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Abstract
Bimal 5R\ RQH RI ,QGLD¶V PRVW UHYHUHG GLUHFWRUV, left behind films that featured female protagonists who were not pushed to the back as
secondary characters, but took centre stage. Starting from his 1953 Hindi film Parineeta, the critically acclaimed Biraj Bahu (1954), the
immensely popular Madhumati (1955) to Bandini  5R\¶VFHQWUDOFKDUDFWHUVZHUHZRPHQ
5R\¶V YHUVLRQ RI Devdas, too, focuses on the two women that are bound to the love of the namesake, Devdas. While Devdas becomes the
doomed hero, Paro the woman he loves and Chandramukhi, the courtesan who is in love with him turn out to be the ones making their own
FKRLFHV6HYHUDORI5R\¶VIHPDOHSURWDJRQLVWVDUHVRFLDORXWFDVWVVSXUQHGE\ society; whether it is Chandramukhi in Devdas; Sujata, the Dalit
girl raised by a Brahmin family in the film Sujata or Kalyani in Bandini- the woman who does the unthinkable both in real life as well as in
cinematic spaces.
This paper focuses on three such women from three of Roy¶V in the 1950s and 1960s: Devdas (1955), Sujata (1959) and Bandini
(1963). Using semiotic tools, including narrative, music, dialogue, cinematography and characterisation, the paper studies the representation of
ZRPHQLQ%LPDO5R\¶VILOPVZKLOHSD\LQJSDUWLFXODUDWWHQWLRQWRWKHZRPHQZKR can be seen as social outcasts.
Keywords: Indian cinema, Bimal Roy, women in cinema, Bandini, Devdas (1955), Sujata, semiotics
INTRODUCTION
Bimal Roy was one of InGLD¶VPRVWUHYHUHGGLUHFWRUV+DYLQJVWDUWHGKLVFDUHHULQILOPVDVDFDPHUDPDQ5R\¶VGLUHFWRULDOGHEXWZDVWKH%HQJDOL
film Udayer Pathey (Towards the Light, 1944), remade in Hindi as Hamrahi (1945). Roy is reputed to have addressed many social issues in his
ILOPVZKLFKKDYHUDQJHGIURPFULWLFLVPVRIWKHIHXGDOV\VWHPFDVWHSUHMXGLFHVDQGZRPHQ¶VSODFHLQVRFLHW\5R\DGDSWHGWKUee of the famous
%HQJDOLZULWHU6DUDW&KDQGUD&KDWWRSDGK\D\¶VQRYHOVLQWRILOPVQDPHO\Parineeta (The Fiancee, 1953), Biraj Bahu (1954) and Devdas (1955).
Biraj Bahu ³FRQWLQXHGParineeta¶VHIIRUWWRWUDQVSODQWWKHPHVIURP%HQJDOLUHIRUPOLWHUDWXUHLQWRWKH+LQGLFLQHPD´ 5DMDGK\DNVKDDQG
:LOOHPHQ 5R\¶VILOPDo Bigha Zameen (Two Acres of Land), won the International Prize at Cannes Film Festival and is an early
neo-realist attempt through its portrayal of a small farmer and his struggles against feudal society and a rapidly industrialising India. Satyajit Ray
FRQVLGHUHG%LPDO5R\¶VDo Bigha Zameen to EHD³ODQGPDUN´DQGVDLGWKDWLW³HQFRXUDJHGKLP´LQSURFHHGLQJZLWKKLVGHEXWPDVWHUSLHFHPather
Panchali (Song of the Road, 1955) (Robinson, 1989).
Between 1952 and by the time of his death in 1966, Bimal Roy had concentrated several of his films on women and his films dealt with
issues concerning them. Parineeta [The Fiancee] (1953) was centred on the story of Lalita, while the tragedy Biraj Bahu (1954) it is about a
woman whose faithfulness is questioned by her own husband and is eventually told by her husband to leave his house. Barring Devdas in 1955,
5R\¶VILOPVDOOIRFXVHGRQZRPHQ, though many have argued that Devdas itself is essentially about Parvati, the childhood love interest of the
ILOP¶VQDPHVDNH'HYGDVMadhumati (1958), Yahudi (The Jew, 1958), Sujata (The Well-born, 1959), Parakh  DQG5R\¶VODVWILOPBandini
(The Imprisoned, 1963) all tell the stories of different women. Of these, Sujata and Bandini focus on two unlikely protagonists, the Harijan1/Dalit
namesake Sujata and the murder-committing Kalyani, respectively.
DevdasEDVHGRQ6DUDW&KDQGUD&KDWWRSDGK\D\¶VQRYHORIWKHVDPHZDVUHPDGHE\5R\LQFORVHWRWZHQW\\HDUVDIter he had
ZRUNHG DV D FDPHUDPDQ IRU 3 & %DUXD¶V  YHUVLRQ RI WKH ILOP DV WKH VWRU\ ZDV FORVH WR KLV KHDUW %KDWWDFKDU\D   %LPDO 5R\¶V
Devdas5DMDGK\DNVKDDQG:LOOHPHQ  VXJJHVWLV³SUHVHQWHGDVDIRUPDOWHFKQLFDOUHSUHVHQWDWLRQRIWKHIamous legend, allowing for an
H[WHQVLYHXVHRIGHHSIRFXVDQGQDWXUDOLVWXQGHUDFWLQJIURPERWK'LOLS.XPDUDQG0RWLODO´0LVKUD  EHOLHYHVWKDW Devdas (1955) shows
%LPDO5R\¶V³FLQHPDWLFILGHOLW\WRWKHHDUOLHUWH[W>3&%DUXD¶VDevdas, for which Roy himself was cameraman] verges on adulation: after all the
ILOP LV GHGLFDWHG WR ERWK 3 & %DUXD DQG . / 6DLJDO´ ,Q 5R\¶V Devdas, as in the original story, Devdas, the protagonist is unable to marry
3DUEDWLDJDLQVWKLVSDUHQWV¶ZLVKHVDQGVRFLHWDOSUHVsures. While Parbati accepts marriage to an old man, Devdas withers away in alcohol, his
only company being the courtesan Chandramukhi. Chandramukhi falls in love with Devdas, who cannot love her in return.
Sujata (1959) is the story of an orphaned Achut (Untouchable) girl, raised by Brahmin parents who are never unable to entirely accept
KHUDVWKHLURZQGDXJKWHUGXHWRKHU³ORZO\´ELUWK6XMDWDHQGVXSFUDYLQJIRUWKHLUORYHDQGWREHLGHQWLILHGDVWKHLUGDXJKWHUDQGQRW³OLNHWKHLU
GDXJKWHU´She grows up, scarcely educated by her family. Adhir, a young Brahmin man, who was supposed to marry her foster sister, instead
falls in love with Sujata, despite knowing her caste. Where inter-caste marriages were taboo in India then (they still are a major issue even
today), the film deals with an important social issue. Rajadhyaksha and Willemen  VWDWHWKDW³XQIRUWXQDWHO\WKHZHDN$GKLUKDVWREHDUWKH
burden of being the only representative of the progressive foUFHVUDQJHGDJDLQVWRSSUHVVLYHWUDGLWLRQ´
%LPDO5R\¶VODVWILOPBandini (The Imprisoned, 1963) is the story of Kalyani, a woman who falls in love with a freedom fighter and later,
XSRQGLVFRYHULQJWKDWWKHODWWHU¶VPDUULDJHKDVUXLQHGKHUDQGKHUIDWKHU¶VOLIHHVFDSHVWRWKHFLW\RQO\WRHQGXSLQDPLVHUDEOHMREDQGXSRQWKH
QHZV RI KHU IDWKHU¶V GHDWK VKH PXUGHUV KHU ORYHU¶V ZLIH 6KH LV LPSULVRQHG IRU PXUGHU DQG ³DSSHDUV GHWHUPLQHG WR VHUYH KHU IXll sentence,
resisting the kind overtures of the prisoQGRFWRU´ 5DMDGK\DNVKDDQG:LOOHPHQ 9LMD\0LVKUD  VD\VWKDWWKHILOP³DFWVDVDPRUDO
reminder of the need of sacrifice in the wake of the Indo-&KLQD:DU´5DMDGK\DNVKDDQG:LOOHPHQ  VWDWHWKDWWKHILOP³VXJJHVWVDVWUDLJKW
line betweeQWHUURULVPDQGSDWULFLGH´DQGWKDWWKHILOPUHPDLQV³WKHRQO\FRQVLVWHQWH[SUHVVLRQLQ,QGLDQILOPRIIHPDOHJXLOW´

                                                                                                                      
1

   Harijan translates to µ¶&KLOGUHQRI*RG¶¶ and ZDVDWHUPXVHGE\,QGLD¶ Mahatma Gandhi to refer to the Untouchables, the lowest in the
Hindu caste ladder.
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7KLV SDSHU IRFXVHV RQ WKH IHPDOH SURWDJRQLVWV LQ %LPDO 5R\¶V Devdas (1955), Sujata (1959) and Bandini (1963). Given the
understanding of wRPHQ¶V UROHVLQ PDLQVWUHDP ,QGLDQVRFLHW\ DQGSHUFHSWLRQV RI JHQGHU LQ ,QGLDQ FLQHPD ZH DUJXH WKDW 5R\¶V ILOPVSUHVHQW
VRPHLQWHUHVWLQJGLJUHVVLRQVIURPWKHQRUP8SRQDFORVHUORRNLWDSSHDUVWKDWERWKOLWHUDOO\DQGILJXUDWLYHO\PDQ\RI5R\¶s women were social
outcasts. This paper focuses on the above three films, and specifically three female characters who were clearly social outsiders: Chandramukhi,
the courtesan in Devdas.DO\DQLWKHSURWDJRQLVWZKRNLOOVKHUORYHU¶VZLIHLQBandini and Sujata, the Untouchable protagonist in Sujata (1959).
This paper uses semiotic tools, including music and dialogue analysis, characterisation and cinematography to study the representation of
ZRPHQLQ%LPDO5R\¶VILOPV:HILUVWGUDZIURPVRPHEULHIGLVFRXUVHVRQZRmen in India and women in Indian cinema.
WOMEN IN CINEMA
+LQGXLVP¶VYLHZVRQZRPHQDUHJHQHUDOO\SRODULVHGLQQDWXUHZLWKVRPHVRXUFHVFRPSDULQJWKHZRPDQWRWKH Sudra (lowest Hindu caste) and
RWKHUUDUHVRXUFHVXSOLIWLQJZRPHQ¶VSRVLWLRQVDQGLGHQWLWLHVWRWKRVHRIDJRGGHVV:RPHQDUHVHHQWREHERWKSK\VLFDOO\DQG emotionally weak,
and their inferiority to men is stressed in several Hindu scriptures. Hindu Aryan society, patriarchal in nature, assumed women to be subservient
to women; the 200 BC lawgiver Manu stating that women must always be under the control of a man, firstly under the guardianship of the father,
WKHQWKHKXVEDQGDQGDIWHUWKHKXVEDQG¶VGHDWKWKHZRPDQ¶VVRQV
The distinction between the moral and immoral woman are therefore stark: the moral woman is self-effacing, self-sacrificing, softVSRNHQ OLPLWV KHUVHOI WR WKH KRXVH LV REHGLHQW DQG ZRUVKLSV KHU KXVEDQG DV LI KH ZHUH JRG HYHQ LI KH ZHUH ³YLFLRus and void of any
PHULW´ $OWHNDU 7KHLPPRUDOZRPDQLVQRQHRIWKRVH- she is outspoken and is not self-sacrificing. The Manusmriti regards the nature of
ZRPHQZLWKVXVSLFLRQVWDWLQJ³LWLVWKHQDWXUHRIZRPHQWRVHGXFHPHQLQWKLVZRUOG´DQGWKDW WKH\FDQUHGXFHHYHQ³WKHOHDUQHGPDQ«WR«D
VODYHRIGHVLUHDQGDQJHU´7KHFRGHVIRUWKHµJRRG¶ZRPDQZHUHFOHDUO\RQHZKRPDUULHGDQGHQWHUHGKHUKXVEDQG¶VKRXVHKROGto provide him
with a male heir, a morbid reminder of why Hindu women remained submissive through centuries, internalising their self-worth.
If social stratification in the form of the caste system denigrated the lower castes, specifically the Sudras, considered to be the lowest
in the caste ladder and the Untouchables, then the conditions for Untouchable women were even more stringent. Manusmriti stresses that there
can be no marriages between a Sudra ZRPDQ DQG D KLJKHU FDVWH PDQ VWDWLQJWKDW ³WZLFH-born men, who in their folly wed wives of the low
(Sudra) caste, soon degrade their children to the state of 6XGUDV´DQGWKHUHIRUH³KHZKRZHGVDSudra ZRPDQEHFRPHVDQRXWFDVW´
,IWKHLGHDOµJRRG¶ZRPDQZDVWKHVLOHQWVHOI-sacrificing married woman, bound to a lifetime of service to her husband and his family,
without meeting with other men or FRQVWUXLQJKHURZQQHHGVWKHQWKHµEDG¶DQGWKHLPPRUDOZRPDQZDVWKHSURVWLWXWHOLPLWHGWRWKHILJXUDWLYH
outskirts of society.
Historically speaking, the origin of prostitution in India may have been for a number of reasons. Bhattacharji (1999) staWHVWKDW³HLWKHUEHFDXVH
they could not find suitable husbands, or because of early widowhood, unsatisfactory married life or other social pressures, especially if they had
been violated, abducted or forcibly enjoyed and so denied an honourable status in society, or had been given away as gifts in religious or secular
± VXFKZRPHQZHUHIUHTXHQWO\IRUFHGWRWDNHXSSURVWLWXWLRQDVDSURIHVVLRQ´
In ancient India prostitution became a social institution by the later Vedic age (eight or seventh century BC), a period which marked the decline of
ZRPHQ¶V VWDWXVHV ZLWK ORVV RI  ³VRFLDO PRELOLW\´ KDYLQJ EHFRPH WKH PDQ¶V ³ZDUG SRVVHVVLRQ REMHFW RI HQMR\PHQW´ %KDWWDFKDUji, 1999).
%KDWWDFKDUML   SRLQWV RXW WKDW JLUOV ZHUH JLYHQ DZD\ DV ³VDFULILFLDO IHHV WR RIILFLDWLQJ SULHVWV´ VXFK JLUOV HYHQWXDOO\ HQGHG XS VRFLDOO\
ostracised and with no other option but to take up prostitution.
Bhattacharji (1999) cites the Manusamhita ZKLFKVWDWHVWKDW³¶WKHVDFUDPHQWRIPDUULDJHLVWRDIHPDOHZKDWLQLWLDWLRQZLWKWKHVDcred
WKUHDGLVWRDPDOH´D³VHULHVRIQHDWHTXDWLRQVWKDWGHSULYHWKHZRPDQRIHGXFDWLRQGRRPLQJKHUWRKRXVHKROGFKRUHVRQO\ especially service
of her husband and in-ODZVEXWDOVRWKHUHE\LQGLUHFWO\GRRPKHUWRWKHORVVRIKHUKXVEDQG¶VDWWHQWLRQ´:LWKGHFOLQHLQZRPHQ¶VHGXFDWLRQLQWKH
HDUO\ FHQWXULHV $' WKH ³XQDFFRPSOLVKHG ZLIH DW KRPH´ GLG QRW DWWUDFWPHQ ZKR LQVWHDG ³FDUHG IRU FXOWXUHG IHPDOHFRPSDQ\´ DQd hence the
brothels, where courtesans were well-versed in the arts, flourished (Bhattacharji, 1999).
The other category of the woman who is removed from society is the jogan ZRPDQVDLQW :DGOH\  REVHUYHVWKDW³DOWKRXJKERWK
male and female yogis are sanctioned by various textual traditions they are removed from family ties and considered outside of the caste system
DQGRXWVLGHRIVRFLHW\DQGLWVVWUXFWXUH´
WOMEN IN INDIAN CINEMA
Indian cinema is in no ways separated from society. Its discourses have continually reflected societal norms and deeply-held beliefs regarding
gender roles. A ZRPDQ¶VVSDFHLQHDUO\,QGLDQFLQHPDUHIOHFWHGQRWLRQVRIZRPHQ¶VUROHVLQ+LQGXVRFLHW\0DQ\ILOPPDNHUVKDYHWULHGWRVKRw
women in dimensions not explored earlier.
The woman as an oppressed figure does appear in many forms in Indian cinematic history. Achut Kanya (The Untouchable Girl, 1935)
was the one of the early attempts at a filmic caste discourse, with an Untouchable girl falling in love with a Brahmin boy. V6KDQWDUDP¶VDuniya
Na Mane (1937) challenges the traditional status bestowed on women and upheld by cinema in general.
6LQJK   REVHUYHV ³WKH SRUWUD\DO RI D ZRPDQ HYHQ LQ VXEWOH ZD\V XVXDOO\ SUHVHQWV KHU DV WKH JXDUGLDQ RI FXOWXUH DQG UHOigion or
embodiment of purity and spiritual power, yet constantly requiring the protection of man DVKHUORUGDQGPDVWHU´7KLVHOHPHQWRISXULW\LVORQJ
KHOGZLWKLQWKHUHDOPRI,QGLDQFLQHPD7KH³LGHDOZLIHPXVWEHVH[XDOO\SXUHDQGWKHHSLWRPHRIVH[XDOILGHOLW\´ *RNXOVLQJ and Dissanayake,
1998). The figure of Sita from the Indian epic Ramayana, who despite the years of separation from her husband, Rama remains devoted to him
DQGSDVVHVVDIHO\WKURXJKWKHSXULW\WHVWRIILUHWKHQIRUPVWKH³V\PERORIWKHGHYRWHGZLIH«WKHLGHDOWRZDUGVZKLFKDOOZRPHQVKRXOGVWULYH´
(Wadley, 1977). Women who have cRPPLWWHG VDWL DUH DOVR UHYHUHG DQG ³DFFODLPHG DV JRGGHVVHV DQG KRQRXUHG ZLWK VKULQHV DQG ULWXDOV´
(Wadley, 1977).
&LQHPDWRRKDVORQJKHOGWKHVHYDOXHV,Q0HKERRE.KDQ¶VMother India  IRULQVWDQFH5DGKD¶VWRWDOGHYRWLRQWRKHUKXVEDQG
even after he abandons her is well-understood within the context of Indian society, and she is therefore, as a character revered. Butalia (1984)
argues that cinematic treatment of women is paradoxical, where reverence given to the mother is considered the most sacUHGDQGD³PRWKHU¶V
VWUHQJWKDQGSRZHULQWKHKRXVHKROGLVVHHQDVDEVROXWH´:DGOH\  EHOLHYHVWKDWWKHZLIHGRPLQDWHV+LQGXWKRXJKWPRUHWhan the mother,
though it is the mother who is worshipped as a goddess.
'DWWD  VD\V³ZRPHQGRQRWLQKDEit a space of the state as home, women rather inhabit a space of their family as home, a space
RIPXFKPRUHORFDOUHODWLRQV´7KLVLVWUXHRIPRVWFLQHPDWLFVSDFHVZKLFKSODFHWKHZRPDQLQDVHFRQGDU\SRVLWLRQLQWKHFRntext of the state. In
Indian cinema*RNXOVLQJDQG'LVVDQD\H  REVHUYH³DZRPDQZKR³FKRRVHVWRLGHQWLI\KHUVHOIZLWKPRGHUQLW\´KRZHYHUGHVSLWH,QGLDQ
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FLQHPD¶VDFFHOHUDWLRQRIPRGHUQLW\LQ,QGLD³LVDOPRVWDOZD\VSRUWUD\HGDVGHFDGHQWDQGSXQLVKHGIRULW´µ%DGZRPHQ¶DSDUWIURP³being modern
DUHRIWHQVLQJOHVRPHWLPHVZLGRZHG´ %XWDOLD %XWDOLD  SRLQWVRXWVXFKEDGZRPHQ³PD\EHZHVWHUQLVHG V\QRQ\PRus with being
IDVW DQG µORRVH¶ LQGHSHQGHQW D PDOH SUHVHUYH  DJJUHVVLYH PDOH TXDOLW\  DQG WKH\ PD\ HYHQ VPRNH DQG GULQN´ 7KHVH ZRPHQ GUHVVHG LQ
ZHVWHUQFORWKHVZLOO³UHIRUPWKHLUZD\V´LIWKH\³VXIIHUDFKDQJH´WKXVEHFRPLQJVDUL-clad and covering their heads (Butalia, 1984).
Butalia (1984) provides the example of the film Insaaf Ka Tarazu (Scales of Justice) in which Bharti, a modern woman in Bombay who
works as a model and supports her younger sister, is raped and takes the rapist to court. Whereas the film appears to address the problem of
UDSHLW³LQVLGLRXVO\PDQDJHVWRSURMHFW%KDUWLLQDEDGOLJKWEHFDXVHRIKHUOLIHVW\OHKHUZD\RIGUHVVLQJ DQG KHUSURIHVVLRQ´ %XWDOLD 
7KHIROORZLQJVHFWLRQVDWWHPSWWRORRNDW%LPDO5R\¶VILOPVZLWKLQWKHFontext of women who are social outcasts or outsiders in society.
We look at devotional or spiritual love as an embodiment of the jogan (female saint) image; the jogan herself being outside society. We also look
at the paradox of the insider-outsider woman (married versus not-PDUULHG SK\VLFDOGLVWDQFHDVDILJXUDWLYHGLVWDQFHLQ5R\¶VILOPDQGWKHLPDJH
of the city as the creation of the outsider.
DEVOTIONAL LOVE IN DEVDAS
Bimal Roy makes several references to the devotional love Paro and Chandramukhi have for Devdas. Paro, having known Devdas for all her life,
LVDZDUHWKDWVKHFDQQRWWKLQNRIDQ\RQHHOVHDVKHUKXVEDQG%XWDVIDWHZRXOGKDYHLW'HYGDV¶VLQDELOLW\WRVWDQGXSIRUKimself results in her
PDUULDJHWRVRPHRQHHOVH+RZHYHUWKDWGRHVQRWVWRS3DUR¶VORYHIRU'HYGDV2QWKHRWKHU hand, Chandramukhi, who has constantly caught
the attention of so many men, cannot see past her love for Devdas. $URUD  EHOLHYHVWKDW³&KDQGUDPXNKLIDOOVLQORYHZLWK'HYGDVSUHFLVHO\
EHFDXVH VKH LGHDOL]HV KLV FKDVWLW\´ &KDQGUDPXNKL WKHUHIRUH KRSHV that by giving up her lifestyle and profession as a prostitute she would
³EHFRPHDFFHSWDEOHWR'HYGDV´ $URUD 
5R\ XVHVPDQ\ V\PEROV WR VKRZ WKH GHYRWLRQDO DVSHFW LQ ERWK 3DUR DQG &KDQGUDPXNKL¶V ORYH 7KRXJKPRVW ORYHVWRULHV GHDO ZLWK
worldly love, which culminates in marriage and union, Devdas is a doomed love story and its female characters are spiritually attached to their
ORYHU7KHLUGHYRWLRQDODWWDFKPHQWWRWKHPDQWKH\ORYHUHVXOWVLQWKHLUµUHPRYDO¶IURPRUGLQDU\VRFLHW\
In a way, both women in Devdas transcend boundaries to embrace their love in a spiritual manner. They renounce their material
possessions and adornments in the pursuit of platonic love. This is very much like some female saints in Hinduism, who said tKDW ³ZRUOGO\
marriages represent both the lure and the bondage of the world, while their relationship with God (sometimes spoken of as a spiritual marriage)
UHSUHVHQWVDUHQXQFLDWLRQRIWKHZRUOGDQGWUDGLWLRQDOUROHV´ .LQVOH\ 
During their first meeting as adults, Paro OLJKWV D µGL\D¶ RU D ODPS VRPHWKLQJ WKDW +LQGXV GR ZKLOH SHUIRUPLQJ SUD\HUV ,Q +LQGX
KRXVHKROGV³DWUDGLWLRQDORLOODPSLVOLWGDLO\EHIRUHWKHDOWDURIWKH/RUG´ &KDU\ ,PPHGLDWHO\DIWHUWKDW'HYGDVLs shown from his feet
upwards, elevating his status from mere mortal to spiritual lover. Vasudevan (2010) applies the concept of darshan to this scene, where the
³OLJKWLQJ RI WKH GHYRWLRQDO ODPS DQG WKH H[WUD-diegetic sound of the kirtan DQG FRQFK VKHOOV XQGHUOLQH WKH GHYRWLRQDO QDWXUH RI WKH ZRPDQ¶V
UHODWLRQVKLSWRWKHPDOHLPDJH´9DVXGHYDQ S REVHUYHV
³7KLVVHWWLQJRIFHUWDLQOLPLWLQJFRRUGLQDWHVIRUWKHZRPDQ¶VORRNDOVRVLJQLILFDQWO\LQVWLWXWHVDGLYLVLRQEHWZHHQWKHLQFLpient formation of
DQHZGRPHVWLFLW\DQGWKHZLGHUH[WHUQDOZRUOG'HYGDV¶HQVKULQHPHQWLQWKHGRRUZD\FRQYHUWVWKHSXEOLFVSDFHEH\RQGWKHGRRU into
KLVGRPDLQUHVWULFWLQJWKHZRPDQWRGRPHVWLFVSDFH´
&KDQGUDPXNKL¶V ORYH for Devdas is also devotional.   She LV VORZO\ VHHQ VWULSSLQJ KHUVHOI RI HOHJDQFH WR EH PRUH µUHYHUHG¶ E\ 'HYGDV ,Q WKH
process, she sells her courtesan clothes and jewellery only to wear a simple saree and free herself from any extravagance. In a way, this
transformation is much like WKDWRI3DURZKRDEDQGRQVWKH³FXVWRPDU\RUQDPHQWVRIDPDUULHGZRPDQ´ :LONLQVRQ-Weber, 2010) after she is
forced to wed a rich but much older man. Having found true platonic love, Chandramukhi decides to go to the village and help in the service of
the needy. This is unlike the traditional married woman, who is expected to stick to the household and her family. However, having been a social
RXWFDVWSUHYLRXVO\&KDQGUDPXNKLUHPDLQVLQGHSHQGHQWDQGKHUFKDULW\ZRUNLVDQH[WHQVLRQRIKHUµUHPRYDOIURPVRFLHW\¶6KHVHUYHVVRFLHW\E\
being on its fringes, in a secluded village hut.
Chandramuki sacrifices her material life in the pursuit of a saintly one, devoted to the service of others. Though both extremes of
courtesan and sainthood are not considered to be a part of traditional society, saints are revered by those who are a part of society, but
courtesans are loathed. Thus Chandramukhi moves from a person loathed in society and not a part of it, to someone revered by society, but still
not a part of it.
Let us take the example of the scene where Devdas, comes to meet Chandramukhi at her kothaI (brothel/dancing house) after his
IDWKHU¶VGHDWK&KDQGUDPXNKLLVVHHQGUHVVHGLQVLPSOHFORWKHVFRYHULQJKHUKHDGDQGZHDULQJOLWWOHMHZHOOHU\FDXVLQJ'HYGDs not to recognise
her immediately. Devdas looks around her kotha and observes that the place has changed. The extra-diegetic sound of the kirtan (prayer
instruments) are heard. The kotha LWVHOIKDVFRQYHUWHGLQWRDSODFHRIZRUVKLS&KDQGUDPXNKL¶VIDOOLQJLQlove with Devdas, again devotional love,
makes her give up her profession as a courtesan.
As she is speaking her external and internal change, there is a cutaway shot of a place of worship and we see incense burning in front
of the idol of Radha-Krishna. Her devotion itself is alight. She tells Devdas that she has become self-UHVSHFWLQJ DIWHU KH WROG KHU ³WKH\´ WKH
courtesans) bear so much and have so much patience.
$FORVHXSRI&KDQGUDPXNKL¶VJHQWOHDQGORYLQJIDFHLVMX[WDSRVHGZLWKWKHLPDJHRIDEXUning diya (devotional flame/lamp). Again,
she touches 'HYGDV¶VIHHWEHIRUHKHOHDYHVDQRWKHUV\PERORI *RGO\ GHYRWLRQ
The film stresses on the two women (one respected, the other a prostitute and therefore despised) being mirror images of the other.
Arora (1995) observes that in every film version of Devdas ³SK\VLFDO UHVHPEODQFHV EHWZHHQ WKH DFWUHVVHV SOD\LQJ WKH UROH´ RI 3DUEDWL DQG
&KDQGUDPXNKL³DUHXQPLVWDNDEOH´ Not only, do they look similar, but at several points in several points of the film, they resemble the other, their
LGHQWLWLHVPHUJLQJ,QWKHVRQJVHTXHQFH³0DQ]LONLFKDKPHLQ´ZKLOH0RKDPPHG5DIL¶V extra-diegetic voice provides a commentary, Paro and
Chandramukhi cross paths. 3DURLVUHWXUQLQJLQDSDODQTXLQIURP'HYGDV¶V house in search for him, and Chandramukhi, who has moved to the
YLOODJH DQG KDV QRW UHFHLYHG D OHWWHU IURP 'HYGDV ZDONV WR 'HYGDV¶V YLOODJH KRSLQJ WR JHW VRPH QHZV RI KLP ,Q WKLV VHTXHQFH 5DIL¶V YRLFH
sings:
Somewhere there is the harsh sun, somewhere there is shade
Both women are inherently being compared, one (Chandramukhi) is on foot, walking past the streams under the strong sun, and the
other (Paro) is being carried in a palanquin, protected by its shade.
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,QDQRWKHUVFHQH3DUR¶VKXVEDQG asks her why she does not wear any jewellery and is dressed in simple clothes, to which she says
that she does not like jewellery. This scene cuts to Chandramukhi putting on some jewellery, back in her kotha and in her previous avatar.
Diegetic sounds of dance music in nearby kothas can be heard.
Chandramukhi picks Devdas up from the gutter and brings him home. He does not, however, in a severely drunken state, recognise her. As he is
leaving, she sings:
That which you will accept, how do I get that charm,
As thH\SDUWDGLHJHWLFVRQJ VXQJE\DQRWKHUSURVWLWXWH LVKHDUG³KHZLOOQRWUHWXUQDJDLQKRZPXFKHYHU,FDOOWRKLP´
Valicha (1988) likens Parbati to Meerabai (in the Radha-Krishna-0HHUDEDLDOOHJRU\ DVVKH³VXEPLVVLYHO\´DFFHSWVPDUULDJHZLWKDQRWKHUperson,
ZKHUHDV&KDQGUDPXNKL³ZKRUHVSRQGVWR 'HYGDV¶V PRRGVDQGDOVRWRKLVVLQJLQJ´LVV\PEROLFRI5DGKD¶V³XQUHTXLWHGORYH´$ closer look at
the two women, however, not only highlights their similarities, but also their interchanging roles. The child Parbati listens to the two performers
sing of the love of Radha and Krishna. Parbati herself, like the Radha in the song, is entangled in that web of love for Devdas and pines away
due to their separation. Indeed both Devdas and Parbati share the love, and for this reason, Parbati is like Radha. Upon her marriage, though,
Parbati becomes more of the Meerabai image- VWLOOLQORYHZLWKKHU*RG'HYGDV6KHHPERGLHVERWKWKH5DGKD E\EHLQJWKHREMHFWRI.ULVKQD¶V
affection) and the Meerbai image in the film E\DEDQGRQLQJWKHPDULWDOUROHVDVVLJQHGWRKHU &KDQGUDPXNKLRQWKHRWKHUKDQGLVQRW'HYGDV¶V
love, though like Meerabai, her love is also not requited. However, she too embodies both the Radha and Meerabai image. For one, she cares
for him when he is ill. During the last part of the film, when he stays at her place, she is physically present to nurse him, much like a dasi (female
servant), perhaps a moment in the film where she embodies the Radha image. For the rest of the film, she is the self-sacrificing, world-denying
Meerabai.
Before Devdas leaves to travel through India, Chandramukhi touches his feet, an act that symbolises her reverence and complete
devotion for him. She also calls him ³Devta´, which is coincidentally what Paro had done in the past.
While Chandramukhi abandons her profession as a courtesan brought upon her by society, to ironically become more acceptable in
society, Paro gets married (an act that is given importance by society) to move into a more simple existence, looking like what her husband
refers to as the DSSHDUDQFHRIDµMRJDQ¶ RUVDLQW ,Q+LQGXLVPVDLQWVDUHWKRVHZKRKDYHPRYHGDZD\IURPPDULWDOEOLVVLQWRDOLIHRIVROLWXGH
DQG LQWURVSHFWLRQ 7KH\ DUH WKRVH ZKR KDYH DEDQGRQHG ³D VHWWOHG IDPLO\ OLIH DQG WKH WUDGLWLRQDO ZRUN RI RQH¶V FODVV RU FDVWH LQ IDYRXU RI D
homeless, wandeULQJ H[LVWHQFH´ Therefore Parbati¶V WUDQVIRUPDWLRQ IURP D PRUH WUDGLWLRQDO \RXQJ XQZHG ZRPDQ WR WKDW RI DQ XQWUDGLWLRQDO
married woman stripped of any adornment reflects her move from societal convention to societal defiance. The jogan image is reiterated
throughout the film and both Parbati and Chandramukhi are referred to being dressed as a jogan.
DEVOTIONAL LOVE IN BANDINI
In Bandini.DO\DQL¶VORYHIRU%LNDV can also be said to be devotional. Kalyani goes to deliver a secret letter to Bikas on the pretext of
picking prayer flowers. The first person she sees after her flower-picking is Bikas, her spiritual lover. It is almost as if she has picked flowers and
sRRQDIWHUWKDWVKHLVEOHVVHGZLWKWKHDSSHDUDQFHRIKHUµ/RUG¶
,QWKHVRQJµ-RJLMDEVHWXDD\DPHUHGZDDUH¶.DO\DQLOLNHQV%LNDVWRDµMRJL¶RUVDLQW)XOO\DZDUHRIWKHIDFWWKDW%LNDV¶VILUVWORYHLVKLV
service to the nation, Kalyani compares him to selfless saints who have sacrificed their material lives and loves in the pursuit of spiritual
enlightenment.
.DO\DQL¶VUHYHUHQFHIRU%LNDVLVVRSURQRXQFHGWKDWVKHILQGVKHUVHOIGUDZQWRKLPLQVSLWHRIYDULRXVZDUQLQJVE\WKHYLOODJers. Before
Bikas is taken away by the police after promising marriage to Kalyani, Kalyani stops him for a second, stoops down, and touches his feet.
.DO\DQL¶VILQDOGHFLVLRQRIUHWXUQLQJWR%LNDVDOVRVWHPVSDUWO\IURPWKLVGHYRWLRQ$IWHUVKHUXQVWRWKHVDLOLQJVKLSLQWKe last scene,
VKHIDOOVDW%LNDV¶VIHHWDJDLQH[SUHVVLQJKHUFRPSOHWHGHYRWLRQWRKLP
MARRIAGE AND IMPRISONMENT
In both Devdas and Bandini, parallels are drawn between marriage and imprisonment.
,QWKHVRQJµ$ENHEDUDVEKHMEKDL\DNR EDEXO¶DVRQJUHYHDOLQJD\RXQJEULGH¶VVRFLDOO\LPSRVHGHVWUDQJHPHQWIURPKHURZQIDPLO\SHUIHFWO\
mirrors the isolation and imprisonment of prison inmates:
When spring arrives, send brother to come and fetch me, father,
When my childhood friends return, give them the message I had sent.
The prison inmate who sings the words works away at a grinding stone, a symbol associated with one of the common household chores of a
married woman. However, the woman is not in her marital home, but in prison, an image that emphasises the comparison between marriage and
bondage.
Though in the song the bride asks her father to send her brother so she can see him, the prisoners face a very similar situation where they
cannot meet their families. This song likens marriage to imprisonment with its rigid rules and societal expectations.
My eyes swell up with tears, when I remember the days of my childhood,
Ruthless youth snatched away my toys and stole my dolls.
The married girl (and the prisoners in turn), yearn for the freedom of childhood. Bimal Roy cuts away from the inmate singing, to Kalyani looking
above the boundary wall, thirsting for freedom. The subsequent shots act as a montage, with images of a woman sitting near a tree with sadness
in her eyes, and two women standing in a prison room, looking outdoors.
Father, you cherished me above all others,
So how did I then become a stranger to you?
In Hindu custom, women are forced leave to the house of their husband and in-laws, facing estrangement from their own families, thus becoming
RXWVLGHUVRUµSDUD\D¶WRWKHLURZQSDUHQWV6LPLODUO\SULVRQHUVDUHIRUFHGLQWRHVWUDQJHPHQWDZD\IURPWKHLURZQIDPLOLHV which makes them
outcasts to those they love the most.
Kalyani shows her disregard for these societal rules when her brother dies, and she understands that she is the only emotional support
her father has. Once when her father tells her that the villagers are discussing that Kalyani should be married off and made µSDUD\D¶.DO\DQL
says that she will not marry but study. She even asks her father if he would have worried so much had she been a boy.
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Kalyani voices a similar opinion when Bikas visits her house and her father tells her to bring some sweets for him. Kalyani jokingly
asks her father if cooking for men is the only thing women are expected to do. She asks the same question to Bikas, who replies with a rather
ambiguous answer.
This image of marriage and bondage being similar to one another is also reinforced when Kalyani is released from jail and is expected
to marry Deven. Just before Kalyani walks out of prison, the kindly jailor who had helped in her release tells her that though she is now leaving
jail, she will forever be imprisoned in her marital household.
Due to such a strong parallel being drawn between marriage and imprisonment, perhaps Kalyani chooses to sacrifice a life of marital
µEOLVV¶ LQ RUGHU WR UHWXUQ WR KHU IUHHGRP ILJKWHU H[-lover. She chooses her own freedom over the rules of society. Her impulsive last-minute
decision shows her indifference toward social obligations and expectations.
In Devdas, the case of Parbati is worth noting. Here, marriage becomes a societal obligation that Parbati cannot escape; yet she
largely avoids its entrapment. AftHUKHUPDUULDJHVKHIXOILOVKHUKRXVHKROGGXWLHVEXWVD\VWKDWVKHGRHVWKDWRQO\EHFDXVHVKHLVDµGDVL¶RUD
slave. Thus Parbati compares her marriage, which is loveless and material, to slavery.
However, unlike the ever-faithful Hindu wife who does not know any other love than that for her husband, Parbati does not forget her
devotion to Devdas. Her husband is only her worldly soul mate, but Devdas is her perennial spiritual companion, and she never forgets that.
3DUEDWL¶V LQQHU FRQIOLFW ZLWK KHU QRUPDl married life causes her to become a simple jyogan, donating generously to villagers and showing
indifference towards material possessions such as jewellery.
:KHQ 'HYGDV¶V IDWKHU GLHV DQG 3DUEDWL LV LQ WKH YLOODJH VKH HQWHUV 'HYGDV¶V URRP LQ D VLPLODU Panner she had done when she
revealed her love for him before marriage. Here she expresses her love again, not in a way that would make her unfaithful to her husband, but in
the manner of a Meera-Sri Krishna metaphor.
During this short meeting, Parbati calOV'HYGDVKHUµ'HYWD¶DJDLQVD\LQJWKDWVKHIHHOVVXIIRFDWHGDQGZRXOGIXOILOKHUOLIH¶VSXUSRVHLI
she could take care of him. She also tells him to come to her house so that she can look after him. Devdas promises that he will definitely come
to her houVHRQFHEHIRUHKHGLHV'HVSLWH3DUEDWL¶VPDUULDJHWRDQRWKHUPDQKHUXQZDYHULQJORYHIRU'HYGDVLVHYLGHQWLQKHUµVXIIRFDWLRQ¶DVD
result of not being able to take care of him. The burden of not marrying Devdas makes Parbati feel strangled and imprisoned.
When Parbati says that her union is not fixed with Devdas and she will ask him about it, her friend is taken aback and asks her if she
will not be ashamed to ask Devdas if he will marry her.
In traditional Hindu society, women will not dare to ask such a question to their fiancés or even their husbands, as it is considered
shameful. However, Parbati asks the quintessential question that confirms her spiritual bond with Devdas, a bond that joins them by souls, not by
body. She asks her friend why she ZRXOGIHHODVKDPHGWRDVNKHUKXVEDQGVXFKDTXHVWLRQ³<RXDUHP\IULHQGDQG\RXDUHP\RZQEXWLV
'HYGDVDVWUDQJHUWRPH"´VKHDVNV3DUEDWLIXUWKHUJRHVRQWRFRQFOXGHWKDWKHUIULHQGGRHVQRWNQRZWKHUHDOPHDQLQJRIPDUriage. She says
³+HLVP\KXVEDQGZKRLVDOOP\PRGHVW\DQGVKDPH+RZFDQ,EHDVKDPHGLQIURQWRIKLP"´
,QVSLWHRI3DUEDWL¶VUHOHQWOHVVORYHIRU'HYGDVZKLFKFDXVHVKHUWRUXVKRXWVLGHLQWKHVHFRQGODVWVFHQHZKHUH'HYGDVOLHV dying, her
societal apathy is punished as the gates close in upon her, forbidding the last reunion with her spiritual beloved. Thus with the closing of the
gates, Parbati, who was once free from the bonds of societal expectations, becomes a prisoner of her love for Devdas by not being permitted to
see him b\ KHU ZRUOGO\ PDULWDO IDPLO\ &RLQFLGHQWDOO\ &KDQGUDPXNKL¶V SRVLWLRQ DV D VRFLDO RXWFDVW SXWV KHU RXWVLGH WKH GRPDLQV RI PDUital
bondage.
PHYSICAL DISTANCE IN BANDINI AND SUJATA
3K\VLFDOGLVWDQFHLVXVHGDVDNH\HOHPHQWLQSXWWLQJIRUWKWKHLGHDRIVRFLDOµGLIIHUHQFH¶LQ%LPDO5R\¶VILOPV5R\XVHVVSace to highlight the
distance of characters from conventional society as well as the differing ideas of people. Space is also used as a psychological barrier between
characters.
In Bandini, Kalyani being in jail is in itself an obvious physical distance from the rest of society. Kalyani spends her time in jail partly as
a recluse and partly as a prisoner who has openly embraced the other inmates. The guilt of her crime haunts her and her idea of penance
includes thinking that she deserves to be hated. This results in her choice of being physically distant from all other people apart from the other
prisoners. An additional reason for her being physically distant from everyone else is that she has no family or home to go back to.
'HYHQHQWHUV.DO\DQL¶VOLIHZKHQDSULVRQHUIDOOVLOOZLWKWXEHUFXORVLVDQGKHDVNVLIVRPHRQHZRXOGOLNHWRYROXQWHHUWRWDNe care of the
sick inmate. Kalyani volunteers to help the inmate, which causes Deven to be in awe of her selflessness. As he comes to visit the sick inmate
GDLO\KHQRWLFHV.DO\DQL¶VZLWKGUDZDOIURPWKHUHVWRIWKHRXWVLGHZRUOG7KRXJKVKHLVV\PSDWKHWLFDQGDOWUXLVWLFVKHLVGistant and secluded.
During one such visit, while Kalyani passes a syringe to Deven, their fingers touch for a split second. Kalyani does not flinch for even a second,
but this momentary lapse in her physically distant personal space results in Deven falling in love with her.
'HYHQ¶V YLVLWV WR WKH SULVRQ VRRQFDWFK WKH DWWHQWLRQ RI RWKHU MDLORUV DQG SULVRQHUV DQG UXPRXU VWDUWV WKDW KH KDV IDOOHQ LQ love with
Kalyani. Inmates mock Kalyani, telling her that she has trapped Deven with her sweet talk. For Kalyani, this is very much like the time when the
YLOODJHUVWDXQWHGKHUDIWHU%LNDV¶VGLVDSSHDUDQFH8QDEOHWREHDUDVLPLODUVLWXDWLRQDJDLQ.DO\DQLFRQIURQWV'HYHQZKRKLQts at his love for her.
After this revelation, Kalyani physically avoids Deven, even to the extent of hiding during his visits and sending another inmate in her stead.
In Bandini, the use of bars, grills, walls, barbed wire, and other barriers are representative of physical distance. Bimal Roy uses these
physical barriers to show the physical as well as mental confinement of characters. Such barriers are also used as a foreshadowing technique,
symbolic of what is to come.
'XULQJWKHVRQJµ2SDQFKLS\DDUH¶DOOWKHLQPDWHVORRNDWDELUGIURPWKHLUSULVRQEDUV7KRXJKWKHSULVRQ.DO\DQLOLYHVLQ is an open
RQH DQG %LPDO 5R\ FRXOG KDYH FKRVHQ WR VKRZ WKH ELUG LQ VLPSOH VKRWV KH FKRRVHV LQVWHDG WR XVH WKH µEDUV¶ PHWDSKRU 7KLV LV one of the
introductions of the recurring use of bars and other barriers to represent physical distance.
When Deven proposes marriage to Kalyani, Deven is on one side of the door and Kalyani on another. They are not even able to see
HDFKRWKHU7KLVSK\VLFDOGLVWDQFHLVLQGLFDWLYHRI.DO\DQL¶VXQZLOOLQJQHVVWRDFFHSWWKHRIIHU
Once Deven resigns and leaves for his hometown, his cart is seen crossing the prison boundary wall, and Kalyani listens to the sound
of the cart moving away from the other side of the wall.
,QWKHIODVKEDFNVHTXHQFHEDUVDQGEDUULHUVDUHXVHGDVWRROVWRIRUHVKDGRZZKDWFRPHVODWHULQ.DO\DQL¶VOLIH When Kalyani goes to
deliver a letter to Bikas for the first time, a shot of her behind barbed wire symbolises the thorny path, which she takes after falling in love with the
freedom fighter. Additionally, when Bikas receives the letter from the gap in the wall, he immediately looks outside to find its deliverer, and for the
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first time, he sees Kalyani. Their first meeting is through a window with bars on it. The bars meant to keep Bikas imprisoned soon become the
same bars to imprison Kalyani, and a role-reversal takes place.
In the last sequence, Kalyani and Bikas sit at opposite ends, with a divider separating the space between them. They cannot see each
RWKHU WKURXJK LW DQG DIWHU .DO\DQL¶V VXIIHULQJV VKH SUHIHUV WR PDLQWDLQ GLVWDQFH IURP KHU IRUPHU Oover. Here Bikas narrates his reasons for
abandoning her, and asks for her forgiveness. Once he leaves that space to board the ship, and Kalyani moves away from him as well to board
the train, realisation dawns on her, and she runs toward the ship, deciding to eliminate that physical space forever.
In Sujata, physical distance between the characters plays a highly important role in reflecting prevalent thoughts and attitudes of that
time. From the first moment Sujata is brought in by some workers to Upen (hHU IRVWHU IDWKHU  WKH GLIIHUHQFH RI µKHU NLQG¶ LV KLJKOLJKWHG 7KH
ZRUNHUVVWDQGIDUDZD\IURPZKHUH5DPD¶VELUWKGD\SDUW\LVWDNLQJSODFH7KHLUGLVWDQFHIURPWKHµZHOO-RII¶FURZGLVPDGHFOHDUHUZLWKVKRWVRI
affluent people smoking, speaking English, eating ice-cream, and wearing modern clothing.
'XULQJWKHOXOODE\µ1DQKLSDULVRQHFKDOL¶&KDUXWRXFKHV5DPDDIIHFWLRQDWHO\UHLQIRUFLQJWKHLUPRWKHU-daughter bond. There is no such motherly
touch for Sujata, who lies crying in another room. However, as Charu cares for the child, she sings to Sujata through the window, but because of
6XMDWD¶VFDVWH&KDUXPDLQWDLQVDYHU\REYLRXVSK\VLFDOGLVWDQFHIURPKHU
Sujata and Rama are first introduced as older children in a sequence where they are on a see-saw. The foster sisters have grown up
WRJHWKHUDWWKLVSRLQWDQG5DPDUHPDLQVUDWKHUREOLYLRXVWR6XMDWD¶VGLIIHUHQFHLQVRFLHW\7KHUHIRUHERWK6XMDWDDQG5DPDDUe on equal ends of
the see-saw. However, the branch of a tree divides the frame into two, splitting the equal ends of the see-saw into two unequal parts. Whereas it
LVSRVVLEOHWRVHHWKH&KRZGKXU\UHVLGHQFHIURP5DPD¶VVLGHRIWKHVHH-VDZ6XMDWD¶VVLGHLVHPSW\PXFKOLNHKHURZQH[LVWHQFHZKLFKDWWKLV
point is a balance between her love for her foster family and her realisation that she is treated differently and is in many ways, an outsider.
6XMDWD¶VILUVWLQWURGXFWLRQDVDQDGXOWWDNHVSODFHRXWVLGHWKHKRXVHDQLQGLFDWLRQRIKHUUHPRYDOIURPKHUKRXVHRUKHUVRciety. The
first shot of Sujata is behind a drying sari. Her face is not seen, but her silhouette is symbolic of her underdeveloped existence. She lives
comfortably with her foster family but she is still an outsider. Her existence becomes almost like a shadow. When Rama is introduced however,
she is sitting in front of the piano playing music. While Sujata is outside the house drying clothes (which is a common household chore), Rama is
shown indulging in a hobby can that was usually reserved for rich people at the time. Their obvious physical distance as well as difference in
activities reinforces the idea of physical distance representing mindsets.
While Rama finds comfort indoors, Sujata is most herself outside the house, in the garden. It is in the garden where Sujata finds true
happiness. The garden is physically distant from the rest of the house, but it is one place where Sujata does not have to feel like an outcast. It is
in the garden that Adhir first tells Sujata that he comes to her house only to see her.
'XULQJ5DPD¶VELUWKGD\SDUWy as an adult, Sujata stays in another room, far away from the rest of the crowd. Adhir sees her through
the window and notices her sadness. Even while she is under the same roof, Sujata avoids contact with people who are not a part of her foster
family. AIWHUKHDULQJKHUSDUHQWVFDOOLQJKHUµOLNHDGDXJKWHU¶DQGQRWµGDXJKWHU¶VKHJRHVWRWKHJDUGHQIRUVRODFH6KHILQGVVRODFe when Adhir
WHOOVKHUWKDWQRPDWWHUZKDWSHRSOHVD\KHWKLQNVWKDW6XMDWDLV8SHQ¶VGDXJKWHU
It is also in this garden that Sujata tells Adhir that he must stop loving her. She is not able to put her words together coherently when
he phones her previously. In the garden, she finds her voice and reveals her true identity of being an untouchable woman.
,Q WKHVRQJ µ-DOWH KDLQ MLVNH OL\H¶$GKLU H[SUHVVHV KLVORYH IRU 6XMDWD +RZHYHU KHU WUXH HPRWLRQV DUH YHLOHG DV D UHVXOW RIWKH UHDO
SK\VLFDOGLVWDQFHWKHSKRQHUHSUHVHQWV7KRXJKVKHFDQKHDU$GKLU¶VYRLFHVKHFDQQRWVHHKLPDQGKHFDQQRWVHHKHU6KHWKHQ tells him to
forget DOODERXWKHU+HUVWUDQJHUHVSRQVHRQWKHSKRQHOHDYHV$GKLUSHUSOH[HGDQGWKRXJKKHWULHVWRUHGXFHWKLVµGLVWDQFH¶E\FDOling again,
Sujata does not receive the phone but retreats into the adjacent room and locks the door, thus distancing herself from him completely.
During the climax, with Charu in a fragile state, physical distance, both literally and figuratively, is reduced. The physical distance,
which represents psychological barriers, is eliminated with the insertion of the blood transfusion tube that connects Sujata to her foster mother by
blood. After Charu discovers that her life has been saved thanks to Sujata, she sets aside previous physical distance, calls Sujata to sit beside
her, and embraces her, thus removing all kinds of physical distance existing previously.
THE CITY AS A SYMBOL OF CHANGE IN DEVDAS, BANDINI AND SUJATA
&LWLHV LQ %LPDO 5R\¶V ILOPV IRUHVKDGRZ XQH[SHFWHG FKDQJHV IRU WKH FKDUDFWHUV 7KLV FDQ EH VHHQ HVSHFLDOO\ LQ Bandini ZKHUH .DO\DQL¶V life
FKDQJHV FRPSOHWHO\ RQFH VKH OHDYHV KHU YLOODJH WR JR WR WKH FLW\ 7KH VRQJ µ2 MDDQHZDOH KR VDNH WR ODXW NH DDQD¶ LQ Bandini shares a
FRPPRQQHVVZLWKµ0DXVDPEHHWDMDD\H¶LQ'R%LJKD=DPHHQLQWKHUHVSHFWWKDWERWKVRQJVSOD\LQWKHEDFNJURXQGDVWKH protagonists leave
their villages behind to go to the cities. Both songs call for their protagonists not to forget the place they are leaving in the pursuit of a new life.
While Shambu loses his land after going to the city to earn a living, Kalyani loses her father, her freedom, and in the process, her identity.
In Bandini, Kalyani decides to leave her village once the villagers taunt her and her father regarding the disappearance of Bikas.
Unable to bear her father being abused, Kalyani decides to leave tRWKHFLW\7KLVPRYHPHQWVLJQLILHV.DO\DQL¶VVHYHUDQFHIURPKHUURRWVWKH
SODFH VKH ZDV ERUQ LQ WR D OLIH LQ WKH XQNQRZQ ZRUOG .DO\DQL ZKR ZDV RQFH WKH SRVWPDVWHU¶V GDXJKWHU NQRZQ E\ HYHU\RQH LQ the village,
suddenly becomes the outsider.
Once Kalyani is in the city, she desperately seeks a job so that she does not have to depend on anyone. However, due to a lack of
MREVVKHKDVWRPDNHGRZLWKWKHMRERIDVHUYDQWLQDKRVSLWDO7KHZRUNLVFRQVLGHUHGWREHWRRORZO\E\.DO\DQL¶VIHPDOH friend. However,
Kalyani does not care about the kind of work at this point and accepts the offer. Seeing her hard work, she is soon asked to take care of a
paranoid woman, but this has severe repercussions.
Just as Kalyani begins settling down in the hospital, news reaches her that her father died in an accident as he was coming to search
for her in the city. Shocked and saddened beyond words, Kalyani returns to the hospital, only to be ordered about and shouted at by the
pDUDQRLGSDWLHQW$IWHUVKHGLVFRYHUVWKDWWKHSDWLHQWLVDFWXDOO\%LNDV¶VZLIH.DO\DQLORVHVDOOVHQVHRIVWDELOLW\DQGLQD fit of rage, serves poison
WR%LNDV¶VZLIHLQDFXSRIWHDWKXVFRPPLWWLQJPXUGHULQDFLW\WKDWFKDQJHVKHUOLIHGUDVWLFDOO\
After the deed, Kalyani surrenders to the police and seeks penance for her guilt in prison, which becomes the only place she now
has. Her bonds with her own village are completely cut.
In DevdasWKHFLW\LVDPHWDSKRUIRU'HYGDV¶VFKDQJHLQSHUVRQDOLW\Zhich directly affects both of the women in his life. Devdas is sent away to
Calcutta when he is a child, and in spite of the distance that tests the endurance of love of the two childhood friends, Paro secretly accepts
Devdas as her soulmate.
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After Paro dHILHVVRFLHW\¶VFRQYHQWLRQVWRHQWHU'HYGDV¶VURRPLQWKHQLJKW'HYGDVWRRGHFLGHVWRWDONWRKLVIDPLO\DERXWDIXWXUHZLWK
Paro. However, he is snubbed. Without fighting back, Devdas flees to Calcutta once more, with each of his returns to the city heralding his
descent into depression and self-destruction.
:KHQ3DURLVPDUULHGRII'HYGDVUHWXUQVWR&DOFXWWDRQFHPRUHWKLVWLPHJRLQJWRDFRXUWHVDQ¶V &KDQGUDPXNKL GDQFHKDOOIRr the
first time in his life. What follows suit is his dangerous addiction to alcohol and his money wasting habits.
'HYGDV¶VFKDQJHIURPD\RXQJLQWHOOLJHQWPDQWRDGHSUHVVHGDOFRKROLFKDVDSURIRXQGLPSDFWRQ3DURZKRVWLOOKDUERXUVORYH for her
childhood friend, and Chandramukhi, who changes completely because of her love.
+LVGHDWKNQHOOILQDOO\ULQJVZKHQ'HYGDV¶VROGFLW\IULHQG&KXQQLEDEXSDVVHVKLPDJODVVRIDOFRKROILQDOO\HQGLQJDQDGGLFtion that had started
in the city.
In Sujata8SHQDQG&KDUXWDNH6XMDWDLQZKHQWKH\DUHµLQWKHPRXQWDLQV¶DQGRXWVLGHWKHFLW\. It is in this set up that Upen and Charu
treat Sujata very well, not giving her complete parental love, but not revealing her true birth status either. However, once Sujata becomes an
DGXOWDQGWKH&KRZGKXU\¶VUHWXUQWRWKHFLW\%XDMLWHOOV&KDUXDQG8SHQWKDWWKH\PXVWOLYHE\WKHµUXOHVRIVRFLHW\¶QRZWKDWWKH\DUHEDFNLQWKH
city.
7KHFLW\QRWRQO\FKDQJHVKHUIRVWHUSDUHQWV¶WUHDWPHQWWRZDUGKHUEXWDOVREULQJVDUHYHODWLRQWKDWFKDQJHV6XMDWD¶VSHUVSHctive of
her self. Sujata starts understanding a difference in treatment, and starts retreating into a shell of low esteem. +RZHYHU$GKLU¶VHQWU\ DOVRIURP
the city) changes this once and for all.
A CONCLUSION: PERCEPTION OF SELF IN BANDINI, DEVDAS AND SUJATA
Bimal Roy asks important questions through his characters, often highlighting the dichotomy of traditional societal norms. In Bandini, Kalyani
accepts her difference from society after she poisons a woman, and therefore chooses to abandon a happy life in penance of her guilt. When
VKHEHFRPHVDZDUHRI'HYHQ¶VDIIHFWLRQVIRUKHUVKHKDVWRUHIXVHKLVORYHµIRUKLVRZQVDNH¶7KRXJK'HYHQRIIHUVKHUDFKDnce to come back
into society by proposing marriage to her, Kalyani thinks she is not deserving of going back to a normal life. Her guilt, though apparently
lessened by the sharing of her life story, seems to return at the very end of the film, when Kalyani makes her ultimate choice.
7KLVJXLOWUHPDLQVDSDUWRI.DO\DQL¶VLGHQWLW\XQWLOWKHHQGRIWKHILOPZKHUHshe makes her choice to go back to Bikas. Knowing about
his decision to go back to his village even though he has no one to take care of him and treat his tuberculosis, Kalyani cannot see the man she
once loved withering away in pain. Guilty that she will be the reason for his death if she ignores him, Kalyani makes her decision to return.
In Devdas, both women are mirrors of each other, but are completely different as well. Whereas Chandramukhi is loathed by society
and therefore loathes herself, Paro is unafraid of society and holds her self-esteem in high regard. Chandramukhi rejects the material world and
DSURIHVVLRQWKDWHDUQVKHUPRQH\WRµFOHDQVH¶KHUVHOIDQGUHWXUQKHUFKDVWLW\DQGLQQRFHQFH)URPDFRXUWHVDQVXUURXQGHGE\ unknown men,
she completely rejects other male companionship and devotes herself to the worship of the lord and the service of less fortunate people. She
also waits for Devdas to return and expresses her spiritual and devotional love for him.
Sujata¶V ORZ ELUWK DQG GLIIHUHQWLDO WUeatment from her foster parents engrains a sense of low-esteem in her. She accepts her
µVXEVHUYLHQW¶ SRVLWLRQ LQ VRFLHW\ E\ EHLQJ SK\VLFDOO\ GLVWDQW IURP RWKHU SHRSOH EHORQJLQJ WR KLJKHU FDVWHV 6KH DOVR EHOLHYHV that she is
undeserving of the affections of a man who is from a higher caste than her. Having internalised much of her self-worth the way society dictates it,
Sujata even decides to go to the extent of forfeiting her love for the greater happiness of her family. She thinks that by being an untouchable
woman, she is less deserving of a happy life and the affections of a Brahmin man.
Bimal Roy reinforces the idea of social difference through his characters, who represent not only very varied women, but also very
distinct mindsets. His characters are mainly those who have voluntarily chosen the life of an outsider, as in the case of Paro, who in spite of
being married, rejects its materialism. Chandramukhi on the other hand is a courtesan not by choice, but by compulsion. However, her decision
to be an unmarried devotional lover is her own choice. Similarly Kalyani, though imprisoned due to an unfortunate incident, chooses to repent her
crime by being in jail. Her last decision to leave the promise of a married life to return to the man she loves is also not forced upon her.
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