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The renowned Bengali novelist Rabindranath Tagore wrote the book “Chapter Two: Home and the
World.” It is an important masterpiece of Bengali literature that was released in 1916. The narrative
examines the concepts of nationalism, independence, and individualism against the backdrop of the
Indian Swadeshi Movement. The acclaimed Indian director Satyajit Ray adapted Tagore’s book into
the 1984 film “Ghare-Baire.” The movie, which is often referred to as “The Home and the World” in
English, is regarded as one of Ray’s greatest works. The movie effectively conveys the story via the
visual medium while keeping the novel’s ideas and characters.

Rabindranath Tagore, a well-known Bengali novelist, wrote the book “Chapter Two: Home and the
World.” This important piece of Bengali literature was published in 1916. The Swadeshi Movement in
India serves as the setting for the drama, which tackles the concepts of nationalism, independence,
and individualism. Satyajit Ray, a well-known Indian director, adapted Tagore’s book into the 1984
movie “Ghare-Baire.” One of Ray’s greatest works, the movie, also known as “The Home and the
World” in the English language, faithfully adapts the original material. By preserving the novel’s ideas
and characters while utilising the visual medium to tell the story, the movie successfully captures the
essence of the book.

Here are some significant differences and parallels between the book “Chapter Two: Home and the
World” and the film adaption “Ghare-Baire”: Differences: Medium: The mode of expression clearly
makes a difference. The cinema is a visual and audible medium, whereas the novel is a written
composition. This means that the movie may express feelings and messages in a manner that the
written word cannot by using images, music, and cinematography. Visual Interpretation: The director
and cinematographer have the chance to present a visual interpretation of the story’s locations,
characters, and incidents throughout the film, which may be different from a reader’s mental images.

Runtime: The novel can provide more in-depth character development and interior monologues by
delving deeper into the thoughts and feelings of the characters. A movie, on the other hand, often has
a shorter running time and must be more succinct. Similarities: Story and topics: The primary plot and
themes of the original work are retained in both the novel and the film. In the background of India’s
war for independence, they examine the problems brought on by the love triangle between the
characters Nikhilesh, Bimala, and Sandip.

Characterization: The characters in the film are quite similar to their literary counterparts, and the
reasons and characteristics they exhibit are true to the book. The movie accurately depicts the time
period and place of the novel, capturing the social, political, and cultural background of early 20th-
century India. Similar to the novel, the film offers social and political commentary on contemporary
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themes, such as the Swadeshi Movement and the conflict between traditional and modern ideals.

Indian poet Rabindranath Tagore is well-known for his book “Home and the World.” The novel was
initially released in Bengali in 1916 under the name “Ghare-Baire.” It is regarded as a masterpiece of
Indian literature Bengali literature and one of Tagore’s most important works. The novel is set during
the Bengali Swadeshi movement, which was a part of the greater Indian independence war against
British colonial rule.

Three main characters drive the plot of “Home and the World”: Nikhil is a rich, intelligent, and liberal-
minded zamindar (landowner), who values human liberty and peaceful coexistence. He stands for the
rational and balanced perspective. Bimala: A conservative and secluded woman, she is Nikhil’'s wife.
As she becomes immersed in the nationalist cause, her character goes through major change. Sandip:
A flamboyant and charismatic nationalist leader, he urges Bimala to join the Swadeshi movement. He
stands for the aggressive and extreme viewpoint.

The work digs into the complicated relationships between these people as well as topics of love,
nationalism, politics, and individual freedom. The evolving position of women in society throughout
the Indian independence struggle is also highlighted, along with the disputes and tensions between
the political and personal spheres. “Home and the World” is a challenging and intensely personal
piece that represents Tagore’'s own views on the nationalist movement and how it affected people’s
lives. The nature of patriotism, women'’s place in a society in transition, and the conflicts between
tradition and modernity are all raised by it. Women’s Emancipation: As Bimala encounters novel
concepts and starts to take charge, her personality changes. Her quest for empowerment and self-
discovery is highlighted throughout the book. The book has received a lot of appreciation for its lyrical
writing, subtle character development, and examination of difficult moral and ethical questions.
Numerous modifications have been made to it, and it continues to be a noteworthy and influential
work of literature in India and elsewhere.

India, around the beginning of the 20th century, when it was a British colony, serves as the setting for
the plot. Setting: The narrative takes place in Bengal, India, in the early 20th century, at a moment of
political and social turmoil. The Swadeshi movement, which sought to promote Indian-made items and
boycott imported ones, and the larger setting of the Indian independence struggle are both reflected
in the novel. Nationalism, political and personal freedom, love, and the struggle between tradition and
modernity are some of the subjects it examines. Three major characters in the book provide the
narrative’s three points of view: Bimala or Nikhil She is the spouse of Bengali nobleman Nikhil, who is
well-off and wise. As she becomes entangled in the political and social unrest of the time, Bimala’'s
character goes through substantial growth throughout the book. Bimala is encouraged to join the
Swadeshi movement by Sandip, a charming and ardent nationalist leader. He stands for the
nationalist movement’s most extreme and militant wing.

The book explores the difficulties of interpersonal relationships, focusing in particular on the love
triangle between Nikhil, Bimala, and Sandip, which reflects the prevailing political ideologies of the
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period. Tagore uses a first-person narrative form in which the three major characters’ perspectives
are alternately used to tell the story. Readers can learn about the character’s inner thoughts and
difficulties using this strategy. The book employs a variety of symbols and metaphors to express its
topics, such as the idea of the “home” standing for continuity and security and the “world” for change
and the difficulties of the outside world. Nikhil: He is Bimala’s spouse and stands for a more
reasonable and moderate response to the problems that India was experiencing at the time. Instead
of engaging in physical conflict with the British, he favours diplomacy and collaboration. The book
explores the internal and external tensions that these people experience, as well as their
interpersonal interactions and the larger political setting of India’s independence movement. It draws
attention to the complexity of human decisions and the effects of more significant societal changes on
individual lives.

Bengali literature’s “Home and the World” is regarded as a masterpiece and has been translated into
other languages. The examination of love, nationalism, and the conflict of ideologies during a pivotal
time in India’s history continues to be thought-provoking. It also gives a comprehension of
Rabindranath Tagore’s political and philosophical viewpoint, a significant role in the fight for Indian
independence, and a laureate of the Nobel Prize in literature.

The tale is a geographical setting in rural Bengal during the dreadful year 1905. Lord Curzon recently
separated the Bengal presidentship between a western and an eastern half in a move that was
concurrently a traditional instance of partition and conquer and an open aggression against the
government prospects of the constitutional adept Hindu aristocracy of Calcutta. Swadeshi, which
means “of our own country,” became the central theme of nationalist movements after the partition,
when foreign goods, notably textiles, were used as emblems of colonial dominance. In certain, the
assertion that India’s markets and commodities had been accustomed to promoting British
industrialization, which ultimately culminated in India being poorer and more oppressed, was one
political symbolism that emerged from the economic analysis.

Even while the story may examine without the wealthy richness of inferred connotations, the novel's
recurring images—from the fire to the frequently shown hallway that connects the zenana and the
sketching room—inescapably fill the tale with a variety of meanings. Ray uses cinematic images to
allegorize a simple story that is situated in a very particular social and historical setting. After the
initial chapter of the last inferno, the tale opens with Nikhil, a young and developing landowner,
delivering an English language verse to his attractive spouse while sailing on the river. It is a moment
that may have happened in the lake region and unmistakably reflects the passionate love society of
the colonisers in India. The young woman doesn’t grasp a single phrase of this speech of love, and the
situation is only set in India. Nikhil waited till now to inquire about his wife’s interest in learning
English. She complains in vain, as the voiceover explains, because he employs an English governess
as a sign of his own traditional power.

In addition to teaching Bimala English, the governess also teaches her piano, English singing, and
even how to make tea. Before the English mistress abruptly had to depart town due to rocks hurled
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by a mob of politically charged and motivated students, the young student made wonderful progress.
Politics become even more ingrained once Sandip, Nikhil's dearest and oldest friend and currently a
well-known Swadeshi campaigner, arrives in town. He talks fervently about Swadeshi. Thus, the
political context is given in detail, and the demonstration concludes with the Bankim Chandra
Chatterjee-penned song Bande Mataram. The demonstration is held in the courtyard of the landlord’s
home with Nikhil's agreement. Bimala listens from the protection of the zenana.

Nikhil tells his spouse that he desires her to get together with Sandip later that evening. Over the
years, he has informed Sandip all there is to know about her, but ever since they were married, she
has remained within the Zenana and only spoken to her husband. Thus, meeting Sandip also entails
leaving the female quarters and joining the arena of public sex with guys. Sandip’s arrival ought to
appeal to those in the “males” and the politically engaged facets of society, which is definitely no
coincidence. Nikhil tells his wife about Sandip’s numerous relationships and makes it obvious that he
disagrees with Sandip’s politics, but his motivation for bringing his wife out seems a little unclear from
the get-go.

It is obvious that Nikhil desires to accomplish to a greater extent than simply boast about his
attractive and brilliant wife. He piques her curiosity in politics and Sandip at the same time. After
Bimala informs Sandip that she supports the Swadeshi movement, Nikhil comments, “Now you are a
free agent.” Because of the way their marriage was set up, Nikhil feels he can free his wife from both
the zenana and the conventional world, which determines both her exclusion from his public life and
her devotion to him. Nikhil also expresses his belief that Sandip is not as idealistic or as committed to
Swadeshi ideas as they would appear on the surface.

Ironically, Nikhil is at his most tyrannical when he forces his wife to follow his rules against her choice.
Nikhil's dedication to rationality strikes me as fanatical, poorly thought out, and blindly idealistic.
Predestined tragedy and overpowering fatalism serve as the backdrop for the freedom illusion. By
that exact time, Bimala enters her senses and realises that her partner is a true treasure who is more
of a government hero in society than his romantic competitor; the outcome has already been decided.
The estate is destroyed by riots that broke out because of Swadeshi unrest. As soon as Nikhil learns
that his wife has come back to him, he immediately mounts his horse and goes off to put an end to
the violence that has also engulfed him. This is driven by his own sense of dignity and responsibility.
So much for the world that Nikhil had pleaded with her; at the conclusion of the novel, not even he is
certain that the disastrous misunderstandings between him and Bimala can ever be rectified. Her
universe has been hollowed out as a result of the evacuation, and just as she is about to revert to
worshipping her husband as her deity, he vanishes forever. The overwrought moral tragedy of the
finale transforms the modernist tale into an epic.

Ironically, Nikhil’s relentless and imperious goal to turn Bimala into his own contemporary deity for
the purpose of simultaneously fulfilling himself and releasing herself on his own terms is hidden by
Tagore’s utilise of inclination to build the novel’s action and tension. The shifting of male inclination
onto female happens even when female attentiveness is most obviously at stake, and both Ray and
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Tagore are entirely conscious of it; for that matter, it functions as an inconsistent restitution of the
boundaries of customs that have been so harshly criticised by Bengali modernizers while also
reminding us of the contradictory establish of female in Indian projects for reform in society and
traditional contemporary society since the nineteenth century. Tagore refrained from following suit.
The link between modernity and Nikhil and Sandip, with the former’s haughty and misdirected
idealism and the latter’'s explosive materialism that is cynical and deceptive, shows just how colonial
nationalism failed in Tagore’s view. The Home and the World’s portrayal of death and widowhood as a
narrative conclusion highlights the inherent boundaries of modernity in India and the potential that
incorrect and repeated interpretations of tradition will negate the promise.

Unavoidably, Tagore’'s work loses the conceptual perspective that he accomplished by narrating his
story via the sequential and intersecting first-person narrative testimonies of the three people in the
triangle. The largest loss in converting from text to film may be the loss of Bimala’s voice and her self-
conscious comprehension of the arduous journey to the realm of politics and emotion. Sandip’s
influence on Bimala causes her to mistakenly believe that her husband is a nice guy and that Sandip’s
attention is being used to manipulate her, but Bimala appears to be well aware of this. She is being
drawn towards something that is both dangerous and misleading. Even Sandip’s comments on his
own political approach demonstrate Tagore’s sorrow at the course of nationalist politics. People who
want to put out serious effort cannot ignore this fact. The interaction between Nikhil and the head, the
native guide who encourages Nikhil while also admonishing him against his personal destructive
belief in Bimala, is the most striking illustration of Tagore’s knowledge of the risks of this strategy and
its primarily European roots.

This radically breaks the simple connection between Nikhil’s conception of modernity and its
ostensible ancestry in Europe; Sandip, not Nikhil, is the one who has been most thoroughly and
corruptly Westernised. via the fetishization of the national image via sexual desire and religion,
nationalism also displays a foreign heritage. As a consequence, the tragic miscommunication between
Mother nation India and a devoted lover sheds the sin of lustful adultery into the Indian political
landscape of today. Sentiment and religion encourage Sandip’s tragic error. Now hidden and
unintelligible, India’s magnificence and its nationalist apotheosis were once clear. Therefore, venal
and exclusive forms that emerge out of reason itself grasp upon the shift from the social hindrances
of a fixed conventional worldwide to knowledgeable cause, which is wrapped in the reasonable terms
of liberty and discovering themselves. A portion of what Tagore’s work criticises is the connection
between the European Enlightenment and patriotism and colonial rule, which both restricted the
possibilities of the new universalist principles and authorised injustice and corruption that denigrated
the modernity of Europe. Locally, the work of literature offers a compelling illustration of the shift
from Bengal Renaissance Enlightenment ideas of terrorism, radicalism, and socialism being used for
political gain.

However, according to Tagore’s biography, he finally believed that it was fruitless to either return to
the traditional Indian way of life or to maintain the Bengal Enlightenment’s ardour for things Western.
Rather, Tagore appears to imply—in Indian terms—the necessity of negotiating new connections
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between custom and modernity, between men and women, and between the household and the
outside world. But he does so in relation to his nuanced depiction of the tragic outcome of Nikhil's
aspiration: not just was his endeavour to make cleanser and fabric poorly executed, but his belief that
liberty and affection might have been the awful spark of his impending doom because he was
convinced, they might be straight-forward byproducts of reawakening. So much for the world that
Nikhil had pleaded with her; at the conclusion of the novel, not even he is certain that the disastrous
misunderstandings between him and Bimala can ever be rectified. Her universe has become hollowed
out as a result of the evacuation, and just as she is about to revert to worshipping her husband as her
deity, he vanishes forever. The conclusion’s overwrought moral tragedy transforms the modernist tale
into an epic.

Sarcastically, Nikhil's relentless and arrogant goal to turn Bimala into his own modern deity Tagore
uses desire to hide the anxiety and action of the novel, allowing him to both satisfy himself and
release her on his terms. Either Ray or Tagore is fully aware of the transfer of patriarchal yearning
onto females even when feminine interests are most plainly at stake; for that matter, it functions as a
paradoxical restitution of the limits of custom that has been so harshly condemned by Bengali
modernizers while also assisting in reminding us of the conflicting establish of women in Indian
projects for reform in society and societal contemporary society since the beginning of the nineteenth
century.

By the story’s end, Bimala has finally lost her voice. First, Nikhil's entrance into her life, his egotistical
connection with both home and love, thwarts her desire to play out the mimic drama of modernity,
and then, long later, Nikhil’s unusual heroism—his ultimate yet self-serving sacrifice. When she
performed a wonderful song with her English mistress about the impossibility of finding lost love
following years of travelling, this was illustrated so eloquently. The final victims of what is ultimately a
very ancient narrative are pleasure and politics, dedication and bravery, the house, and the globe.
The weight of this tale rests on Bimala’s body, and despite Nikhil's sincere promise that she had done
nothing wrong, she is punished. The opening picture of fire then repeatedly flashes up once the lights
are turned back on, and the early images of Bimila’s decoration and experimenting vanish. The novel
puts us in a situation of crisis around questions of contemporary times, gender, politics as a whole
affection, and narrative trouble that we scholars would definitely prefer to answer using the distanced
tools of our line of work. The book is, at times, unbearably sluggish and needlessly theatrical. But
perhaps all we can do while doing this is the degree to which our initial effort, such as it is, may
engross in a little direction the shattered reality of the anti-colonial world.

The tension between tradition and modernity in early 20th-century India is explored, along with the
intricacies of nationalism, interpersonal relationships, and other topics in the book. Nationalism and
the Swadeshi Movement: The tension between various strategies for gaining Indian independence is
explored in the novel. Sandip promotes a more militant and combative posture, whereas Nikhil
represents a more moderate, non-violent stance. Nikhil, Bimala, and Sandip, the three major
protagonists, are at the centre of the story. The main character, Nikhil, is an advocate for peaceful
tolerance and moderation. His wife, Bimala, joins the nationalist movement thanks to the ferocious
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and charismatic commander Sandip. The narrative explores the tensions and disputes that develop
when the personal and political spheres collide, as well as the evolving roles and attitudes toward
women in society.

The dual title reflects the novel’s main themes: “Home" refers to the home realm and interpersonal
interactions, while “World” refers to a wider social and political environment. In the setting of a
changing India, Tagore examines the complexities of love, responsibility, and national identity via
these themes. A major piece of Indian literature, “Home and the World” (also known as “Ghare-
Baire”), provides a nuanced viewpoint on the complexity of human nature and society.

Despite its creative shortcomings, The Home and the World is a significant classic for comprehension
thoughts of Tagore on the perils of political radicalism. The Swadeshi movement in Bengal, which
demanded a rejection of all goods manufactured abroad and a total reliance on things made in India,
is the focus of the book. Tagore uses the word “Swadeshi” to represent his stance towards all
organised political action, which is that individuals have little or no influence over it. Swadeshi is
described as “a flood, breaking down the dykes and sweeping all our prudence and fear before it” in
The Home and the World.

Each of the book’s three major characters describes their conversations with each other in the initial
person. Nikhil is Bimala’'s partner, while Sandip is Bimala’'s intimate lover. Nikhil is the ideal illustration
of a selfless, contemporary bridegroom who hopes to liberate his wife from the restrictions of an
Indian traditional wedding. Sandip, on the other hand, is a selfish person who sees relationships
between men and women as nothing more than overt sexual encounters. Bimala is shown as a naive
person who obeys her spouse entirely, at least at first. But Bimala is considerably more than that. She
can be identified as Durga Devi, the female deity of formation and demolition, as well as Shakti, the
profoundly feminine power that underlies all of existence. She is a representation of Bengal in all its
beauty, vitality, and magnificence.

As a result, the battle between Nikhil and Sandip for Bimala is a battle for Bengal's future because
they depict two very various views of Bengal. According to Nikhil, an erudition humanist, freedom is
necessary for option as well as for growth in oneself and happiness. Truth cannot be imposed on
others. He believes that in order for him and Bimala to develop a genuine connection with one
another, they must have this independence. Initially favouring Swadeshi, like Tagore, Nikhil also
recognises the worth of the “external world,” and he seeks to do more than just advance the interests
of his country. Sandip presents himself as a realist who faces the world with ugliness. Those who
agree with him are referred to as “iconoclasts of metre”. (57) Sandip. Sandip believes that if the end
justifies the means, then almost any human activity may be justified if the stakes are high enough.
The single underlying premise of existence is this. He says, pointing, “Nature surrenders herself, but
only to the robber. Because she enjoys having this strong urge”. (45)

Sandip and Nikhil ostensibly have the identical goal of being free from persecution. They disagree on
how freedom should be realised and how it should be understood. Nikhil believes it is destructive to
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have nationalistic motivations. He asserts that “to tyrannise for the country” is to rule it (109). Sandip,
in contrast, stops at nothing to attain his goals. His interactions with each one in the book, especially
Bimala, whom he reduces to stealing from her husband for him, exhibit an utter lack of regard for
moral principles. History serves as a reason for Sandip’s behaviour. There are no higher ideals than
those set by humans in Sandip’s cosmos, and religious ideology has absolutely no place there either.

Nikhil, however, rejects the idea that there is disorder in the world and instead thinks that each
person is granted the liberty and opportunity to contribute to the world’s limitless creativity. This may
be observed in his connection with Bimala, who always has an underlying feeling of sensuality without
ever being overpowering. Nikhil’s love for his country, which has significance solely in as much as it
allows for each person’s independence and personal growth, might be compared to this. Sandip, in
contrast, decreases seductiveness to soulless eroticism and national admiration to catastrophic
anarchy. Sandip, however, is not a stupid or uninformed person, and it is this that constructs him so
terrifying. For instance, Sandip is aware of Nikhil’s moral character and remarks on their relationship
by saying, “Then again, there is Nikhil.”

Sandip is aware of the errors in his own reasoning. However, he perversely decides to dismiss them
instead of address them, which causes any moral awareness to be swept away by the external
pressure of collective action. Sandip’s narrow-mindedness is brutally exposed when he ties his desire
to entice Bimala to abandon her husband with his ambition to completely destroy all remnants of the
old moral and political order. Sandip has certain risky traits, including his extremism, his insistence
that the old system must be overthrown in order for an alternative one to arise, and his belief that the
force he represents is invincible. The novel’s events, which include the constrained incorporation of
Muslims in the predominantly Hindu Swadeshi movement, the blazing of foreign clothes, the demise
of grain elevators, and the outright boycotting of schools, happen quickly, which supports this. Tagore
underlines the dangers of collective action since once it starts, it is difficult to stop. Nikhil, meanwhile,
is Sandip’s polar opposite. Since he appreciates the worth of everyone above everything else, Nikhil
does not wish to coerce anybody.

Between the two males is Bimala. Even though, from her perspective, Sandip’s cause is never made
clear and instead remains an uncertain concept, she is first intrigued by it. “Fanaticism for truth”.
(32) She doesn’t stop to think about what Sandip represents until the very end of the book, when she
has been forced to dishonour and abandon her bridegroom. Her attraction to Sandip personally keeps
her committed to his mission. However, Bimala does not completely comprehend the effects of her
acts until they produce disastrous results. When Bimala instructs her maid Amalya to trade in part of
her jewellery in order to make it up for the sum of cash she obtained from her husband, this sets off a
series of events that finally leads to Amalya’s death. She has been reduced to a physical nothingness
from a psychological and spiritual emptiness. By the book’s finale, Bimala’s spouse is on the verge of
passing away, and she feels uncertain about the future.

Tagore’s rejection of group action as an impulse that is harmful to individuality and liberty was greatly
influenced by The Home and the World. The book also foreshadows his later rejection of nationalism
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as a terrifying manifestation of this collective activity. The book is crucial in laying the foundation for
Tagore's demand for a new system of government that promotes inter-human connection. The Home
and the World’s message is unmistakable: Denying difference and uniqueness is the same as
rejecting diversity and the fundamental nature of the universe. Political limits make the presumption
that they can define and restrict a reality that is inherently unlimited. Political barriers reinforce
exclusivity and prevent collaboration and unity in the face of diversity. The Home and the World is a
precursor to Tagore’s “poet’s religion” or “religion of man” and focuses on the dangers of group
activity. Political or otherwise, limits are a manifestation of humanity’s urge to confine the universe to
what the ego-centred self can understand, according to Tagore. Humanity tries to freeze reality
because they believe that by accepting an objective universe, they may accept their own identity
above and beyond it.

Sandip may argue that his struggle is for a good cause, but it is also obvious that his motivation
comes from his own ego. It is imperative that one gives oneself over to the “Universal Self, “5, which
is the greater reality that unites and harmonises all specifics. In order to experience the endless
manifestations of the divine, one must turn to the world. Only by experiencing the richness of the
universe can one encounter the divinity that fosters a feeling of human wholeness and makes it
possible to alleviate suffering. This is why Tagore praises the world. This idea serves as the main
driving force for all of Nikhil’s actions.

Tagore, who is solicitous with Darsana, or “seeing” the truth, is greatly influenced by the Indian
intellectual tradition. He regards the need to categorise the universe as a dogmatic, ignorant
assertion made by people. In almost everything we do, orthodoxy and the pride that drives it are
evident. Tagore encourages an eventual return to normalcy in his poem The Home and the World. He
recognises that awareness of national pride simply breeds haughtiness and prejudice against others.
He gave a message that is ageless and still holds true today.

In conclusion, “Ghare-Baire” is a faithful adaptation of “Chapter Two: Home and the World” and
successfully brings Tagore’s book to life on screen despite changes in the medium and the methods in
which the tale is told. For those who have read and appreciated the book, it is a valuable cinematic
rendition since it preserves the core of the original work.

Ghare Baire

Satyajit Ray, a prominent Indian director, directed “Chapter Two: Ghare Baire” in 1984. The Nobel
Prize-winning author and poet Rabindranath Tagore’s work “Ghare-Baire” (often referred to as “The
Home and the World”) serves as the inspiration for this movie. Bengali literature’s “Home and the
World” was first published in 1916. Three central characters—Nikhilesh, his spouse Bimala, and his
close companion Sandip—in “Ghare Baire” are intertwined in a complicated web of connections. The
movement known as the Swadeshi Movement in India under British rule serves as the setting for this
examination of nationalism, individual freedom, and the conflict between traditional and
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contemporary ideals.

In 1984, Satyajit Ray adapted Tagore’s complex book Ghare Baire (The Home and the World). Tagore
composed it in nine months, during which time he toured Kashmir, Japan, Shantiniketan, Calcutta, and
his farm in East Bengal. These are the two main preoccupations that may be found at the core of
Ghare Baire: national and local. Between May 1915 and February 1916, he wrote it down. The debates
of nationalism had started to agitate him during the time when World War | was raging in Europe. Set
in 1905, the wintertime, Bengal and India, during the reigns of Lord Curzon in Bengal and the British
administration of India, when the state was being attempted to be divided using the divide and rule
policy—one for Hindus and the other for Muslims. When the Swadeshi campaign was established to
urge people to boycott British textiles, Bengal was on fire.

The movie portrays Ray’s fan as a social critic and is unquestionably one of his most politically
challenging films, despite being considered to be at the end of his filmmaking career. Ray covered
everything: the colonizer-colonized complex, the home and the globe, and the ideologies that control
the social, political, and family fronts. From a historical standpoint, Bengal, at the turn of the century,
left behind a complicated legacy. From the time Tagore wrote Ghare Baire, there has been a
significant degree of change, as shown in Ray’s film version. The idea of a dialectical reversal is
stimulated by the contrapuntal interpretation of fiction and its cinematic presentation. However, the
auteur’s originality acts as an authentic literary and historical antecedent that is crucial for
comprehending the film’s own reality. In reality, the movie makes a modern statement by arguing
that, as a statement in the world, it has more in common with us as viewers than it does with us as
readers in Tagore's setting.

According to Ray, “Film” as a means of expression and the idea of an art form enduring across time
was a Western idea, not an Indian one. Ray faces the ongoing task of demonstrating to the Western
world the achievements of the colonised Indians through the film’s narrative. This triangle-shaped
love story, Sandeep’s unstoppable oratory in the face of Nikhil’s scepticism, and Bimala’s narcissistic
tendencies are all so truthfully depicted by Ray that they increase to the point that it merits what Gillo
Pontecorvo felt—the Third World Cinema. Ray felt a stronger connection to Nikhil than Sandip after
reading Tagore’s Ghare Baire. Nikhil is depicted as having a lot of human attributes, yet he is never
transformed into a saint.

In his cinematic version of the novel, Satyajit Ray changed the framework to make the story dramatic.
The opening scene of Ray’s “Ghare Baire” shows Bimala in tears following Nikhil’s terrible demise.
The theme song adds to the atmosphere of ominous doom. The work is recounted as a sequence of
first-person narrators of the three characters because it is primarily concerned with their thoughts.
Ray included these voices as well, but he reduced the film’s structure by giving Bimala just two
portions and Sandip and Nikhil each one. The opening two minutes of Bimala’s 57-minute-long first
narrative is spent narrating how she got married and joined Nikhil’s mansion. Her perspective is used
for the remainder of the section. As she initially moves into the passageway with stained-glass
windows, her voice-over is audible. A brief monologue introduces Sandip’s, Nikhil’s, and Bimala’'s
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portions before the rest of the portions are told from their respective points of view.

The lengths of these portions are, respectively, 15 minutes for Sandip’s, 15 minutes for Bimala’s
second, and 12 minutes for Nikhil. The last 50 minutes or so of the movie are told from an omniscient
third-person point of view. Understanding the film’s mechanics through an analysis of its structure is
beneficial. Although Nikhil pushes Bimala to exit the zenana, Bimala and Sandip mostly control what
happens once she does. Nikhil takes a backseat in the action. Nikhil examines the turmoil Sandip has
produced in his area but refrains from interfering with Sandip and Bimala. The last segment
demonstrates how Swadeshis’ unrest prompted intercommunal violence, Nikhil's assertion of his
independence, Sandip’s departure, and Nikhil’s untimely demise. For the public’s benefit, Ray has
created a number of scenarios of their own creation and expanded sequences that aren’t described in
length in the book, including Sandip’s speech. The Nikhil family has been crafted with every historical
detail. With only a few words from the novel, Ray wrote practically all of the dialogue. Sandip, Bimala,
and Nikhil’s talks are infused with Ray’s sense of comedy.

From his earliest films, Satyajit Ray showed his mastery of the craft, which peaked in “Charulata.” He
reaches an even greater altitude in “Ghare Baire,” which is beyond that pinnacle. It is worthwhile to
watch some of the moments in depth because the movie is an absolute masterpiece. The foreboding
theme music on the soundtrack begins with the opening scene’s Swadeshi bonfire and is followed by
the shouts of Bande Maataram. The movie often references fire. The opening shot, which depicts fire
burning on the property at a distance and being sparked by community violence, is cut off from the
flames of the title sequence. Then, when the camera pans left to a close-up of a tearful Bimala telling
her narrative, the words “What was impure in me has been burned to ashes” are shown. It makes
sense why she is called Bimala.

The vast array of canvases in Ray’s body of work, which mostly focuses on societal concerns that
were urgently needed, is impressive. Ray, in a sense, lived in and for his era. He was able to perceive
the pace of the time he worked with in astonishment and meticulousness. His versatility as a
filmmaker was elevated by the subtle portrayal of Bengal in the context of the state’s rural, urban,
social, political, economic, historical, ideological, philosophical, and psychological practicalities
spanning the phenomenon of transition from tradition to modernity. The foreign reviews of Ray’s
films, written by about sixty critics over the course of ten years, are generally mediocre, with a few
notable exceptions, such as the reviews by Penelope Houston, Judith Crist, and Pauline Kael, which
are remarkably observant and avoid the general condescending tone that will be criticised here.
However, they suffer from shallow coverage. The reviews of Ray’s films were overwhelmingly positive.
However, generally speaking, they didn’t have much to say, which was useful for comprehending
Ray’s work, particularly in the unstable environment of shifting ideologies and sensibilities. Anyone
who laments the subpar film criticism in India will find little solace in the average quality of overseas
reviews.

Ray was skilled at fusing cinema with the elements of great historical changes. His film goes beyond
the frames, putting out a variety of implications and giving the audience some room to interpret what

Copyright © 2026 Academic Master. | 11



@ ’ACADEMIC

he is trying to say. This essay explores Bengal's significant transformative period in the 19th century.
The protagonists in Ray’s films, who were heavily influenced by Western beliefs, could tell the tale of
an entire generation since each individual action so powerfully reveals a certain amount of the socio-
cultural context. The film of Ray makes it abundantly evident that a person’s confrontation with
themselves is inevitable in the face of any kind of social milieu change.

The split between Muslims and Hindus, as well as trends towards liberalism vs. nationalism, are two of
the most contentious issues in Satyajit Ray’s 1984 film “Ghare Baire,” which is set in India. Long
before Ray would helm his first major motion picture, “Pather Panchali,” the original script, which was
based on the Rabindranath Tagore novel of the same name, had already been written. The narrative
structure of the story, a tale of a lady caught between two men, provides a viewer with a highly
perceptive and yet very contemporary look at the blending of the personal and the political and the
conundrum this results in.

The manner in which Ray discloses the various manners in which politics impacts the existence of
human beings can arguably be regarded as the most consequential element of his cinematic creation.
Essentially, the partition within Bengali culture, as portrayed in the film, can be likened to the physical
and emotional segregation that the characters encounter both internally and in relation to others. For
instance, Bimala finds herself increasingly distanced from her husband despite her fervent emotions
and deep admiration for Nikhilesh. It is worth noting that the majority of the narrative unfolds beyond
the confines of Nikhilesh’s abode, which implies that making a particular choice also entails a
significant transformation in the external world, a transformation that is aptly mirrored by the radical
shift witnessed within the domestic sphere.

At the same time, the characters created by Ray skillfully challenge and invalidate any endeavour to
simplify the issues portrayed in the film into mere roles of protagonist and antagonist or a binary and
uncomplicated worldview. Furthermore, even a character like Sandip, whose actions might serve as a
reflection of contemporary populist leaders, finds himself entangled in his affection for Bimala, his
friendship with Nikhilesh, and a movement that appears to be slipping out of his grasp as escalating
violence threatens to engulf the state of Bengali. The profoundness of Chatterjee’s depiction becomes
particularly evident in the poignant final moments of the film, where he endures the repercussions of
his own decisions and lack of foresight, thus showcasing the intricacies and nuances of his portrayal.

She continues, “What remains in me | dedicate to him who received all my failings in the depths of his
struck heart,” as the camera moves in closer to her. Now, | am aware that he is unique. The music
track then cuts to a much larger close-up of Nikhil wearing his bridal headpiece as Bimala. A younger
Bimala dressed in wedding accoutrements is seen being carried into Nikhil’s mansion as the camera
pans out and zooms out. It zooms out to reveal both of them after cutting to her face in the large,
sepia-tinted photo of the pair.

Then, Nikhil's sister-in-law (Gopa Aich) appears in white, and from Bimala’s commentary, we learn
that she had already become a widow when Bimala moved into the home. As a maid plaits Bimala’'s
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hair, the camera moves to the right to catch her. The servants and both of them are shown seated in
the aristocratic mansion’s hallway as the camera pans back. The music being played on the
phonograph has the sister-in-law applauding and swaying. This is a great introduction that uses both
economy and style to introduce the topic.

The central focus of the film is centered around the character of Bimala. Within this narrative, we are
presented with a female protagonist who finds herself torn between her yearning for personal
liberation and the more conventional inclinations that are embodied by Sandip. This internal struggle
is effectively portrayed through the exceptional performance of Swatilekha Sengupta and Ray’s
masterful direction. Bimala serves as a representation of a fundamental dilemma, the implications of
which extend far beyond the boundaries of her domestic environment. Every decision she makes has
the potential to endanger her own happiness and independence, adding a layer of complexity to her
journey.

In the final analysis, “Ghare Baire” is an exceedingly political film with a romantic subplot that artfully
encapsulates significant and considerably controversial themes. In the larger context of the director’s
oeuvre, this cinematic masterpiece proves to be an immensely pleasurable viewing experience, which
further attains an air of timeliness owing to the remarkable talent of its cast and the adeptness of its
directorial execution.

In the literary work entitled Ghare Baire, authored by none other than the distinguished writer Nikhil,
the reader is introduced to three distinct and discernible philosophies, each espoused by the
characters of Nikhil himself, Sandip, and Bimala. It is vital to note, however, that in spite of the
disparities in these ideologies, they all share a unique dogmatic belief, specifically that any deviation
from the accepted and established wisdom will unavoidably result in irreversible and eternal
catastrophe. Hence, it can be argued that the filmmaker Ray has masterfully executed his craft in this
cinematic masterpiece, skillfully portraying the transition from traditionalism to modernism during the
colonial and postcolonial eras and subsequently delving into the profound consequences that ensue.
This comprehensive and all-encompassing portrayal of societal transformation, captured through the
employment of an expansive and visually immersive montage, not only serves as an exemplary
benchmark for Ray’s integrity, authenticity, and timeliness, but it also inadvertently highlights the
inescapable predicament he finds himself in, as a veritable captive of his own unparalleled brilliance
and creativity.

Satyajit Ray’s renowned film “Ghare Baire” is widely recognized for its astute depiction of the
characters, complemented by the historical backdrop against which the narrative unfolds. The
cinematic masterpiece delves profoundly into the intricacies of the characters’ psyche and their
dynamic interpersonal connections while simultaneously addressing the prevailing political unrest of
that era. On the other hand, “Home and the World” is recognised as the genuine writing of the
revered Rabindranath Tagore. Its ranking as one of Tagore’s finest creations is further cemented by
the fact that it is a foundational work of Bengali literature. This book explores a wide range of
interrelated subjects, most notably nationalism, autonomy as an individual, and the constant conflict
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between traditional values and modern development. However, this particular work of literature
stands out for its unique approach to understanding these complex concepts because it expertly
combines the power of written language with the reader’s creative mind, which has no bounds.

The film “Ghare Baire” is an adaptation of the literary work “Home and the World,” as can be
discerned by undertaking a comparative analysis of the two. It is important to acknowledge that
inherent disparities exist between these two mediums, even if the movie effectively portrays the
characters and their predicaments while capturing the essence of Tagore’s prose. In contrast to the
novel, which achieves this through textual descriptions, the film has the ability to accomplish this
through the art of cinematography, the skilful performances of the actors, and the evocative power of
music, as it is a medium that engages both the visual and auditory senses.

Since all films are works of art, they don’t necessarily need to be accurate to the source material.
However, the majority of critics feel that since they claim to be a book modification yet not being
shaped by the book, it is crucial for them to maintain the essence of the individuals depicted in the
book. A basic problem concerning filmmaking, therefore, arises: Is it acceptable for a filmmaker to
“change” a writer’s story? It's important to consider if a movie that is centred on a book offers fresh,
thought-provoking ideas or whether the alterations are only cosmetic and intended to boost the film’'s
appeal. A discussion of Ghore Baire by Satyajit Ray will allow for this element to be investigated. The
1984 film, which deals with the Swadeshi Movement as well as gender roles and liberation, tackles
these issues. Govind Nihalni has expertly portrayed the story, which is based on Rabindranath
Tagore’s original short story, Ghare Baire.

Early in the 20th century, when Indian nationalism first started to emerge from its traditional, polite
manner of anti-colonial opposition, is where Ghare Baire was set. The period in question is now known
as the Swadeshi Movement, which was most prominent in colonial Bengal but felt tremors across
colonial India, much like an earthquake felt in places far from the epicentre. The British federal
government’s cunning move to divide the presidency of Bengal into two distinct bodies in 1905,
ostensibly for administrative reasons but actually with the intention of stifling the patriotic fervour
that was quickly taking hold in that region of India, served as the catalyst for the Swadeshi
Movement.

Nationalists of all stripes viewed the division of Bengal as a clumsy realisation of the divide-and-rule
strategy of the colonial government. The majority upper-class, upper-caste, English-educated Bengali
nationalist leaders in the western wing saw the partition as a threat to the nascent Indian nationalism
as well as to the undisputed dominance they had up until that point in terms of culture, economy,
education, politics, and professions. This leadership assumed charge of the task of rebuffing the
colonial rulers.

The narrative takes place on the estate of wealthy Bengali nobleman Nikhil (Victor Banerjee) in early
20th-century India. Prior to Sandip, a buddy and radical rebel, appearing, he is content with his lovely
wife, Bimala. Sandip, who is enthusiastic and aggressive, contrasts with Nikhil, who values tranquillity
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and is often more docile. He is able to win over Bimala with ease, resulting in a triangular relationship.
Though Nikhil is aware of the light of what is taking place, he is a trustworthy individual who gives
Bimala an opportunity to develop and realise her objectives. In the meantime, Bimala feels the
feelings of love for her initial time in a way that makes her realise that her husband Nikhil is the one
who truly loves her.

The book also has political overtones. Nikhil and Sandip were childhood buddies who remained close
as adults. While Sandip goes on developing into Nikhil, a freedom warrior and heir to a tiny kingdom
he ascends to the position of Raja. Since their undergraduate days, the two had been separated for a
long period of time. Nevertheless, they connect soon after Nikhil’'s wedding. Sandeep is a prolific
philanderer and is single. He stops Nikhil in mid-sentence and formally requests permission to monitor
the public’s boycott of British goods offered for sale in the open market from Nikhil's castle. Sandeep
also one-sidedly claims that the movement’s spiritual inspiration is Nikhil’s wife. The connection
between Sandeep and the wife begins with the woman, known as Bimala, being plainly flattered.
Nikhil wallows in his own misery till he ultimately dies. His wife learns after his passing that Sandeep
had no romantic interest in her and had just exploited her for his own money and political gain.

But when Ray turned it into a movie, he chose to quietly combine the themes of the two characters’
conflicting views and envy. Sandip was a “swadeshi” with flaming eyes who preferred “movement”
over specific people. Nikhilesh was a humble Zamindar/Raja who placed more importance on the
Swadeshi Movement than the dire circumstances of his people. He was intelligent, kind, and
philosophical. Nikhilesh disagrees with Sandeep when he threatens to “force” his supporters to stop
making money by selling British goods because he realises that the woman he married and many
other people in his little kingdom will back his buddy instead of him.

The main distinction between Satyajit Ray’s movie and Rabindranath Tagore’s book is how the love
topic is presented. In the book, Tagore quietly aroused desire via romance, which in Bimala’s
imagination is like a fantasy. Sandip’s speech took on an intimate quality, and each glance hurled
itself begging on its knees. the year 2002, page 46. Another illustration of daydream romanticism
may be seen when Bimala thinks of Sandip’s passionate plea to her to give up mundane
housekeeping and explore the freedom of the outer world. She adds Sandip’s pleadings when his
adoration of the nation and his worship of me become intimately entwined. (Tagore 2002:51). The
scene in the movie where Bimala takes 6,000 gold sovereigns to deliver to Sandip is one of the
biggest differences between the novel and the film. The novel conveys a variety of feelings. Sandip
jumps up from his seat in pure joy and rushes towards Bimala, who frightenedly shoves him back,
sending him spinning and collapsing to the ground after bumping his forehead on the marble table’s
base. At Bimala’s sacrifice, Amulya is brilliant. Later, Sandip reveals, “I had approached you to offer
my reverence, but you turned me away.” Bimala becomes even more moved by Sandip’s fervent
statement. She thinks that despite being taken from her own house, she has become dazzling. The
many emotions that are there in this sequence are minimised and replaced by kisses in the movie.

In Satyajit Ray’s portrayal of the Bimala-Sandip connection, there is no ambiguity in contrast to
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Tagore’s hesitation. Subtly, Tagore awakened passion. Bimala’s thoughts are filled with passion and
fantasy. Two fairly improvised kisses by Satyajit Ray, which are not in the narrative, have a tendency
to trivialise the feeling. The kisses are interjected to symbolise the desire that Tagore quietly arouses
with thoughtful glances and hand touches. Once more, the book omits a scene from the screenplay
where Sandip reaches Bimala and Nikhil’'s chamber and steals Bimala’s hairclip as a memento. The
hairpin incident suggests a higher level of physical closeness than actually existed between Bimala
and Sandip.

Satyajit Ray’s reputation as a sensitive director who downplays emotions is well-known. Why, then,
did he change these sequences from Tagore’s book? The influence of Ray’s son Sandip, according to
some critics, prevents this movie from having the nuance of Ray’s earlier works. Due to Satyajit Ray’s
health issues, his son had a significant influence on the film’s direction. Ray had a heart attack in
1983 while working on Ghare Baire, which significantly reduced his productivity for the following of his
life, nine years. Because Ray’s health was deteriorating, his son assisted in completing Ghare Baire in
1984. Ray spent a lot of time thinking about and even created a script for this Tagore story on the
perils of fanatical nationalism in the 1940s. Despite some unavoidably difficult scenes caused by his
iliness, The film included the first official kiss in Ray’s work, and it got tremendous appreciation from
reviewers.

Famous cinema reviewers like Pauline Kael and Peter Ackroyd gave the movie high marks, although
they did not generally compare it to Charulata, which many people believe to be Ray’s finest picture.
Charulata and Ghare Baire have a lot of commonalities. Both films, which are adaptations of Tagore’s
writings, are held within a unique Zamindar palace. Both of them likewise confront a triangle whereby
a childless lady is compelled by society’s standards into a life of unfulfilled unhappiness. Since
Charulata is about unrequited love, it contains greater romanticism. Ghare Baire is more sophisticated
and has a darker, more mature perspective than Charulata thus there isn't as much melody in the
scenes there. In the meantime, Sandip convinced Nikhilesh’s wife to develop an emotional connection
with him through flattery and eloquence. Nikhilesh is aware of this, but he won’t hold his wife
responsible. He believed that his wife was naive and passionate about a charismatic man like his
acquaintance since she had just left the “purdah” (prayer room). Both the text and the novel
delicately depict Nikhilesh’s moral struggles and jealousies. The Raja and his diminutive army are in a
fight with Sandeep and his men. Despite suffering serious brain damage in the original novel,
Nikhilesh dies in the film.

It's intriguing how Ray changed the focus of his film camera from an affectionate object to the
struggle between opposing values. Using alternate shots of Nikhilesh’s opulent estate and the
exceptionally beautiful Bengal, with its tranquil and huge rivers and damp green vegetation,
renowned director Satyajit Ray accomplished this without using English. These items are pure
grandeur that has been preserved over many years of haphazard hoarding. The Swadeshi Movement
stands in sharp contrast to this dichotomy. With tunics, turbans, and firearms, this movement is
anything from serious. Ray maintains the political and romantic themes that coexist in the movie and
can never be subtly free of tension throughout the subtext.
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Is it ethical for Sandeep to externally force the impoverished native people to stop trading British
products and cut off their sole source of revenue? Is Nikhilesh right to hold the rank of Raja and to
disagree ideologically with his ex-friend? Was there any sort of private animosity present? In the film,
Ray skillfully depicts this dilemma. The representation of the Sandip-Nikhil argument by Satyajit Ray
may have personal elements. It is generally known that Tagore and Mahatma Gandhi had political
differences over issues like patriotism and the function of politics. In his book The Argumentative
Indian, Nobel Laureate Amartya Sen demonstrates how Tagore’s critique of nationalism is a recurrent
topic in his manuscript.

So perhaps Satyajit combined Rabindranath’s very humanitarian political philosophy with a pretty
conventional love tale to transform this work into a genuine film masterpiece. However, it must be
acknowledged that there are minor discrepancies between Tagore’s novel and famed filmmaker
Satyajit Ray’s film adaptation of 1984 in how nationalism and several other things are shown. One
does not get the impression from a realistic examination of the qualities of male and female,
affection, independence, marriage, or patriotism, which is presented in Satyajit Ray’s portrayal of a
novel of ideas. The relationship between one’s mind and its environment, personal and public
obligations, an ideology that emerged via the West and given an indigenous name, swadeshi, as well
as a long-standing Indian tradition of acceptance and mutual respect of different, even incompatible
elements are all topics that Tagore attempted to explore in his book. In contrast, the focus of Ray’s
movie is mostly on the relationship between Bimola and Sandip and historical events. The disparity
between the texts used in films and novels highlights another difference between the two mediums.

According to Tagore's Ghore-Baire, Bengali society’s poorest Muslims handled the bulk of the
country’s retail commerce. This conundrum or contradiction is what the book successfully draws
attention to. Both British and Indian products are on sale at the bazaar in Nikhilesh’'s domain.
notwithstanding the Swadeshi activists’ warnings and requests. In the best interests of his struggling
renters, Nikhilesh declines to remove British items. Swadeshi activists dislike failure. They use deceit
and deception, forcing the impoverished traders to endure great suffering while they burn the foreign
fabric they are selling. The Swadeshi Movement is,, therefore,, the target of the novel’s critique
because, rather than instilling feelings of nationalism, it divides Indian society across racial and
religious lines. The story depicts a communal rage among Hindu and Muslim Bengalis as a result of
the division of the society and classes. Amulya, a young adherent of Sandip, perishes in these
disturbances, while Nikhilesh sustains critical injuries. According to Tagore, such acts of murder,
hatred, and division are a byproduct of obsessive nationalism or flashy patriotic ideologies, both of
which he detests. In Tagore’s poem The Home and the World, an attempt is made to depict Nikhil’s
Bharat, which would include individuals like Panchu, the downtrodden farm labourers, Muslim traders,
and the Bhadralok, the well-educated urban bourgeoisie.

In contrast, Nikhilesh dies and is memorialised in Ray’s movie as a martyrdom for peace in an effort
to put an end to Hindu-Muslim clashes. By killing her husband and then, in the last act, chopping off
numb Bimala’s hair and clothing her in widow’s white, Ray really seems to be punishing Bimala at the
end of the film. Bimala is left in sadness as she gradually realises the effects of her political
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sympathies and Sandip’s machinations, making Tagore’s conclusion more poignant. In the film,
Nikhilesh is once more shown as entirely good; all of his deeds, such as the final ride into the night to
put a stop to a disturbance on his property, were motivated by instincts of selflessness. In contrast,
Nikhilesh is considerably more intricately portrayed in Tagore’s writing. The author of the book
depicts how Nikhilesh eventually begins to think that perhaps pressing for his wife's emancipation
against her choice was a mistake. This mental struggle and his nagging misgivings are depicted
throughout the book, which renders him incredibly relatable. “While | am going about my everyday
duties, there is a thorn somewhere pricking me in the heart. Even when I'm asleep, it appears to be
there”. (Tagore 2002:23)

The absence of the movie character Ponchu from the text is another significant distinction between
the two. Poverty among peasants and the callousness of many tribal leaders, especially Chakravarty
and Harish Kundu, regarding the disadvantaged are subtexts that are highlighted throughout the
novel through the introduction of Ponchu’s story. In the novel Ponchu’s Zamindar, Harish Kundu beats
the character and issues a fine for selling foreign apparel on his property. Ponchu set fire to a
package of foreign clothing that he had bought with borrowed funds. Two key elements are present in
this episode. As the bale of fabric was being set on fire by angry kids led by Sandip, whom Tagore is
perpetually scared of due to their jingoism and extreme patriotism, Bande Mataram was screaming.
The other factor is the callousness with which zamindars like Harish Kundu treat the underprivileged.
Ponchu begged for permission to sell this bale of fabric and vowed never to do it again. His cries,
nevertheless, remained unanswered. Thus, in contrast to Ray’s film, which mainly emphasises the
independence struggle, the novel offers a more comprehensive view of Bengal’s feudal society at the
beginning of the 20th century.

In the movie, Ray is also a bit more historically accurate. The events are given a historical date of
1905, which immediately follows Lord Curzon’s division of Bengal. The book has no similar historical
information. Instead, there is proof that this is a movement of nationalism that excludes people, such
as the Swadeshi Movement, which calls for the ban on imported commodities and the construction of
a Hindu god to represent the country. Instead, it is an urbanised middle-class movement that
disregards the demands of farmers in need and the country’s largest minority, Muslims.

There are differences in how this Machiavellian figure is portrayed in the text and the movie when it
comes to Sandip and the Swadeshi Movement. In the movie, when Sandip calls for a boycott of
imported goods, he comes across as appealing and reasonable. As a result of Tagore’s employment of
the narrative technique of many focalizations and Atmakatha sequences, Sandip’s genuine goals
become immensely self-revealing. Tagore appears to be outlining his critique of the Swadeshi
Movement, another ideal movement that was corrupted by opportunists. The film avoids highlighting
the dangers of such a movement since it is more historically accurate and instead focuses on Sandip’s
flaws, including his infatuation with foreign cigarettes and opulent activities like standard train travel.

The way Sandip’s flattery and flirty attitude towards Bimala is seen also differs in subtle ways. In
Tagore’s work, Sandip is shown as using seductive language to court Bimala from their very first
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encounter. Sandip plays on her sympathy. We won’t see each other again if you disappear for another
nine days. My horoscope predicts that | will pass away young (Tagore, p. 18). Ray doesn’t pay
attention to the flattering and enticing words. Instead, in the moment where they are presented to
one another, Ray concentrates on Bimala’'s shifting grins and the opulent porcelain tea set. Despite
having been married for 10 years, Bimala is mesmerised by Sandip, and Tagore skillfully captures how
this young woman experiences feelings of overwhelm when, for the inaugural time, attention is drawn
to her attractiveness rather than her role as a prudent and considerate wife rather than her beauty.

His well-wishers caution Nikhil about the potential risks posed by the developing Sandeep-Bimala
connection. In Bimala’'s bedroom, Sandeep’s image is positioned adjacent to Nikhil’'s. Sandeep is not
even reluctant to express his open affection for Bimala. Within a short while, the ‘inside’ waves
became the ‘outside’ storm. Sandeep’s Swadeshi campaign is unsuccessful, so he resorts to
disruptive tactics like setting the tenants’ foreign apparel on fire. Sandeep supports the notion that
“all is fair in affection and war,” diminishing the smallest quantity of truth with the greatest number of
lies. Nikhil, on the other hand, opposes terrorising and oppressing the populace, a stance that
Sandeep categorically rejects.

Ray departs from Tagore in his characterization of the three characters. Sandeep comes off as a
dissatisfied, desperate parasite right away, and this greed is immediately apparent in his first on-
screen appearance. Sandeep is very persuasive and shrewd, and he uses his eloquence to entice
Bimala for his own purposes by convincing her that even if the poor are suffering now, they will
eventually profit. Since Sandeep prefers foreign cigarettes and first-class travel, Ray accuses him of
being dishonest, which contradicts the nationalism-inspired mindset he imposes on his fellow people
who live in poverty.

These are Sandeep’s own particular flaws. In a move that seems out of character for his design, Ray
bypasses the intense, personal exchange between Sandeep and Bimala that is drenched in intense
patriotism. Sandeep’s statement had such an impact that Bimala, in addition to Nikhilesh, was
perplexed about her own identity. In the scene where Bimala and Sandeep are introduced to one
another, Bimala’s unusual smile and expensive tea are captured in a film by Ray. Sandeep’s initial
flattery thus quickly turns into assertive demands. It's noteworthy to notice that Tagore is harshly
critical of the self-harming trend throughout the book, whereas Ray is mild in this respect.

Through adaptation, Ray transforms word pictures into moving visual images, giving him an
advantage over Tagore’s work in that he can reach a bigger audience and impart his philosophy of life
to their hearts. For a better understanding of his expertise with the camera, several of these
photographs are mentioned below. One such well-recorded moment is when Bimala first crosses the
threshold and is displayed in slow motion as she walks down the long corridor with sunshine
streaming through the stained glass. It is thought that this picture represents the time Nikhilesh
defies Hindu custom by escorting Bimala outside of her confined close companions and into society.
She lives a routine existence at her house, and this was all recorded in slow motion so that viewers
may fully appreciate its significance. While Bimala is taking the first step outside the room, the border
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of her red sari is shown in a close-up. The colour red denotes peril, and Nikhilesh and Bimala’s
decision to cross the border and enter the outside world is a portent of their approaching death. This
is furthered by Ray’s deft use of music. Jayita Sen Gupta comments on the use of music in the movie.
Ray subverts societal norms and the distinction between the East and West by using colour and
rhythm.

In a different image, Nikhil is seen pensively gazing out of his bedroom window at the outside world.
His bedroom mirror reflects the expression of meaninglessness. As a result, the image effectively
conveys the situation’s melancholy. Ray lovingly cares for the images of the palace, the costumes,
and the sets, all of which are utterly absent in the book. Indian performers are seen wearing white
and brown clothing, as opposed to those in deep-coloured, stone-studded Western garb. The way Ray
frames the ‘inside’ and ‘outside’ in the movie is clever.

Ray is also intensely concentrated in this area. In order to dispel the air of mystery about Sandeep,
he allows Kishore Kumar to sing the song. Kishore Kumar has not been warmly received by the music
industry, the intellectuals, or a sizable portion of the viewing public as a Rabindra Sangeet vocalist.
This dissatisfaction has been used by Ray to disparage Sandeep’s character. In addition to the
startling encounter of presenting Kishore Kumar, Ray grants the roles of Sandeep to Soumitra
Chatterjee and Nikhilesh to Victor Banerjee, both of which surpass the spectators’ expectations.

Bela Balazs points out that Ray uses subtitles, another technique, expertly in the movie to connect
with his non-Bengali audience. Thus, he gives Rajparivar the caption “noble family,” Sunyami Purush
the tagline “gentle disposition,” Pater Bibi the subtitle “lucky,” NatMandir the subtitle “quadrangle,”
etc. (143). Ray also creates text without subtitles, though. Bimala’s voice may be heard on the
soundtrack as Miss Gilby expresses her pain to Nikhil and says, “l was not destined to be a
memsahib”—something very subtly expressed. She has laughed during Nikhilesh’s whole endeavour
to civilise Bimala. As there are no subtitles for this, it is essentially a soliloquy for non-Bengali
viewers.

Even the narrative approach underwent changes, moving from Tagore to Ray, who starts the movie
with Bimala's story told via the use of flashbacks. Like Tagore, Ray keeps the other double narrative
voices, but he also allows for Bimala’s recollection and establishes the voice of omniscience at the
end of the story. In addition to departing from Tagore, Ray also breaks with Indian cinema’s history
when he uses a woman as the narrator at the beginning of his movie at the time. Through the course
of Ray’s whole script, Bimala comes to dominate. Bimala speaks and moves throughout the living
area with more assurance as Ray takes care to demonstrate her progressively growing self-
confidence. She ventures out frequently. In contrast, Ray also depicts Bimala going about her
everyday domestic duties, capturing both of her lifestyles and contrasting them. Bimala occasionally
examines her reflection in the mirror. She has a widower-in-law who continues to observe her every
action, almost like a spectator. They both share a similar passion for listening to music on the
phonograph, so they have something in common.
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While her sister-in-law’s immoral hubby shows little interest in Bimala, Nikhilesh is there to act as a
support for her. The action Mejobau takes to defend Bimala after she embezzles funds from her
husband’s safe is revealed to the reader in the novel, but it is completely absent from the Ray film. In
comparison to Tagore, Ray offers his Mejobauto a distinctly different makeover. In contrast to the
movie, when Mejobau first complains to Nikhil about the soap’s low quality before giving it to him,
Mejobau frequently requests Nikhil to get soap for herself from his factory in the novel. Some reviews
assert that the film is more of a tale of romance than a debate between two radically different
political viewpoints. For them, the motion picture is a brand-new work of art. Regarding Ray’s choice
to concentrate on Bimala, Nikhilesh’s encouragement to reveal his wife’s comfort, and the shift in
Bimala’'s worldview in the film.

Ponchu, one of the supporting cast members, has a big impact on Nikhilesh's realisation of the extent
of human misery prevailing in the nation. The Ray movie doesn’t include this character. Instead, he
devised a scenario in which Nikhilesh rides a horse to Shuksayar to assess the riotous situation that
has developed there as a result of miscommunication between Hindus and Muslims. Ray inserts the
two coerced kisses between Bimala and Sandeep into the movie. Touching one another’s hands
while expressing the same intensity suggests a shared desire for one another, according to Tagore.
However, Ray must be sceptical that his audience might infer anything about the strength of the
passion from this proposal. The reluctant mastermoshai, who is upset with Sandeep and cautions him
against his hazardous deeds, is another divergence in Ray’s movie. There are no such disparaging
statements in the book.

The effect of Tagore on Ray’s life and the departures Ray takes from Tagore’s originals in his films
underline the significance of cinema, and particularly Ray’s, as a developing significant artistic vehicle
of expression for post-independent Bengal. Ray starts reimagining Renaissance literature as a
cinema in the postcolonial contemporary by turning some of Tagore’s short tales and novels into
films.

Thus, categorising Sandip and Nikhil is ultimately where Tagore and Ray diverge in their presentation
of the two main protagonists. In contrast to Ray, who tends to generalise both of them, Tagore pauses
and investigates a number of nuanced differences in their perspectives on life, women, nature, and
the independence cause. In the novel, Nikhil exhibits hesitation but also a great awareness of issues
like politics and complicated man-woman interactions. In terms of politics, Nikhil shares Tagore’s
belief that honouring one’s nation as a deity will condemn it. He is likewise looking for a non-binding
love. In contrast, in the movie, the distinctions are well-defined and striking. Sandip seems resolute,
whereas Nikhil seems effeminate in his hesitation. Although Tagore’s novels are still among his least
beloved works, they have recently received fresh attention thanks to cinema adaptations by artists
like Satyajit Ray. These include Ghare Baire and Chokher Bali. Additionally, these films include
soundtracks that include songs from Tagore’s own Rabindra sangeet. As a result, even if Tagore's
novel may be more emotional, Satyajit Ray’s film adaptation of Ghare Baire does depict some of the
issues in the book and—more significantly—has contributed to Ghare Baire's global fame.

Copyright © 2026 Academic Master. | 21



@ ’ACADEMIC

The character of Sandip, played by Soumitra Chatterjee, makes one of his final statements in Satyajit
Ray’s Ghare Baire, stating that Ravana has always been his favourite figure from the Ramayana.
Given that it happens in the movie at a point when his villainy has already been thoroughly revealed,
the statement seems a little out of place. It follows on from another statement Sandip makes in which
he draws reference to the Gita’s premise of “duty without attachment.” With Sandip’s comment
appearing at around the midway point Rabindranath Tagore’s book served as the basis for Ray’s
movie, it provides an intriguing starting place for comparison. When readers have only started to
comprehend his goals, Sandip contemplates to himself about this subject. The film maintains a visual
portrayal of this inner being, but due to its emphasis on the Swadeshi movement and Nikhil and
Sandip’s disagreements about approaches, it may also be considered a historical piece.

In the movie, the supporting characters are developed more. The requests made by Nikhil irritate
Bimala’s sister-in-law. Her sarcastic remarks and insults throughout the film draw attention to her
confused heart and suggest the borders she frequently crosses, eschewing propriety and conventional
behaviour. When Sandip would like to be coy about Nikhil’'s own swadeshi trials, Chandranath Babu,
Nikhil’s mentor, informs Sandip strongly of them. Amulya also makes an appearance in the movie to
reveal Sandip’s real colours, much as she does in the novel, which highlights Bimala’s complexity and
unrecognised loneliness.

Both “Ghare Baire” and Ray’s “Shatranj Ke Khilari,” which centred on a short story by Munshi
Premchand, are based on literary works that portray a chaotic period in Indian history. As such, there
are certain similarities between the two films. The greatest Indian movie of this kind is “Shatranj Ke
Khilari,” which is more of a historical one. The main focus of “Ghare Baire” is a love tale, although an
odd one, that is affected by political unrest. In “Ghare Baire,” like in “Shatranj Ke Khilari,” the time
period has been depicted in considerable detail. Ashoke Bose’s production design expertly recreates
the time period, while Soumendu Roy’s cinematography gives the movie the proper mood.

Since 1964, Satyajit Ray has been controlling the camera himself. In “Ghare Baire,” he may not have
done it entirely since he suffered a heart attack at the conclusion of filming. It was finished by his son
Sandip under Ray’s guidance. The “failure” of the movie, according to its detractors, was due to his
sickness [6]. The movie, on the other hand, defies Ray’s illness because he is seen reaching the
heights of his filmmaking in “Ghare Baire,” as seen by the ideal cinematic one-minute montage of him
passing through the tunnel.

The casting of Bimala was yet another criticism of the movie. Maybe people wanted to witness yet
another attractive and gifted actor in the part, one like Madhabi Mukherjee. Sandip, however,
describes Bimala in his narrative in a specific way in Tagore’s book: “Her tall, thin body these boors
would label “lanky.” Although she has a black complexion, it is the shiny, sharp, sparkling blackness
of a sword blade. Madhabi Mukherjee didn’t match the novel’s depiction of Bimala. Finding a
performer who could perform effectively and fit Tagore’s description would have been exceedingly
challenging. Even if she was aged for the role in the early 1980s, Ray may have still chosen to hire a
wonderful performer like her.
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Of the three main actors, Swatilekha Chatterjee (Sengupta) appears on screen the most. She
delivered one of the most challenging female outcomes in an Indian movie for a debutante. Pauline
Kael claimed that Bimala is initially girlish and coquettish in the women’s quarters sequences and that
part of the appeal of the movie is that Swatilekha Chatterjee grows into the role she portrays and only
becomes more captivating the more time you spend with her. A lovely lady with a full figure, rounded
features, and an earthy, sensuous presence in her Bimala, she is more than just an ingenue.

This movie addresses the rise of nationalism among Indians while highlighting its risks, evinced
Tagore’s mistrust of nationalism, especially when connected to religion. In some ways, Gora
addresses the same topic by posing concerns about Indian identity. Similar to Ghore Baire, this film
develops themes of religious belief, individual freedom, and self-identity within the context of a
compelling family story.

Ghare Baire is a reorganisation of the original material as well as an annotation. The film adaptations
succeed on a variety of levels while mostly keeping the plot’s concept despite modifications to the
characters, narrative approach, and presenting style. The components of borrowing money,
intersecting, and transforming function simultaneously with the underlying elements of commitment,
communication, ability to comprehend, and criticism at various facets and stages in Ray’s adaptation
of the novel into a film, according to Dudley Andrew’s categorization of alteration in an expanded
form, which is used to evaluate film adaptations.

The 1984 cinematic masterpiece entitled “Chapter Two: Ghare Baire” serves as a cinematic rendition
of the literary work penned by the renowned Rabindranath Tagore, namely “Home and the World.”
These two artistic creations delve into similar themes, albeit in distinct manners. The novel, through
its meticulously crafted prose, plunges the reader into a profound exploration of the innermost
musings and emotions of the characters, thereby offering a comprehensive textual analysis.
Conversely, the film impeccably stays true to its source material, effectively capturing its essence
while providing a multisensory experience that tantalizes both the visual and auditory senses of the
audience. It is highly suggested that participants participate in both mediums, as they offer unique
and complementary perspectives on the narrative to grasp the complexities of the story fully.
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