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FOREWORD 

 
The book Cinema as Art and Popular Culture in Tripura: An Introduction is a new addition 

to our publications. This book, based on extensive original research, explores the radical new 

meanings that films and other audiovisual texts about, by, and for indigenous populations 

acquire in Tripura and is the first of its kind published in the state. It offers not only an 

overview of the media practices, trends, and challenges—whether they relate to creativity, 

sponsorship, the roles of men and women, or development and training of professionals—but 

also discusses the opportunities for systemic growth and development to foster art and artists 

in Tripura. 

Aloy Deb Barma and Prajapita Debroy have very coherently introduced the concept of 

Tripuri cinema flourishing in the Indian subcontinent as a peripheral filmmaking practice and 

locate it in the larger Indian mediascape. They discuss in brief its three-decade long history 

and reveal modes of production, distribution, exhibition and consumption, narrative 

strategies, representational codes, trans-regional production links and changing technologies, 

collectively charting a new media geography. 

This book serves as a means for us to reaffirm our dedication to taking on a bigger role in 

helping to preserve, enrich, and pass on to posterity Tripura's rich cultural diversity. I hope, 

this volume, a constructive account of Tripuri Cinema, will be helpful for students, teachers, 

academics and researchers working in the fields of film studies, cultural studies, media 

studies, production studies, journalism and mass communication, subaltern studies, gender 

studies, South Asian studies and media anthropology. 
 

(Sri Ananda Hari Jamatia, TCS SSG) 

Director 

Tribal Research & Cultural Institute, 

Government of Tripura 
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much helpful for the readers as a whole and be a valuable resource for the research scholars 

intending to work in the field of Tripura’s films in future. 

With thanks, 

 

 
Yours sincerely, 

 

 

Dated: 5th December, 2022 (Naresh Chandra Dev Varma) 

Agartala 
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LETTER TO THE READER 

 
Dear Reader, 

I am more than pleased to announce the release of Cinema as Art and Popular Culture in 

Tripura: An Introduction after a prolonged wait. Indeed, year-long endeavours of relentless 

research have finally come to fruition. 

Coming from Tripura’s film scholars, filmmakers and insightful media analysts; Aloy Deb 

Barma and Prajapita Debroy, this excellent book situates Tripuri cinema in the Indian media 

landscape and impeccably encapsulates the metamorphosis of the industry in the 

contemporary era with great depth and understanding. Apart from giving a first-hand 

historical account of the inception of Tripuri cinema as art and its gradual propagation as 

popular culture with the emergence of newer consumer habits and consumption patterns due 

to technological advancements, in their well-researched and objectively documented work, 

Aloy and Prajapita offer a lucid examination of the industrial practices and infrastructural 

dispositions of production, distribution, and consumption of Tripuri cinema. 

My interest in proofreading the work stemmed from the fact that it was the first literary 

account of Tripuri film. A wide range of economic, political, and social issues that require 

attention in the coming years are thoughtfully considered here, and it offers a comprehensive 

and engrossing insight into the history and future possibilities for India's creative industries, 

which remain frequently unrepresented and marginalised. 

A handbook of Tripuri cinema for film and communication students, scholars, media critics, 

or anyone sharing a keen fascination for cinemas at the periphery, Cinema as Art and 

Popular Culture in Tripura: An Introduction is a significant addition to our understanding of 

this crucial period of immense transition in both the local and the national. I am confident 

about the face-changing impact this book will have on the majority of Tripura’s youth who 

aspire to study films as well as sincerely participate in the filmmaking business. 

 

 

(Sunil Kalai) 

Head of the Department 

Department of Journalism 

& Mass Communication, 

Tripura University 
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PREFACE 

 
This book explores contemporary film cultures within a complex sociopolitical world in parts of 

Northeast India, particularly Tripura. It focuses on the production and mass-circulation of small- 

scale locally produced films in and across socially marginalised areas, among regionally or 

linguistically defined audiences in Tripura. While new media cultures and practices have become 

a crucial part of contemporary cinema studies, production of cinema in the Northeastern state of 

Tripura, points toward a new understanding of both cinema in India and categories like regional 

cinema. It raises questions at how “peripheral cinema1” has been described so far and the manner 

in which it may be redefined in the new media context as it explores how media is produced, 

shared, and viewed or ‘consumed’ at the fringes of metropolitan urbanity and the complexities of 

cultural appropriation and border-crossings as a result of globalization. This volume further 

examines how technological, cultural, and socio-political forces determine the perpetuation of 

film culture in Tripura. It also historicizes the contemporary Tripuri cinema, critically examines 

the infrastructure and industrial practices structuring the recent emergence of these cinemas as 

emulations of mainstream Hindi cinema and analyses the changing visual complexities and 

narrative strategies. The book helps address critical questions regarding community, culture, 

economy, language, and issues of representation in Tripuri cinema as compared to other 

contemporary regional/peripheral cinema and their many contours in contemporary film 

practices. The book further explores how mainstream cinema and Tripuri cinema draw on each 

other for inspiration, often adapting successful storylines from mainstream Hindi cinema, 

elaborating on them in terms of both content and style. Additionally, the book examines how the 

producers of films and music videos interpret and shape ideas about ‘regionality’ and how this 

can contribute to a reformulation of existing perceptions of ethnicity and culture, while also 

creating new ones. This book, pertaining to the local film industries located on the peripheries of 

mainstream cinema, shows that there are serious intersections between the global flow of 

technologies and media texts, genres, styles, and shifting patterns of reception. Therefore, this 

book highlights the turn of the peripheral audiovisual culture in Tripuri cinema from analogue to 

digital as a decisive moment for exploring the social and political impact of old and new media 

technologies and media content on the (re)formulation, contestation and (re)definition of Tripuri 

cinema. 

A significant feature of the book is that it lays down a detailed account of the evolution of 

cinema in Tripura and is an investigation into the production, mass-circulation and exhibition of 

small-scale locally produced films and music videos. It is an attempt to challenge the long-held 

notions of an impenetrable national cinema culture by exploring the emergence of films that 

highlights identities, cultural groups and ethnicities inhabiting the edges of the nation while 

constantly crossing established boundaries. While the term ‘Tripuri’ might connote a native 

inhabitant of Tripura or the indigenous language, it must be carefully observed that the term 

‘Tripuri’ here does not conform to the generic signifier of a community-identity or the spoken 
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language. Rather, it is used throughout the book to refer to “of or relating to Tripura, its 

inhabitants, language or culture”. While new media cultures and practices have become a crucial 

part of contemporary cinema studies, production of Tripuri2 cinema, emerging from the state of 

Tripura, in various native languages such as Kokborok and Bengali, the book points toward a 

new understanding of both cinema in India and categories like regional films. 

The book is motivated by the need to draw a formal account of an effervescent film culture 

breeding in Tripura that has remained undiscovered in the shadows of the canonical mainstream 

cinema. With the onset of globalization, the state has become the point of convergence for 

cultural and economic systems, promoting increased interaction, integration and interdependence 

among states and nations. The resultant cosmopolitanism of such a small state enabled the need 

to investigate and document where Tripuri cinema stands in relation to its contemporaries at 

distant margins. With its relatively modest claims, Tripuri cinema has struggled to locate itself 

within the history and geography of Indian cinema. So, where do Tripuri films stand after all? 

The book thus, is designed to answer this question by discussing comprehensively ways in which 

peripheral cinemas interact with one another in situations of co-production while also assessing 

the importance of place as a means to challenge the concepts of centre and periphery. This is 

achieved by focusing on a number of films that foreground marginal spaces of peripheral 

interaction, where cultural discourses move beyond considerations of centrality. 

 
To uncover the underlying tendencies of Tripuri cinema that stands in the way of marginality and 

centrality, it is not sufficient to analyse Tripuri film texts alone and trace its historical trajectory. 

Cinema develops out of its various encounters with various cultural and economic practices of 

the region and beyond. Therefore, this book is divided into five chapters that identify and 

establish the discourses, narrative practices, and ideologies circulating within and beyond the 

Tripuri film industry. Chapter I offers a historical overview of Tripuri cinema as art in the region,  

the practices and the perceptions that prevail across the Tripuri film habitat. Chapter II offers an 

insight into the infrastructure of the contemporary Tripuri films by attending to its economic and 

ideological impediments and examines important changes taking place in the film industry 

encouraged by the application of new technology to its means of production, dissemination, and 

exhibition. It also charts the trajectories Tripuri cinema traverses to move past misinformation, 

ambiguous filmmaking practices and existing social hierarchies. Chapter III explores how 

developments in digital technology are upgrading the aesthetics and stories created by Tripuri 

filmmakers in an effort to make them more competitive. The chapter establishes a foundation for 

further discussion of the new tendencies in Tripuri film industry in the following chapters. It also 

suggests that a culture of creativity in local film practice is developing, spurred on by 

opportunities provided by developments in digital cinematic technologies. In Chapter IV, a select 

of Tripuri films (in Kokborok and Bengali language) have been analysed on the basis of relevant 

indicators and these findings correlate with other peripheral cinema. Films featured in the book, 

either in the form of discussions, analysis or examples have been chosen within the specified 

timeline of 1986-2022 based on the parameters such as blockbusters/super hits, “most talked 
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about '' in the community, films on social issues, films by genre – romance, action and comedy 

(as popular in the community). This would further the study in establishing the relay between 

mainstream Hindi cinema and the localized practices and tendencies of Tripuri cinema. It also 

reads the Tripuri film industry as an aggregate of filmmaking tendencies borrowed from the 

mainstream Hindi and Bengali narrative films that may be recognized as a prerequisite for 

increased identification encouraged by a socio-cultural ideological discourse. Chapter V 

summarises all of the arguments from the chapters and offers recommendations to the industry 

and the government. In doing so, it is acknowledged that academic study on developing film 

industries still lacks in depth despite the contribution made to the field. We take into 

consideration the development of language-based public spheres, the arrival of multiplex 

economy and the digital boom and ethnographic accounts of the Tripuri film industry and equate 

its incidences with other contemporary peripheral cinema besides examining the literature 

available on these regional films. Despite the ease of access of most films in VCD/DVD format 

and on YouTube, a mass of industrial activity remains unreported. Under such circumstances, 

researching the industry and its internal dynamics make it imperative to understand the grass 

root-level operations and a closer examination of the discursive rationales – things people say 

and why – that are mobilised to substantiate subjective positions. These rationales command a 

crucial role in the cultural and narrative configuration of Tripuri cinema and also towards 

shaping of the public sphere that these peripheral cinemas constitute. Video and music 

distribution via mobile phones has gained traction, thanks to the gradual but sustained expansion 

of mobile communication networks that are now progressively reaching previously inaccessible 

rural areas. Furthermore, and maybe more importantly, both phone handsets and mobile data are 

becoming increasingly affordable, especially to low-income households. The distribution of 

digital files via mobile networks or so-called dedicated download shops facilitate copyrighted 

material piracy, which was previously widespread and therefore, ubiquitous. The internet also 

allows for the easy sharing of videos via social media platforms such as Facebook and YouTube, 

opening up new avenues for media distribution3 and shaping a popular culture. These social 

media platforms bridge geographical divides, allowing people who have relocated to cities or 

abroad to stay in touch with their 'home' communities. The agony of remaining underrepresented 

and misrepresented throughout history has left a long-term impression in the Tripuri filmmakers 

who are making deliberate attempts at being recognized in the larger media spectrum. With the 

coming of new digital camera technologies, films now take about a month to be made in limited 

budget, all with the hope of sitting next to the mainstream cinema someday. Such tendencies 

towards the constitution of self-identity have become more pronounced in the wake of a new 

film economy facilitated by digital cinema and have been chronicled in this book. 

This book is designed for scholars, researchers, students of mass media studies, mass 

communication and journalism, film/cinema studies and those interested in familiarizing 

themselves with the evolution and contemporary state of cinema as art and popular culture in 

Tripura. 
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1 

LOCATING TRIPURI CINEMA 

 

 

 
Cinema has been around in Tripura long before it was manifested as a form of artistic 

expression, with its roots in its predecessors which include painting, sculpture, architecture, 

literature, music, dance, drama, acrobatics, textiles as well as photography. Since the advent of 

cinema, there has been a long-standing and intricate relationship shared between cinema and the 

visual arts. It is characterised by numerous exchanges and mining for legitimacy, subversion, and 

inspiration. It entails the innovative efforts of practitioners from all disciplines as well as 

experimental gestures that pitted one against another, considered one via the other, and 

frequently obfuscated the boundaries among them. Handlooms and handicrafts of Tripura which 

reflect the inborn art of workmanship and uniqueness of the people are also suggestive of 

Tripura’s lauded relationship with art and artisans. A land of cultural diversity and rich in natural 

resources, art and culture, Tripura is ethnologically interesting as a habitat of several indigenous 

communities and immigrant population. Seated in the Northeast, India’s third smallest state, 

Tripura was ruled by the Manikya dynasty for thousands of years, tracing a descent from the 

Lunar dynasty. As recorded in Rajmala, Tripura’s royal chronicle of a lineage of 185 kings who  

ruled the realm for about five thousand years. They have been great connoisseurs of art, dating 

back to the 15th century. 

Since time immemorial, the geographical area of Tripura has served as a home to people from 

various ethnic groups, cultures and communities, and more so, with the ushering in of 

globalisation. People have settled in this region from various parts of the world both during the 

pre and post-colonial periods. The majority of this state's citizens are migrant tribes from various 

ethnic groups. Tripuri, Reang, Jamatia, Noatia, Mog, Chakma, Lushai, Halam, and Kukis are 

some of the prominent tribes of Tripura, along with a few minor sub-tribes. Each of these tribes 

has a distinct culture that includes its own language, dress, habits, lifestyle, dance, folk music, 

festivals, marriage customs, and burial traditions. They perform group dances and sing 

traditional songs at various events, including weddings, community festivals, harvest festivals 

and jhum (slash and burn) cultivation. Even before the arrival of cinema in Tripura, the local 

population had and continues to have an indigenous system in place which met their 

informational, educational, and recreational needs. The traditional media or oral tradition, which 

includes music, dance, literature, poetry as well as painting, sculpture, festivals, rites, and 

ceremonies, helped them establish a sophisticated system of communication. While Tripura’s 

folk music continues to appeal to listeners accompanied by the strum of traditional musical 
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instruments, their melodious tunes and lyrical and rhythmic compositions allows you to have a 

glimpse of the ancient constitution of the society, social and religious life of the people, the 

environment and livelihood. These folksongs and dances also throw light on their desires, 

achievements, sorrow, happiness and challenges. How the indigenous people successfully 

developed the rhythm or composed folk songs and choreographed folk dance forms in tandem 

with the rhythm thereof, is unknown to us, given the individuals involved in their making have 

remained unidentified throughout history. With a rich history of creative exchanges dating back 

to the royal period, such artistic productions mark the predominance of a vibrant traditional 

culture of Tripura, particularly through the folklore, folk songs, dances, and musical instruments 

and lyrical compositions. 

So, how was art and culture nurtured by the royal dynasties of Tripura? Maharaja Bir Chandra 

(1862–96), a masterful painter, photographer, composer, scholar of Vaishnav literature, and 

connoisseur of all artistic endeavours thus, marked the beginning of Tripura's modern age. 

Historically, the royal family began cultivating visual and performing arts during the reign of 

Maharaja Bir Chandra Kishore Manikya in Tripura when numerous renowned Indian artists 

successively showcased their talents at the Tripuri royal court. Although, many of the court 

musicians left Tripura, yet they left behind outstanding contributions that led to the development 

of Indian classical music and other arts in Tripura. During the reign of the royal family, the 

essence of musical interests and practices persisted for over one and a half centuries. The 

Manikya rulers of the nineteenth and twentieth century were enamoured more with literature and 

music than with art and architecture. (R. Das 1997) These great patrons of art and literature 

would invite artists from all over the subcontinent to perform at the royal court. Famous artist 

Braja Behari Debbarman worked in Maharaja Bir Chandra's court who dedicated himself to 

theatre-acting. Also, known as "Lebo Karta", he received praise from everyone for his artistic 

finesse along with cultural endeavours and was also an accomplished instrumental musician. In 

1928, shortly after Maharaja Birendra Kishore passed away, Maharaja Bir Bikram assumed 

control of the realm, who had dire interest in theatre as well as arts and culture. He was a master 

in playing the sitar and asraj, as much as his father, Maharaja Birendra Kishore. Numerous 

notable musicians had showcased their talents in Tripura including Ustad Munne Khan, Enaeth 

Khan, Muzaffar Khan, Masid Mia, Adam Box, and Ustad Allauddin Khan. Music was the forte 

of Sachin Debbarman's father, Prince Nabadwip Chandra, who was a well-known music director 

across the country. Ranabir Kishore Debbarman also made significant contributions to 

propagating the practice of music and theatre in Tripura. Being close to the reigning king; 

Maharaja Birendra Kishore at the time, helped him hone his abilities. (Sutradhar 2014) Anil 

Krishna Thakur Debbarman, an expert in classical music, was a friend to Maharaja Bir Bikram 

and the two grew close through their shared love for music. He frequently supervised 

background music of dramas with the help of Maharaja Bir Bikram. A great deal of dance and 

theatrical art were performed at that time as a result of the sincere efforts of Thakur Anil Krishna 

Debbarman. Likewise, Lt. Sachin Debbarman, well-known for composing music, laid the 

foundation stone of what we know as Bollywood today. He made music popular in Bengali and 
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Hindi films. Despite being a native of Tripura, he spent a significant amount of his life in 

Mumbai and Kolkata where he was involved in music. Government of India bestowed upon him 

the title "Padmashree" in recognition of his great contributions to the world of music. His 

contributions to the music industry continue to engender persistent memories of this renowned 

performer. The above-illustrated names including Tripura’s kings and princes themselves are 

among the numerous artists who largely contributed to developing a culture that is deeply rooted 

in art and cultural exchange. Rajyeswar Mitra, a renowned music critic, emphasised on the innate 

appreciation and respect of musical forms that the then-kings had. He remarked that the Tripuri 

monarchs invited and praised the majority of renowned artists to the state and showcased their 

musical prowess in the royal court. (Sutradhar 2014) Their appreciation of art was not only 

restricted to music, poetry, dance, theatre and literature. Tripura and Manipur's matrimonial ties 

has significantly aided in the development and spread of Manipuri art and culture. Due to the 

influx of Manipuri queens who settled in Tripura's royal palace, the Manipuri settlement 

developed. In addition to receiving royal patronage to preserve and advance their culture and 

religion, the queens also contributed to the enrichment of the royal palace through their faith and 

way of life. Maharani Khuman Chanu Manmohini, the third consort to Maharaja Bir Chandra 

Manikya, is regarded as the first Indian woman to practise photography. She was a modern-day 

royal photographer who staged her self-portraits with the Maharaja. Under the guidance of her 

husband, she trained as a royal photographer and staged photography exhibitions in the palace 

where Maharaja’s self-portrait of his wife Maharani Khuman Chanu Manmohini and himself, 

were displayed. The Camera Club of the Palace of Agartala was the focus of The Journal of the 

Photographic Society of India's May 1890 Issue, which highlighted their portraits.4 

Another significant episode in the history of the princely state of Tripura is the relationship 

between Nobel laureate Rabindra Nath Tagore and four generations of Tripuri kings. Naturally, 

this followed from the Manikya dynasty rulers of Tripura's liberal sponsorship of Bengali 

language and culture during the reign of Maharaja Ratna Manikya (1464-68). Prince 

Dwarakanath Tagore, the grandfather of Rabindranath Tagore, was approached by Tripura's 

then-ruling monarch Krishna Kishore Manikya (1830–1849) during a political crisis. While 

looking for elements of Tripura's past to base his acclaimed novel "Rajarshi" on, Rabindranath 

Tagore made reference to this familial relationship in his first letter to Maharaja Bir Chandra 

Manikya (1862-1896) dated May 6, 1886. To add to that, while the King was still recovering 

from the tragic death of his queen Bhanumati Debi in 1881, he studied young Rabindranath’s 

love poem "Bhagna Hriday”. Bir Chandra, who was troubled by Tagore's melancholic 

composition, dispatched his political secretary Radha Raman Ghosh to the poet's home in 

Jorasanko, close to Calcutta, to express his admiration. He offered to buy and set up a printing 

press so that Rabindranath's writings might be printed and published. Those were the early years 

of Rabindranath and the Tripura royal family's blooming friendship. Tagore maintained close ties 

with Maharaja Radha Kishore Manikya (1897–1909), the son and heir of Maharaja Bir Chandra, 

and it was under his reign that the poet first visited Tripura in 1899. Besides, Maharaja Radha 

Kishore Manikya provided financial support to a number of Bengali men of literature. Similar to 
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Rabindranath, Maharaja Birendra Kishore Manikya also nurtured a reverential and intimate 

relationship with him. The poet returned to Tripura in 1919 after receiving the Nobel Prize, and 

Maharaja Birendra Kishore hosted a celebration to mark the occasion. Tagore paid his seventh 

and final visit to Agartala in 1926 during the reign of Maharaja Bir Bikram Kishore Manikya. 

Maharaja Bir Bikram, a highly-learned man with refined tastes, was a great admirer of the poet 

and organised a special event in May 1941 to commemorate the poet's eighty-first birthday. Soon 

after the poet passed away, Tripura observed a day of formal mourning at the request of 

Maharaja Bir Bikram Kishore Manikya. During his visits to Tripura, the poet composed at least 

five renowned songs, and every Manikya king from Maharaja Bir Chandra to Maharaja Bir 

Bikram Kishore Manikya generously supported Rabindranath and his vision for "Viswa Bharati" 

in Bolpur, West Bengal and eventually, this support continued to be a component of princely 

Tripura's annual expenditures in the form of grants. Buddhimanta Singh, an expert in Manipuri 

dance, and renowned artist Dhirendra Krishna Debbarman were assigned to "Viswa Bharati," 

and it was Tripura's contribution that allowed the "Viswa Bharati" authority to include Manipuri 

dance in its cultural curricula. Rabindranath was in fact, conferred upon the title of "Bharat 

Bhaskar" by the Maharaja Bir Bikram Kishore Manikya during a visit to "Viswa Bharati", a 

month before Tagore passed away. The poet's words about the state "when the woodlands of 

Tripura have sent out invitations to their floral feast through their courier of the south wind, I 

have come as a friend," marks Tagore’s admiration for the passion devoted to the cultural 

exchange and their friendship encouraged by the royalty. 

On the other hand, studying new media cultures has recently gained traction as part of 

contemporary cinema studies in assessing newer configurations and cinematic practices of Indian 

cinema emerging on the margins of the Indian state that are marked by the region’s volatility,  

liminal identities and cultures, constantly transgressing established boundaries. It is through the 

rethinking of filmmaking strategies dedicated to the re-assessment of dominant frameworks and 

countering hegemonic conceptions of monolithic national cinemas that the periphery is 

discovered as the locus of experimentation. This chapter looks at contemporary film cultures 

within a complex socio-political milieu proliferating in the far-flung areas of the Northeast 

India5, namely Tripura. While there exists a reasonable body of academics examining cinema’s 

relationship with urbane-modernity and the associated experience of commodity culture, the 

psychological and social transactions with cinema, there is a dearth of academic engagement 

with video industries incubating the fringes of the country. At the heart of this book is the need 

to visit the often-overlooked non-metropolitan experiences and the non-theatrical modes and 

conditions of production, circulation, and reception of films in Tripura. With the substantial 

technological changes facilitated by globalization, in terms of filmmaking and film-viewing, the 

complexities of the creative process of filmmaking have started diminishing, leading to easy 

access to cinema paraphernalia, associated technology and inexpensive commodities such as 

DVD players, video cameras, rapid availability of assembled computers, inexpensive cellular 

phones and cameras, downloadable software. The arrival of television in the late-twentieth 

century and the subsequent advent of VHS (Video Home System) led to a rapid burgeoning of 
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video parlours, situated mostly in the urban centres. In response to the growing urban population, 

commercial exhibitors, motivated rather by financial gains than ideological objectives, emerged, 

who operated through screenings in town halls, sometimes, mobile cinema vans and film 

theatres. Before a discussion of this phenomenon, it is necessary to note that although, Northeast 

India has a long history of film production and circulation, crisscrossed by diverse cinemas in 

theatrical as well as non-theatrical circuits, there were less than a handful of cinema theatres, 

which were limited to urban towns and the number has not gone strikingly up as yet. An account 

of cinema in Tripura is also a narrative of the state’s socio-political environ and the precarious 

relationship of the local with the national. The majority of the films screened included 

excessively violent, action-packed and romantic Hindi cinema that would draw sizable crowds to 

the theatres. The success of the screening encouraged the influx and mass popularization of 

Indian box-office films. Subsequently, cinema became a common feature of the social life of the 

people in Tripura during the late 1970s and early 1980s. 

However, the then-administration did not encourage local participation in the filmmaking 

process. This was one of the decisive factors in gradually meeting the growing desire among a 

handful of local inhabitants to establish Tripura as a geographical entity by pursuing amateur 

video filmmaking and to create a new national consciousness separate from the existing 

framework. However, the spread of this new worldview, meanwhile, proved to be quite a 

challenging task. The scope of national cinema, whose representational methods mobilise diluted 

conceptions of belonging that obliterate local peculiarities in favour of broad generalisations that 

can be applied throughout the diverse population of the nation-state, is contrasted with regional 

cinema. The mainstream Indian filmmaking legacy posed challenges for the local filmmakers, 

including the lack of an organized filmmaking infrastructure, financial aid and trained film 

personnel, unavailable distribution routes, and an unsupportive government. The expansion of 

locally produced films employing celluloid technology was hampered by the difficulties in 

locating film equipment and insufficient laboratories for an efficient post-production process in 

Tripura. However, due to a diminutive market allowing modest returns, the local film industry 

witnessed a paradigmatic shift at the turn of the millennium as technological setups changed 

abruptly from analogue to digital, giving birth to youth experimenting primarily with music 

video productions. (Mukherjee 2016) Such production of Tripuri films enlivens the emerging 

debates on peripheral films in India. Video and digital technologies can be seen, therefore, as 

decisive moments in filmmaking and the wide use of audiovisual practices provides us with the 

means to delineate both the region as well as cinema as a whole. 

This chapter also examines how film cultures are shaped by technological, cultural, and socio- 

political forces in a geographically borderline state like Tripura. This is not to suggest that 

Tripura is a homogeneous state as each of its nineteen ethnic communities throws up diverse 

political and cultural experiences that have a complimentary yet contesting relationship with the 

mainstream/national culture. Tripura, the third smallest state in the country, located at the fringes 

of the Northeast India, shares boundaries with the international territory of Bangladesh to the 
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north, south, and west and the Indian states of Assam and Mizoram to the east. Home to a 

plethora of art forms and artiste, Tripura has always been culturally rich and diverse as the state 

comprises several ethnic groups and many sub-groups with diverse dialects, language and 

culture. To understand Tripuri cinema, it is hence, essential to take into account various political 

movements for identity struggles and ethnic nationalisms encountered by the region that 

sustained in its assumed ethnic, linguistic, and racial nuances. With a tumultuous historical load 

that the state bears, Tripura now stands at a mark of approximately 70 per cent of its population 

represented by Bengalis while the indigenous population amounts to 30 per cent.6 Tripura was a 

tribal majority state in the late 19th and early 20th centuries, as reported by census data from 

1881 and 1921, which shows that the tribal population was 52.19% and 56.37% of the total 

population, respectively. The state experienced a significant influx of refugees from the former 

East Pakistan and later from Bangladesh after the nation's independence and partition. This 

unrestricted migration caused a fundamental change in the demographic setup of Tripura's 

indigenous majority. The Bengali-speaking locals and immigrants began to dominate politics and 

administration as the indigenous inhabitants were driven to the hills. Large-scale land transfers 

from the tribal population to the non-tribes were also influenced by the significant growth in the 

non-tribal population. (Choudhuri 2019) However, Tripura’s connection to Bengal was no new 

phenomenon. In the past, monarchs of the Manikya dynasty uninterruptedly promoted non- 

tribals' immigration and settlement and Bengalis, in particular. Maharaja Ratna Manikya (1464– 

1488) is acknowledged by Rajmala, the royal chronicle as the first to "settle 4000 Bengalis in 

four places" in Tripura. The kings had then begun to gradually cultivate Hinduism as an 

established religion and incorporate Bengali language and literature into their culture. 

Interestingly enough, Bengali was even designated the "state language" of Tripura by the tribal 

chiefs. However, it is unviable to pinpoint exactly when Bengali became the official language of 

the state. Even postage stamps marked with Bengali legends were produced by the rulers of 

Tripura. The fact that the indigenous people of Tripura spoke Kokborok, which did not have a 

script (lipi), and adopted Bengali as the only practical alternative for the nobility and aristocracy, 

may be another explanation for the decision to designate it as the ‘state language’. However, it is 

likely that serious economic factors, rather than only cultural ties to Bengal, served as a 

persuasive rationale for patronising Bengalis. The issue of surplus production became important, 

as kingship evolved in Tripura. Shifting agriculture scarcely produced any excess to keep the 

monarchy in place. The rulers enthusiastically extended invitations to Bengali settlers in order to 

facilitate income collection for the state exchequer through growth of wet rice production, which, 

in turn, increased agricultural output in addition to bringing in money for the exchequer. The 

monarchs encouraged the immigration of Bengali professionals from the bordering Bengal, 

including doctors, teachers, attorneys, priests, and bureaucrats, because there was a shortage of 

skilled staff. (Ghoshal 2012) The state's population increased significantly as a result of this 

"invitation" process. Additionally, numerous positions throughout the state, particularly in the 

judiciary, forestry, and education departments, were occupied by immigrant Bengalis. Likewise, 

land donations for religious and humanitarian purposes were regularly provided. Due to the 
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abundance of land and the fact that the migrants only inhabited a few areas of the state, this 

massive migration did not wreak havoc in Tripura until India’s independence. Tripura had, by 

then, experienced a large influx of migrants during the partition of India in 1947, the liberation of 

East Pakistan (present-day Bangladesh), and the establishment of Bangladesh in 1971 due to its 

immediate proximity to the East Pakistani areas and its unprotected borders. The state was not an 

exception when it came to how Partition affected the demographic makeup of North-Eastern 

India. A Directorate of Rehabilitation was indeed established in 1949 to "settle" the refugees in 

Tripura who spilled over from the former East Pakistan, primarily in three phases in 1947, 1967, 

and 1971, irreversibly changing the demography of the state. By 1971, the indigenous 

community had become a forlorn minority. Meanwhile, the non-tribal population nearly doubled 

from 7.82 lakhs in 1961 to 14.69 lakhs in the 1981 census, which reveals that this was the most 

alarming trend in Tripura's population growth. Thus, the local populace of Tripura was 

effectively made a minority in their homeland in a short span of time which led to conflicts 

between the native population and the refugees with their pent-up fear and anxiety as a result of 

their sustained predicament (Choudhuri 2019) which transferred to contestations around identity. 

But it's debatable what might make up such an identity; being a Tripuri has meant different 

things to different individuals in different eras. Similar to other Northeast Indian states, Tripura 

has a substantially diverse population in terms of race, culture, language, and religion. Identity 

politics and related issues have often shaken the region as a whole, resulting in acts of violence, 

protests, insurrections, and ethnocentric movement among the tribes and the non-tribes. The 

contentious topic of identity permeates daily life, and various viewpoints are conveyed not just in 

the press or documentaries, but also in popular songs, regional theatre and films. These popular 

media are frequently symbolic of historical legends, common myths, and stories that reflect 

modern life as their subjects and subject matter. 

The chapter looks primarily at Tripuri cinema owing its existence to scattered parts of Tripura; 

produced in a multitude of languages, ranging from Bengali to various dialects of the native 

language of Kokborok. The expression ‘Tripuri’, which, in colloquial terms, refers to the 

inhabitants in Tripura as well as their indic tongue, is specifically formulated in the book to 

signify production of or relating to culture, customs and people originating in Tripura as a whole, 

irrespective of the vast majority of communal and cultural differences amongst the inhabitants of 

Tripura. While, media creators employ geographic terminology to aid in establishing a feeling of 

place in their films (as Assam serves for Assamese cinema or a long, uninterrupted legacy of 

filmmaking as in Bengali cinema), contemporary filmmakers producing films in Tripura are 

constantly searching for regional referents in an effort to connect with a variety of Tripuri 

population within the state and Tripuri migrants across the country because there is not a 

linguistic signifier functionalised by the state. In the book, we explore the shifting geographies 

and migratory effects that Tripuri cinema has depicted. However, despite the fact that toponyms 

and other spatial referents frequently appear in films as geographical traces, we argue here that 

these should not be read literally in order to comprehend what the Tripuri film truly is. ‘Films’ 

here refer to an amalgamation of audio-visual capsules inclusive of music videos, feature films, 

https://en.wikipedia.org/wiki/Tripura
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short films and other audio-visual materials as they serve as cultural texts, produced and 

consumed on a large scale in the state and beyond. 

The social and cultural climate of any era is likely to be reflected through art and cinema is one 

of them. Film as a medium of expression and a tool of representing indigenous voices, tales and 

folklores that have been long unheard of, unseen and unsung, emerged in the late 1980s as a 

result of the consistently laborious efforts and perseverance of a selective few who were not 

professionals but motivated enough to understand the nuances and technical know-hows and 

undergo the challenges of handling celluloid and the inherent complexities of cinema 

paraphernalia. The filming of Longtharai in 1986 signalled the beginning of indigenous feature 

film production in Tripura. The film, made in Kokborok; one of the widely spoken languages of 

the indigenous communities in Tripura was inspired by Tripura’s former Health and Urban 

Development Minister, Govt. of Tripura and CPIM leader, Bimal Sinha’s novel Karachi theke 

Longtharai, Dipak Bhattacharya, the director said in an interview7. Bhattacharya conceived the 

screenplay for the 75-minute film and directed it amidst acute political turmoil that would haunt 

Tripura’s hinterlands during the late 1980s. Shooting in celluloid, sync sound and colour in the 

1980s for film aspirants in Tripura was considerably a major leap. Reportedly, it was due to the 

insufficient financial aid and the extremely strenuous post-production process during the 

celluloid era that only two prints of Longtharai could be availed, one of which is in the custody 

of Government of Tripura. The film is elaborately discussed in Chapter IV. Nevertheless, with 

the coming of video cameras, the fate of filmmaking in Tripura steered to a different path. A 

handful films, still untouched by the magnetism of mainstream Hindi cinema, started gradually 

coming up but they suffered a bad hit due to the region’s undeveloped circulation and projection 

circuits. However, in order to increase circulation, the content of these small-scale films is now 

increasingly drawn from successful storylines of mainstream Hindi cinema, which are elaborate 

in terms of both content and style, resulting in a compelling mix of contemporary as well as older 

forms of song and dance sequences as they combine the traditional costume, landscape or 

festivities indigenous to the communities with literal/visual markers of modern popular culture. 

While non-theatrical circuits are difficult to trace, video stores and rental shops reveal that 

mainstream Hindi films contend for viewership with local cinemas, Hollywood, and various 

Asian cinemas. These local productions or infamous adult films are not certified by institutional 

bodies like the Central Board of Film Certification or are uncensored and thus, open to viewers,  

including minor audiences. Most of these productions do not resort to proper channels of 

distribution and hence, are exhibited in local theatres in the city. On most occasions, they are 

screened by renting community halls to family members, relatives and friends or associates of 

the makers. However, with the increased popularity of online platforms of distribution like 

YouTube, more films, peculiarly YouTube centric are now being made. These local digital films, 

though made in different local contexts often portray social ills like alcoholism, drug dealing, 

unemployment and political conflicts by situating them largely in the space of the home within 

the family structure where dilemmas are posed in dualities of good and evil, invariably ridden 
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with song and dance sequences that are filmed in local settings and serve as symbolic markers of 

Hindi film song and dance routines. The films keep spinning around genres ranging from action- 

comedy, romance and family drama, and consider the disintegration of society caused by the 

degradation of moral values and adversities collectively encountered; it is only natural that the 

insecurities and anguish against growing unemployment and the sense of inability to keep pace 

with progress strive to find forms of expression as the touch of indigeneity gets lost amidst 

Tripuri films’ blind fondness for imitating ‘Bollywood’ filmmaking modalities. (Also see Kuotsu 

2013)8 Hence, it can be argued that the issues at stake are not only the economic ramifications of 

the cultural products, but also the mobilisation of marginal cultures. Therefore, in terms of both 

the content and the production contexts of these videos, dearth of scholarship is more acutely felt 

in Indian cinemas in “minor languages” that are independent and often low-budget works by 

scriptwriters, directors, producers operating at the margins of the nation-state. It can be derived 

that producing films in languages other than the twenty-two recognized in the Eighth Schedule9 

provides a means of promoting cultural pluralism and multilingualism at a grassroot level. An 

analytical look at the content and infrastructure in the following chapters elucidates how the 

producers of films interpret and shape ideas about identity, and how this can contribute to 

achieve a sense of their aspirations and relationship with contemporary social life and to a 

reformulation of existing perceptions of identity and culture. 

Given the vast majority of enterprises owned and run by the non-tribal Bengali populace in this 

region, we consider Tripuri cinema as a popular and active negotiation with Bhadralok Bengali10 

culture and subsequent social marginalization. Filmmakers who venture into shoot small-scale 

films in indigenous language are unlikely to find a producer, and are therefore, compelled to 

operate on a negligible budget to make a film that might never be screened or in the process, 

might alienate its potential audience from witnessing a euphoric moment of impartial 

representation as they endeavour to reproduce the Bollywood model of storytelling. 

Unsurprisingly, many filmmakers in Tripura (abidingly) imitate Indian film stylistics of dance 

and music, to attract audiences, which Daisy Hasan rightly pointed out, “viewing and imitating 

Bollywood is accepted as part of the fluid cultural practices of modern societies in the region.” 

(Hasan 2010). These practices threaten to further curtail the local production’s creativity and 

diminish the cultural capital of indigenous cinemas that strive to create an original voice in one 

of the many regional languages. This chapter, thus, presents an overview of the production of 

‘small-scale’ films and videos, their circulation among regionally or ethnically defined audiences 

and locates the Tripuri film industry in relation to other peripheral cinema proliferating at the 

margins of the Indian subcontinent in recent years. The specific points of contestation shall be 

elaborated in the second chapter. In order to expansively explore cinematic practices in the 

emerging and fragmented framework of Tripuri cinema and the phenomenon of media urbanism 

in the state, the books elucidates ways in which people in the peripheries engage with 

contemporary mediated life and assert their identities through cinema and digital technology. 
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Along with the historical contexts of the locations of production, the contents and style of the 

videos, this chapter reads Tripuri film industry in opposition to other peripheral cinema 

proliferating at the margins of the Indian subcontinent. It investigates the rise of Tripuri cinema 

and its motivations, and establishes Tripuri film industry as inseparably linked to Bollywood as 

well as Hollywood film industry due to their absolute dominance in the ways the audience of 

Tripuri cinema is always already an audience of Hindi cinema, but not necessarily the other way 

around. The Tripuriness11 of Tripuri cinema as a result, continues to remain a rather problematic 

and inconsistent articulation. In the subsequent chapters, the book approaches Tripuri cinema’s 

infrastructural trajectory—the shifting relationship between the desires that drive the production, 

distribution, and exhibition infrastructure and how the system sustains them—via textual 

understandings. While it cannot be denied that the cinematic enterprise in Tripura remains highly 

unorganized, but the need here is to identify the key forces that shape a certain narrative and 

aesthetic ecology that, in effect, most of the industry attempts to coagulate around. We also 

attempt to further the understanding and experience around star masculinities and changing 

infrastructural contexts, accompanied with in-depth analysis of several films, while also 

weighing the vibrant performative impulses of the music economy which crucially shape Tripuri 

cinema as both art and popular culture. 

As we go on to study specific technological interventions with the departure of celluloid-films on 

the reception and circulation of pirated videos in India in present-day media panorama and its 

reflections on regional productions, we identify with Mukherjee’s (2016) extensive work on the 

production, reception and circulation of Manbhum videos wherein she considers the video and 

the digital turn as a decisive moment for cinema studies, and examines the wide spread audio- 

visual practices in Purulia’s Manbhum videos that are of a subversive nature. Tripuri cinema can 

also be read against the grain of recognized locally produced videos from industrial township of 

Malegaon, Maharashtra, affectionately referred to as Maliwood. Despite striking similarities 

between Tripuri cinema and the local practices of Malegaon, there are points of departure. Films 

in Tripura percolated subliminally into the hinterlands via non-theatrical trajectories: mobile 

cinemas, film songs on radio, and Doordarshan in the former decades. A politically volatile 

region where cultural practices constantly subject to surveillance and capricious restrict ions of 

powerful ethnic organizations, the dissipation and co-existence of diverse popular cultures, 

reiterating its cosmopolitanism, is facilitated by trading, cyber networks, piracy and 

unsophisticated manoeuvres employed by local filmmakers, pirates and audiences. Such 

cinemas, unlike Maliwood productions are not spoofs or parodies, as they are as engraved with 

contentious elements, moulded into and celebrated as local. It is worth pointing out here that 

Tripuri films are written, directed and envisioned in close participation with the different ethnic 

and linguistic communities of Tripura. However, development of an indigenous cinema in one of 

the widely-spoken languages, Kokborok has been confronted with challenges by the existence of 

many variants of the language, associated with different ethnicities and questions of hierarchy 

and class. (Matta 2016) As Daisy Hasan rightly pointed out, “By being alternately denigrated and 

romanticised, the indigenous cultures of Northeast India lost much of their  dynamism and 
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political potential.” (Hasan 2010) The notion that films showcasing indigenous communities 

often imbibe, reinforce or challenge popular stereotypes held against them is examined by Hasan 

as she explores audiences’ engagement with events concerning India’s Northeast. India’s 

majority primarily associate the Northeastern region with indigenous communities and cultural 

traits that are often instantaneously disparaged vis-à-vis visual practices such as sleazy portrayal 

of women. She observes that representations of the region in social media rather redefine more 

than reinforce existing stereotypes about indigenous communities. Hasan’s argument that a 

shared Northeastern identity is gaining ground as a new kind of cosmopolitanism, most notably 

among people from the region who are residing elsewhere in India, aids the study of Tripuri 

cinema. Social media thus facilitate the emergence of a public sphere that enables identities to be 

refashioned and shared, and counter-hegemonic discourses to be formulated. Thus, Hasan (2010) 

exemplifies ways in which art filmmakers in Tripura’s neighbour, Manipur made use of cheaply 

available digital technology. She captures how the socio-political climate is defined by manifold 

predispositions as she contends, “contemporary commercial entertainment in the North-East, 

then, appears to combine several cultural influences strategically”. 

The discussion on contemporary Tripuri cinema also calls for recognizing the soaring emergence 

of Bhojpuri cinema since the last decade, which has engulfed the B/C segments of Hindi film 

distribution in most of North India. Tripuri film enterprise hence, resonates with other parts of 

the country from Himachal to Malegaon, notwithstanding different scales and contexts. Although 

globalized cultural forms have become more proximate, they are increasingly distant to the lived 

realities of the inhabitants. Despite the homogenizing tendencies of globalization, the ‘local’ 

persistently articulates itself. Thus, these peripheral practices imply the emergence of cinematic 

publics which complicates perceived notions of legality and hegemony that sprung from centres 

of power, culture and economy, allowing alternative spaces and practices to emerge, which, in 

turn, consent regional films to respond to metropolitan “national” cultures. However, it would 

probably be deemed inappropriate to celebrate such tactics for survival and pleasures as the 

subaltern talking back to an unequal economic order. It may be reiterated that popular cultures 

today are determined by factors that are hegemonic and subaltern, metropolitan and peripheral,  

national and transnational. 
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The semi-urban and rural Tripura serves as a primary site of investigation to understand the 

constraints under which Tripuri films are produced. In Tripura, like many other local video 

industries of Manbhum and Malegaon, film production initially was not bereft of the inherent 

struggles that arose due to budgetary constraints along with technological setbacks. This chapter 

investigates the rise of Tripuri cinema as a result of the exhibition sector of peripheral cinema 

driven by continuous change. Given, the fate of the Tripuri film enterprise is inextricably related 

to (rather over-determined by) that of the Hindi film industry and the indisputable stranglehold of 

Hindi cinema in this region despite the frequent appearances of Tripuri films, determines how 

the audience of Tripuri cinema is already an audience of Hindi cinema and not the vice-versa and 

poses questions at the inconsistencies and complexities in the articulation and constitution of the 

Tripuriness of Tripuri cinema. It is worth noting that cinema in Tripura arose by appropriating 

the model of Hindi film industry's existing infrastructure. Indeed, many indigenous filmmakers 

in Tripura, imitated Hindi film stylistics of dance and music, to attract audiences which ignited a 

perpetual exhibition-centric battle in the region between the two industries. The chapter argues 

that changes in the exhibition circuit have left a disproportionately negative impact on Tripuri 

cinema's health. Moreover, considering what Stephen Hughes (Hughes 2010, 214) claims about 

the permeability of media-texts as "linguistic/ethnic boundaries across the various cinemas of 

India have always been far more porous and contested than has been appropriately recognised by 

scholars", this book explores the porosities of film cultures in order to comprehend contemporary 

film practices and approaches the evolving negotiations between the demands that drive the 

industry and the production, distribution, and exhibition infrastructure that supports and sustains 

them by tracing the changes in media-texts produced. For further investigation, the configuration 

of the Tripuri industry as correlated to the infrastructure of distribution-exhibition between the 

Hindi and Tripuri film industries will be supported by an analysis of the context and filmmaking 

stylistics of some of the most successful and contemporary Tripuri films and their precursors in 

Chapter IV. 

True, the Tripuri film business till date remains fairly unorganised, but this chapter aims at 

identifying the essential elements that build a narrative and aesthetic ecology that the majority of 

the industry is struggling to achieve. As discussed in Chapter I, Tripuri films began to circulate 

in 2000s and started being produced in large numbers from the 2010s, since the audio-visual 

sector was taken by storm by the digital turn. The gradually emergent decentralized film industry 
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in Tripura, comprises small-scale production companies, producing films in a variety of regional 

languages, especially in Kokborok and Bengali. These films/videos had commercial aspirations, 

despite commonly thriving on a low budget (within an average range of 1,00,000 INR to 

5,00,000 INR). Amateur filmmakers from diverse economic and social backgrounds, united by 

their shared interest and passion for filmmaking, often lacking formal film education or skills 

and professional training, continue to make films. It is believed to be an emerging trend among 

the youth who possess enough purchasing power to afford necessary cinema paraphernalia also 

due to their supposed affinity with the easily accessible technology. Local non-professional 

talents as well as popular theatre performers from the locality and personnel are briefly employed 

in these productions for production assistance, writing scripts or composing songs and music, or 

enacting small roles in films or music videos. The lack of professional artists oftentimes compels 

filmmakers to cast their friends, relatives, neighbours, individuals popular in social media like 

Instagram or content-creators with a decent number of subscribers/followers on YouTube, in the 

region. A majority of artists and the crew in the budding industry have a rural origin, which 

makes it easier for the films to be often shot outdoors that include villages, hillsides, lakes, 

farmhouses, paddy fields, local market places, temple premises, parks, factories, and use the 

houses of crew members, relatives or friends (usually without paying rent) for shooting interior 

scenes. Commonly shot in natural light or sometimes, artificial light, with easily accessible 

props, traditional attires as well as locally available costumes, the majority of Tripuri films are 

accompanied with stock background music recurring at every minute and free sound effects that 

are frequently used in YouTube videos and are availed from YouTube Audio Library under the 

Creative Commons License. This clearly explains the lack of a well-designed soundscape for 

these films. With time, these films evolved from being shot with camcorders or digital handy 

cam and edited like Microsoft Office PowerPoint slideshows and wedding videos, to using 

professional cameras like Canon 200D II, Nikon D5600 or Nikon D3500 and software like 

Adobe Premiere Pro, Filmora with recent technological interventions for their increased attention 

to the aesthetics of audio-visual storytelling. 

The expansion of local film industry was significantly aided by the onset of television 

transmission in Tripura. A sizable audience from throughout the state was drawn to the 

apparatus. Local filmmakers then found at their disposal a practical platform for content 

dissemination and exhibition. Established in 1994, Doordarshan Tripura (present-day 

Doordarshan Agartala) was Tripura's first operational state-owned broadcasting television 

network. Apart from broadcasting news bulletins and song and dance performances, certain 

studios worked together with the creative departments in the early years of Doordarshan in 

Tripura, whose films—particularly documentaries on farming, local tea plantation, rubber 

plantation, handloom, horticulture, bamboo cultivation, animal husbandry and so on produced in 

both Kokborok and Bengali language—had a significant influence on programming. These films, 

characterized by poor stylistics and indiscriminate editing were shot in video formats by amateur 

filmmakers. 



INFRASTRUCTURE AND TECHNOLOGY 

24 

 

 

Evolving in the digital context, Tripuri cinema is, thus, equipped with digital technologies, which 

make the filmmaking process easier. However, there are clear instances that establish that the 

working professionals in Tripuri filmmaking industry are oblivious to the clear division of labour 

that entails corporatized filmmaking business (in Bollywood). Additionally, the majority remains 

unfamiliar with complex and contemporary filmmaking techniques and modalities, which are 

evident from the way credits are titled. For instance, crediting an individual as an Assistant 

Director in a film who hardly carries out any responsibility such as maintaining log-sheets, but 

instead, discharges the role of a gaffer. The unorganized process of filmmaking can be 

characterised by the absence of a structured pre-production, which includes screenplay writing, 

storyboarding, using clapper board and maintaining log sheets, primarily. Contrastingly, often on 

any given day, the filmmaker is seen moving aimlessly with a camera usually mounted on a 

tripod or Gimbal DJI, iterating dialogues to the actors while shooting. These films are edited on 

computers using free downloadable non-professional video-editing software. Films are released 

every two-three months in rented local halls or auditoriums, where friends, family and 

acquaintances are invited to chair the public screening and more recently in YouTube, as a result 

of the industry’s penchant for adapting to digital media technology. Although gigantic banners 

and posters continue to be locally made and hung on the streets and pasted on walls and pillars at 

the outskirts of the city, thanks to the Internet, the information about a new project travels 

through telenetworks and is now, widely shared across various social media platforms that 

guarantee more access to a larger, potential target market. In an interview with Alston Kalai, a 

film and media practitioner actively associated with the industry puts across several instances 

that substantiate our argument. He is of the view that Tripuri cinema has to its advantage 

technological novelty and low financial guards. But, there are more deep-seated issues 

responsible for the failure of Tripuri cinema in upward mobility at the core than what meets the 

eye. Highlighting managerial incompetence and abundance of non-film-professionals among 

others as key challenges that inhibit the success of Tripuri films, Kalai says: 

We know that every successful film obviously selects its crew in advance 

during the pre-production of the film itself. But, in films here, crew 

members randomly get in through special recommendation halfway 

through the shoot. I was recommended by the Department of Journalism 

and Mass Communication, Tripura University to work in Tiprasa as part 

of the film crew. In fact, equipment was provided by the department 

itself. Although they did not credit my name in the film, yet I would have 

been pleased if at least the department would have been credited in the 

film, even if I was not….10 years from now, my children wouldn’t even 

know if I was ever involved with this film. 

(A. Kalai 2022) 

Drawing attention to the facets of production of films in the state, Kalai describes: 
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During the shooting of Tiprasa, I was asked by the cinematographer of 

the film to take a shot as he was exhausted. On asking the director of the 

film, Sarat Reang to guide me on which shot is to be taken, he rather 

swung his hand in the air telling me to take the shot anyway I’d want. But 

I insisted. I said, “That’s not how it works. You ought to have the shots 

pre-decided or kindly show me the storyboard.” Of course, it was not a 

surprise. It is not the director, but the cinematographer who shoulders the 

responsibility of the film because the director is elsewhere busy with 

narrating dialogues to the actors. However, the cinematographer cannot 

fulfil the tasks responsibly. He lends his work to anyone for taking any 

shot. There is hardly a proper script or shot-division done during the pre- 

production. Rather, there is a meeting among the director, 

cinematographer and the main cast, held a day prior to shooting for 

discussing and planning what is to be done on set, the following day. It 

will not be wrong to say that the director directs the actors. He doesn’t  

direct the screenplay. Also, Tiprasa like most of the films made here was 

shot in RAW mode and not in C-Log, which is reflected in the colour of 

the film print being compromised and as usual, the director blames the 

projector of the film or others instead of taking responsibility for the 

film’s shortcomings. 

The whole film was shot with two LED lights, which, too, started 

flickering as it was directly connected to the generator without a 

stabilizer. This resulted in poor lighting in the film. The film also 

involved a lot of free labour. Neither were they credited with 

remunerations nor were they credited in the film’s end credits. Not only 

labour, but transportation, equipment and everything else was provided to 

the making of the Tiprasa free of cost. On the contrary, Sarat Reang, the 

director of the film, shared in a press meet before the release of the film 

that the film’s budget extended to 15 lakh rupees. 

(A. Kalai 2022) 

Kalai highlights certain habitual practices of the film cast and crew such as unregulated liquor 

consumption post-shooting. He maintains that such rapid drinking not only hampers the budget 

of the film unprecedentedly but also further reflects on the actors’ performances as well as their  

appearances which impact the film’s outcome largely. Besides, it is detrimental to observing 

punctuality in shoots scheduled for the film. Emphasising the industry’s prevalent production 

and exhibition patterns, Kalai expresses: 

In fact, the post-production of the film was yet to be complete when it 

was already being screened. I remember, the first half of the film was 
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halfway being screened at Nuai Hall at Khumulwng, when the second 

half of the film was still being rendered around 21 kms away in Agartala. 

With a young man whom I newly met at the editor’s home, we had to 

drive all the way to Khumulwng with a copy of the second-half of the 

film in a Pen Drive but I resisted. It was only after being insistent enough 

on carrying another print of half the film, in a hard disk, for entirely 

security purposes that we left for Khumulwng for screening the rest of 

the film. The film, without any proof-viewing was thus released. 

There were blunders in audio-visual synchronisation also. First of all, 

there was no audiographer in the film. Because of this, during the release, 

the sound of slaps, bombardments in the film could not be heard. In fact, 

in a scene, an actor’s dialogue was missing from the final print of film. I 

was scared that the audience would go violent watching the poor quality 

of the film as many of them would go drunk to the hall and are usually 

overexcited during the show. So, I escaped. 

(A. Kalai 2022) 

There are undoubtedly a number of causes for this lack of maturity. Satyajit Ray’s farsightedness 

transcends time with his critique of Indian cinema in his article “What is wrong with Indian 

Films?” (Ray, 1948) where he elucidates what ails cinema despite the technological innovations.  

He strikes the prevalent culture of not taking accountability for the shortcomings of Indian 

cinema. As Ray pointed out, directors go into great detail about the brilliant ideas they had in 

mind but were unable to accomplish due to unfavourable circumstances. Producers persuade that 

the audience wants such, while technicians blame their equipment. Despite the fact that these 

grievances may be sincere, considerably better outcomes have been possible under much worse 

conditions such as the post-war Italian cinema which received global critical acclaim because 

there are other elements at work, incorporated into the basics of filmmaking. Ray’s line of 

argument resonates with the contemporary state of Tripuri films, as drawn from Kalai’s 

exposition. Kalai sets aside infrastructural inadequacies and expresses his anguish over the 

ignorance of creative efforts in recognising the uniqueness of cinema to help inculcate 

sophistication in style and content and renders film education essential to the evolution of film 

language. He states: 

The problem is that there is a lack of passionate film practitioner’s group 

as exists in other regional cinema. Everybody runs after money. That is 

why art & culture are not developing in Tripura. Sarat and others need to 

be educated in films. My grandmother can tell better stories than anyone 

else but she cannot make films. So, just because someone has a good 

story does not make him necessarily a good filmmaker. Film education is 

important if you are to make good films. 
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(A. Kalai 2022) 

Stressing on the need to set up a film board in the state, Kalai expresses: 

A film board should be established in the state to organise the operations, 

maintain standards and regulate films. This way, unnecessary 

objectification and vulgarization can be curbed. It should be strictly 

maintained that without CBFC certificate films should not be screened to 

the public. If such standards are maintained, hopefully, Tripura can 

produce better films in the future. 

(A. Kalai 2022) 

As gathered from interviews conducted with film practitioners, Kokborok-language Tripuri films 

are circulated in villages or far-flung areas and informally screened for the rural audience using 

the team’s equipment, with the tickets priced as minimum as 80 INR or as high as 150 INR12, 

depending on the financial convenience of the audience. This reinstates that remunerations are 

promised and received in both cash and kind. Nonetheless, bulk of the workers, despite realizing 

their mainstay on the margins of the Tripuri film industry and even when they are aware of its 

modus operandi, aspire to be associated with names and projects that could eventually be 

successful. 

Interestingly, apart from production details being inscribed on the posters, they reflect names of 

the directors, producers, distributors, artists and crew and the (Ganti 2012) year/date/time of 

exhibition, although not without grammatical errors which too, has its resonances in Madhuja 

Mukherjee’s (2016) description of Manbhum videos. A careful speculation of the Manbhum film 

posters yields how production information along with the phone numbers of directors, producers, 

and so on, would help attract newer producers, music composers, and as Mukherjee read; it is an 

attempt to activate social mobility, since a number of technicians and actors hope to migrate to 

Kolkata and work in mainstream Bengali productions. Similarly, it can be derived from the 

above illustration that the production–distribution–exhibition ecology of Tripuri films, largely 

managed by SSR Cinemas Pvt. Ltd, Shine Film Production and King Films Production, much 

similar to Manbhum videos function through informal networks and the conditions under which 

the industry prevails do not get accounted for in box-office records. Discussing how multiplexes 

began defining spaces of corporatized leisure is important to understand the exhibition circuit in 

Tripura. The earliest multiplexes in India were constructed in anticipation of future affluence, 

unlike earlier cinemas, which were constructed in reaction to expanding urban populations 

during the twentieth century. A larger "consumer class" was expected to move into suburban 

townships. In 2012, the transformation of the old Rupasi Theatre into a multiplex was hailed as a 

significant turning point for Agartala13, the capital city of Tripura, which, together with the 

growth of designer clothing stores, shopping malls, and cafeterias was fostering spaces of 

entertainment for respectable families. Exclusive entertainment venues like the multiplex 

highlight the increasing socio-spatial division in Indian cities and hint at how the consuming 



INFRASTRUCTURE AND TECHNOLOGY 

28 

 

 

classes are reshaping the city in their own image. This situation undoubtedly reveals how much 

multiplexes have come to represent security, progress, and development in the minds of the 

middle class, while consolidating the film exhibition chains. (Hill and Athique 2013) 

Two broad tendencies need to be considered in this regard: First, these films tend to have little to 

no record or details of production process apart from the text available on the Internet. Second, 

the quantitative data produced by an unorganized economy as such is considered unreliable and 

subject to scrutiny. Besides, clear lines of distinction can also be traced among ways in which 

regional language films produced in Tripura are exhibited and distributed. For instance, while 

many of the Tripuri films go for public screening in villages or in halls in urban centres, others 

are aimed primarily at YouTube audiences as it enables them to retain a huge chunk of profits 

received from the ‘number of views’ when uploaded on YouTube for free viewing. Thanks to 

digital revolution, the male actors become superstars even before the release of their films, and 

only rumours thrive across the information networks and the unreliable nature of promises made 

to the artists in the industry owe to most of the contracts made only verbally, without any 

documentation. Tejaswini Ganti (Ganti 2012, 176-185) produced a detailed ethnography of 

similar practices in the Hindi film industry before the corporate capital came in. The informal 

nature of the contracts, and the circulation of money only within the networks of trust, which 

derive their basis from outside the film industry, is not unique only to Hindi film industry. 

However, the lack of content-driven narratives in Tripuri films and ‘originality’ persists, as it 

grows in the shadows of Bollywood economy and Hindi film stars. While films continue to be 

enchanted by Bollywood or mainstream Hindi film conventions and narrative techniques, they 

barely mask the ‘original’ narrative by translating certain plots to native languages and bearing 

visual markers of the popular culture and traditions. 

In an interview with Dr. Sandip Debbarma, a well-known cinematographer in the Tripuri film 

industry, who has also apprenticed under Indian filmmaker, Sudipto Dey and cinematographer, 

Sunirmal Mazumdar, Debbarma spoke at length about the state of Tripuri films in the context of 

infrastructure. He contends: 

Tripuri films were not produced in the same manner as they are 

nowadays. A dry time arrived when the technical revolution began to 

significantly alter the small number of films that served as the industry's 

defining works. Technology started to become more accessible and 

inexpensive, as a result. Numerous problems and arguments that plagued 

Tripuri filmmaking may now be easily identified and addressed; thanks 

to technology. And eventually, individuals drawn to these technical 

possibilities learned the use of cameras, light, drones, etc. However, 

things did not go as planned. Although, they must be technically adept, 

yet they hardly ever know how to operate the camera effectively. 

(Barma 2022) 
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Debbarma insists that basic film grammar is continually missing from Tripuri films. Besides, 

there hasn't been a considerable improvement in the narrative quality, nor has it received 

appropriate consideration. This led to productions that are only appealing on the outside but 

hollow on the inside because they rely solely on the technological advances at the surface instead 

of mining the creative potential of effective storytelling. For Debbarma, the contemporary films 

strive to seem sort of enchanting for a split second, but ultimately leave one with nothing 

concrete. He renders the lack of maturity exhibited in the shots composed with inadequate 

knowledge of cinematography as he notes: 

You see, technology as a tool became handy quite quickly, but the 

standard has not increased in line with this. As a result, the richness of 

life is not depicted in the visuals. Not enough time or thought is given to 

allow for the concept and content’s gradual development. Therefore, 

despite their attempt to making appealing motion-pictures, we are 

deprived of witnessing the true complexities of life in the region among 

the inanimate uses of digital technology in filmmaking. 

(Barma 2022) 

Pointing out the challenges faced in the industry, Debbarma added that despite exceptions, it 

must be acknowledged that in many projects, the opportunity to integrate technology in a far 

more effective way is overlooked. Because so many small-time producers have shifted their 

attention to video production and believe that by providing the public with cheap entertainment 

and sleaze, they will recoup their investment, the Tripuri film industry is unable to support itself.  

Nevertheless, Debbarma thanks the technological consciousness that prevails among the young 

artists but at the same time emphasises the need for inculcating the habit of watching classic 

films and educating themselves in films before making them. (Barma 2022) 

This commentary illuminates the standard of Tripuri cinema and also engenders another legacy 

that many of the contemporary Tripuri music videos or song and dance sequences are burdened 

with. With the coming of VCDs and music videos, the projection of singer-performers in the 

audio-visual format was rendered a more identifiable form. As music videos started 

incorporating narratives, particularly those with a romantic bent, singer-performers started to 

showcase themselves as rising stars. Female singers were compelled to market themselves as 

desirable commodities surrounded by a group of men dancing to the song, already grooving to 

their tunes wherein the music video usually followed the idea of featuring a desirable man as the 

leader of a group of men pursuing her. Because technology allows for capturing both the 

everyday and the remarkable, video production has emerged as a massive enterprise in Tripura. 

Consequently, wedding videos have come about that are hybrids of music videos and home 

videos, animations that merge with customs and rituals, and with more visually appealing 

elements. Therefore, the recording studios have evolved into a place where such self-expressions 

and experimentations constantly signal new horizons for a minimal price. (M. Mukherjee 2016) 
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Gradually, the shift in themes and representations within the Tripuri music video economy from 

audio-cassettes to VCDs define the contemporary Tripuri music video albums, which are rather 

Tripuri remakes of popular Bollywood-style dance numbers, so much so, that the titles of the 

songs are the exact copies of those of popular Bollywood dance numbers. The lyrics of these 

songs are seen replete with misogyny and sexism coupled with sheer obscenity, as the industrial 

logic swallows the cultural logic, and the problem of identity and the age-old traditional elements 

begin to mutate with contemporary counterparts, giving rise to new narrative consolidations. In 

the same light, Manuel (2012), and Tripathy (2012) have documented the phenomenal rise of the 

Bhojpuri music industry and the key role played by the “vulgar” register in determining its 

unparalleled popularity which is quite the case of Tripuri films and music videos. Violence and 

sexuality, here, are both given strategic emphasis. Evidently, vulgar songs and obscene lyrics 

inhabit the Tripuri music video scene, barring a few notable exceptions. Film songs and music 

videos such as ‘Dwk Dwk’ (Biswanath, et al. n.d.), Kiting Kiting’ (Reang, Debbarma and 

Debbarma 2021), ‘Ani Hero’ (Tripura, et al. 2022), ‘Omthai Kuthuk’ (Reang, et al. n.d.), ‘Jala 

Nango’ (Molsoi and Kishan 2021), ‘Chikni Chameli’ (Reang, Reang and Debbarma 2021), 

‘Loha Garam’ (Pritam and Debbarma 2021), ‘Item Girl’ (Reang, Kunal, et al. 2018), ‘Gorom 

Gorom’ (Murasing, et al. 2022), and ‘Rasgulla’ (Reang, et al. 2021) to name a few, exhibit the 

substance of profanity being more verbally pronounced than they are visually. These films 

elaborately echo references to Bollywood item song and dances including the lyrics, costumes 

and dance choreographies. Imagery of Tripura and of a virtual Tripuri identity is thus displayed 

in VCDs and on YouTube, a medium that has only recently become accessible with the spread of 

smartphones. These representations are also about negotiating identity and striking a chord 

between “tradition” and “modernity”. While majority of viewers on YouTube encourage and 

register their support in favour of these music videos or films by commenting “nice video” and 

the like, frequently sharing pride in and rejoicing their representation, several others on YouTube 

commented in response to these films as: 

Careful.. which culture are we unconsciously spreading across the young 

minds.. quick adaptation of foreign culture has always been a part of our 

life. In the name of entertainment we are heading in different direction...a 

bit skeptical. 

Another user, Mausumi Debbarma commented: 

Whenever my 4years old daughter watches this song, I used to snatch 

away the phone from her. Tiprasas are always ready to copy the vulgar. 

But to my surprise the comment section is flooded with applause and 

appreciation. 

The popularity of these films can be determined views ranging from 1 to 5 million on YouTube. 

Briefly summarised, most commentators agree that these films are blind imitations of Hindi 

cinema and share their concerns about the massive influence these films have on youth, caused 
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by direct consumption of such content. Father Joseph Pulinathanath, a Keralite priest and an 

award-winning Kokborok filmmaker renowned for his work Mathia (2004) and Yarwng (2008) 

in an interview shared his concern for the denigrating characterization of women in Tripuri films 

including music videos. He confides: 

Like elsewhere filmmaking is a male-dominated activity in Tripura too. 

There have been Kokborok films in the past that portrayed women as 

they are actually found in society – complex human beings like everyone 

else. At the same time, it is true that till date the Tripura screen has not 

lent itself to any exceptional, in-depth portrayal of woman, like one can 

find in the cinema of other languages. It must be remembered here that 

Kokborok cinema is still in its nascent stage and to compare it with far 

more advanced cinema is pointless, perhaps. 

That said, I must mention here a disturbing tendency I have noticed in 

some of the recent so-called music videos: a tendency to caricature 

women by portraying them as mere objects whose only aim in life is to 

arouse or satisfy male urges, and be there to be gazed at. 

When it comes to the bigger issue of the image of woman, I am of the 

opinion that in real life, in comparison to many other societies in India, 

the Tripuri society accords to women an appreciable level of dignity, 

space and voice. They have a say in matters of home and society; the 

stark discrimination often found in other societies is absent in Tripura 

society. By and large sons and daughters of the family get equal 

opportunities. Exceptions notwithstanding, there is also, by and large, a 

healthy atmosphere of gender relationship in the Tripuri society. 

(Pulinthanath 2022) 

Pulinthanath, aggrieved by the unserious portrayal of women in Tripuri films, laments: 

They don’t portray correctly the real-life Tripuri woman; nor do they 

hold up a mirror to society; rather, they just exhibit the desperation of the 

makers to catch up with what they themselves secretly admire – those 

mindless pyrotechnics that focus on gyrating bodies of scantily clad 

women, found in Hindi and in some other Indian languages. Perhaps they 

consider it a short cut to popularity, ‘likes’, ‘shares’, ‘subscriptions’ and 

of course, money. It is a pity that in trying to catch up, our young people 

do not have anything more than the mesmerizing offerings that Sony, 

Nikon, Canon, and other filmmaking gadgets offer. I consider these as 

misguided instances of technology running amok and the mind and the 

heart lagging behind. 
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Tripuri women need to examine and see if the image they see of 

themselves on these music videos adequately portray who they deep 

down are, as women. My guess is that they would find these salacious 

attempts to define women as mere body parts very demeaning and 

detestable. People behind such productions cannot have known the 

agonies and ecstasies that make life the exciting stuff it is even for a 

woman. 

(Pulinthanath 2022) 

At the outset, a careful speculation of Tripuri films evokes similitude with Bhojpuri films 

produced from Uttar Pradesh and Bihar that display predominantly vulgarity combined with 

mainstream Bollywood storylines, short comic episodes along with song and dance sequences. 

Most of the stories of Tripuri films revolve around a melodramatic tale of a hero and villain 

pursuing the heroine, forming a love triangle on most occasions, wherein various stock 

characters and situations are introduced. While the films attempting to compete with their 

mainstream counterparts are characterised by low budgets, poor technical quality, shortage of 

trained individuals or film practitioners, a lack of professional artists, hackneyed plots that focus 

mostly on rural/semi-urban family dramas, a lack of a strong, well-structured plot, a lack of 

directorial expertise, as well as top-star casts, their diverse composition suggests the shifting 

technological landscape of media assemblage and cultural practices. A variety of difficulties that 

amateur Tripuri filmmakers encounter when using the medium intensify their predicament. The 

lack of necessary fundraising abilities, insufficient regulation, and legal complexities pertaining 

to financier rights and status include a few of the challenges. Another issue is the prohibitively 

expensive data plans for availing internet connectivity. Notably, the number of Indian-owned 

pay-per-view OTT platforms is experiencing exponential growth. Although, a large section of 

amateur filmmakers find solace in YouTube, sites like MyCinemaHall allow independent 

filmmakers to upload and screen their films directly to audiences in order to generate revenue, 

without having to release them for free on YouTube. These films’ achievement in being the ‘talk  

of the town’ can be attributed to the general hype created around them via their intense 

marketing campaigns including coverage in prime-time television news programs, promotional 

pieces in local dailies, film-related interviews/entertainment programs broadcast on television, 

Facebook/Instagram /YouTube posts, promotions, online shares and news releases in websites. 

Hridoypora (Nath and Deb 2021), Shiksha O Tripura (B. Das 2022), Sei Kalodin (B. Das 2022) , 

Gojamil (Biswajit and Raai 2022), Bakshobondi (Bhattacharjee, et al. 2022) and Imang 3 (A. 

Debbarma, et al. 2021) are some of the examples. These Tripuri films are primarily set in the 

localities of Tripura, revolving around issues of everyday life that cater to audiences located in 

Tripura as well as those in Bangladesh. Mostly released in online streaming sites and platforms 

like YouTube, these films garner a reasonable number of views beyond the calculated target 

audience. Technology indeed has transformed the way films are marketed now. Actors through 

their personal accounts on social media such as Facebook, Instagram, TikTok etc. collapse the 
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age-old relationship between media and viewership, thanks to technological convergence14. 

Many “Behind-the-scenes” videos of films or vlogs are rising to prominence now that offer the 

audience a glimpse of everyday shoots on set and thus, keeps the audience engaged with the 

creative process of filmmaking, thereby making ‘public’ what once was private and kept 

concealed from the eyes of the audience to intensify their suspension of disbelief. This also 

indicates the metaphoric bridging of a rift that existed between the cultural product (film) and its 

consumers (audience). Moreover, the production companies have accounts on social media 

platforms that firstly, help maintain brand image and increase brand visibility as uploading a 

video, photo or in-text graphic largely influences audience-engagement with the film/ film 

personnel and keeps the audience/followers informed of their upcoming projects and therefore, 

assures them of a targeted spectatorial base. Consequently, it gives an impetus to the rising 

celebrity phenomenon in relation to the local actors/performers. It, thus, can be derived from the 

above discussion and speculations that these Tripuri films emerged out of economic and cultural 

interactions with mainstream Hindi as well as Bengali cultural products (of the West Bengal) and 

against the backdrop of the widespread circulation of various oral folk traditions and folk music. 

It is also worth mentioning that some of the Kokborok-language film projects such as Mari (S. 

Reang 2015); Chethuang (K. Kalai 2014) are sponsored by Tripura Tribal Areas Autonomous 

District Council (TTAADC)15 to promote and safeguard the language and tribal culture and to 

archive the many oral traditions that are gradually losing prominence. It may be useful to 

remember that very little has found mention in scholarly works about Kokborok films other than 

Mathia (2004) and Yarwng (2008) directed by Joseph Pulinthanath, that are contributions to the 

formation of an indigenous cinematic voice since they address not just the subject of indigenous 

language, but also the issue of mainstream Indian cinema's skewed and distorted portrayal of the 

Northeast. They are also significant for being the first formal accounts of the two films written, 

directed, and envisioned with regard to Tripura's various ethnic and linguistic tribal people as 

they highlight the diverse linguistic registers that the complexities of the region suggest. (Matta 

2016) A detailed account of these films is given in Chapter IV. 

Pulinthanath’s Mathia (Bangle) explores the sensitive practice of witch-hunting which is still 

pervasive among certain indigenous communities in the Northeast. The film was shot in Tripura 

by a diverse crew that included locals and other technicians from Kerala and West Bengal. The 

story centres on Kwchwngti, a tribal girl who is shunned by the society for allegedly being a 

swkal (witch) and lives alone after experiencing a string of disasters shortly after moving to the 

village of Hathai Para. It was a simple-minded young man named Banthu, who musters the 

confidence to approach Kwchwngti. After days of smooth courtship, their romantic engagement 

hits the rock bottom when a sickness claims the life of his mother and the villagers persuade him 

into believing that Kwchwngti is, in fact, a witch. Love ultimately prevails over the loathsome 

superstitions as the young couple is reconciled and welcomed to live together with the village 

community, despite his former intention to bury Kwchwngti alive. Besides, Yarwng (Roots) 

produced by Don Bosco Sampari Pictures Tripura and directed by Joseph Pulinthanath, the 95- 

minute feature is set against the backdrop of the large-scale displacement of the local populace 
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caused by the construction of Dumbur dam on the Raima and Saima rivers in the 1970s. The film 

begins with Karmati, the protagonist, played by Meena Debbarma, being questioned by her 

husband about her romantic relationship that existed before she was forced to embrace a new 

life. Karmati then continues to tell her tale surrounding her romance with Uakhirai and how on 

the eve of their marriage, the hydroelectric dam on the Raima and Saima rivers submerges the 

entire village and separates them. Villagers uprooted from their homes were forced to move deep 

into the hills. According to the director, many of the actors in Yarwng are actual victims of 

forced resettlement and the film was shot in real-life locations of the incident like Bolongbasa. 

As discussed in Mara Matta’s ‘Multilingualism and Indigenous Cinema’ (Matta 2016), a 

participatory storytelling approach was used to develop the stories for Mathia and Yarwng, 

which involved the director and several of the crew spending weeks conversing with real-life 

victims and residents of towns to learn about their experiences, anxieties, beliefs, and concepts of 

change and development. Cinema was positioned as a tool of exposing the issues encountered by 

indigenous people as a result of the collective effort to discuss sensitive topics like witch- 

hunting, which is easily exploited to accuse them of "backwardness" and "ignorance." These 

films, in addition to acknowledging tribal languages, were positioned as tools for portraying 

tribal people as key characters rather than exotic specimens or alluring props. Pulinthanath’s 

films are suggestive of the fact that filmmakers working in Kokborok or other tribal languages 

are engaged in a "battle over images" and "battle over languages" to free the indigenous 

population from oppressive linguistic and visual regimes. Films like Mathia and Yarwng 

promote pride in the use and preservation of so-called minor languages, portray the unique 

worldview of the indigenous people, and offer a forum for discussing issues or just creative 

expression of stories that were historically passed down through oral folk literatures and reveal 

that the mainstream cinema cannot reflect objectively. In order to "talk back" to the power 

structures that have denied them rights, subjectivity, and citizenship, an increasing number of 

filmmakers from the state and other parts of the Northeast have begun to make films like these 

that are deeply rooted in the indigenous population’s pathos and ethos. 

This chapter concludes that Tripuri films, by demonstrating how digital films can be produced 

and distributed among small groups and communities using informal networks and amateur 

filmmaking techniques, such as home viewing systems, screening on TV sets in local tea shops, 

and community gatherings or via projectors in villages and so on, challenge a unified 

understanding of cinema, both as a technology and as a cultural form. In a nutshell, this chapter 

lays a detailed groundwork for a new linguistic, technological, and industrial–cultural 

historiography of Indian films located on the periphery. 
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Life has undergone a dramatic change over the past three decades, and a major reason for this is 

the unrestricted progression of media technology. Everything is now at the tip of our fingers - 

our favourite music, anime, soaps, news channel, series - you name it. Media scholars including 

Ohanian and Phillips (2000), Pavlik (2008), Kaufman and Mohan (2008), Rombes (2009) and 

others, maintain that in the 1990s, the subject of the digital revolution in cinema gained attention 

in the film business, with well-known public figures like George Lucas and Roger Ebert praising 

and criticising the new technologies that were developing. The transition of analogue to digital 

technology and the increasing demand for online video, according to Peter Kaufman and Jen 

Mohan's 2008 report, "are going to change the nature of independent film and video creation, 

distribution, and finance forever." It is evident that the industry is still developing and new, 

unique cinematic trends are still emerging. New technologies, thus, have a profound impact, not 

only on the way audiovisual media are made, but also on the economic structure of the film 

industry. Hence, this chapter serves as a starting point for more debate about the impact of these 

"transformations" on the aesthetics, style, narrative, content, and distribution of Tripuri films in 

the following chapter. Additionally, this chapter highlights how film production companies, 

industry practitioners and up-and-coming filmmakers are developing novel techniques and 

business models to stay relevant in a changing business economy as a result of the proliferation 

of digital tools in film production and distribution as well as and how YouTube and its allies 

have shaped filmmaking in Tripura. In this chapter, we contend that the digitalization of the 

filmmaking and distribution processes has given rise to a creative production culture in Tripura. 

How did Tripuri cinema leap from analogue to digital? The native film industry has always been 

characterised by technological advancement since cinema first came to Tripura. To make the 

cinema more enticing, intriguing, marketable, and entertaining, industry practitioners have 

continued to incorporate new strategies and procedures. Till the 1990s, when experiments with 

video technology started taking place and the viability of video format for commercial usage was 

established, the use of celluloid in the filmmaking process in Tripura remained largely intact. As 

previously described in chapter II, Tripuri filmmakers from 1990s onward demonstrated that a 

viable industry could be established around cinema filmed on video and distributed via VHS 

tapes. Within this complex scenario emerged the trend of amateur video filmmaking as a 

precursor to today’s digital filmmaking. When VCR technology made on-demand home film 

viewing possible for the first time, filmmakers had to adapt to a changing market to stay afloat, 
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which is quite the case for filmmakers of the digital age. Around the turn of the 21st century, 

digital technologies started to emerge, with VCDs replacing VHS cassettes being the most 

obvious example. The use of analogue video technology progressively declined as digital 

technologies excelled in the art and craft of effective storytelling. The constraints of analogue 

technology, such as distortion or deterioration of analogue signals during processing or 

reproduction, were no longer existent. "Digital filmmaking" refers to a strategy that "combines 

some classic filmmaking processes with new capabilities that have arisen through the integration 

of computers, digital image editing, disc recording, and networking." (Ohanian and Phillips 

2000) This is not to suggest that modern media consumers do not still engage in television, radio, 

newspaper, and film viewing. With today's technology, whether it is a personal computer, a 

smartphone or the Internet, you can now accomplish all of those tasks online, exclusively 

because of media convergence, a process that allows for the task and resource sharing of once- 

distinct technologies. (Jenkins 2006) Today, it is difficult to distinguish a film shot digitally from 

that on 35 mm or 70 mm celluloid film. Digital technology has also transformed the post- 

production process which was otherwise cumbersome, time-consuming, intricate, and highly 

specialised in the early days of analogue filmmaking. The process, inclusive of image editing, 

soundtrack editing, sound design, visual special effects, computer-generated imagery (CGI), and 

colour grading, has been made increasingly flexible and relatively affordable. The fusion of 

cellular telephone, digital photography, and digital video technology is demonstrated by a cell 

phone that can also capture simultaneous images and videos, which explains why cinema has 

become commonplace for people of all ages with smart-phones and smart TV sets now in every 

household. Filmmakers now use 3D technology, DSLR cameras, among other tools, to produce 

films, and audiences now consume in different ways as a result of online streaming and 

downloading on mobile devices. In various respects of the filmmaking process, such as pre- 

production: scripting, storyboarding, production: recording and lighting, scheduling and 

budgeting, costume design and producing, the application of digital technologies has increased 

efficiency, speed, and flexibility. With films like Kwtham Kothoma (Kalai 2018) among others, 

computer generated imagery (CGI) has made creative ideas now conceivable that would have 

been partially viable with analogue technology. 

While the wild fandom for some Marvel or DC and dubbed Tamil and Kannada films compels 

theatres to go houseful, cinema audiences for Tripuri films and their ticket sales had been 

stagnant; rather dwindling, with more filmmakers now producing for the web. The distribution 

and viewing of films have undergone a substantial period of change as a result of their transition 

to digital technologies. While improvements in high-definition, low-cost digital video cameras 

and post-production tools, along with the advent of digital cinema and Internet-based distribution 

are globally pushing boundaries and opening up opportunities for upcoming and independent 

filmmakers to forego conventional distribution and exhibition methods, the lack of theatrical 

avenues opening up to exhibition of local productions due to unmet box-office demands, is 

proving far worse than the 2020 pandemic, making it unfeasible for the independent filmmakers 

to survive their fate in the distribution sector. As more people visit theatres to watch mainstream 
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films, the current trend seems to be encouraging producers to actually invest more in technology 

to raise the standard of their productions. Therefore, Tripuri filmmakers are extensively using 

cutting-edge production equipment like cranes, drones, and handheld camera stabilising systems 

like Gimbal and making films with intriguing choices in terms of colour grading and visual 

effects in the post-production phase. 

A recent development in the continually shifting landscape of screen culture is the dissemination 

of films and associated screen content via the Internet. (Cunningham and Silver 2012) 

Nowadays, a wide range of significant internet competitors, including Netflix, Amazon, and 

YouTube, among others, pose fierce competition to traditional distribution circuits. Particularly 

YouTube, starting off in 2005 with a focus on user-generated content, was a relief. It offered an 

enticing service for users to watch and/or share videos online; free of charge by offering a more 

streamlined and user-friendly experience as compared to its contemporaries. Unlike the music or 

print industries, established distribution companies, producers, in fact filmmakers were slow to 

recognise the possibilities of the medium in the early days of Internet-based distribution. For 

many industry practitioners, YouTube posed a colossal challenge. The general consensus among 

filmmakers, was to stay far away. Infringement concerns and the existence of copyrighted 

material contribute to the general public's perception of YouTube as primarily a medium for the 

spread of unlawfully reproduced proprietary material, especially anything created for broadcast. 

This perception of YouTube interacts with its portrayal as a hazardous environment for artists. It 

was far-fetched to consider posting one's creative work on YouTube. There was little need to use 

the new service, even if it was free, for those who had ventured into the perilous digital 

wilderness. The raging expansion of YouTube and its competitors, which would fundamentally 

alter how video is viewed and consumed, was not anticipated by media experts and researchers 

until recently. (Barma 2022) 

As a result of increased technological convergence, through a series of interconnected activities 

which involves viewing, searching, producing, mixing, sharing, and dissemination of low- 

technical-quality short video productions on hugely popular websites like YouTube, it is possible 

to trace the greater than ever cultural relevance of audiovisual user-generated content on the 

Internet. YouTube has grown to become the world's most popular online video platform and a 

key hub for some of the most important trends and debates in the new-media landscape. (Burgess 

and Green 2009) Throughout its very brief history, it has also influenced and been the subject of 

scholarly discussions about the politics, economies, and cultures of new media, particularly the 

"participatory turn" connected with the “Web 2.0”16 business models' partial reliance on amateur 

content and social networking. Media Theorist, Henry Jenkins (2006), first popularized the 

concept of participatory culture back in the late 1990s which however, appears to signify 

YouTube today. A "participatory culture," according to Jenkins, is one "in which fans and other 

consumers are invited to actively participate in the development and distribution of new 

information." Jenkins describes the participatory culture framework using a few key 

characteristics, such as a culture with low entry barriers for expression and engagement, support 
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from the community for creating and sharing one's work, an "informal mentorship" where the 

veterans of the culture share their knowledge with novices, and each member's contributions to 

the culture are important with a degree of social connection among members. YouTube is a 

platform for the youth which offers easy entry requirements and a progressive trajectory toward 

participation. The majority of user involvement is accounted for by these activities, which are 

also essential to how the community functions. The ways in which video content is shared 

throughout the community is greatly influenced by these feedback exchanges, which encourage 

content producers to produce more films. These young people's user-experiences show a broad 

trajectory with few impediments. Low admission requirements allow for valid participation even 

at the edges of the community. While navigating the community and taking part in its activities, 

youths develop new skills and explore their identities. (Jenkins 2006) 

Michael Strangelove (2010) argued that by giving users control over the content and enabling 

quick feedback and reactions from its viewers in the form of comments and response videos, 

YouTube enabled a degree of social interaction that could just not be achieved through 

television. It enabled users to create and share videos regardless of their economic and cultural 

position by providing a platform that allowed for universal access. It was quite easy for new 

content makers to get started because anyone with access to such a device could make a web 

video, regardless of whether the user was using a high-quality camcorder, a cell phone, or a 

webcam. (Strangelove 2010) According to media scholars, these techniques enable the 

understanding of media consumption from a transformative perspective that blurs the line 

between the creation and consumption of cultural products. Such websites pose a challenge to 

the traditional broadcasting model of mass media for primarily, because of their interactive and 

decentralised audience configuration and because they offer users new and easy ways to create 

their own content through digital technologies, as well as the ability to creatively appropriate 

mass-media cultural products. Such a phenomenon as this, necessitates a reinterpretation of 

media consumption habits that takes into account not only commercially produced cultural 

products but also illustrations of diverse and intricate home creation and self-distribution, that are 

increasingly becoming more personalized, more portable and all the more participatory. As will 

be discussed, these new media practices must be identified in the context of everyday life, 

enmeshed in practices of sociality, identity construction and prevalent cultural performances. 

Because of ongoing technological advancements and media shifts, the study of new media has 

become a contentious and important area of research. ‘The Language of New Media’ (2001), a 

ground-breaking study by Lev Manovich, is a crucial resource for navigating the nascent "new 

media" landscape and its nuanced relationships with more traditional media contexts. Manovich 

addresses new media from both a formal and historical standpoint. He situates new media within 

the lengthy historical evolution of modern visual media, highlighting their continuities with older 

cultural forms (print, painting, photography, and film). He notes that "we are in the middle of a 

new media revolution due to the transfer of all of our culture to computer-mediated forms of 

production, distribution, and communication" in recognising a new era in communication. 
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(Manovich 2001) With the emergence of new media, the age-old topic of whether or not a media 

technology has the ability to change a culture has received a lot of attention. The contributors are 

a varied group of participants, including large media houses and rights-owners like television 

stations, sports franchises, and major advertisers, as well as small-to-medium businesses looking 

for inexpensive distribution or alternatives to traditional broadcast systems, cultural institutions, 

artists, activists, media-savvy fans, and non-professional and amateur media producers. Each one 

of these users approaches YouTube with one’s own goals and objectives, and collectively, to 

make YouTube a dynamic cultural system. (Burgess and Green 2009) 

So, who are these filmmakers? What is their motivation to strive in an industry which has never 

seen an organized growth since its advent? They are ordinary people, coming from far-off places 

in the state in search of recognition and mostly self-gratification. They are youngsters with 

fascination merely for the apparatus and not the art and craft of it. Despite the states’ immensely 

varied culture and richness of oral traditions tracing to the Lunar dynasty, an insignificant iota is 

yet tapped. Even humble backgrounds are no match for their ambition in storytelling that lacks 

quality, precision, mature writing, mindfulness and technical awareness of filmmaking. To curb 

the blame, people without formal training or distinguished knowledge of the discipline are 

jumping at the pool just for the elitist pride, glamour and the need to be associated with the 

industry in spite of its endemic business challenges. It is true that much before the digital 

revolution, economically and socially disadvantaged people seldom had access to media 

production facilities, and this led to an important emancipatory development from the 1980s 

onwards. Affordability and easy accessibility of camcorders and camera apparatus heralded the 

potential of Tripuri population who had traditionally been the subjects of films to produce their 

own narratives. New media served as “new vehicles for internal and external communication, for 

self-determination, and for resistance to outside cultural domination” Thus, indigenous 

filmmaking was seen to reflect the protagonists’ desire to tell ‘their own story’. (Ginsburg 1995). 

The exponential rise in online social networks, blogs, photo-sharing, and vlogging (video- 

blogging) as well as other commonplace and formerly private forms of "vernacular creativity" as 

a component of public culture points toward a broader ‘participatory culture’ taking shape. The 

participants actively negotiate the contradictions between "expression" and "exhibitionism," 

performance and surveillance, just as they did with the "moral" aspects of participatory culture. 

Despite differing levels of awareness of the possibility that relatively "private" contributions may 

be accessed in ways beyond their control, YouTube’s vernacular creators in Tripura make 

various attempts to regulate the "publicness" of their participation. (Lange, 2007) 

Historically, the Do-It-Yourself movement has worked to bring production equipment into the 

hands of underrepresented groups in the commercial mainstream so they can tell their stories and 

be heard. If we assume that YouTube operates in a vacuum and ignores its political 

underpinnings, we risk accepting far less than we had hoped for. By reclaiming the past, we may 

be able to assess how effectively YouTube is advancing participatory culture and offers a 

particularly rich example that brings together many perspectives on the function of amateur 
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videos and highlights the new cultural production relations that make it difficult to simply apply 

presumptions about what amateur, vernacular, and ordinary mean in the context of YouTube. 

Throughout Tripura, differences between tribal and non-tribal communities tend to be interpreted 

in a cultural and a hierarchical sense and blindly seen as ‘noble savages’ or backward and 

primitive. To this day, people belonging to tribal communities frequently face exclusion and 

discrimination, resulting in political marginalisation and economic deprivation. (Pan N. 2020) 

Such reproduction of cultural texts may appear far removed from earlier contexts, but frequently 

offers people, from the communities concerned, a way of relating their present to their past. 

While scholars have pointed at the misrepresentation and underrepresentation of the Northeast in 

mainstream Indian media, it is the skewed representation of cultural vignettes and customary 

practices, ever subject to reinterpretation that continue to shape gender roles, social relationships 

and political networks. However, it was taken rather too seriously by people who rarely aimed at 

contributing to a quality film culture in Tripura and lost themselves in the illusion of establishing 

their self-identity in the name of representation. 

 
The gradual but steady expansion of technological advancements of mobile communication 

networks, which now increasingly reach formerly neglected rural areas, video and music 

distribution has gained ground with the ease of access and increased affordability of mobile 

phones and mobile data becoming ever more affordable for low-income families. Not only has 

this tendency made content more accessible, but it has also enhanced viewers' participatory 

cultures by enabling them to interact, discuss, and remark on topics. The internet also facilitates 

easy sharing of videos via social media such as Facebook and YouTube, creating yet more ways 

by which media can circulate. These social media platforms transcend geographical distances, 

allowing people who have migrated to cities or abroad to stay in touch with their ‘home’ 

communities. 

On the flip side, YouTube has become the breeding ground for self-proclaimed filmmakers, 

models and even actors. To our dismay, the hunger for fifteen minutes of fame is no longer a 

myth with a ridiculous amount of content being regularly dumped in social platforms like 

YouTube, uncensored and unfiltered. The potential for the commercialization of amateur content 

and, in some cases, the possibility of making the creators of that content popular, are both 

benefits of more widely available new media platforms and technology. The success of these 

new forms, however, is ironically assessed not only by their level of online popularity but also by 

their ability to get past the traditional gatekeepers of old media. They are people who abuse the 

power and responsibility that come with art and craft of creativity. While some call it ‘drawing 

inspiration from each other’ and others “creative exchange”, filmmakers have been found to 

adapt and swap narratives and visual forms between films intended for regional, national or 

global audiences, resulting in an unhindered loop of repetitive hybridity where the traditional 

meets the modern. Pioneering studies show that filmmakers in India produce adaptations of 

Hollywood films to suit the tastes of a pan-Indian if not pan-South Asian market, much like 

Tripura imitating Bollywood modalities of filmmaking. In the process, they ‘enhance’ and 
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transform the original films’ moral framing and add new storylines that cater to their intended  

audience’s expectations regarding multi-narrative story-telling. Further studies have examined 

how other successful film formulae have been appropriated by one regional or national context 

from another. For instance, the storylines of Tripuri films with an additional lack of originality 

have been picked up from mainstream Hindi cinema. In other words, even when filmmakers 

target specific regional or national audiences, they derive their strategies and draw inspiration to 

a large extent from Bollywood and even international cinema. Instead of serving the community 

by upholding the markers of its endangered customs and traditions in the national scenario, 

because films, anywhere in India are a social experience, these creators are contributing to the 

coming of a star system witnessed earlier in mainstream Hindi cinema during the 1970s. So, stars 

(not just the actors but also the creators) have become important, which is quite the case in 

Bollywood. Except for the rare individuals with impeccable professional credentials, respect for 

punctuality, deadlines and fidelity to the art itself have gone obsolete and the unprecedented 

delays and protracted shooting schedules continue to cause irredeemable losses. This resulted in 

low creativity, compromised quality product, and a chronic unprofessional ecosystem in a risky, 

loss-incurring business that definitely started out from somewhere and is getting nowhere. 

Despite the increasing diversity of voices through the number of creators coming through, much 

of this is evident in the quality of filmmaking in Tripura which has slumped. An unrestricted 

amount of content flooding free-access social platforms like YouTube at your fingertips is quite 

thrilling. Viewers have the freedom to select the engaging video content they want to watch, 

thanks to the theory of uses and gratifications.17 While one might simply watch reaction videos 

on the website, another might like food vlogs. The spectator must determine what they find 

enjoyable because there are countless options available on this platform. Given that YouTube 

offers content in so many different categories, including vlogs, music videos, skits, live 

performances, DIY projects, and many more, the uses and gratifications theory argues that 

utilising the platform starts with the viewer's interests and extends as far as the platform's content 

will allow if the viewer finds it enjoyable. Nevertheless, the Internet and other new media have 

also provided opportunities for Tripuri content producers in the areas of marketing and 

promotion. Currently, the majority of Tripuri filmmakers are like one-man armies, able to sit 

down at a laptop and send their work anywhere in the world. They can design their own posters, 

package their own films, and move their content themselves. Social networking sites like 

Facebook, YouTube, Instagram, etc, have encouraged the use of promotions, publicity and 

marketing techniques that had been seldom used in the filmmaking business. Through the use of 

promotional news articles, roughly translating to paid journalism in order to remain relevant to 

the audience and a big chunk of amateurs being called upon talk shows or interviewed in 

different channels but at the same platform YouTube, is striving to formalise the distribution 

sector. However, filmmakers are seldom asked about their creative work but their personal lives 

and individual affairs in the interviews. This pointed at the talent crunch, desperation for 

popularity among peers in Tripura and the need to conceal it as ‘spectacle’ with sleazy portrayal 

of women. There is no ecosystem to develop writers, directors, actors, technicians which would 



TRIPURI CINEMA IN THE DIGITAL AGE 

42 

 

 

finance them as they learn the craft. While it might help independent filmmakers to get their 

product across, audience may have a wide variety to select from. In turn, a lot of publicity cum 

fake news is circulated in the guise of promotional campaigns, developing ambiguity in the 

minds of the audience, feeding them the same thing over and over again primarily through 

various YouTube channels in the name of entertainment, just to satiate the creators’ hunger for 

attention and subliminally, putting the audience through involuntary information-saturation. 

That’s when the whole debate on identity construction and political representation through its art 

and craft just left the chat. Where the fine line of difference between the significance of political 

representation and seeking popularity and glamour obscures is where the contemporary creators 

of Tripura are driving away the crowd to choose mainstream Indian or Hollywood cinema over 

indigenous productions, voluntarily losing them to a spectrum of films completely complicitous 

with prevailing norms and superficially political films which do not challenge formal 

conventions. This is a primary reason why Tripuri film enterprise does not reach even reasonable 

levels of commercialisation. 

Beyond the advantages of digital technologies and their potential to foster active cultural 

participation, YouTube offers us a chance to address some of participatory culture's most 

pressing issues, such as the unequal distribution of participation and voice, the apparent conflicts 

between commercial interests and the general good, and the contestation of morality and social 

norms that results from the clash of belief systems, interests, and cultural differences. Here, we 

concentrate on some of the most crucial contemporary discussions surrounding the creative 

industries, new media, and the new economy, including user-led innovation, amateur production, 

and labour-related issues; the apparent conflicts between global connectivity and commercial 

monopolies. 

From selective personnel becoming creative artistes to every other person nowadays being 

content creators, it is evident that the concept and essence of the terms ‘film’ and ‘filmmaker’ 

have taken a quantum leap. Boundaries are now steadily blurring as we become more involved as 

netizens of a simulated reality. When films were still made on celluloid and released in theatres, 

and audiovisual content was only broadcast on television channels, the divide between the film 

and audiovisual industries was fairly evident. However, this distinction holds no relevance today, 

with a huge chunk of audio-visual content increasingly sharing similar processes for production, 

distribution and consumption as a result of technological advancements and the growth of digital 

platforms. The content-creators are clueless about the variegated modalities of video-production. 

Anyone can produce content, but to do so professionally, one requires a budget, the capacity to 

network, and the skills to schedule a location for filming, operate a camera, and use other 

equipment. Additionally crucial is having a creative mind and sight. (Zanatta 2017) Today, a 

majority of people working in the creative industries in Tripura are involved in a variety of 

amateur audiovisual productions, fleeting easily between genres and formats as new possibilities 

and funds become available. The term ‘film’ is now simultaneously used for any audio-visual 

production. Apart from being misleading, the unregulated use of terminologies are adding to 
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ambiguity. As we conceive of Bollywood as a popular Indian film industry based in Bombay or 

present-day Mumbai, the domain of Tripuri film industry which was previously non-existent has 

somehow manifested itself in the virtual world of YouTube. In other words, when you think of 

Tripuri films, you are compelled to correlate its existence in YouTube. The point, though, is that 

it was a matter of synchronicity, with multiple technologies converging simultaneously. 

To help further our understanding about the kind of digital content we are exposed to, it is 

necessary that we consider some of the typical features of amateur films, loosely meaning private 

films, home films, video content, etc. in the Tripuri context, which can be understood through six 

tentative propositions, as opined by Francis Gooding. 

1. No Suspension of disbelief: Amateur films are typically in some way a form of reality, 

even (and perhaps especially) when they are "played out" fictions. Generally speaking, 

they don't call for any suspension of disbelief. Films made by amateurs are always more 

personal because the camera operator is familiar with the actors. Additionally, the camera 

operator typically takes part in the events as well as capturing them. As a result, the 

independent spectator of such a film finds oneself in a very peculiar situation because 

neither side of the lens is being cleared for them. The camera person and the subjects of 

the camera may not act as though there is a chance of a larger future audience, and the 

view through the camera itself becomes private and partially incomprehensible. 

2. General absence of the established language of cinema: In such films uploaded on 

YouTube, editing is essentially nonexistent. This is not to mean that they are not edited, 

but that the editing is neither random nor selective and usually shows one thing after 

another in a systematic/linear fashion, thus, often avoids attempting to create intricate 

narrative effects. Additionally, it typically does not attempt to split or otherwise 

complicate the film's temporal or spatial configuration nor does it pay any heed to film 

grammar. Also, white flashes at the beginning of a "cut" are a common sign of 

overexposed frames in most amateur videos. 

3. Vernacular films: There are nevertheless informal film languages, such as the language of 

the home videos, in which the camera is closely associated with the filmmaker. The 

conventional language of the edit may be largely missing. This language has a stronger 

connection to the intimate rhythms and networks of families, social relationships, and 

professions. It also more closely envelops the eye. It does make reference to cinematic 

language, but in an odd and surreal way; in fact, it's possible that a comparison between 

film scenes depicting drunkenness or nightmares and the ordinary amateur film style 

might be fruitful. 

4. Confused states: Amateur films frequently exhibit profoundly confusing qualities due to 

the unique identity of the amateur film with the film maker. Sometimes it's unclear if a 

film should be interpreted as a statement of government policy, a personal essay, or a mix 

of the two. Because of this, and depending on the specifics of the film and the identity of 

the filmmaker, it is sometimes legitimate to refer to what might be called an "official 
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amateur film"—films that are produced in situations where the traditional lines between 

official and unofficial filming, or between professional and private functions, are 

seriously blurred. 

5. History: Global networks allow for the instantaneous distribution of any film. Beginning 

with the conventional loss of events to the past, a diffuse but panoptic inscription of 

history develops. Time's flow slows down due to the billions of additional time fragments 

and recording devices clogging the channel, which actually makes history opaque and 

renders comprehension unnecessary. It is likely that no significant incident in the 

previous 20 years has gone unrecorded because of the numerous ways that everything 

that happens is captured on phones, CCTV, bodycams, dashcams, helmetcams, and other 

cameras. Thus, the once-exclusive professional field of filmmaking is starting to 

resemble and integrate with everyday life as a large and disordered video archive 

containing every imaginable kind of dullness and horror; history and current events, is 

simultaneously sinking into billions of hard drives and servers in real time. 

6. Distribution and Exhibition: The significant failure of the categories "professional" and 

"official" in a time when exhibition and distribution have first merged into one another 

and subsequently become widely available to everyone has accelerated this category 

slippage. Even if we put out a tentative and rudimentary historical definition of amateur 

film as being film that either had no access to distribution channels or just those that were 

tied to the person, even this minimal definition breaks down at the moment where 

distribution is completely accessible. (Gooding 2021) 

 
There are substantial doubts about how much of contemporary Tripuri films are motivated or 

avant-garde. It is because of the everyday audience that YouTube attracts, some people may 

doubt the credibility of self-described "YouTubers" or content creators. Because of the platform 

that YouTube offers, regular individuals who post have psychologically fostered a sense of 

community among independent content producers. Fans of well-known content producers fit into 

the same category. However, because of deficiency of variation and quality in content produced, 

the audience is fed just about anything without realizing the impact it would have on their minds. 

In retrospect, this has created an environment where the audience has turned into mere 

consumers, ready to gobble down whatever they are being offered, due to an impaired 

discernment and increased homogeneity. The development of digital technologies and how it is 

changing the film business has been discussed in this chapter. The long-held privilege of the 

analogue image and the technology of image production have been nearly entirely replaced by 

digital simulations and digital processes over the course of a decade. Digital cinematic tools have 

provided film industry professionals with the chance to work as a networked community at 

various stages of the filmmaking process, fostering an environment that is characterised by 

improved technology, efficiency, and simpler logistics. As demonstrated in chapter IV of this 

book, where we analyse certain case studies, these models could provide a solution to the 

numerous funding issues confronted by Tripuri film industry. Digital tools have given aspiring 
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filmmakers the chance to express their creative ideas during the production and post-production 

phases. The obstacles from the past have been overcome. Costs associated with production 

machinery, practitioners' specialised skill sets, personal expenses, and logistics are just a few of 

the areas that have fundamentally decreased. 
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he onset of technological exchange between the local and the global has resulted in 

transformations that have taken place in these industries and their interactions with a 

universe of film/media practices that include not only mainstream Indian cinema but also 

documentaries and music videos. This chapter outlines a discursive account of some key Tripuri 

film texts which is vital to advance our understanding in establishing the pre-eminent tendencies 

of Tripuri cinema and challenging pre-conceived notions of Indian cinema. Through textual 

analysis, we examine the multiple possibilities as well as challenges offered by new 

technologies. As filmmakers in Tripura operate in a challenging environment of global 

connectivity and online communities, the internet is connecting filmmakers directly with 

audiences and also expanding the ways in which these filmmakers could tell their stories. 

Breaking down a few notable Tripuri films allows us to track the changing face of storytelling by 

exploring the changing narrative devices, strategies, visual components and popular tropes that 

fit either of the industrial and cultural logic. 

Over the course of its century-long existence, cinema has been subject to a great deal of 

criticism, modifying both its form and content to accommodate shifting material and 

technological developments. As a form of creative expression, cinema is where, with the aid of 

technology, imagination soars, which Italian film theorist Ricciotto Canudo referred to as the 

"Seventh Art." Walter Benjamin (1936) also opposed film at the time, claiming that it was a 

mass-produced medium devoid of creative quality, which, in his opinion, was permanently lost 

during the process of mechanical reproduction. From the very beginning of cinema's 

development, we have seen creative breakthroughs. The art of making films always involves a 

special fusion of technological innovation and creative expression. The pre-production phase of a 

film, which adheres to certain core notions of script writing, is where the creative work begins. 

Without conflicts in the plot, all stories would just be a mundane set of events that would not 

keep spectators interested in the film. But with a three-act structure, the plot advances while 

focusing on the screenplay and using different polarities in stories to resolve conflict. As we 

know, because films in the silent era were entirely visual, there was a desire for visual 

storytelling that could keep audiences in theatres for longer than an hour and more editing-based 

storytelling experiments as a result came into being. 
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Whenever new developments in media technology take place, the creative revolution of 

filmmaking always advances. For instance, talkies revolutionised cinema's original form and 

narrative structure when they first came out. While creative editing methods came from Alfred 

Hitchcock, an immersive, three-dimensional sense of space is now a reality, thanks to surround 

sound. The advancements in new media technologies thus, provide a hybridised approach to the 

conception of cinema, both in terms of content and form. By using video cameras as a low-cost 

substitute for celluloid film cameras, some amateur filmmakers in the region began 

experimenting with new media technologies. The specific visual characteristics of videos were 

later investigated for aesthetically pleasing storytelling elements. Even though a film’s narrative 

language doesn't change, the video texture aids in creating a distinctive cultural resonance 

through the juxtaposition of its natural and artificial variance in genre and style. (Subramaniam 

2020) 

When the industry literally took off with Longtharai in 1986, newsreels had already been around 

in Tripura for a very long time on a variety of subjects. Besides, irregular documentaries were 

additionally produced, occasionally through private initiatives as well as government 

sponsorship. There were plans to create a fiction film, but for a variety of reasons, it was not 

successful. In actuality, Longtharai was the first to attempt to produce a fiction film in Tripura. 

Directed by Dipak Bhattacharya and produced by North Eastern Films, Longtharai takes 

inspiration from late novelist Bimal Sinha’s novel based on the Longtharai hills, titled Karachi 

theke Longtharai (Karachi to Longtharai) (as discussed in Chapter 1). The story revolves around 

the struggles of a Jhumia farmer family where the Longtharai hills serve as the backdrop. The 

75-minute feature is the end result of the active participation and cooperation of the indigenous 

communities whose livelihood is in the hill. According to Bhattarcharya’s collection of essays 

‘Chalachitra Prasange Tripura’, the majority of the Jhumia cast in the cinematic version of a 

Jhum-centered love story and forest-based living are Jhumia in reality. In fact, since the 

characters in the film speak in the context of the real circumstance, anyone may perform in a film 

like this without needing to be a professional actor. “The ability to precisely reflect one's own 

expressions while positioned between camera reflectors is undoubtedly uncommon in individuals 

who have never watched a film before.” Bhattacharya observes. (Bhattacharya 2000) The film 

rich with the Reang ethnic group's acting, dancing, and music, has been able to sentimentalise 

viewers who speak different languages and one can see how this feeling manifests itself in the 

ensuing worthwhile endeavours in Tripuri cinema. Bhattacharya notes that “Given the 

environment in which the Longtharai film is made, I think Longtharai has truly taken the form 

of a people's film, where each person lends a helping hand according to his ability. Crossing the 

barriers of language, religion, profession, only the cooperation of people especially common 

people has made it possible to make films in regional languages from remote areas like Tripura. 

That's why 'Longtharai' is not just a film for me. Longtharai helped me to not only witness the 

struggles of countless people living outside the marginal borders but also to become educated 

about them. Longtharai is probably the first film in which Jhumia I consider to be the real 

proletariat.” (Bhattacharya 2000) 
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Meanwhile, regional cinema, often regarded as a true reflection of real ethos, pathos and culture 

was confronted with challenges. However, Longtharai's success at the time served as inspiration 

for many others. Many of these film enthusiasts eventually took to the filmmaking business. 

These operations continued over the subsequent three to five years which led to the production of 

several films, both in Bengali and Kokborok. Owing to meager representation of the culture and 

people of the state in and by the mainstream media, there was the embedded notion that the local 

inhabitants of this region had a relatively inferior culture which had been actively combated for a 

long time in a variety of methods. Social activities in the area significantly helped in the 

restoration of the lost dignity between the 1970s and 1980s. In response to this, a movement of 

making films showcasing indigenous life in the area followed and Langmani Haduk (R. 

Debbarma 1993), a film anchored on the experiences of Kokborok-speaking community was the 

product. These tales about the indigenous lives have reportedly been screened at various film 

festivals. Through such screenings around over the world, these films have captured the attention 

of cinephiles. They served as a window for individuals to explore cultures that most of them 

were unaware of. The simple way of life of those who are underprivileged and marginalized, and 

are struggling for a place to call home, brings to light the stark realities of human existence. 

Despite having a relatively minimal technical setup, such films accurately portray societies 

mostly through presentation and character development. (Bhattacharya 2000) 

At the same time, another film which is a commentary on the impact of modernization on rural 

lives came into being. Directed by Debasish Saha, Rupantar (1991) marked the first cinematic 

venture in Bengali-language in Tripura. The film highlights the declining state of folk art, 

nearing the verge of extinction, overshadowed by modern forms of entertainment and highlights 

the predicament of folk-artists who, due to an unstable income, are seldom left with a choice but 

to abandon their traditional art forms in pursuit of other modern professions. Gopal, the 

protagonist is a folk artist who dresses up as Goddess Kali and performs mythological songs for 

earning a livelihood but has a hard time supporting the family of his wife and son. The advent of 

new art forms like cinema and music, however, has caused people to lose interest in these folk 

art forms. After working as a labourer, Gopal seeks work in the city with the hope that being in 

the city will bring him comfort, money, and job. But over time, his dreams begin to fade. He is 

required to perform a dance in front of a store while dressed as Donald Duck18. Though he 

dislikes his new job, he cannot help but cling to it. He steals to satisfy his son's need for a new 

shirt, which costs him his job. Gopal loses touch with his roots in his quest for a better life. 

However, unable to stand his father’s plight, Haripada goes back to performing the folk-art with 

his father now in the city. However, the film could not match the standard of professional 

production. Less attention has been paid to the composition of shots. For example, in the 

beginning of the film, while changing the camera's position by at least 30 degrees is an important 

consideration, we see the 30 degree rule being deliberately toyed with. For most part of the film, 

we see characters are framed in isolated mid-close-up shots during a conversation, sometimes 

even looking at the camera. Characterized by shaky camera movements, inadequate art direction, 
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the film deliberately disrupts the visual continuity of what should have been rather seamless, 

with the light and colour changing in between shots as much as the colour temperature and 

exposure. Moreover, shots irrelevant to the narrative are rampant in the film. For instance, we 

see Haripada suddenly placing a paper-crown in front of the camera when his mother is beaten 

up by his father. Apart from the film’s commentary on the ills of modernization, the film 

portrays men practicing violence on women and how it is normalized in the society. The camera 

shares an objectifying gaze at bathing women with hungry men, satisfying their voyeuristic 

pleasure. Additionally, the narrative employs generic tropes of the good woman vs. bad woman, 

where cinema-going women are shown as outcasts. In the filmic-space, the woman 

predominantly bears the look exerted on her by both men and the good woman. Her ‘private’ is 

‘political’. The good woman is not respected by men either. She is beaten up mercilessly by her 

husband as the man projects his incompetence or failure onto her. In terms of narrative, the film 

brilliantly underscores the dichotomy between rural and urban lives in the 1990s and shows how 

the modern technology is occupying a huge part of human life thereby, erasing their roots from 

age-old traditions. In the process, the film also serves as an archive of folk-theatrical traditions, 

especially dance-dramatizations of Hindu mythologies in elaborate costumes performed in parts 

of Tripura, which is a rare sight today. The cultural affinity associated with these films accounted 

for the patronage by audiences mainly from urban localities. 

The third significant Tripuri film Langmani Haduk (1993) directed by Ruhi Debbarma, 

showcased patriarchal values via what may be described as “feudal family romance”. It modeled 

itself on the established Hindi film genres of social/family melodramas. While its mis-en-scène 

explored the vast lush green landscapes, paddy fields, forests and rural life, the film showcased 

markers of the modern, and the urban via means of tall buildings, educational infrastructure, 

universities as modern public spaces, along with fashionable clothing as opposed to the 

traditional attires of the indigenous community of the region, thereby, establishing the triumph of 

modern ideologies over the old ones. The narrative gradually was reworked around action films 

with the launch of actors like Manoj Debbarma as action star of Kokborok-language Tripuri 

films. While the ‘social’ films witnessed a gradual decline since the 2010s, there was a 

simultaneous penchant for the male protagonist exercising violence to resolve conflicts while the 

female characters were delegated to a ‘damsel in distress’ prototype, who is at the mercy of the 

male protagonist who would eventually come and rescue her from all odds. Unlike the male 

characters, the female characters are usually given a handful of roles with limited scope of 

upward mobility. While contemporary Tripuri films still showcase the social web of relations, 

women’s stereotypical representation in popular Tripuri narratives gained force with the 

heightened expectations from the unrealistic masculinist representation, which will be discussed 

in this chapter. 

The advent of new media has altered the entire spectrum of traditional storytelling techniques, 

allowing a modern scriptwriter to write whatever one chooses. A few crucial contemporary tools 

for scriptwriters have also been introduced by new media technologies, such as this 

screenwriting programme, which features a "collab" function that enables screenwriters in 
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various locations to co-write screenplays. Such new media technologies have the ability to 

expand the scope of scriptwriting and facilitate and mobilize the entire filmmaking process. 

Digital technologies give screenwriters the freedom to experiment by presenting a protagonist 

and adversary in multiple ways with variable degrees of confrontation and resolution. The 

young, aspiring directors have had to deal with a fundamental shift in traditional storytelling in 

recent years. 

Yapri19 (Steps) (M. Debbarma 2019), recalled as one of the most discussed films in the 

community, begins with a credit sequence; texts superimposed on a red screen on top of 

inanimate stills of the cast accompanied with a comic soundtrack. The film opens with a frontal 

shot of a police officer, deboarding a police vehicle whilst commanding other police constables 

to raid the local liquor shops. The police officer is introduced as a dominant figure in the 

narrative with multiple slow-motion takes of his dismembered feet climbing down the police 

office stairs, followed by a medium shot of him holding a latha (a wooden cane), then caning the 

subordinate police constables on their behinds for not discharging their duties properly, as a 

means of displaying his dominance over them as well as the narrative, whilst shots are displayed 

in rapid cuts, set in quick motion with stock sounds of whipping to add the element of comedy 

and drama. 

Visually, the backgrounds in the film are over exposed and they lack the typical adjustments of 

white balance, which makes the background appear bleached out. It is jarring to see the lens 

going in and out of focus most of the time, coupled with unregulated use of light and 

uncontrolled exposure. Random zoom-in and zoom-out as a stylistic device is commonly 

deployed in the film, irrespective of the context. The film exhibits injudicious use of panning 

camera movement, since the camera keeps swinging between right and left in the middle of a 

conversation, accompanied with unplanned use of aerial shots and indefinite compositions. 

Similar to Bhojpuri films, the film imitates certain stylistic aspects of Hindi action films with 

reverence, in terms of its visual language and construction of the star phenomenon. The film then 

showcases an unrelated arrangement of shots in a montage: Agartala Airport, an aerial shot of 

Ujjayanta Palace and Battala (popular locations in the city of Agartala, Tripura) which does not 

clearly define the narrative purpose or function. Also, the village which is used as the primary 

site of action shifts to the city and emerges as a site of conflict, romance, action, and redemption. 

Another distinct feature of the film is the projection of imaginaries onto the female body. Be it 

the quotient of modernity as reflected in Western fashion (knee-length dresses etc.), the 

representation of female sexuality remains at the heart of this film and is seemingly redundant in 

many of its contemporaries. A montage of conventional close-up shots of legs, lips, face of a 

woman, followed by a shot that combines the fragmented parts of the woman’s body is, 

integrated into the film, which does not necessarily serve a narrative function. 

As established later in the chapter, the star-text provides substantial entry points into vernacular 

masculinities and changing infrastructural contexts. In the following sequence, a girl named 

Chakti, arrives in the city and wishes to hire a rickshaw to go home. However, as the auto- 
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rickshaw breaks down, she deboards in the middle of nowhere and waits until a jeep full of 

drunken men pass by. Initially, the woman seems to extend a bond of friendship with the man 

who offers her a ride home, although later, there is an attempt to rape by the bunch of drunken 

miscreants, who call her a bidesi maal (foreign product). However, Homchang, the protagonist 

intervenes right in time and rescues her. Throughout the episode, the female actor remained 

neutral in her expressions, almost undermining the gravity of the situation while the male actor, 

on the other hand, is an embodiment of machismo. This may be read in light of Kumar’s (2015) 

work on Bhojpuri cinema that marks the decisive shift that stormed the Hindi blockbuster after 

the unexpected success of Dabangg (Kashyap 2010). The film, as Kumar recounts, brought back 

action blockbusters as mass entertainers – a form that went on to become a vehicle for 

commercial success for all the major Bollywood as well as South Indian films, featuring the male 

protagonist in an extraordinarily superhuman role. Tripuri cinema too seemed to have literally 

deployed this aesthetic and ideological model, alongside the rise of muscular heroes like Manoj 

Debbarma, Surajit Debbarma – who seem to echo the physique and personality of stars such as 

Salman Khan, Ajay Devgan, Akshay Kumar (of Hindi action films). Manoj Debbarma, thus, 

turned into an action star who is introduced in the film in terms of his energy, athleticism, 

straightheadedness, and violence, when necessary. Prasad (1998) summarises the antecedent 

form of the action-melodrama as ‘the form that included a version of the romance narrative, a 

comedy track, an average of six songs per film, as well as a range of familiar character types. 

Narrative closure usually relied on the ‘restoration of a threatened moral/social order by the 

hero’. The Tripuri film employs similar tropes and the male protagonist, Manoj, in the role of 

Homchang, displays his musculature, power and strength via his sweating body bicep-curling, 

thus, almost embodying Salman Khan's star persona in many respects. 

The film allows Manoj an arguable level of flexibility to perform romance, dance, fight 

sequences, comedy, ethical rebellion as well as submission to traditional values. However, the 

reformation and taming of people resolve the major conflicts in the film as the hero is shown 

conducting moral policing against random people on the street, while conversely, the film 

portrays women seeking help either in cash or kind whereas the man is in charge of a moral duty 

and displays his compassion for the needy. The male protagonist thus, restores the moral/social 

order by deploying physical or verbal violence against attempts that threaten the social order. 

However, there arrives a moment of dissidence as the male hero is shown to be uninterested in 

saving the damsel in distress, unless his masculinity is challenged by the antagonist as he mocks 

him for being gay (not man enough/stripped off of masculinity). It is until this moment that the 

hero is invigorated and rebounds goons midair with a mere punch which is shown in rapid cuts, 

fast editing action sequences that defy the sense of space and time. The antagonist/villain, 

pursuing the woman, is a small-time crook and is projected in slow-motion and zoom-ins and 

multiple repetitions of these shots accompanied with a strong swish-swish sound effect which is 

recurrent in the action sequences or other heightened moments. The all-powerful man could fight 

a bunch of men coming at him one at a time, showcasing his spectacular agility, muscularity as 

he flings across the building. Indeed, the action sequences are seldom close to reality, to an 
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extent where they appear to be parodying action cinema (as in the case of Malegaon films). By 

the end of this entire sequence, the film only manages to establish the extraordinary narrative 

position of the male hero, entirely based on his physical abilities and his ability to control women 

especially the female protagonist, supported by his affinity with violence. However, what 

follows is more striking. The film features a transgender-woman in the role of the police officer’s 

wife who is cheating on her husband with Homchang’s father and engages in illegal monetary 

transactions with the hope of tripling the money overnight but ends up losing it all in a scam. 

This film, like other Tripuri films is suggestive of the inherent contradictions of within the 

patriarchal ideology that plague the film. It is rich in sub-plots which once again, digresses from 

the storyline and does not serve a narrative function. Yapri thus, establishes adequate instances 

that relegate the film to a subversive model of comedy, for it demonstrates preoccupations with 

appropriation and mobilization of misrepresented identity of the queer community, as observed 

in a sequence, the word ‘gay’, here, is used to ridicule the loss of masculinity/power of the hero, 

that can be translated in psychoanalytical terms, to the lack of the ‘phallus’ symbolizing the 

eventual fear of castration. Such contentious representations are toyed around with in a number 

of Kokborok-language Tripuri films such as Nwng bai (S. Reang 2010) Imang 2 (M. Debbarma 

2017), Busulwng (S. Reang 2021) and so on. The action-sequence then breaks into a routine song 

and dance sequence where the song intercuts between close-ups of the woman’s animated face 

expressing compliance to Homchang’s delight, and mid-range shots of him dancing, holding her 

in his arms, and occasionally, chasing her. The aesthetic arrangement of this song and dance 

sequence is derived from a large body of songs typical to Indian cinemas. Deployed primarily to 

the pleasure of the male audience and the male characters in the film, the degree of misogyny in 

the narrative is multiplied when a male protagonist enthusiastically pursues a disinterested 

female until she succumbs to the pressure and is forced to like him. 

The film, Yapri also employs animated soundtracks and sound effects frequently during the 

comedy as well as action sequences which tend to shatter the illusion of realism by reinforcing 

the film's narrative realm as a highly performative one and compensates for the visuals' relative 

dullness. It must be noted that the animated sound effects and background music used in the film 

are availed from the Audio Library of YouTube free of cost. Hence, it can be summarized that 

sound plays a very significant role in Tripuri cinema's low-budget action-comedy genres of 

filmmaking, although its potential remains highly underutilized as hardly a soundscape is 

designed for the film nor is any original background score composed by artistes. 

The film, in one of the final sequences, also exhibits a fair use of idiomatic allusion in relation to 

an obviously sexual behaviour, meted out at the passive recipient; the woman. A couple of 

women, wearing Risha and Rignai20 are seen at the service of the villain, as he sips alcohol, 

enjoying a body massage in a rainy afternoon. As soon as his accomplice arrives at the scene, he 

offers him the two women to serve him (sexually, as suggestive of the innuendo). This once 

again points at misrepresentation of traditional attires or inappropriate adoption of the customs, 

practices, ideas, etc. indigenous to the community and thereby, reducing the status of women to 
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mere commodities of exchange (sexual or literal). The film remains, however, ambivalent, even 

a bit confusing, oscillating between romance and action. Other films like Nwng bai (With you) 

(S. Reang 2010), Imang 3 (Dream) (A. Debbarma, et al. 2021) , Sikla Jora (Young Times) (S. 

Reang 2021) are similar manifestations of the popular fixation with martial arts action sequences 

combined with spurts of absurd comedy and a range of 3-4 Bollywood-style song and dance 

sequences that do not serve a narrative function in the films. Apart from the use of comic 

elements in these films, the narratives display an ironic tone, calling attention to overlaps 

between disparate practices, pointing towards a consumer culture proliferating in the region. 

Such random evocation of popular tropes shows how the videos exist on the distant margins of 

many cultures and practices with which they coexist in parallel “space and time.” (Larkin 1997) 

Shiksha o Tripura (Education and Tripura) (B. Das 2022) is a Bengali-language short film 

directed by Biswajit Das under the banner of Barsha Production, released on YouTube. It 

highlights the initiatives taken by the State Government of Tripura for ensuring quality education 

in the state. The film opens with a sequence which involves two friends who run into each other 

on a street, and Rahul expresses his grief over his wife’s stubbornness on enrolling their son in a 

private school despite his son’s good academic performance, which is followed by a flashback.  

Rahul recalls the argument he had with his wife contesting over his inability to afford education 

in expensive private schools and his wife’s aspiration for providing better education that 

supposedly comes with private schools. The camera appears to be setup on a semi-urban street 

recording the enactments in a straightforward manner. The friend comforts Rahul who once was 

also doubtful of his decision of transferring his nephew to a private school in hope of better 

education and learning experience, as he flashbacks to the conversation he had with one of the 

teachers who convinced him of the initiatives taken by the state government to ensure quality 

education to students. Employing narrative tropes such as flashbacks are common to these films 

as they are time-saving. 

The extensive use of handheld shots, characteristic of amateur filmmaking, cannot be justified in 

this case, as the narrative does not evoke a sense of urgency, anxiety or danger or simulate 

confusion and disorientation in the minds of the audience. It must be observed that camera 

movement in films helps constitute moments of suspense and elicit feelings of fear, elation, 

triumph, and more among its viewers. Irrespective of how subtle or intricate the camera 

movements are in a film, they are quintessential filmic devices in telling an engaging story that 

leaves people on the edge of their seats. However, random application of camera movements 

results in the viewers feeling disoriented, as in case of Shiksha o Tripura. The address being 

mostly frontal dramatizes the scene added to the dialogues. The enunciation of the exchange is 

done in a dramatized Khash Bangla21 accent and the characters remain mostly appear while 

acting out the dialogues. The film unfolds merely via these dialogue-exchanges that announce 

steps taken by government to develop educational infrastructure in the state. It can be derived 

from the analysis that the film is didactic in nature which educates the audience of the state 

government’s policies and achievements. The final scene of the film expedites the moral of the 
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story as the characters break the fourth wall by directly facing the camera and addressing the 

audience, eliciting the feeling of watching an almost news reportage. This also implies the 

interactive nature of modern cultural texts where the characters acknowledge the presence of 

spectators by frequently employing ‘direct address’ as a filmic device in the narrative thus,  

breaking the illusion of a constructed reality. What is worth noticing is that these low-budget and 

low-tech productions do not compromise with the storytelling aptitude of the films, that are 

rooted in region’s landscapes and addresses its immediate social concerns. Another film Sei Kalo 

Din (Those Dark Days) (B. Das 2022) focuses on spreading awareness about wearing masks and 

protecting oneself and others from the Covid-19 pandemic. 

This discussion enables us to arrive at three major conclusions. First, there has been a departure 

from traditional filmmaking techniques as a result of the emergence of new media technologies 

and a community of independent filmmakers. This enables them to freely experiment on the 

digital platform without spending exorbitant sum of money. Secondly, untrained individuals 

began producing films with little knowledge because the internet medium is easily accessible. 

Thirdly, digital filmmaking allows for room for amateur filmmakers to make mistakes and these 

errors have occasionally been acknowledged as a new creative trend, without realising its 

implications. These derivations also conform to Gooding’s (2021) observations on the 

characteristics of amateur filmmaking practices. 

In addition, the diversity of languages and dialects addressed in these films raises questions 

about what, linguistically and culturally, comprises Tripuri cinema. While these films are marked 

by the extensive use of popular themes or subject matter, aesthetic and narrative style, stories and 

various kinds of cinematically subversive elements, they are also suggestive of the diverse 

cultural registers interspersed with Tripuri films, establishing a host of archetypal performative 

modes, narratives, and features that reclaim and communicate accounts of the natives as well as 

varied media practices that have so far been underrepresented. One can, therefore, locate the 

reconstitution of filmmaking in Tripura amidst a surplus of audiovisual practices like regional 

films, traditional oral forms, narrative cinema, music videos, new media practices, industrial 

infrastructure as a result of the emergence of new technologies, changing politics of 

representation, and local filmmaker’s mobilization into music videos and a digitally national 

audience. 

Drawing upon Nestor Garcia Canclini's (1995, pp. 230–231) work on cross-border economic and 

cultural transactions to map the disjunctive flows of cultural and technical trips, in the wake of 

the new waves of cultural circulation appropriated by the movement of Latin Americans to the 

United States and Europe, Canclini questions the linear paradigm of imperialist hegemony. He 

uses Tijuana as an example of cultural production that occurs along the Mexican-US border, 

where everyday migrations occur and cultural identities permeate across borders. According to 

Canclini, the "hybridity" of Tijuana's culture can be recognised in its bilingual nature, which is 

reflected in music, posters, and creative and literary activity. According to Canclini, such 

processes elicit opposing ideas of hybridity and identity that resonate with Tripuri cinema. With 
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the flooding in of technological innovation and hybridization of audiovisual practices, the clear 

lines of distinction among videos, vlogs, music videos, short films, promotional videos or feature 

films are evaporating, leaving the audio-visual media texts with questions about their identities 

or as Manovich (2001)22 puts it, “cinema suffers an identity crisis as it enters the digital era”. 

Pohar Jamatia, a theatre practitioner and an actor associated with National School of Drama, 

Sikkim laid bare the grim reality of Tripura’s film industry. Expressing his deep anguish over the 

current scenario, Jamatia exclaims: 

During shooting, we are seldom offered proper direction on what to do or 

how to do. We are mostly left to ourselves. The directors leave the actor 

to his/her discretion, which means if you’re an actor, you are to act 

accordingly. The director remains clueless as he himself does not have a 

screenplay. Without a screenplay and a storyboard, he visualizes on-the- 

spot what has to be done and what not and executes it thereby. As a 

result, due to the absence of a screenplay while shooting, it is nearly 

impossible to match the director’s expectations in the film. It is usually 

tough on the actors who are usually not professionally trained, nor are 

they explained the gravity and significance of the story. As the director 

becomes entirely dependent on actors, the result is reflected in the lifeless 

acting exhibited on screen. Directing, here, only means managing people 

and deciding what makes the shot look good on camera, irrespective of 

much thought given to the art of acting. The director also doesn’t work 

on shot division or shot selection, all of which is done by the cameraman. 

The director here does not play out his role in either directing the actor 

nor the cinematographer; they are just directors for the namesake. Since, 

there is lack of storyboarding and screenplay, the films end up being 

mere outcomes of the directors’ unplanned visualization. There is no 

division of shots and scenes. This was quite the experience when I 

worked in Sarat Reang’s 2022 film Tiprasa. 

The use of clapper board is also not known to the people working in the 

industry. They use it just as a marker of producing films. We know that 

the clapper board is used to synchronise audio and video clip with the 

sound of the clap which is of help during the post-production. However, 

they do not maintain log sheets, since there is no screenplay, which 

further means that there are no shots nor scenes divided. This poses 

difficulties in editing the footages amongst loads of trial-and-error takes. 

So, the films here are mere outcomes of the directors’ unplanned 

visualization and execution and the results are right there in front of your 

eyes. There are a lot ambiguities involved with the process of filmmaking 

here. 
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The films are shot in DSLRs and sometimes in cinecameras like Canon 

C200. Regardless, they do not acquire sound recording equipment, due to 

which the films are being ‘dubbed’ in the same language in which they 

are shot earlier. This is the irony of the industry. 

(Barma 2022) 

One can find definite resonances in the criticisms offered by Jamatia and others that highlight the 

technical inconsistencies and filmmaking strategies, yielding the desired production of quality 

films in the region. All the commentaries argue that producing quality films poses a challenge to 

the prevailing standards of Tripuri cinema. However, these films appeal to a wide variety of 

audiences by their cinematic deployment of pressing socio-cultural events that build a “socio- 

cultural verisimilitude” (Kyung 2005)23 (meaning, such films are identified with and accepted by 

the audiences as if they are actual narratives of a shared cultural history and reality). It is their 

emotionally charged, vague approximation of reality that makes these films maximise the thrill 

of the cinematic spectacle. 

On sharing his outlook on the status of Tripuri cinema, Joseph Pulinthanath insists that 

filmmakers must learn the nuances of using digital technology for filmmaking so that they 

achieve the highest quality. He confesses: 

 
I have lost a lot of interest in contemporary Kokborok films, whereas I 

earlier would not miss anything that is Kokborok, be it a film, a song. 

Whatever I could find, I would make sure that I see it. There was so little 

of it, anyway. That was some years ago. Then came a lean period when 

nothing much was happening. We then saw how technology began to get 

simpler and affordable. Technology made it possible to get around many 

sticky issues connected to filmmaking. And soon enough those interested 

in these technological possibilities mastered the art of handling cameras, 

light, etc. As a result the visual appeal of the frames increased 

considerably. But I am afraid there has not been a proportionate growth 

in the quality of content or even adequate thought given to that aspect. 

 
I have doubts about how much of Tripuri films are idea-driven. Perhaps it 

is more about seeing and relishing and feeling a beat and a tune. No 

comment on anything but yes, things could be better. We are seeing how 

these things influence the society in both evident ways and implicit ways. 

They are also influencing society especially children in deeper ways; 

children take in the statements that films are; thus, attitudes are being 

shaped. They impact the society in a vital way and can therefore be more 

harmful than someone trying to imitate a hairstyle he saw on screen. 
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Riding piggyback on the technological advantage merely, with no 

thought for substance of any sort, resulted in productions that are at best 

good to look at, but hollow within. While conceding that there are 

exceptions, it must still be said that in the case of many productions, the 

technological advantage that could have been used in a far more powerful 

manner is wasted on trash. One could say such productions lack, to use a 

phrase of T.S. Eliot, a successful ‘objective correlative’ – a situation or a 

series of action that adequately symbolizes or objectifies the emotion. 

 
(Pulinthanath 2022) 

 
Necessitating the need for film education before making films, he emphasises that one needs 

both film education as well as passion for films. It necessarily has to be a combination of both 

education and the understanding and sense of aesthetics, formal education and passion when it 

comes to films, he adds. Pulinthanath also believes, Tripuri Cinema has a bright future, because 

there is so much of fascination for this medium that some gems are bound to come about, may be 

not too many. However, pointing at how digital media has empowered storytelling that can 

maintain the authenticity of cinema as art due to readily available tools for budding filmmakers 

who however undertake filmmaking with minimal knowledge and in an attempt to embrace the 

emergent scenario, Pulinthanath underlines the need to make courageous decisions in this regard, 

as he notes: 

 
One gets the feeling that filmmaking here needs to get a little more 

serious and take advantage of the technology, which is thankfully there. 

One must bring more seriousness into film because the medium deserves 

that seriousness. It is, after all, a medium used by great masters and one 

that has brought about a lot of change in the world. The technological 

advantage we have access to, offers huge chance and opportunity but we 

are not really availing it in the best manner possible. It necessarily has to 

be a combination of both education and the understanding and sense of 

aesthetics, formal education and passion when it comes to films. 

 
As filmmakers, we are obliged to present our audience the truth, even if it  

is unpalatable, even if it is not very good to look at. If there is a sincere 

attempt to use your medium to understand and if possible, illuminate 

reality, one will not have, as a creator, cheated self, the audience or the 

medium. We need to respect the medium for what it is. If it is used 

merely to attain ulterior things - be it money, name, glamour, whatever, 

we may not be doing justice to the medium itself and to the community. 

We are not used to this scenario. We can’t forget that there are segments 
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in society that need protection, say the children. So, we may need to shift  

our stance on censorship and individual’s freedom a little. We cannot be 

blind to the fact that even little children today can access things they 

shouldn’t see, things which can affect them for a lifetime in a wrong way. 

May be, we need to strongly implement measures for protection and 

safety of vulnerable sections, not so much to curtail someone’s freedom. 

After all, a child has the right to be brought up with a sound mind and 

psyche. 

 
Realising how inclusive or enveloping the visual medium has become over the years, 

Pulilnthanath demands for the medium greater attention. He adds: 

 
Because it no longer is something like it was decades ago when we 

would wait for the weekend to watch a film.   It is entering all areas of 

life; it has invaded all the spaces; it is in the kitchen, the bedroom; 

everywhere, which means, we now have a greater responsibility. We 

have to take control of it and not let it take control of us. No medium is 

more important or sacrosanct than the person himself. We should not 

become slaves of any medium however good, attractive or mesmerizing 

it is. The supremacy and the control should be with the human beings. 

What is good for human beings needs to be promoted and what harms the 

human beings needs to be discouraged. Such conscious choices need to 

be made. This is not restricted to films alone, but also to relationships, 

family, to the sanctity of the spoken word, etc. 

 
He further explains: 

 
As filmmakers we need to awaken to the bigger malaise destroying the 

society, and use the power of cinema to usher in revolutions, meaningful 

changes, like filmmakers have done elsewhere. 

 
(Pulinthanath 2022) 

 
Supplemented by the analysis of contemporary Tripuri films, this chapter has contextualised 

reconstitution of filmmaking in Tripura, showcasing a varied form of audiovisual culture, 

evolving narrative practices and visual complexities which invoke innovative research questions 

and methods while engendering a new historiography of regional films through textual analysis. 
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5 

AFTERTHOUGHTS: WHAT DOES THE FUTURE 

HOLD? 

 

 
 

ripuri cine culture can be regarded as the point of convergence of several technological, 

economic, political and cultural shifts drawing from numerous ethnographic observations 

and interviews of professionals native to the industry. The book illustrated through a 

critical analyses of some key texts of Tripuri cinema and their negotiations with contemporary 

film and video cultures and mainstream Hindi cinema, shifting the pre-existing tendencies in the 

localized filmmaking practice despite economic and educational impediments. Additionally, it 

investigated important developments that the current generation of Tripuri filmmakers are 

bringing about in the state's film industry as a result of their use of digital technology. There has 

been consideration of the effects of developing digital trends on market dynamics, consumer 

behaviour, and economic models of Tripuri storytellers, despite the informal production and 

distribution patterns of Tripuri cinema. One of the few independent film industries in the 

country, the Tripuri film industry is its nascent stage and is significantly undergoing a phase of 

transition and restructuring. In contrast to other film clusters, where activity is typically centred 

on a handful of large production and distribution companies, the Tripuri film industry is an 

assemblage of small businesses that arise and disappear depending on the state of the economy. 

In order to navigate the complex web of financing, producing, distributing, and exhibiting their 

films both in domestic and national markets, industry practitioners must constantly develop 

novel techniques as a result of significant changes in technology that are creating new 

opportunities as well as challenges. The availability of thousands of films online presents a 

challenge for most filmmakers in Tripura today as they try to find ways to monetize their 

creative output in an era of content-abundance and waning consumer interest in paying for 

content as a result of the accessibility of free content online. New Internet-based circulation 

models are fundamentally altering the distribution landscape. While this creates opportunities 

and possibilities for disseminating a film heritage, known and unknown, to a much wider 

audience than ever before, Tripuri cinema faces the challenge to compete with mainstream 

Hindi, dubbed English and other regional cinemas storming the local multiplexes. Cinema, 

which was earlier thought to be the only expanse for big directors and Bollywood moguls, is now 

reigned over by aspirations rooted in the volatile land of Tripura challenging and subverting 

widespread conceptions of Indian Cinema. This runs in parallel with Kuotsu’s (2010) reading of 
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new Manipuri digital cinema and the Bombay formula films of 1970s and 1980s. He situates the 

landscapes of Manipur as the source of narratives of political-cultural uncertainties and observes 

the borrowing of cinematic language, use of family melodrama and song and dance sequences 

from the Bollywood phantasm as careful negotiations of local politics and cultural conventions. 

From the discussion in Chapter II, III and IV, it can be derived that the contemporary Tripuri 

film economy, with the digital technology storming online free-distribution sites like Tripura and 

barely multiplexes, mobilises and organises internal resources to its advantage, instead of merely 

occupying the space vacated by its competitor– the Bollywood film economy. The chapters 

thoroughly explored how the new local film cultures share similarities, at large with the larger 

film economy. The development of the Tripuri film industry has also accommodated 

standardized exhibition platforms for mainstream Hindi as well as other language films. Local 

circuits of film production adapt storylines, plot structures, stylistics and song-and-dance 

sequences of Hindi cinema to the local culture, while drawing on local practices such as local 

performances, oral traditions and traditional music in the region. In view of this, it is reasonable 

to conclude that the recent growth of Tripuri filmmaking and distribution has thus, effectively 

produced “parallel” narratives as they flow parallelly with the larger film enterprises. It has 

shaped the domestic film market by integrating it into a systematic arrangement where big- 

budget blockbusters, irrespective of the place of origin, are circulated to multiplex cinema chains 

in the state, which helps sustain the relevance and dominance of Bollywood cinema as much as it 

compromises the space occupied by domestic production. Such industrial transformations 

configure audiences’ tastes and preferences and thereby, push them either to the multiplexes or 

to the internet sources. 

All things considered, audiovisual practices concerning Tripuri films thriving at the fringes, 

despite their inevitable economic limitations, at the level of spaces and forms of production and 

circulation, and indefinite quality of films, can be regarded as a peripheral or regional practice, as 

one that pursues Bollywood’s systems of production, distribution, marketing in the creation of a 

framework that mediates between national and local interests. But it can also be argued that 

innovative technologies are giving Tripuri film industry practitioners bright chances in a cut- 

throat and dynamic global market. In contrast to the time when the industry was kept captive by 

small-scale DVD distribution businesses, the digitalization of the filmmaking process and 

distribution methods has definitely opened up a variety of revenue possibilities for producers. 

Tripuri cinema needs to formalise its operations by enlisting experts from various fields in its 

filmmaking processes, including lawyers, engineers, bankers, technologists, and so forth, if it is 

to become a significant player in the national and international market. The technical standard of 

the industry needs to be improved with a more assertive strategy if Tripuri cinema is to maintain 

its appeal to cinemagoers in the region and outside. Because the majority of Tripuri film 

practitioners are amateurs which is one of the industry's major difficulties, there is a need to 

provide appropriate, well-equipped training facilities for filmmakers. It has become an everyday 

practice for some people to pick up their cameras because they think they have the ability to 

convey a story, who, then, go on to become filmmakers. What is lacking is a thorough education 
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on how to tell a story effectively using film as the medium. Film education is all about 

developing your ability to comprehend and take ownership of your creative ideas. Film 

appreciation, or the ability to recognise how innovation and art in cinema have changed over 

many years, is what film school is all about. But we believe that more than anything, it is about 

developing that intellectual heft to start considering topics, themes, and stories that matter, not 

only to conjure up stories for the namesake but rather capturing those stories that prompt thought 

and represent a well-informed mind. Graduating from a film school or college may not be an 

obligation for all successful filmmakers, but one needs to be aware that there is both an art and a 

science to the craft. 
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NOTES 

 
1 Peripheral cinema has been defined by scholars namely Dina Iordanova, David Martin-Jones and Bel 

Vidal in their book Cinema at the Periphery (2010). Accordingly, peripheral cinema “examines the 

periphery in terms of locations, practices, methods, and themes” which include “geographic case studies 
of small national cinemas located at the global margins, like New Zealand and Scotland, but also of 

filmmaking tha tcomes from peripheral cultures, like Palestinian "stateless" cinema, Australian 

Aboriginal films, and cinema from Quebec.” While focusing on two key areas: industries and markets on 

one hand and identities and histories on the other, the book illustrates that “the concept of "periphery" is  
not fixed but is always changing according to patterns of industry, ideology, and taste.” 

 
2 Tripuri Cinema, here, refers to the cinema of Tripura, a state in the northeastern region of India, which 

has a multitude of languages or the cinema produced in Tripura. The term ‘Tripuri’, here, is applied to the 
geographical region, specifically, irrespective of the vast majority of dialects spoken in Tripura. 

 
3 With the emergence of high-quality infrastructure Internet as new media technology, the process of 

watching films has been eased by Internet file sharing, uploading and downloading. This is also a reason 
for the dwindling numbers of filmgoers attending films in theatres as they have shifted to mobile- 
phone/home theatre such as OTT and other online platforms. 

 
4 Singha, Memchaton, Matrimonial Alliances between the Royal Houses of Tripura and Manipur in the 

Days of Monarchy (August 31, 2014). International Journal of Humanities & Social Science Studies 
(IJHSSS), Volume-I, Issue-I, July 2014, Available at SSRN: https://ssrn.com/abstract=2489572 
Also see, https://quod.lib.umich.edu/t/tap/7977573.0004.202/--zenana-studio-early-women- 

photographers-of-bengal?rgn=main;view=fulltext 

 
5 ‘Northeast India’ is a region located to the Northeast of India which consists of eight states namely, 

Sikkim, Assam, Arunachal Pradesh, Manipur, Meghalaya, Tripura, Mizoram and Nagaland. A region as 
diverse and heterogeneous as the Northeast India cannot be clubbed under one umbrella but this term is 
frequently used by in academia and by journalists and scholars. 

 
6 See https://tripuratrourism.gov.in/people. 

 
7 See https://www.youtube.com/watch?v=8VbzcNNe8Iw 

 
8 See Nilokei Kuotsu, Architectures, 580-583. 

 
9 The Eighth Schedule to the Indian Constitution enlists the official languages spoken in India. However, 

Kokborok being the principal native language of the state has not yet been accorded the status of official 
language nor is it included in the Eighth Schedule. Recent uprisings stressing the need to include 
Kokborok in the Eighth Schedule have been witnessed within the state and outside. 

 
10 The Bengali middle-class identity or the Bhadralok identity is largely a dominant ideology in Bengal or 
among the Bengal populace in neighbouring states of India. It is the identity of the ‘English educated 

http://www.youtube.com/watch?v=8VbzcNNe8Iw
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urbane Bengali middle-class gentlemen’ that evolved during the colonial rule. For further reading, see 

Mukherjee, M. (2011). The Other and the Neighbour: Negotiating Representations of ‘Asia’ in Bengali 
Films. In: Chan, F., Karpovich, A., Zhang, X. (eds) Genre in Asian Film and Television. Palgrave 

Macmillan, London, 194-195. https://doi.org/10.1057/9780230301900_13 

 
11 The term ‘Tripuriness’ is coined by Aloy Deb Barma in his seminal work “Reading Contemporary 

Kokborok and Bengali Films and Videos in Tripura: History, Technology and Infrastructure”. Tripuriness  
can be understood as the signifier that asserts the state, condition, or quality of being Tripuri or belonging 
to Tripura. 

 
12 These are estimated figures as there do not exist formal records of ticketing for the screening of these 
films in rural areas. 

 
13 See http://tripura4u.com/v2/?p=2249 “Finally, Agartala gets its very First Multiplex – Rupashi 
Multiplex”. 
14 Technological convergence is one of the five classifications of convergence theorized by Henry 

Jenkins. Media content is transformed into digital formats through technological convergence so they can 
be distributed across various platforms. These digital formats can then be merged. 

 
15 Tripura Tribal Areas Autonomous District Council (TTAADC) is an autonomous district council 

administering the Tipra-dominated areas of the state of Tripura, India. Its council and assembly are 
situated in Khumulwng, Tripura. 

 
16 Digital delivery platforms like YouTube (2005), Instagram (2010), Facebook (2004), and Twitter 

(2006) have enabled screen content consumers in a dynamic way to become active audiences. This is due 
to the development of social networks, which is stimulated by the changes to the way web pages are 
designed and used. This phase of web development is known as Web 2.0. 

 
17 Uses and gratifications theory of mass communication was devised by Jay Blumler and Elihu Katz's. 

The hypothesis talks about how the media affects people. It discusses how people utilise the media to 

meet their own wants and feel content when those needs are met. In other terms, it might be claimed that 

the idea focuses more on what users of media do with them than what media do to users. Additionally, 

this view runs counter to the Magic Bullet theory, which contends that the audience is unresponsive. The 
user or audience is the focus of this philosophy. People use the media to find topics to discuss among 

themselves, even for interpersonal interactions, for example. They learn more and become more aware of 

the world outside of their sight by using the media. 

 
18 The Walt Disney Company is the creator of the animated character Donald Fauntleroy Duck, which is 

popularly known as Donald Duck. Donald is a white anthropomorphic duck with orange-yellow feet, legs, 
and a bill. He often sports a bow tie, sailor shirt, and cap. 

 
19 Yapri is a 2019 Kokborok-language film, directed by Mrinal Debbarma, coproduced by Shine Studio 

Production and Shyam Sundar Company Jewellers. Released in the auditoriums such as Rabindra Sata 
Barshiki Bhawan and Dasaratha Bhawan, located in Agartala, the capital city of Tripura, the film has 
been also uploaded for free viewing on YouTube. 

 
20 Risha and Rignai are traditional garments worn by females of the indigenous tribe of Tripura. Risha 
covers the chest whereas Rignai covers the lower half of the female body. These garments were earlier 

http://tripura4u.com/v2/?p=2249
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home spun by women using cotton and worn regularly. However, with urbanisation and modernisation, 

these garments of cultural and traditional significance are gradually losing their touch upon everyday 
lives. Present-day women pair Rignai with blouses or tops because of convenience. 

 
21 Khash Bangla is one of the various dialects of Bengali language which is widely spoken in areas of 

Tripura and parts of Bangladesh. 

 
22 See “What is Digital Cinema?” in Lev Manovich’s work “The language of new media”. (Cambridge,  

Mass: MIT Press, 2001). Also see James Monaco, How to Read a Film, revised edition (New York and 
Oxford: Oxford University Press, 1981), 7. 

 
23 See Kim Sung Kyung, "Globalisation, Film, and Authenticity: The Renaissance of Korean National 

Cinema," (PhD diss., University of Essex, 2005), 144-149, 171. 
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FILMOGRAPHY 

 
Ani Hero. Directed by Subrata Debbarma. Performed by Urbashi Tripura, et al. 2022. 

Bakshobondi. Directed by Siddhartha Saha. Performed by Joydip Bhattacharjee, Surya Paul, 

Rituparna Bhattcharjee and Anindita Saha. 2022. 

Busulwng. Directed by Sarat Reang. 2021. 

Chethuang. Directed by Kamal Kalai. Produced by Kamal Kalai films Productions with Halog 

Hukumu Boathop. 2014. 

Chikni Chameli. Directed by Stephen Debbarma. Performed by Bipasha Reang, Sushmita Reang 

and Monalisa Debbarma. 2021. 

Dabangg. Directed by Abhinav Kashyap. 2010. 

Dwk Dwk. Directed by Rakesh Debbarma. Performed by Biswanath, Jieme, Rakesh Debbarma 
and Manjushree. 

Gojamil. Directed by Debasish Saha. Performed by Shekhar, Himadri Biswajit and Kotha Raai. 

2022. 

Gorom Gorom. Directed by Swkang. Performed by Dilip Murasing, Anamika Reang, Sushmita 

Reang, Nipen Tripura and Swarup Debbarma. 2022. 

Hridoypora. Directed by Dipanwita Datta. Performed by Pranab Kr. Nath and Nisha Deb. 2021. 

Imang 2. Directed by Mrinal Debbarma. 2017. 

Imang 3. Directed by Mrinal Debbarma. Performed by Abhishek Debbarma, Debbarma, Santa, 

Lila Debbarma and Tanushree Tripura. 2021. 

Item Girl. Directed by Niz. Performed by Bipasha Reang, Kunal, Sampili and Jhon. 2018. 

Jala Nango. Directed by Karmin. Performed by Sebika Molsoi and Kishan. 2021. 

Kiting Kiting. Directed by Samson Debbarma. Performed by Sahil Reang, Mukesh Debbarma 

and Rimpi Debbarma. 2021. 

Kwtham Kothoma. Directed by Sunil Kalai. Produced by Tribal Research and Cultural Institute 

in collaboration with Tripura University. 2018. 

Langmani Haduk. Directed by Ruhi Debbarma. 1993. 

Loha Garam. Directed by Monojit. Performed by Debbarma, Bubar Pritam and Dupma 

Debbarma. 2021. 

Longtharai. Directed by Dipak Bhattacharya. Produced by North Eastern Films. 1986. 
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Mari. Directed by Sarat Reang. Produced by Borok films in corporation with TTAADC. 2015. 

Mathia (Bangle). Directed by Joseph Pulinthanath. Performed by Meena Debbarma, Jayanta 

Jamatia and Amulya Jamatia. 2004. 

Nwng Bai. Directed by Sarat Reang. 2010. 

Omthai Kuthuk. Directed by Jacinth and Wamtha Debbarma. Performed by Biswanath Reang, 

Momi Chongpreng, Aisiri Debbarma and Kusum Reang. 

Rasgulla. Directed by Swarup Debbarma. Performed by Parmita Reang, Moishoyham, Rocky 

Murasing and Biva Jamatia. 2021. 

Rupantar. Directed by Debasish Saha. Performed by Sisir Deb, Ranjita Dey and Master Pinaki. 

1991. 

Sei Kalo Din (Those Dark Days). Directed by Biswajit Das. 2022. 

Shiksha o Tripura (Education and Tripura). Directed by Biswajit Das. 2022. 

Sikla Jora (Young Times). Directed by Sarat Reang. Produced by SJ Style. 2021. 

Yapri (Steps). Directed by Mrinal Debbarma. 2019. 

Yarwng (Roots). Directed by Joseph Pulinthanath. Performed by Meena Debbarma, Nirmal 

Jamatia and Sushil Debbarma. 2008. 
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APPENDIX 

List of notable Tripuri feature films from 1986-2022 
 

 
 

Year Film Director Produced by 

1986 Longtharai Dipak Bhattacharya North Eastern films 

1991 Rupantar Debasish Saha New Eye Films 

1993 Langmani Haduk Ruhi Debbarma TTAADC 

2002 Rang Gola Kamal Kalai Halog Hukumu Boathop 

2004 Mathia Jospeh Pulinthanath Sampari Pictures 

2008 Yarwng Joseph Pulinthanath Sampari Pictures 

2014 Chethuang Kamal Kalai 
Kamal Kalai films Productions 

with Halog Hukumu Boathop 

2014 Kwmajak Soham Saha SSR Cinemas Pvt. Ltd. 

2015 Mari Sarat Reang 
Borok films in corporation with 

TTAADC 

2015 Bwkha Sarat Reang SSR Cinemas Pvt. Ltd. 

2016 Nwngbai 2 Sarat Reang King Films Production 

2018 Kwtham Kothoma Sunil Kalai 
Tribal Research & Cultural 

Institute 

2021 Imang 3 Mrinal Debbarma Shine Film Production 
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