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ABSTRACT 
Literature and cinema are the most effective forms of Mass Communication. Cinemas represent patriarchy on the big 

screen through the male gaze and societal stereotypes.The primary aim of this paper is to analyze the sexual 

objectification of women in Arindam Sil's film adaptation from the perspective of Laura Mulvey's male gaze theory. 

British film theorist Laura Mulvey first introduced the theory of the male gaze in her 1975 essay 'Visual Pleasure and 

Narrative Cinema'. The male gaze is the act of depicting women and the world in the visual arts and literature from a 

masculine perspective. It alludes to the gaze's sexual politics, implying a sexualized manner of seeing that empowers 

men while objectifying women. According to Mulvey, Cinema reflects the oblivion of patriarchal society and reinforces 

the notion that women are the subject of heterosexual male control. Women are also visually positioned as an 'object' of 
heterosexual male desire. The film's main protagonist is portrayed as a nocturnal philanderer who always seems 

agitated, and the female characters are portrayed as passive objects of male desire. Her feelings, thoughts and sexual 

drives are less than her being 'framed' by male desire. Furthermore, from a heterosexual man's perspective, the female 

characters are depicted as bearers of meaning rather than creators of meaning. According to Laura Mulvey, the 

cinema's function is a voyeuristic medium that encourages the audience to take pleasure in looking at it. This work will 

focus on the representations of gender relations portrayed by Arindam Sil. The paper tries to study the handling of the 

male gaze of the main protagonist and how the female characters were objectified in Sharadindu Bandyopadhyay's 

novella Rokter Daag's film adaptation Byomkesh Gotro. This research also looks into how Arindam Sil has brought out 

the depth of the man-woman relationship in his film. 

Keywords: Film Adaptation, Patriarchy, Male gaze Theory, Female Objectification, Gender Relations. 

1 INTRODUCTION 
"One might simplify this by saying: men act & women appear. Men look at women, and women watch themselves being 

looked at. This determines most relations between men and women & the relation of women to themselves. The surveyor 

of woman in herself is male: the surveyed female. Thus, she turns herself into an object — and most particularly an 

object of vision: a sight." 

—John Berger, Ways of seeing. 

Laura Mulvey first used the phrase "Male Gaze" in her work "Visual Pleasure & Narrative Cinema" in the year 1975. 

She claims that the film industry has adopted a narcissistic approach to depicting female characters as objects for 

heterosexual men on screen. It is done to satisfy the spectator's eye – the female character is either hypersexualized, a 

damsel in distress, or both. Here the spectator is a heterosexual man, and the spectacle is a woman. For a long time, 

'Male Gaze' was described as a way for heterosexual men to degrade their feminine identity, and it had become the 

standard. Filmmakers have been adapting literary sources into films since the beginning of cinema. In the history of the 

film adaptation, movies and novels always come together with a compelling bond as both tell us a story. Cinema 
reflects the patriarchal society and portrays women in films as passive objects of heterosexual male desire. Patriarchy is 

not a regional or geographic phenomenon. No matter what women had or still do today have to undergo numerous 

difficulties concerning their roles and identities. The male gaze refers to how women are portrayed in movies, art, the 

media, literature, and other forms of media from the perspective of a heterosexual male, positioning them as sexual 

objects put solely for the man's visual pleasure. 

"In a world ordered by sexual imbalance, pleasure in looking has been split between active male and passive female. 

The determining male gaze projects its fantasy onto the female figure, which is styled accordingly." — Laura Mulvey, 

Visual Pleasure and Narrative Cinema 

 

Although the Male Gaze was first addressed nearly 45 years ago, we still struggle to pull ourselves out of the deep black 

abyss of socially acceptable misogyny caused by the male gaze, which is deeply established in our culture. The male 
gaze evokes the gaze's sexual politics and proposes a sexualized manner of gazing that empowers men while 
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objectifying women. Mulvey, in her work, criticizes the sexual imbalance in which both the directors and the viewers 

have masculine views. She claims that women are portrayed as sexual objects of male desire to convey the feeling of 

"being looked at." Thus, the spectator sees what the filmmaker's 'male gaze' reveals in cinema: camera shots that linger 

on a woman's body parts and scenes of psychoanalytical dominance over a woman's perspective. Many Hollywood 

movies, especially those of Hitchcock and Stemberg, were widely studied based on this version of psychoanalytic 
theory. According to Mulvey, the male gaze is the act of depicting women and the world in visual art and literature from 

a masculine perspective. She added that cinema reflects the oblivion of patriarchal society and reinforces the notion that 

women are the subject of heterosexual male control. 

1.1 Visual Pleasure and Cinema 

Cinema is the combination of narration and spectacle, and the imbalance persists in the narration; the male protagonist 

with his male gaze is often the main character and actor. Films represent patriarchy on the big screen through the male 

gaze and stereotypes. It offers several possible pleasures. Mulvey declares in her essay 1975, "Visual Pleasure and 

Narrative Cinema" that she uses psychoanalysis as a "political weapon" (Mulvey, 1). She structures her argument 

around two crucial ideas: "Pleasure in looking/ fascination with the human form" and "woman as image, man as bearer 

of the look". Mulvey is the first theorist to analyze women's objectification in film using a psychoanalytic approach. She 

argues that patriarchal society has shaped the "film form", especially in Hollywood movies. In films, the female 

characters are not essential to the movie's plot. Women are simply an object for the male gaze. Mulvey's essay has 
influenced all creative sectors, especially cinemas, opening new questions concerning desire, erotic pleasure, and visual 

and aesthetic possibilities. In her book The Robber Bride, Margaret Atwood said, "You are a woman with a man inside 

watching a woman. You are your own voyeur." 

The audience derives pleasure from cinema through voyeurism (infantile scopophilia) and narcissism (ego-ideal). It is 

the combination of a woman to be looked at and the male protagonist with whom the audience identifies. "Freud 

associated scopophilia with taking other people as objects, subjecting them to a controlling and curious gaze" (Mulvey, 

2). Mulvey argued that traditional Hollywood films respond to a deep-seated drive known as "scopophilia": the pleasure 

of looking. She argues that most popular cinemas are filmed in ways that satisfy masculine scopophilia. Laura Mulvey 

points out that feminists need a variety of methods with which to understand the unseen workings of the dominant male 

system which oppresses women. Mulvey is concerned that she is arguing that psychoanalysis is a crucial weapon while 

identifying the need of many others. She argues that pleasure needs to be destroyed and that this destruction is a crucial 
weapon. 

1.2 Male Gaze, Sharadindu Bandyopadhyay and Arindam Sil 

Cinema reflects the oblivion of patriarchal society and reinforces the notion that women are the subject of heterosexual 

male control. Not only the Hollywood Bengali film industry also represent patriarchy through the male gaze and 

stereotypes. Female characters are always portrayed as passive objects of male desires. Arindam Sil has used the 

cinematic gaze of his male to show them as brutal and aggressive, like in his film Ebar Shobor and sometimes as a 

philanderer and womanizer in several of his films. A film adapted from any form of literature would contain something 

of the chemistry of the filmmaker's mind. He tries to represent the female characters as an object of the male voyeuristic 

gaze. Byomkesh Gotro is a film adaptation of Sharadindu Bandyopadhyay's novella Rokter Daag. In this film 

adaptation, Arindam Sil represents his female characters as passive objects dependent on the male protagonist even 

though they know he is a womanizer. Sharadindu Bandyopadhyay's male gaze and how Arindam Sil recreate the plot 
with his cinematic craftsmanship in his film adaptation Byomkesh Gotroare different. The universality of Sharadindu 

Bandyopadhyay's works—in time, space, emotions, and human relationships—presents filmmakers with the task of 

making the film as compelling, convincing, and alluring as it is in print. The filmmakers are free to change the story's 

plot if they feel it is required for the progression of the movie's plot. Arindam Sil successfully utilized that freedom in 

his Film Byomkesh Gotro. 

2. OBJECTIVES 

The research aims at a textual analysis of the working of the voyeuristic gaze of the male character in objectifying the 

female characters in Arindam Sil's Film Byomkesh Gotro. The main objectives of the study are: 

 To explore the gender relationship using the male gaze theory in the film Byomkesh Gotro adapted from the novella 

Rokter Daag. 

 To analyze the use of the male gaze conceptualized by Laura Mulvey in Arindam Sil's Film Byomkesh Gotro. 

 To bring out the working of the voyeuristic gaze of the male protagonist toward the female characters. 

3. METHODOLOGY 

The methodology for this study will be a qualitative research method based on textual analysis of the male and female 

characters of Arindam Sil's Bengali language filmByomkesh Gotro(2018). Through textual analysis, the depiction of the 

man-woman relationship in the age of late modernity brought out by Arindam Sil is to be studied and the use of 

cinematic gaze and female characters objectification with the use of the elements that create a meaning such as acting, 

directing and mise-en-scene are to be analyzed. 
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Films are texts to be read, and reading them requires our initiation into the specific conventions and ideological biases 

of cinematic discourse. Films, like paintings, are two-dimensional art that creates the illusion of a third dimension. 

(Mayne, 1993) The research is a textual analysis of Arindam Sil's Movie Byomkesh Gotro. Textual analysis of films 

requires observing and questioning all the elements that create meaning within the section, such as acting, directing, 

cinematography, lighting, and mise-en-scene. The textual analysis also involves understanding how the film fits into the 
larger context of its social, historical, cultural and political environment. The use of the male gaze and female sexual 

objectification in Arindam Sil's film will be examined in this context. The visual imagery of the director in bringing out 

the concept of voyeuristic gaze and the depiction of the man-woman relationship in the age of late modernity is to be 

studied. The purpose of this textual analysis is to look at how Arindam Sil has utilized his lead protagonist to highlight 

the man-woman relationships, the transformation of intimacy in today's society, and the main male character's cinematic 

gaze toward the female protagonists. The research would follow a particular framework to meet the study's objectives. 

The research aims to figure out how the male gaze affects the man-woman relationship and how the voyeuristic gaze of 

the male character influences the objectification of the female characters. In his Film, Arindam Sil tries to address a 

social issue through individual relationships. 

The film Byomkesh Gotro will be examined using a framework to meet the research's goals. The primary topics in this 

framework are: 

 Depiction of the man-woman (gender) relationship 

 The working of the voyeuristic gaze of the male protagonist and female sexual objectification. 

Based on this methodology and framework, Arindam Sil's film adaptation Byomkesh Gotro to be analyzed in the 

following. The director's visual imagery will be examined to see how the film portrays the concepts. 

4. FINDINGS AND ANALYSIS 

Arindam Sil's Byomkesh Gotro will be analyzed based on the portrayal of gender relationships in late modernity and the 

conflict between the voyeuristic gaze of the male protagonist and the objectification of the female characters. In the film 

adaptation, he used the cinematic gaze of his male character Satyakam to show him as a philanderer who always seems 

agitated to his family members. His female characters are constantly framed in that ways that satisfy masculine 

scopophilia. 

According to Freud, the male gaze, as explained by Laura Mulvey, is the desire to see, which is a fundamental drive. 

Mulvey has analyzed scopophilia in classical cinema as a structure that functions on the axis of activity and passivity. 
The narrative structure of traditional cinema establishes the male character as active and influential: he is the agent 

around whom the dramatic action unfolds, and the look gets organized. The female characters are passive and 

powerless: she is the object of desire for the male characters. Within the film's narrative male protagonists direct their 

gaze toward female characters. The male gaze discusses woman as an 'image' and man as the 'bearer of the look'. 

Mulvey puts forth the three levels of the cinematic gaze: camera, character and spectator, which objectify the female 

character and make her a spectacle. Arindam Sil shows his female protagonists as victims of the voyeuristic gaze of the 

male characters. In Byomkesh Gotro Arindam, Sil shows three teenage girls involved in sex with the male protagonist 

Satyakam. He describes himself as a nocturnal man with whom women cannot resist being involved as he can 

appreciate the women. 

4.1 Byomkesh Gotro (2018) 

Byomkesh Gotro is a film adaptation of the detective novella Rokter Daag written by Sharadindu Bandyopadhyay. It 
focuses on the relationship between a son (Satyakam) and his parents. Satyakam Dus (Arjun Chakraborty) has no means 

of support, nor does he have a family or circle of friends. Satyakam never listened to his mother, Suchitra Dus, since his 

childhood. Satyakam's personality grew to resemble his father's lecherous person as time passed. When his grandfather 

Rama Nath Chowdhury died, Satyakam was 20 years old. He willed his 50% share in the business to Satyakam. His 

parents never told him about all this, but many wanted to instigate him. He asked them about his birth certificate and the 

will, whatever documents were there he wanted to see them. He discovered his birth certificate and his parents' wedding 

card one day and revealed how he was born within six months of his parent's marriage, and he got to know that 

Ushapati Dus was not his father. He keeps calling his father a scapegoat, a parasite all the time. He started pilfering 

money from their shop's cash box and living a promiscuity life. He had no shame left in him. He used to tell them that 

he was ashamed to acknowledge Suchitra as his mother. Until he discovered his illegitimate, Ushapati and Suchitra 

raised him like their son. Satyakam could have accepted Ushapati as his father. 

Satyakam keeps finding solace in a relationship, but he cannot even tolerate his mother and never accepts Ushapati as 
his father. So, he made a joke about relationships between men and women. He used to fake his love for many girls but 

was not lousy. Women cannot resist him, especially the teenagers, as he can appreciate them. He always seems agitated 

toward his parents. One day he learned about Byomkesh Bakshi from police inspector Purandhar Pandey's daughter 

Meera as he has a relationship with her. After someday, Satyakam came to Kolkata to meet Truth-seeker Byomkesh 

Bakshi to give him the responsibility to investigate his death if he dies for some reason and pay the fees in advance. 

When Byomkesh asks why he is asking to investigate the case instead of saving his life? Satyakam denies sharing the 
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reason behind it. Ajit asks him again what the reason is? He says that he is very famous in Mussoorie related to women. 

The whole of Mussoorie is ready to kill him. 

Throughout the film's first half, Byomkesh learns about all the girls related to Satyakam. After his death, the film takes 

a different direction, from wistful, understated drama to crime, revenge drama. 

4.2 Analysis of Byomkesh Gotro 
In Byomkesh Gotro Arindam Sil shows the female protagonists Chumki, Emily, and Meera as a victim of Satyakam, 

who used to fake his love for them, but they cannot resist Satyakam for his love and appreciation towards them. These 

teenage girls are shown as 'objects' of desire for the male protagonist Satyakam. 

The establishing shot of the film shows Satyakam driving at night, and after some time, he reaches Carlton house, 

police inspector Purandhar Pandey's residence, to meet his daughter Meera. The shot brings out Satyakam Dus's 

character as vicious and nocturnal. In that scene, Satyakam and Meera came closer, and the camera showed the naked 

Meera from the perspective of our patriarchal society, which has shaped the film form. In this film, women are not 

essential to the plot. Women are simply an object for the male gaze. In Byomkesh Gotro, the female protagonists are 

portrayed as a passive objects to satisfy masculine scopophilia. 

Ushapati Dus tries to control Satyakam as their family is prestigious and reputed in Mussoorie. However, they could not 

control him as Satyakam learned Mr. Ushapati Dus was not his father. He had no shame left in him. Satyakam is having 

an illicit affair with Ushapati's niece Chumki. 

He adores Meera, Chumki and Emily. Like the other character Meera, these two female protagonists are portrayed as 

passive in the film. According to Mulvey, scopophilia in classical cinema is a structure that functions on the axis of 

activity and passivity. When female characters are portrayed, we can see the use of the voyeuristic male gaze and the 

female sexual objectification from the director's visual imagery. 

4.3 The Working of The Voyeuristic Gaze of the Man 

It has always been argued that women want love and men want sex. (Giddens, 1991). Men wanting sex can be 

characteristic of their masculinity, and women's desire for love would override their sexual desire. Arindam Sil shows 

his male character to have a cinematic gaze that, inturn, reflects the formation of objectivity in female characters. In the 

Film Byomkesh Gotro, Satyakam is represented as a nocturnal philanderer who has no shame in having an illicit affair 

with the female characters. 

When Satyakam first met Byomkesh in Kolkata, he was gazing in a voyeuristic way at Satyavati, which made her 
uncomfortable. After that, when they go to Mussoorie, Satyakam offers her tea and touches her hand; we can also see 

the heterosexual male desire. They bought a coat from the Suchitra emporium as Satyakam is a partner in the shop; he 

wrote a small poem to describe Satyavati in a few words, which also represents the heterosexual male desire of 

Satyakam towards Satyavati. 

In another shot, Chumki called Satyakam to know about him. Then how Satyakam explains about Chumki's naked body 

on the bed and asks her to wait at night. 

4.4 Depiction of the Gender Relationship 

In the Film Byomkesh Gotro, Arindam Sil shows the insecure feeling of a woman when she is considered an object by a 

man. Arindam Sil shows two types of man-woman relationships in this movie. One is the relationship between mother 

and son, and the other is an illicit affair with many girls.Satyakam is very popular amongst the ladies of Mussoorie as 

the girls know he has money. Ushapati's niece Chumki is genuinely in love with Satyakam, and she cannot blame him 
for illicit affairs. Emily loves Satyakam for his money and wealth;She said it to another male protagonist Sitanshu. She 

wants to be rich, so she loves Satyakam and denies Sitanshu's proposal. PurandharPandey's daughter Meera is also in 

love with Satyakam. Emily wanted to have a family with Satyakam, but he never accepted it because he never had a 

plan for his own family. 

There is another relationship between the son and the mother. Satyakam is ashamed to acknowledge his mother after 

learning that Ushapati is his stepfather.When Suchitra was younger, she began hanging out with Mussoorie's ultra-

modern foreign return boys.During one of her youthful adventures, Suchitra became pregnant. Ramanath married her to 

Ushapati in order to conceal the truth. Ushapati and Suchitra have been living as if they were dead for the past 25 years. 

Satyakam kept calling him a parasite and scapegoat in front of the employees and started living a life of promiscuity. He 

wholly ruined the family's reputation. To get rid of the situation, Ushapati and Suchitra decided to kill Satyakam for 

peace. 

Arindam Sil is one of the Bengali filmmakers who try to convey his message to the audience by using the cinematic 
space aesthetically. The characters' emotions are expertly conveyed through cinematic elements such as lighting, 

camera, music, and set. Arindam Sil constantly uses metaphors to portray the concepts. There are countless shots where 
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the naked female body has shown from thefilm's perspective of the voyeuristic male gaze. The naked body of the 

female characters represents the symbol of voyeurism of the male character. 

Arindam Sil tries to bring out the transformation of the relationship between man and woman in late modern society. 

Social changes have impacted intimacy, sexuality, love and eroticism, which Arindam Sil brings out in his film. His 

male characters show voyeurism objectifying the female. 

This research aimed to show how Arindam Sil has portrayed gender relations in late modernity based on the male gaze 

of the man. The concept was studied through a close textual analysis of his film. This paper tries to illustrate Arindam 

Sil as one of the Bengali film directors who attempt to portray social issues in late modern societies by portraying them 

in intimate relationships and gender conflict. 

5. CONCLUSION 

In conclusion, the use of the male gaze by a heterosexual male character can prove to be a powerful tool to objectify the 

female characters. A director can play a vital role here in creating the plot from his own visual imagery. Cinema and 

literature both represent patriarchy through the male gaze and stereotypes of society. Women are consistently portrayed 

as an object in Bengali cinemas. Arindam Sil has utilized his lead protagonist to highlight the man-woman relationships 

and the transformation of intimacy in today's society. 

As mentioned above, the male gaze discusses woman as an 'image' and man as the 'bearer of the look'. Mulvey puts 

forth the three levels of the cinematic gaze: camera, character and spectator, which objectify the female character and 
make her a spectacle. In the film, Byomkesh Gotro Arindam Sil has applied all of Mulvey's cinematic gaze from his 

perspective. Moreover, female characters are portrayed as passive objects to establish the male protagonist's male gaze. 

The research is a textual analysis of Arindam Sil's Byomkesh Gotro, so we read the film as a text, and it is required of 

all the elements that contribute to the sections of meaning, such as directing, acting, cinematography, mise-en-scene and 

so-forth. Understanding how the film fits into its larger social, historical, cultural, and political context is also part of the 

textual analysis. The directors are free to change the movie's plot if it is required for the progression. HereArindam Sil 

successfully utilized that freedom in his Film Byomkesh Gotro.Cinema can portray the issue of feminism but still 

significantly less representation of the female character as a lead protagonist. 
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