to watch a movie and present their own views without being reliant on the 

dominant ideologies of the society. Pro-Dalitism is slowly being accepted by portraying the true situation of the 

Dalits by basing the movies on true storied. Four caste centric films that received great success  during the past few 

years is Pariyerum Perumal (2018), Asuran (2019), Karnan (2020), Jai Bhim (2021). While two of the films 

(Karnan, Jai Bhim) are based on real life incidents, Asuran is based on the novel ‘Vekkai’ which is based out of the 

‘Kilvenmani massacre’ that happened in 1968. The movie Pariyerum Perumal is loosely based out of the director’s 

real life story, thereby creating a relatable impact on the Tamil audience.  

 

The 1980s and 90s can be seen as an era which spoke a lot about inter-caste relationships and storied. Be it Alai 

Oosai (The sound of the wave, 1985) or Sivappu Malli (The red jasmine, 1981) – the stories were based on intercaste 

relationships between that of high caste girls and lower caste boys or vice versa.  

 

Although most of these movies were a commerercial success, they often portrayed negative endings or disapproval 

from the protaganists’ parents. Another movie that showed the negative side of this concept is the movie Droupadi 

(2020). Directed by Mohan G Kshatriyan, the movie shows the negative side of intercaste relationships where the 

Dalit community boys make (so called) upper class girls fall in love and threaten them using the relationships. The 

movie more or less talks about fake marriages rackets done than about caste. “On Draupadi, Mohan  says it is a film 

about fake marriage racket and not caste. He says that he is projecting the reality of "fictitious love drama" and 

people should not portray it wrongly. 

The director has said  “let a father and daughter see the movie. It is not essential to watch the movie in a theatre. 

Let them download and see it. We have made the movie for people to see it, not to earn money.”” (Subramani, 

2020) 

This is also seen in the movie Attakathi where the protagonists’ friend makes a comment on how to get into a 

relationship with other caste girls. “In Pa Ranjith's debut movie Attakathi, a friend of the hero tells him: "finish that 

'matter' (sex) with other caste girls first, then only they will not leave you." No one had found fault with this, though 

the view is it is a wrong advice.” (Subramani, 2020).  

A movie such as this would have received a lot of negative backlash if not for this new era. Although the movie did 

receive backlashes during the release, the current Tamil audience were able to accept it mainly because it talked 

about the reality and loosely based it out of true incidents to an extent.  

 

Benson observes the each of the new age directors provide denotative and connotative meanings to the elements in 

their movies. Be it the red and blue threads or the dog ‘Karuppi’ in the movie Pariyerum Perumal or the three piece 

suit in the movie Kabali or the condition to not name their family members with puranic names in Karnan, each 

element had a subtle representation of how the Dalits were mistreated, therefore creating a large impact. Benson 

observes that Gandhi rejected the idea of western clothing as it was a symbol of oppression. “In contrast, the Dalit 

community saw the loin cloth as a symbol of Brahminical oppression and an imposed occupational attire for menial 

tasks. Therefore, Gandhian attire did not provide any upward mobility for the Dalits. However, Ambedkar‟s blue 
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suit and red tie shone as a mark of education, respectability and upward mobility in the socio-economic conditions 

of the Dalit population.” (N J. , 2006)  (Rajan & Venkatraman, 2017).  

Benson also observes the usage of the colour blue in Dalit centric movies. “We find Ambedkarites‟ identifying this 

blue colour with Dalit consciousness. This culturally symbolic colour has been used as a tactic for identifying Dalit 

children in schools. The Shiv Sena and Bharatiya Janata Party Alliance in Maharashtra enforced apolicy in 1995 to 

dress Dalit children in blue uniforms (G G. , 2005). The colour in this case contains a sense of cultural exclusion. 

Nonetheless, it also emerged as a self-identifying sign for Mahar Dalits in Maharashtra. Ambedkar is known to 

have introduced the blue Mahar‟s Flag as his party flag for the Independent Labour Party (C, 2005). It is 

representative of identifying with Dalit consciousness that is non-discriminatory. It also appeals to the masses as in 

the blue collar workers‟. In all the three movies frames the blue colour is associated with representation of the 

working class as well as working for them i.e. the masses. Blue signifies liberty and it is constantly compared to the 

blue sky. Mahayana Buddhism elaborates on the association of the colour blue with the sky and the notion of 

enlightenment (G H. , 2007). Therefore, as it is popularly stated „under the blue sky everyone is believed to be 

equal‟ we find a non-discriminatory association with blue. ‟ (Rajan & Venkatraman, 2017). 

New wave films have helped the Tamil audience realise the actual impact of small things unintentionally done by 

other caste members to the Dalit members. Tamil audience have become increasingly aware of the situation faced 

by the Dalit community. And by having knowledge about the discrimination, they are slowly starting to accept the 

Dalit community by giving them a normal stature. This is observed when the current chief minister MK Stalin 

allowed anyone to practice priesthood irrespective of their caste. “Chief Minister M K Stalin handed over the 

appointment orders of the Hindu Religious and Charitable Endowments Department to 75 persons here marking 

appointments to 208 positions under various categories. The appointments include 24 aspirants who had formally 

completed training in a state-run centre for becoming priests in Hindu temples, 34 others who completed 'archaka' 

training in other 'patashalas.' ” (Indiatoday.in, 2021) 

 

While on one side, people have become progressive by accepting all kinds of caste equally, movies like ‘Jai Bhim’ 

(2021) have caused quite the stir among certain communities due to unintended subtle representations in the movie. 

The movie showcased a calender with ‘Agni Kundam’ (pot of fire) in the background in one of its scenes. This 

raised a controversy among the Vanniyar’s community. “Ramadoss said in a statement that in a scene in the film, 

an 'Agni Kundam' (a pot of fire), a symbol of Vanniyars, was seen printed on a calendar in the residence of the 

policeman, who tortures Rajakannu. 

 

The PMK leader also added that Jai Bhim had retained original names for most characters but the name of the sub-

inspector, who had beaten the man from the Irular community to death, was changed to Gurumoorthy, reminding 

people of late PMK leader J Guru. The officer in the real case was called Anthonysamy.Ramadoss alleged that 

many films are being made to insult the Vanniyar community and that this is not freedom of expression but hatred 

towards one particular community. 

Anbumani said, "Regardless of who is involved, when repression is unleashed on people it is not acceptable and we 

all will fight together against it."” (TK, 2021). While the Vanniyar community has been showing severe negativism 

towards Suriya, the male lead of the movie ‘Jai Bhim’, responses across Twitter and other social media platforms 

supporting Suriya by tweeting their views with the tag “#WESTANDWITHSURIYA” has been pouring out across 

social media platforms giving a ray of hope to see an equal society initiated through real-life inspired movies.  
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CONCLUSION 

Ever since the 1970’s (During the neo-nativity phase) members from the Dalit community were portrayed as 

suppressed members, servants, individuals and also the villains, pick pocketers, thugs or goons were also portrayed 

like they belong from the Dalit community (usually portraying black people as the bad ones) 

Depiction of elements in such films has created a sub-conscious forum in the viewers mind that, viewers tend to 

misconceive anyone with such elements as a bad individual in reality. They believe that the depictions shown in the 

film are real and that is how people are in real life. It has created a huge impact in the societal views. 

For an example- In the film Paruthiveeran, the hero who belongs to a mixed community is portrayed as a thug who 

roams around drinking, and into prostitution, does violent crimes etc.  

 

This portrayal has made people believe that people who represent the slum are usually bad people and are a bad 

influence to the society. The society slowly started judging by the color and also mainly by the slang used by 

them.The recurrent reference to the ‘generosity’ of the so-called dominant caste heroes became a staple of neo-

nativist films in the 1980’s and the 90’s. These films were much more explicit about the caste backgrounds of the 

protagonists. The heroines were expected to be faithful to preserve caste purity. There was a huge significance 

attached to the concepts of honor and valor in the films. 

 

Honor and valor are individual traits, but they acquire a collective significance in Tamil politics. Honor refers to 

the standing and status of various castes whereas valor refers to the men’s capacity to protect their women and the 

honor of their family and caste.Thus, honor in films is gendered. Women protect their chastity and whilst men 

protect their masculinity and respect their women. 

Cinema, Thus, reflected concepts that already existed, but in amplifying them and presenting them to a wider 

audience, provided a form of cultural legitimacy to the expression of caste pride revolves around honor, but extends 

beyond this to include assertions of independence. 

Peranmai’s (starring Jayam Ravi) film maker Jananathan was one of the first few directors to showcase a scheduled 

caste tribal member as a hero. The director faced severe difficulties in getting the film made which also includes 

going through 16 cuts as he showcased the pitiable situation of the so-called lower caste members belonging to the 

student, office, and police community. The film was received very positively and remains to be a critically 

acclaimed film in the late director’s career. 

 

In 2014, director PA Ranjith made his debut film ‘Attakaththi’ which showcased the life of a person from the so-

called Lower caste community named ‘Dheena’ and how they lack exposure and education and how innocent that 

character is. This film was critically acclaimed by a lot of critics.PA Ranjith, later became the face of struggling 

Dalit community by solely focusing on what their issues were and addressing them on the screen 

Madras was the second film of PA Ranjith where he talks about how two communities fight for a wall and how 

much drama it creates among the people of the so-called lower caste community. This film was a very good hit and 

also the first box office success for Ranjith. 

PA Ranjith went on to start Neelam productions which also does a lot of good deeds and initiatives to the so-called 

lower caste community. They also the ‘Neelam Panpaatu mayyam’ which publishes magazines relating to the issues 

faced by the Dalit community and formed a band of 19 members named that ‘ The casteless collective’. Through 

this forum, a lot of budding directors from the Dalit community have started coming up with strong and prominent 

films that speak for the welfare of the community and the hardships they face in their day-to-day life. 

 

Kabaali (Starring Rajinikanth) was released in the year 2016 and it spread the words of DR. Ambedkar. In that film, 

the hero Kabaali’s suit symbolizes liberation and prosperity that has transformed the Dalits from being identifies as 
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filthy according to the caste rules of clothing. Ranjith’s films will always have a lot of scenes dedicated to the color 

blue as blue signifies liberty and everyone is believed to be equal. 

 

His next film Kaala (starring Rajinikanth) portrayed the true shades of Dharavi and the constant issues and downfalls 

faced by the people of Dharavi because of certain witty politicians. In this film, the politician constantly wants to 

grab the lands of the people of Dharavi and the Hero Kaala does not allow it since he knows the true motive behind 

it 

The film shows the struggles faced by the people of Dharavi in respect to their lands and how hard they try to 

safeguard their lands from certain big shots who are in appointed power to safeguard the nation. Kaala eventually 

dies in the film but is later shown in the last act of the film, depicting that , there is a ‘KAALA’ in everyone and 

that KAALA is not just a person but is a revolution and even if the person is dead the revolution skill continues. 

 

Pariyerum Perumal directed by Mari Selvaraj, is a seminal and a sensitive political film that can be said to have 

yielded a new thrust to the Dalit movement. The hero (Kathir) who is from the so-called backward community is 

very optimistic about his future as he enters his college, but a tragic chain of events, and his friendship with a girl 

who comes from a so-called higher cast will wake him up to the harsher realities of caste-stratified life in India.The 

film is Mari Selvaraj’s debut film and is considered as one of the best films in the history of Tamil cinema and was 

very well received by all types of audiences. 

 

Mari Selvaraj’s next outing was Karnan (starring Dhanush). It is the director’s sophomore outing, and is a saga that 

is subversive, searing and thrillingly realistic. A world haunted by the murderers, the survivors, like in the short, 

rise in the revolt in a story that is partly based on the Kodiyankulam riots of 1995. With Karnan and its portrayal of 

life in southern Tamil Nadu, Mari Selvaraj has also reinvented neo-nativity in Tamil cinema. Asuran directed by 

Vetrimaaran (starring Dhanush) is the life story of a Dalit man who avenges the death of his family members who 

are victims of caste-based violence. 

The movie deals with Panchami land rights- the land given by the British to the Scheduled castes, which cannot be 

transferred to others. The story of the land rights of the Dalits and the atrocities inflicted on them in Tamil Nadu 

villages, appears real and can be related to anti-Dalit atrocities across the country. 

 

Jai Bhim directed by TJ Gnanavel (starring Suriya) talks about the issues faced by a Scheduled tribe woman who 

lost her husband to police brutality. The story revolves around how the lock up death has been covered up and how 

Suriya as a lawyer tries to throw light on the issue and tries to bring identity to the members who are never identified 

in the society and bring justice to the woman. At the same time, many of these films actually divert from their exact 

message and have a lot of hidden agendas. 

 

Anbe Sivam directed by Sundar C, ( starring Kamal Haasan) is a film that talks about communism has scenes that 

degrades a particular community for no reason. The villain of the film who is showcased as a person who wants to 

kill the hero in any chance possible chants the name of a Hindu god frequently. Most of the films showcase people 

from Dalit community as the bad guys of the movie, whereas films like Anbe Sivam portray figures from the upper 

caste as villains. However, it can only be noted that both the characters are a misrepresentation of the castes 

portrayed. Initially, cinema viewers did not accept films that were Dalit-centric mainly because of the absence of 

glorification of an individual caste. Dalit-centric movies until 2005 focused more on tackling problems. However, 

directors like Vetrimaaran, Mari Selvaraj, Ranjith focused on the actual issues faced by the Dalit community. 

 

However, films like Draupathy received backlashes during its release due to various. If only this film was released 

prior to 2005, these films would not have a received a positive rating as it was epitome of the caste glorification 

period.The Tamil audience have now become open minded and are ready to perceive and derive their own views. 
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It received quite an amount of positive rating as the movie is loosely based on true stories and those who went 

through can relate to it. 

 

The mindset of the people of Tamil Nadu have slowly started to change after the emergence of prominent directors 

like Ranjith, Mari Selvaraj, Vetrimaaran and so on. Also the emergence of OTT platforms have created a huge 

impact on the views and opinions of Tamil cinema viewers as they are now open to a lot of choices. Since there are 

a lot of Dalit-centric films that are inspired from real life incidents, people have started to empathize on the situation 

and support and voice out for the true cause. A lot of people have started convey their views through blogs, videos 

and write ups to support the cause.  

 

A lot of new directors and artists have emerged through the years by the constant support of directors, actors and 

producers who value the true issues and problems of the Dalit community. The people from that community believe 

that their voices are finally being heard. 

This can be related back to the situation where Annadurai, the ex- chief minister of Tamil Nadu tried to fight against 

the indifferences caused due to various castes and tried to bridge the gap between the so-called Higher caste 

community and the low class community. While he tried to remove the entire caste hegemony and let every 

individual from every caste and religion equally, the attempt was just a partial success. It was a partial success 

because it did bridge the caste gap between Brahmins and other backward caste (BC) but widened the gap between 

the scheduled community and the rest.  

 

Cinema is a very important medium through which viewers gain a lot of knowledge and experience about various 

issues that are happening around them. When the issues are addressed by stars and top tier actors who have a very 

huge fan following in the state, the viewers automatically tend to follow their stars which may create a positive 

change among the people. The fans of the actors also get involved in a lot of welfare schemes and activities that are 

related to helping the poor people of the society. 

So, it is completely in the hands of the directors, producers to find appropriate cast for such highly sensitive films 

so that the film reaches a wider audience. The actors can also consider this and act in films that are totally against 

caste and religion discrimination and support equality irrespective of caste, creed, religion, color and so on. 

 

Recommendations in Film Making relating to Caste centric movies: 

 

Top tier actors must consider acting in such films that support equality and oppose discrimination at any costs. 

Top tier actors may get into a contract with such directors who truly want to portray the bottlenecks faced by the 

Dalit or any other communities 

The directors who want to voice out the problems faced by a particular community can try and solely depend on the 

issue or the content and not divert the plot or screenplay to degrade or target other community people. 

 

Note: The words ‘dominant caste’, ‘upper caste’, ‘dominated caste’, ‘subordinate caste’, ‘low caste’ is used by the 

author as per how it is portrayed in the Indian caste hegemony system and doesn’t imply any personal intentions or 

thoughts of the author. 

 

RESEARCH GAP 

Although significant amount of research has been performed on different phases of Tamil cinema, there has not 

been a clear cut research combinedly to state the different phases of Tamil cinema and how caste has been portrayed 
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in these phases. Even in this twenty first century, caste is subtly used to promote, market and increase the distribution 

rate of films in Tamil Nadu. However, there hasn't been significant amount of research on the institution of caste as 

a marketing and distribution tool for Tamil films. This study also aims to bridge the gap in the portrayal of caste 

and change in its narratives by Dalit directors. And how such films are still used as a tool to increase viewership 

rate. Tamil cinema is still dominant of mass hero, upper class hero culture. The years 2019-2021 have marked a 

tremendous shift in popular heroes choosing low caste centric films and doing lower class characters. The study 

also tries to understand how the audience perceive such characters and how such mass hero caste centric films 

influence the Tamil society through the critical evaluation of caste centric films released during the new wave 

period. However, the study is limited to the element of caste and its narration in Tamil films and doesn't include 

any other elements such as gender, LGBQT culture, etc.  

 

REFERENCES 

 
(1) Arunkumar.A.S. (2017, November ). Significations of Caste in Tamil Cinema: An Anthropological Perspective. 

1-242. 

(2) B.Nicholas, D. (2003). Cates of Minds: Colonialism and the Making of Modern India. 

(3) A.K.Divakar. (2020). An Exploratory Research on the Relationship Between Caste System and Tamil Cinema. 

Studies in Indian Place Names, 40(66), 21-28. 

(4) Rajeshwari, D. R. (2020). Evolution of Caste System in Tamil Nadu. Journal of Natural Remedies, 21(3), 145-

150. 

(5) D, M. (2005). McQuail's mass communication theory. New Delhi: Vistaar Publications. 

(6) Velayutham. (2008). The cultural history and politics of South Indian Tamil cinema . Routledge. 

(7) Rajadhyaksha. (2002). Encyclopedia of cinema. New Delhi: Oxford University press. 

(8) Chettiyar, A. (2001). Cinema Cindanaikal (Reflection on cinema). Snadhya Pathippagam, 7-8. 

(9) Hardgrave. (2008). Politics and the film in Tamil Nadu : The stars and DMK. 60. 

(10) Velayutham, S., & Devadas, V. (Eds.). (n.d.). Tamil Cinema in the Twenty First Centure : Caste, Gender and 

Technology. Media, Culture and Social Change in Asia, 1-229. 

(11) Jesudoss. (2009). Tamil Cinema. Communication Research Trends: A quarterly review of communication 

research. 

(12) Susairaj, A. (2020, June). The paradigm shifts in the potrayal of caste in Tamil cinema and its impact on the 

Tamil society. Journal of the Nanzan Academic Society Humanities and Natural Sciences, 20, 121-138. 

(13) Chidambaranar. (1997, August 15). “Tamil drama stage”: Workshop on: Tamil cinema: History, culture, 

theory. Madras Institute of Development studies, 4. 

(14) Muktha, S. (1993). Tamil Thirupada Varalaru. 

(15) Keval.J.Kumar. (2021). Mass Communication in India (Vol. 5). Mumbai, Maharashtra, India: Jaico Publishing 

House. 

(16) Nakarajan. (2017, october 30). KALIDASS ,FIRST TALKING TAMIL MOVIE RELEASED ON 1931 OCTOBER 31. 

Retrieved from Nakarajanblogspot: https://nakarajan.blogspot.com/2017/10/kalidass-first-talking-tamil-

movie.html 

(17) Mai, D., & Kumar, B. (2020, January). Recent changes in contemporary tamil cinema. International research 

journal of engineering and technology, 7(1), 1692-1693. 

http://www.ijcrt.org/


www.ijcspub.org                             © 2022 IJCSPUB | Volume 12, Issue 3 September 2022 | ISSN: 2250-1770 

IJCSPTH00004 International Journal of Current Science (IJCSPUB) www.ijcspub.org 145 
 

(18) Paige, A. (2010, November). Fashioning a Filmi Folk: Dravidianism, Democracy, and Musical Stereotype in 

Early Tamil Cinema. Society for Ethnomusicology Annual Meeting, 1-13. 

(19) F.Irschick, E. (1969). Politics and Conflict in South India. Sage Journals. 

(20) E, B., & S, K. (1963). Indian Film. Columbia University Pess. 

(21) Karunanidhi. (1970, February). Madraas. 

(22) Leonard, D. (2011, March). Con-scripts of Cinema: Caste and Criminal spaces in Select Contemporary Tamil 

Films. 1-112. 

(23) Ravi Srinivas, S. K. (2000). On Caste and Comedians: The Language of Power in Recent Tamil Cinema. In A. 

Nandy (Ed.), In The Secret Politics of Desire: Innocence, Culpability and Indian Popular Cinema (pp. 208-

227). Palgrave MacMillan. 

(24) Damodaran, K., & Gorringe, H. (n.d.). Contested Narratives : Filmic Representations of North Chennai 

Contemporary. (V. D. Selvaraj Velayutham, Ed.) Tamil Cinema in the Twenty-First Century, 19-35. 

(25) N, V. (2017). Between Ooru, Area, and Pettai: The Terms of the Local in Tamil Cinema of the Twenty-First 

Century. Positions, 25(1), 145-172. 

(26) ejumpcut. (n.d.). Retrieved from jumcut: https://www.ejumpcut.org/archive/jc52.2010/Tamil/3.html 

(27) Kalorth, N. (2016). SCREEN SHIFTS IN RECENT TAMIL CINEMAS: THE “NEW” NEW WAVE. RSIRJLE, 4(2), 91-

97. 

(28) Ramnath. (2011). 

(29) Mala, R. (2012, April 4). Temples for politicians and actors. Retrieved from Insta blogs: 

http://www.instablogs.com/temples-politicians-actors.html  

(30) Wacquant. (1993). Urban Outcasts: Stigma and Division in the Black American Ghetto and the French Urban 

Periphery. International Journal of Urban and Regional Research, 398. 

(31) Collins Dictionary . (n.d.). Retrieved from Collins: 

https://www.collinsdictionary.com/dictionary/english/caste 

(32) Kelete, S. (2015, November 25). The caste system (Brahmin and Kshatriyas). Retrieved from scholarblogs: 

https://scholarblogs.emory.edu/rel100hinduism/2015/11/25/the-caste-system-brahmin-and-kshatriya/ 

(33) Szczepanski, K. (2020, February 04). Who are Dalits. Retrieved from ThoughtCo.: 

https://www.thoughtco.com/who-are-the-dalits-195320 

(34) Singh, V. (n.d.). Understanding Tamil Cinema and its Socio-political context. 

(35) S, S. (2007, July). Schiziod Cityspaces. Outlook. 

(36) Harriss. (2005). Middle class Activism and Poor People's Politics: An Exploration of Civil society in Chennai. 

London School of Economics - Working Paper series , 05-72. 

(37) Saharan, P. B. (2017). Urban Livelihoods in Slums of Chennai: Developing a Relational Understanding. he 

European Journal of Development Research, 30(2), 276-296. 

(38) Devaki. (2019). Representation of caste in tamil cinema: Pride and Prejudice. On the counters of 

marginalisation : Voices of thr Voiceless. 

(39)Gopalkrishnan, S. (2019). Marginalised in the New Wave Tamil Film: Subaltern Aspirations in three films by 

Bala, Kumararaja and Mysskin. Rupkatha Journal on Interdisciplinary Studies in Humanities, 11(2), 5. 

(40) V, R. (2012). Media on Violence against Dalits. Contemporary Voice of Dalit, 5(2), 183-192. 

(41) P Viduthalai, A. D. (2017). Failure of Dalit Renaissance: A semiotic analysis of Dalit and Non- Dalit films. 

Amity Journal of Media & Communication Studies, 7(1), 7-16. 

http://www.ijcrt.org/


www.ijcspub.org                             © 2022 IJCSPUB | Volume 12, Issue 3 September 2022 | ISSN: 2250-1770 

IJCSPTH00004 International Journal of Current Science (IJCSPUB) www.ijcspub.org 146 
 

(42)Subramani, M. R. (2020, Jan 7). Swarajyamag.com. Retrieved from Swarajya: 

https://swarajyamag.com/news-brief/tamil-film-draupadi-dares-to-portray-reverse-discrimination-

upsets-some-in-the-movie-industry 

(43) N, J. (2006). Learning the use of symbolic means: Dalits, Ambedkar statues and the state in Uttar Pradesh. 

Contribution to Indian Sociology, 40(2), 175-207. 

(44) Rajan, B., & Venkatraman, S. (2017). Fabric rendered identity: study of Dalit representation in Pa Ranjith's 

Attakathi, Madras and Kabali. Artha Journal of Social Sciences, 16(3), 17-37. 

(45) G, G. (2005). Citizenship in Exile: A Dalit Case. Civil Society, Public Sphere and Citizenship: Dialogues and 

Perceptions, 260-277. 

(46) C, J. (2005). Dr Ambedkar and Untouchability: Analysing and Fighting Caste. Permanent Black. 

(47) G, H. (2007). Why the Sky is blue: Discovering the Color of Life. Princeton. 

(48) Indiatoday.in. (2021, August 15). Retrieved from India Today: https://www.indiatoday.in/india/story/dmk-

govt-in-tamil-nadu-appoints-trained-aspirants-of-all-castes-as-priests-in-temples-1840952-2021-08-15 

(49) TK, S. (2021, November 18). The quint.com. Retrieved from teh quint: 

https://www.thequint.com/explainers/jai-bhim-kollywood-suriya-controversy-irular-tribe-tamil-nadu-

caste-vanniyar-pmk 

 

 

i Parai refers to a frame drum which is usually about 35 centimeters in diameter. It is a shallow ring of wood covered on one 

side with a stretched cow hide that is glued to a wooden frame and is used by a specific Dalit community in Tamil Nadu 

called the Paraiyars. 

 

ii Chetties were further subdivided into Nagarthar, Nattukottai Chetty, Berichetty, Kasukkara Chetties, Komuttichetty, 

Kudiraichetty and each of these had individual branches and sub-divisions.  

 

iii Kula Deivams are clan deities where different clans pray to that specific god to watch over their family, children from 

misfortune. They are ideally divided into two based on gender – Ayya and Amma.  

 

iv Goundamani’s real name is Subramaniyan Karuppaiya. Born in 1939, he was an active comedian in the Tamil Film industry 

from 1964 to 2016.  
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