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 The paper is an exegesis of the modi operandi through which M.T.Vasudevan Nair 

constructs stereotypes of forests and animals; these biased constructions, in a deeper analysis, are 

seen to be interconnected with the marginalization and stereotyping of the tribal folks in those 

movie scripts. The marginalization of the animals and re-assertion of the conventional prejudiced 

images related to forests become both the causes and results of colonization of the indigenous 

races in the forests by the sophisticated urban upper class in M.T.’s scenarios “Evideyo Oru 

Shathru” (“An Enemy Somewhere”) and “Vaarikkuzhi”(“Elephant Pit”). Therefore, 

marginalization, colonization and stereotyping---of forests, faunas and tribes---are parts of a 

vicious circle, in the select two screenplays.   

 Though the primary goal of this paper is the one stated at the onset, there are few more 

objectives that this analysis ventures to accomplish---assertion, re-assertion and questioning. The 

systematic explications of these auxiliary aims naturally lead to the premises for the fundamental 

objective. The genre of the texts selected for this study is one whose very identity as an 

independent literary genre is disputable. A screenplay, since the invention of the technological 

art called cinema, has been believed to be a mere blueprint of the movie, which is made out of it. 

But today, the rapidly increasing academic interest in cinema and the publishing arena have 

brought us to a solid situation in which scenarios can be construed to be an independent genre of 
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literature---one form of fiction---which has the potential to rely little on its silver screen 

connections.  

 This independence on the part of the writer or the writing process can be proved to be not 

a myth when we see that screenplays like “Swayam”(“Oneself”), written by P.Padmarajan which 

is available with Mathrubhumi Books, and Zacariah’s Joseph Oru Purohithan  (Joseph, a Priest), 

published by DC Books, were never made movies despite the fact that it is not known whether 

they were written with the intention of getting transferred on to the celluloid(Though this latter 

term has been used as an accepted substitute to generally signify cinema, being originally the 

name of the material used for cinema film, ‘celluloid’ has started to sound incongruous in this 

generation of digital cinema). Moreover, Subhash Chandran’s screenplay “Guptham” 

(“Secretive”) was made into the movie titled Aakasmikam only after the publication of the 

screenplay. 

 On the part of the reading process, the overall effect that a feature film screenplay renders 

to the reader is similar to that of a novelette or a novella, i.e., a literary writing that embodies a 

story, but presented in a structurally different way. Many fictions, and even poems, have been 

transformed into screenplays for which instances, if dared to list here, would be interminable. 

Thakazhi Shivasankara Pillai’s novel Chemmeen organized differently as a scenario by 

S.L.Puram Sadanandan,R.Venugopal’s poem made into “Nostalgia” by M.Padmakumar which 

was included in a set of short films titled Kerala Café, M.T.Vasudevan Nair’s long-heard project 

to mould a screenplay out of O.N.V.Kurup’s long poem Ujjaini and “Vaarikkuzhi”, one of the 

texts under analysis here, as a screenplay version of M.T.’s own short story of the same title are a 
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few of them. The transformation process is all about restructuring. Screenplays are thus a unique 

genre; they can be seen to be having both feet firm in literature. 

 Though the screenplays chosen for this critique were made into movies in various years, 

the primary text is M.T.yude Thirakkathakal (Screenplays of M.T), published by DC Books in 

March 2011.This title is a set of six volumes comprising of all the screenplays so far composed 

by M.T.Vasudevan Nair, of course excluding a very few. “Evideyo Oru Shathru”(“An Enemy 

Somewhere”) and “Vaarikkuzhi”(“Elephant Pit”) are the scenarios selected from the collection 

for this paper. These screenplays provide a miniature structure of that global system of human 

surveillance of a multitude of ecological factors like tribal communities and faunas---not always 

for good---that turns the Earth into “an ensemble of ecological systems, requiring human 

managerial oversight, administrative intervention, and organizational containment” (Luke 90). 

 Much has been said by critics and researchers regarding the status of M.T.Vasudevan 

Nair’s writings as loud laments over the decay of the feudal system in Kerala and the cultural 

practices associated with it. His characters, especially the heroes, were attacked for being 

condescending and dominant before the classes that are lower in status in the general psyche, for 

being chauvinistic before women, for being disgustingly individualistic in their relationship with 

the society and for being superfluously nostalgic about their childhood, adolescence or youth 

spent in a feudal set-up. The notion that these vices are typical of a male Hindu Nair of the 

modern era was either used as a beginning or an end in such critiques. The present study too has 

its roots in such celebrated observations till date, but zooming in on very specific corners like 

forest life portrayed in the screenplays composed by M.T.---the politics of the relations between 

the rural, educated, affluent upper class and beings in the forest. Human beings and animals 
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together form the forest life mentioned above, or they represent the downtrodden in the forests. 

Characters like Korman mooppan, Karuppan, Achatthi and other labourers constitute the tribal 

community in “Vaarikkuzhi”; elephants in the screenplay represent the fauna. Naagu, Maala, 

women who fall preys to the tiger, etc. and the ferocious tiger represent the subaltern human race 

and animal race respectively in “Evideyo Oru Shathru”. The dominant rural upper class 

characters---either oppressive or condescending—in these works are Gopi and Prasad (“Evideyo 

Oru Shathru”) and Madhavankutty, Subhadra and Kurup (“Vaarikkuzhi”). 

 “Evideyo Oru Shathru” highlights the horror generated by a tiger, a being that is a part of 

the forest life, among a tribe which is another integral part of the forest life. This highlighting 

places the two sections, living very close to and in harmony with nature, on opposing planes. The 

animals in the forest are made fatal rivals of human beings in the same forest so that the enemies 

and exploitative forces of both these races remain unnoticed and free from attacks. Portrayal of 

the tiger as the cause of horror for the tribe is therefore a strategy to play down the real 

formidable horror of repression inflicted by the exploitative, condescending urban figures like 

Gopi muthalaali and Prasad. The threat of the tiger serves as an excuse for Gopi, the callous 

landlord, to be a disturbing presence in the ambience in which the tribal people live. In the eighth 

scene of the screenplay, Gopi expresses his disinterest in visiting the deep forest where the tribes 

live because he finds the area to be recently devoid of any creature that could be a victim to his 

hobby of hunting (MTyude Thirakkathakal Vol.6 637). But in Scene 30, he rushes to the place, 

keeping aside all his business and busyness, having heard about the man-eater tiger that has been 

carrying out its predatory killings among the tribal group. “Man, this is my game!” says Gopi to 

Prasad (662). Therefore the attire that he feigns to be clad in is that of a saviour of the helpless 

tribal people. 
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 Except in the last killing, all other seven who died of the tiger’s attacks were women. The 

conversation between Paru and Maala in Scene 29 (661), and the legend which Maala narrates to 

Prasad as an explanation for the woman-eating tiger’s coming in Scene 20 (650) convey the fact 

that there is a strong belief among the members of the tribe that the tiger is a hunter of females. 

What is underplayed here is landlord Gopi’s facet as a lascivious hunter of subaltern females. 

Clues which point toward that aspect of Gopi’s character have been provided since the seventh 

scene, like the implication of Bhanu’s facetious comment like “In the kitchen, everything is safe. 

What should I see to? Gopalan knows his master’s tastes better than me. His daughters know 

them even better than him. There is little need of me” (635-36). He prowls about lustfully 

through Scene 36 (671) and Scene 42 (676-77) to debauch the tribal girl Maala and ultimately 

rapes her mercilessly in Scene 56 (695). 

 Gopi’s treatment of the tribe’s thoughts and culture is filled with feudal master’s 

superiority complex. He terrifies Naagu based on his suspicion that the old man has encroached 

upon his land while Gopi himself is enjoying the property that was once forest but encroached by 

his ancestors (662). The legends, rituals and belief system of the tribe are mocked at by him in 

Scene 37 (671-72) where he hints that their ignorance has historically made them ridiculously 

credulous. In Scene 50, he describes their ritualistic art form theyyam as an “utter bore” (689). 

He ridicules both the forest and the music tradition of the tribe outright (666). Gopi comments 

about the tribal men once: “Listening to them, we feel that they are great hunters who know the 

whole of the forest thoroughly. Bloody fools” (664). 

 It is the occasional attack of the tiger that brings Gopi to the tribal area; the query to be 

made here is what brings the violent tiger occasionally to the humanly populated space. In Scene 
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43, Bhanu says,” It would be nice if the forest approaches to swallow all of us. But that won’t 

happen. The landlord has already wiped the forest by cutting” (679). The greedy owner class 

represented by Gopi disturbs the natural habitat and food habits of wild animals, either for 

pleasure or for material benefits. The illegal hobby of hunting and cutting-down of trees are the 

prominent atrocities done to forests. It is this situation that leads to the threat of attacks by tigers 

or other wild animals among human beings.  

 Prasad, being very conscious of his status as an educated urban man, behaves in a 

condescending manner in front of the tribal men and women, especially Naagu and Maala. He is 

an adamant and commanding master for his subordinates like the character denoted using the 

word ‘shipaayi’. He too treats legends narrated by Maala with contempt, paying little care for her 

feelings, before the media persons who come to him (653). He mocks at that Thondachan myth 

in Scene 20 (649-50). He tries to rationalize the visit of the tiger in the tribal settlement using his 

scientific knowledge. The obvious overall effect is that he belittles the inevitable elements in the 

life of such a tribe---their very culture. 

 “Evideyo Oru Shathru” is a screenplay strategically constructed as a labyrinth of 

repressions, exploitations and marginalizations in order to underplay the profit-ridden, selfish, 

direct domination by the educated urban upper class over animals and tribal community. The 

landlord’s exploitation of the forest disturbs the life of animals. When these wild animals, which 

have lost the equilibrium of their food habits and habitat, cause fear in the minds of the tribal 

people, the landlord appears again in the role of redeemer. He is now an oppressive force over 

the fauna and this status functions only as a defensive weapon for him to be an oppressive force 

over the tribal men and women. Distraction from these serious subaltern issues is ensured in 
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“Evideyo Oru Shathru” by projecting petty elements of importance to the urban upper class like 

campus love of yesteryear, ego and marital discord. 

 “Vaarikkuzhi” is about a feudal family which follows the practice of taming and 

exploiting wild elephants for commercial purposes. The wild elephants are caught by trapping 

them in a pit. The trapping, taming and exploitation of the elephants are all carried out with the 

inevitable assistance of tribal labour. Madhavankutty, the male protagonist, belongs to a Nair 

family which is economically backward at present.  He is educated and has the blood of a 

revolutionary in him. In the screenplay there are lucid references to his past instincts to revolt 

against domination and exploitation by the rich and the powerful over the weaker sections of the 

society, from a communist standpoint. In Scene 20, we get a hint of his political activism during 

college days (MTyude Thirakkathakal Vol.1 743). In Scene 21 and 23, we see how, as a 

representative of the working class, he protests against the exploitation and capitalist attitudes of 

the employer (745,748). But the self same Madhavankutty, after his marriage with Subhadra, 

evolves as a helpless man subjugated under the combined dominations of feudalism and 

capitalism. The reason is that Madhavankutty, though a member of a feudal family, is getting 

married to a lady of higher feudal status. Subhadra has all the manners and mannerisms of a 

landlord while Madhavankutty, as it has already been mentioned, hails from an economically 

poor atmosphere.  

 The central spot in the screenplay is the crisis of Madhavankutty, who was once an angry 

young man, witnessing his own transformation as an obedient subject to the money and feudal 

ways of Subhadra and her family. In scene 46, husband of Subhadra’s sister, a lawyer, blurts out 

at Madhavankutty inside the house: “Man, this is a place where only landlords and title-holders 
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used to come. You mean and petty....who are you....” (792). In scene 58, the second last scene, 

referring to Madhavankutty, Subhadra says, “What’s the use of possessing anything else if there 

is no nobility” (814). 

 It is at the juncture of being terribly dissatisfied with his own servile status that 

Madhavankutty receives the piece of news that a male elephant has fallen into the trap-pit in 

Kottamala, a vast area of land owned by Subhadra. Madhavankutty is assigned by Subhadra to 

leave for Kottamala and supervise the matters there---the labour of the tribal men and women in 

lifting the tusker out of the pit and locking it in the cage called aanappanthi, specially constructed 

to tame it.  Kottamala therefore becomes the place of occurrence of various marginalizations and 

exploitations. 

 In “Ideology and Ideological State Apparatuses [Notes towards an Investigation]”, 

written in 1969, French Marxist Louis Althusser observes that the dominant forces perpetually 

emanates discourses which subject the subaltern groups or individuals to interpellation. The 

outcome of this ideological process, according to M.H. Abrams, is as stated below: 

[The individuals] take up a pre-established subject position----that is, a position as a 

person with certain views and values which, in every instance, serve the ultimate interests 

of the ruling class (A Glossary of Literary Terms 151). 

Korman mooppan and the tribal community led by him at Kottamala are portrayed as a 

group of interpellated individuals under the hegemony of Subhadra’s family. In their eyes, 

presently, that feudal class is represented by Madhavankutty. Karuppan, son of Korman 

mooppan, is the only character who rises above the status of a subject. He is introduced as a 

politically knowledgeable young man by Kurup in Scene 51 (798). In addition, while Kurup and 
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Madhavankutty relish the country liquor in plenty, Kurup portrays the tribal men as savage, 

violent and quarrelsome while they are provided with alcohol. Kurup again condemns the race as 

a lazy community as they, according to him, do not make use of the money spent by the 

government for their houses and their agriculture. Karuppan retorts that the government and the 

landlords must have the mercy to show no petty sympathy towards them.  

 The well read Karuppan, forced to obey the feudal class among the tribes, and the 

educated Madhavankutty, helpless under Subhadra’s feudal command, are juxtaposed.  But 

Madhavankutty does not identify his position under Subhadra with the position of the tribal 

individuals under himself. Instead, he exploits his dominance and their inferior status to pacify 

his frustration and moral indignation caused by his servile role in Subhadra’s family.  He extracts 

the maximum labour out of the tribe as an exploitative capitalist owner of the property. The 

‘property’ mentioned here is both the land and the elephant. It is an absurd way of thinking that a 

wild animal, which has accidentally fallen into a pit in the land owned by the feudal family, 

immediately belongs to the family. It is on the basis of this knowledge, given forcibly and 

historically to the subaltern, that the subaltern scares off using fire and explosives the real owners 

of the elephant, i.e., the family of elephants that roams around Kottamala to save the member in 

trouble.  

 The tribe is blind throughout the screenplay towards the exploitation in the name of 

labour.  Such an effect happens as they place the wild animal in the pit in the rival position, like 

the tribal community which places the tiger in the place of the oppressor in “Evideyo oru 

Shathru”. The feudal and capitalist class establishes its hegemony over the subaltern humans 

through the means like trapping and taming the subaltern animals.  The labour of the subaltern 
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human beings is meant to prepare the subaltern animal for the mercenary goals of the dominant 

class.  But, in “Vaarikkuzhi”, the pride of the tribe is hurt by Madhavankutty himself when he 

attempt to sexually assault Achatthi, a tribal girl. The pride of the animal is also hurt in the end 

when Madhavankutty opens the aanappanthi and asks the elephant to escape. Why then were the 

tribal workers made to inflict such violence, described in the screenplay, on the creature? The 

screenplay ends thus : “ The tusker which stands helpless, tired and unable to go out, though the 

door to freedom is open.” (816). The life, pain and freedom of the elephant are all only a trivia 

for Madhavankutty; the animal is only a tool for him to win over Subhadra whose feudal pride of 

having another elephant in her possession would be hurt if he lets the animal free. 

 Ecocriticism studies the environment from an interdisciplinary point of view where all 

sciences come together to analyze the environment and brainstorm possible solution for the 

correction of contemporary situation in the matter of nature----destruction of nature and 

preservation of nature. This critical approach, which began and spread in 1980s and 1990s, 

studies the relationship between literature and physical environment. Following poststructuralist 

ethos, nature as an entity must be seen as comprising of multiple entities. Disciplines like 

anthropology, human rights, subaltern studies, dalit writing, etc. represent and re-present the 

downtrodden human races living in the forests. This paper explores the scope of postulating a 

separate literary and political stand to voice the voices of the faunas. Animals, as it can be seen 

in the texts selected for this study, are subalterns. According to Ranajit Guha, the term refers to 

the unorganized groups subjugated by the ruling ideas, culture and leadership of the state on the 

basis of language, culture, ethnicity, gender, sexual preferences, caste, positions, religion, tribe, 

race, etc. It was initially a strict military term. Antonio Gramsci used it to signify the working 

class. Since then, its denotations have undergone prodigious development. Gayatri Chakravorty 
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Spivak included woman in that open term, while many other subaltern historians of West Bengal 

signified using the term ‘subaltern’ the laymen, who found no place in the recorded history of 

Indian independence struggle. Therefore, being an open term with an endless array of groups as 

it is signified, subaltern must include wild animals too. 
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