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The present research paper tries to explore the cinematic techniques used by legendary 
filmmaker Guru Dutt in KaagazkePhool. The objective of this paper is to read the film as a 
novel. The resolution of the film is not to just entertain the audience, but to made audience aware 
about the certain moral issues. Guru Dutt made use of cinematic techniques to convey certain 
human feelings and intentions. Through some selective shots, this paper can present such issues 
after throwing some light on the history of Indian cinema. 

The film history of cinema begins in India on the seventh of July 1896, when Times of 
India advertisement invited Mumbai residents to witness “the marvel of the century, the wonder 
photographic pictures in life-sized reproductions” by Lumiere Brothers. It was called the 
cinematographe. The cinema was received in India like any one of the magic shows that were so 
popular with of the world” at Watson’s hotel that day. The attraction was described as “living the 
audience of that time and era. Guru Dutt was one of the greatest Indian filmmakers, who worked 
for a little over a decade starting in 1951. He died prematurely in 1964. In those few years, he 
made some of Indian cinema’s most memorable films. The study attempts to critically analyze 
three of Guru Dutt’s films Pyaasa(1957), KaagazkePhool(1959) and Sahib, 
BibiaurGhulam(1962). Guru Dutt's style of film making was very contemporary, sometimes 
ahead of his generations. His movies dealt with a wide range of subjects such as love, poverty, 
unemployment, equality, and social values. The self-reflexive KaagazkePhool(1959), India’s 
first cinemascopic film, remains one of the landmark films in the history of Hindi cinema, 
though it flopped. As a director Guru Dutt is largely identified with his semi-autobiographical 
brooding classics Pyaasa and KagaazkePhool. 

In the formula-ridden world of ours one who ventures to go out of the beaten 
track in condemned to the definition which Mathew Arnold used for Shelly “…. 
an angel beating his wings in a void”. I believe one who is out to go against the 
winds has to be prepared for bouquets as well as heartbreaks, whether or not one 
makes a classic or collects the cash. It is this baffling unpredictability that gives 
edge to the thrill of movie-making”. (Dutt 213)  

These lines convey the theme of Guru Dutt’sKaagazkePhool.It was released on 2 October 
1959 at the Maratha Mandir and the New Empire in Mumbai. This film won accolades for Guru 
Dutt’s cinematic art, but it flopped at box-office; he lost seventeen lakhs. The film succeeded 
remarkably in projecting a period, a mood and a sense of tragic despair that is still unparalleled 
in Bollywood.   

This filmgives an insider’s look at reality of film industry through the protagonist Suresh 
Suresh’s eyes. The title itself  KaagazkePhool or Paper Flowers signifies the nature of this 
industry where from far everything seems rosy, but up close, there is no beauty or 
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fragrance.Guru Dutt condemns the false values that rule the film world, and mocks the fickle-
mindedness of audiences. 

The Select Shots  

KaagazkePhool is also India’s first widescreen picture, shot with Cinemascope lenses 
leased from 20th Century Fox.  The film has a large canvas and provides breathtaking shots not 
of exteriors in panoramic views but of the interiors of the studio, giving a deep insight into the 
psyche of the characters. For example in the shot already mentioned, Suresh is seeking shelter 
under the tree and soon he notices Shanti, standing on the other side of the tree but invisible to 
his immediate sight. He then turns towards her; the protagonist’s line of vision here is almost 
comparable to the director’s.This scene captures perfectly the illusory quality of Suresh’s world. 
The camera here captures Shanti through Suresh’s eyes through the “male gaze”1. As Laura 
Mulvey points out in her seminal essay, “Visual Pleasure and Narrative Cinema”, “the 
controlling gaze in cinema is always male. Spectators are encouraged to identify with the look of 
male hero and make the heroine a passive object of erotic spectacle” (31). 

Suresh is always shown angst- ridden in the film. He has a broken marriage and is denied 
access to his daughter.  On a rainy day in Delhi after an unsuccessful attempt to visit Pammi, he 
has taken shelter under a tree. This is when he meets Shanti. In the very first meeting she assures 
him that she is a single woman. Suresh moves toward the tree like a silhouetted figure. Shanti is 
a presented in a low key-lighting through a medium shot. There is a moment when a rain-
drenched Shanti sees an equally rain-drenched Suresh. She is soaked and shivering under a tree. 
Close-ups of both of them show a frontal view of the face of Shanti and a profile view of Suresh.  
There are very few scenes in the film in which the two meet. The banyan tree under which they 
are standing suggests love, security and support nature, and there Suresh becomes a mentor to 
Shanti. Their first meeting in rain is symbolic of love, spiritual development and the blooming 
love/tenderness, which would grow between them. Sky is also in focus in this scene which 
symbolizes the future and the anticipation of change which would come into their lives. She 
turns toward him, her face drenched in a kind of hopeless adoration. Shanti has not yet been 
touched by light. Yet her great beauty is there, ready to be illuminated. Suresh notices the spark 
in Shanti. Shanti’s face expressions change like weather. Her first expression is of a stranger 
(Figure 2.10), immediately changing into a blunt expression when she says, 
“Aajkalkegentalmanoke bare meinyehi sun rakhahai” (I hear about the gentlemen nowadays) 
(Figure 2.11). Shanti’s extreme close-up accompanies the irony of her reply to Suresh, “Sardi-
jhukaammufatmiltehaiaurgaram coat keliyepaiselagtehain” (cold and chills are for free and an 
overcoat costs money) (Figure 2.12).  

 

                                                            
1 Male Gaze: Laura Mulvey coined the term ‘Male Gaze’ in 1975. In Male Gaze, The camera lingers on the curves 
of the female body, and events which occur to women are presented largely in the context of a man's reaction to 
these events. Camera relegates women to the status of objects.  
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                            Figure 2.10                                                                Figure 2.11 

Her facial expressions of fear are also noticeable in this scene but these changes into 
normal expressions very soon. Suresh goes away to catch his train and she is left alone standing 
under the tree in high key lighting. BelaBalasz in his essay “The Close-Up” points out, “The 
facial expression on a face is complete and comprehensive in itself” (316). The face of Shanti 
becomes “polyphonic” in this scene.  

 

 

Figure 2.12 

 

The next scene is also important, when she accidentally walks into a film set and is 
captured in the rushes. Suresh is sitting behind the camera on a crane. Shanti wanders into the set 
without realizing it is the set of a film. As she picks her way through what looks like a Kolkata 
street, passing by the supine figure of Devdas on her way she suddenly comes face to face with 
the camera in a high angle shot. Terror is what the audience, and later in the viewing room 
Suresh, sees on her face through her extreme close-up on the screen2.  Her vulnerability is what 

                                                            
2 The use of such close-ups for the heroine stresses that, unlike the hero, she is valued above all for what her 
appearance connotes, for her beauty and sexual desirability (Mulvey 37). 
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confirms her in Suresh’s mind as a potential actress who can be educated and transformed into 
Paro, the simple, chaste, steadfast Paro, stereotype of the Indian woman. 

Laura Mulvey points out in her seminal essay, “Visual Pleasure and Narrative Cinema”, 
that in mainstream film women are there to be looked at by men. She elaborates her point further 
by saying that female characters often play a role within the narrative as an object of desire. The 
way Rocky looks at Juilet Singh and other film actresses also determines the way the “male gaze 
projects its phantasy on to the female figure” (Mulvey 841). 

After failing in the screen test, Shanti comes to Suresh. There is an amazing moment in a 
deserted film studio as Shanti walks into and out of darkness through a beam of reflected 
sunlight (Figure 2.14). This laser-like ray of light suggests to the artistic process of transmutation 
of the object which the artist perceives as his material for creation. Suresh is sitting all alone in 
the womb-like studio and a wide shot show the entire studio. He turns back to hear the noise of 
ankle bells. Shanti walks in, with her eyes lowered. The extreme close-up captures her 
innocence. She is presented in a long shot and then the camera zooms in to show her extreme 
close-up. One can say, with Mulvey, that in this shot, she is female/passive and Suresh is 
male/active (841). Dutt also makes the wonderful use of deep focus in this scene.  

Suresh discovers that she is without a family and that she put herself through school lay 
supporting her through knitting. He tells her: “jitnajaadameintumejaanrehahoon, otna hi 
mujheyakeenhotajaatahai, tum behatreenparobanogi” (the more I understand you, the more I am 
convinced that you will make a splendid Paro). He does not say that she would play the role of 
Paro in his film well, he says she will bean excellent Paro. The medium shot presents them like a 
married couple. He hands her the script and the frontal lighting gives way to darkness, providing 
us with a backlit silhouette of Suresh sitting on the director's chair and Shanti on her knees in 
front of him with the script open.  

 

Figure 2.14 
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The mentioning has started in a press conference where Shanti appears as a star, she is 
shown desperately waiting for Suresh3. By applying make-up Shanti presents herself as an object 
and we see her desperate wait for Suresh; “the absence of her lover is always torture; he is an 
eye, a judge” (667). Through the use of deep focus everything is in focus in the hall where the 
party is going on. Suresh does not like her in her new look. He castigates her for transforming 
herself into an artificial image and prompt by sends her home. Here Dutt makes a fantastic use of 
the close-up: the audiences see the happiness on her face as Suresh praises her simplicity. She 
feels excited when Suresh praises her simplicity. The following day, which is a foggy day, as 
they are driving to the location, they sit in the rear seat of the car. Dutt’s camera tracks with their 
car; a dolly camera is used to move along with the car. She tells him that she has spent the entire 
night removing all a star’s make-up that had angered him so much. She is trying to identify 
herself with the gaze of Suresh.4 This transpires when the filmmaker fire the studio’s highly paid 
star who insists on portraying the rural character of Paro with all the trappings of an urban 
woman. When the filmmaker admonishes his star about the folly of such an enterprise, he 
educates his audience as well, with the moral that “A star has to change according to the needs of 
the character. The character does not have to change according to the needs of the star” 
(character kehisab se aapkobadlnahoga, aapkeliye character nahibadlajayega).  

Suresh is in love with Shanti the actress and not Shanti the woman. As an actress she is a 
sublimated creation, “an object without any alteration in its own nature” (Freud 68). In fact all of 
her alterations are determined by him in his capacity as her mentor and film director and all these 
alterations are related to the characters she plays in his films. The idealization concerns Shanti’s 
characters being shaped and reshaped in and for the filmic narrative alone. When she tries to step 
out of her characters and approach Suresh as a woman, she interferes not only with the process of 
sublimation but also disturbs the process of idealization. Hence he needs to avoid any physical 
contact with her. Her need to touch him in some way is completed by the compulsive knitting of 
sweaters; she hopes to embrace him if only in wool.  

After a country escapade when the heroine and her director are teased by the bunch of 
youngsters in a hay-filled truck, Dutt abruptly cuts to a scene in the bedroom of Suresh’s wife, 
where she is woken up by her maid as there is an important phone call. We are informed that 
Suresh has met with an accident and there is nobody to take care of him. He has been wounded 
and he has to wear a bandage over his eyes. There is apparently no need for this accident in the 
structure of the story, but the interest of the scene lies in the introduction of the theme of 
blindness. Suresh wears his bandage over his eyes to make us understand that he is resisting the 
attraction which he feels for Shanti, and also that his cinematographic art is not sold out to 
appearances and superficiality, as his in-laws declare, and as the press would like to connect him 
with. For Suresh, within cinema, and in spite of its close contact with surface truth, there is a 
quest for innocence and inner beauty that you can only truly understand if you blind yourself to 
the charms of surface reality. 

After the accident when Suresh returns to the studio one early morning, he finds Shanti 
there before him.When he asks her for whom she is knitting the sweater, she replies playfully (in 
a low-angle mid shot), that it is for someone as lonely as she is. Suresh is walking away from the 
                                                            
3 In TheSecond Sex, Simone de Beauvoir asserts, “….there she loses interest in herself and take more interest in her 
lover….” (661). 
4 “Men are aligned with seeing and women with being seen” (Silverman 52). 
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camera into the depth of the frame (Figure 2.15). This sudden distancing, change of angle and 
opening up of the space of the frame on to the studio is the prologue to this moving song “waqt 
ne kiyakyahasseensitam tum rehena tum hum rehena hum” encapsulates the emotional triangle of 
wife-man-beloved in diegetic and non-diegetic space. Unlike most film songs, neither character 
lip-synchs to the song, nor do they much move their bodies. Instead almost all the visual 
movement that accompanies the lyric is carried out by the dynamic use of striking shafts of light 
entering the empty set from two different doorways. The song begins as Suresh tells Shanti that 
he is a married man. Shanti’s face moves through slabs of light and darkness until both of them 
are caught in a beam of light that only emphasizes the divergence of two destinies. The actor and 
actress, in fact, no longer occupy the subject position of the song narrative, but, in sense, become 
objects along with other objects in the scene: the props and the setting. Guru Dutt creates an 
unusual effect where at a particular moment in the song, Shanti’s face is so harshly lit that even 
the upper contours of her cheeks under the eyes are visible (Figure 2.7). The posture in which 
she is standing is not cinematic but a photographic posture. As Suresh and Shanti, dressed like a 
Bengali housewife, look at each other across this divide with rural paraphernalia scattered about 
the set, there is a moment where two ghostly figures separate themselves out of their bodies and 
meet in the glare of the spotlight (Figure 2.16).  

 
                         Figure 2.15                                                                                                           
Figure 2.16 
 
 

Powerful in itself, this shot recalls the entry of Shanti into the studio dressed as Paro for 
the first time and framed by a similar light pattern. This diagonal beam is signalled as the space 
for transgressive desire. Shanti hero-worships him and nurses him when he falls ill, while he 
initially tries to fight a strong undertone of attraction. The lines, “waqt ne kiyakyahasseensitam” 
(life brings us to such sweet pleasure of pain) say it all: “jayengekahansujtanahin, 
chalpademagarraastenahin” (where to go we do not know, we have set out but the path we do 
not know). 

While childhood in Indian cinema is generally staged as a primal scene projecting the 
adult protagonist’s life (Creekmur), Suresh's incestuous desire for Shanti is revealed in the film 
mainly through her daughter. Near the beginning of the film when he is thinking of his daughter 
he opens a particular cupboard and takes out a doll and strokes it. Near the end of the film, he 
takes out of the same cupboard both the doll and the sweater Shanti knitted for him; the 
equivalence between the two is established. It is interesting to see that the narrative attempts to 
blame society for his failure with Shanti by means of his daughter. Suresh and Shanti are spoken 
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about in columns and even Pammi’s friends make life miserable for her. She pleads with Shanti 
to leave her father and allow her parents’ marriage another chance. Pammi says that she has 
come to quarrel with Shanti because Shanti is her mother’s enemy. In the selfish way of a 
teenager, Pammi begs Shanti to leave Suresh alone, saying that she cannot know what it is like to 
have a complete family and then lose it. The encounter begins with Shanti trying to play the role 
of the mature placating adult but ends with both of them crying on each other's shoulder as a pot 
boils on the stove and the camera presents them in a medium shot from a low angle. The boiling 
pot symbolizes the internal feelings of both Shanti and Pammi(Figure 2.17). They are rivals for 
the same man's affections5. In the morning, when Pammi is sitting with her father and Suresh 
comes to know from his boss that Shanti is leaving the film industry, Pammi’s expressions 
convey what she wants to conceal from her father. When Suresh questions her she refuses to 
speak. A wide angle shot shows the exterior of Suresh’s house, where Suresh is reposing in the 
swing and Pammi is sitting beside him. 

 

 

                                                                  Figure 2.17                             

A face can tell a story without words. The visual has its own vocabulary which might run 
parallel to speech. Expressions of face cannot be entirely suppressed or controlled. When Shanti, 
Suresh and Pammi come to attend the premiere of the film, Shanti is trying to conceal something. 
But her expressions are so suggestive even in the crowd that her face becomes a mirror of her 
feelings (Figure 2.18). A long shot shows the crowd which has come to attend the premiere. The 
deep focus shows the interior of the hall, with both Suresh and Shanti alienated by from crowd 
(Figure 2.19 & 2.20). 

                                                            
5“Children like to think of being so small that they could hide from grown-ups and so big that they could control 
them….” (Empson 49) 
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                      Figure 2.18                                                                                                  
Figure 2.19 

 

Figure 2.20 

Suresh never comes to Shanti’s apartment except on the evening when he learns that she 
is leaving the film industry and going away for ever. The emptiness of her home reflects the 
emptiness of her heart. When he sees her packing a photograph of himself in the suitcase, he 
refuses to argue for their right to become lovers. He is a God figure to her and is presented in 
deep focus. He moves near the window where Shanti is standing. The use of medium shot here 
superbly conveys the feelings of both of them as they stand in the window like a couple in a 
photograph (Figure 2.21).  
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                                                             Figure 2.21 

Curtains of her home function as a metaphor, like Shanti they also try to conceal 
something. Suresh admits, “humnehameshaekdoosrekosamaja?” (we have always understood 
each other, have not we Shanti) He gently admonishes her before musing aloud, “kabhikabhi log 
ekdoosrekoetniachitara se kyonsamajnelagtehain?” (sometimes I wonder why people try to 
understand each other so much). Shanti is shown crying from a low-angle shot in close-up. The 
shots show that they do not want to separate but circumstances and the society do not allow to 
live together also. Suresh literally transforms her into a bitter shriveled-up creature compulsively 
knitting sweaters for her lover who insists on martyring not only himself, but also her as well. 

Shanti is heartbroken but she abandons her career to take up the job of a schoolteacher in 
a remote village. A long shot and then wide shot show the place where Shanti teaches her 
students. Rocky comes to get Shanti back into films. The lines which he utters conveys the theme 
of the film: “He was a three legged horse, broke his leg in the last run, made millions for them, 
but he is useless now, so they have shot him.” Guru Dutt uses the analogy to express his 
disenchantment with the film industry, which uses people, treats them as commodities, strips 
them of art, love, and humanity, and leaves them to isolation and sorrow. 

After the courts hand over his daughter to the Varmas, and after the departure of Shanti, 
he returns to an empty home and orders whisky. He has been adjudged an irresponsible father; it 
is a shock from which he never recovers. He has lost his daughter to society, Shanti to an 
anonymous village, his home to an auction, and his studio to his financiers. Entombed in the 
shadows of his studio, “ he extended his self-criticism back over the past and tries to declare that 
he was never any better” (Freud 168). During the auction of his home the lamp is kept in focus 
which suggests that the light of hope has gone out of his life. 

Shanti refuses to come back to the industry even when producer claims to win the case in 
his favor.  He is offered a chance to make a comeback film only if it stars Shanti, but she is 
unable to help him. Suresh sticks to his pride, refusing the offer. There is a scene in which 
Suresh tells her, “agar tum achi artist ho meinvi director buranahihoon” (If you are a good artist, 
I am not a bad director either). An important point to be noted is that Shanti comes readily into 
the film industry for the sake of Suresh, but Suresh bluntly and quickly refuses her offer.  

Shanti recognizes Suresh, who is acting as one of the extras.The director, reduced to 
being an extra on a movie set, faces a giant stone eagle, and then escapes from Shanti even as 
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nature generates a storm all around him. He is wearing the sweater which she had given him and 
has so many holes in it now. The holes are prominent indexical sign of his suffering. Shanti 
follows him but is soon hounded by her fans. We see the two contrasting images of the defeated 
Suresh and Shanti at the peak of fame. Isolated from the surroundings, the face seems to 
penetrate to a strange new dimension of the soul. It is apparently not possible to express in words 
much of what her facial expression apparently shows. The face of Shanti, with a song in the 
background expresses the film’s theme precisely and dramatically: 

Udjaa, Udjaapyaase bhanware,ras namilega khaaron mein… 
KaagazkePhooljahaankhiltehain, baithna un gulzaaron mein 

Hardened to the point of schizophrenia in the belief that his dream of purity has been 
desecrated even by the woman he loved, he has come to see her one last time, but is unable to 
quit a life of self-delusion fed by alcohol and, as he runs away from her, he runs away towards a 
death which is the only target he is really pursuing. The song heard during his flight uses words 
from the title of the film: Suresh (or Dutt himself), cinema’s thirsty bee, who has tried to find the 
nectar of truth and beauty in his art and transform it into the honey of entertainment, is now 
urged to run away: the flowers of cinema are nothing more than paper flowers, artificial and 
dead; they have only the appearance of purity and beauty.  

Silverman observes that female character is made to bear the burden of a lack and this 
lack belongs to both male and female characters. Male character cannot bear the burden and to 
compensate for his own lack, male projects it onto the female so that he can live in the fantasy of 
being complete. “In film, not only is the woman’s body constructed as lacking, so is her voice” 
(48). Pammi, Shanti and Veena’s voices in the film are constructed weak. Patriarchy looms large 
in the anglicized father figure of Sir B. B. Varma. In his palatial mansion, dogs sit on a sofa, 
while his son-in-law is neither allowed to sit in the living room nor meet his wife. Juliet Singh, 
the girl friend of Rocky, starts as a self confident person and ends up as an appendage to Rocky. 
Towards the ending of the film, Suresh’s film career has been finished, but Suresh’s career is on 
the peak. Yet it is Suresh who carries the film forward, not Shanti. Audiences view the full-
fledged scenes of Suresh’s upcoming destruction, but they get the only glimpses of Shanti’s 
prospering career: “the unconscious of patriarchal society has structured the film form” (Mulvey 
14). Shanti plays a profoundly passive role, as she is presented by Dutt as a “spectacle”, 
especially for Suresh. Even their relationship is inscribed as “the rejection (of all of Shanti’s) 
feminine positions” (Mulvey 280). 

In Pyaasa, as compared to KagaazkePhool, woman assumes the central position. Shanti 
in KagaazkePhool plays a relatively passive role, while Gulab in Pyaasa is far more active and 
makes efforts to have Vijay’s poems published rather than leave him to his situation.  In 
KagaazkePhool, Shinha allows Shanti to come close only as an actress. When she tries to 
approach him as a woman, he retreats into shadows and silence. Maddened by Suresh’s stubborn 
distancing, she becomes a semi-deranged woman who never leaves her bed-room, which is 
strewn with a hundred sweaters, knitted for a man who will never arrive to wear them. She is 
condemned to continue waiting. But in Pyaasa, Gulab’s waiting has not been in vain. Towards 
the end of the film, Vijay asks her to accompany him to a place from where they will not need to 
go any farther. In KagaazkePhool Suresh loses his wife and daughter on the domestic front and 
his studio and Shanti on the professional front. Vijay in Pyaasa loses his beloved and mother 
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because of his unemployment. Towards the end of both of these films, we see Vijay asking 
Gulab to go away with him, as she is much like him a victim of circumstances. In 
KagaazkePhool, Suresh runs away from Shanti. 

Suresh makes no compromises with circumstances. But he also makes no efforts to 
improve his conditions. His life becomes worse day by day. The film begins with his successful 
career as a director and ends with his death on the chair of the director, in a studio where no one 
recognizes him except one person. Suresh refuses to utter an angry word against his arrogant 
wife. He makes no efforts to prevent his daughter from destroying Shanti’s film career either.  

Once all is lost, he wants the film industry, to which he still belongs, to punish him and 
throw him out. He arrives dead drunk on the sets. He ruins many a take by stepping in front of 
the camera. When Shanti comes to take him back to the industry, he refuses. Years after, he tries 
to survive by working as an extra. And there he forgets his lines and makes no efforts to recall 
them.  

KagaazkePhool is set in the period of transition, from 1930s to the end of 1940s. The film 
is a touching tale of lovelessness in the life of high society people. The period represents the late 
British colonial era. Suresh’s in-laws are representative of this era. When Suresh comes to talk 
about Pammi, instead of asking him to sit, they ask him about the weather of Mumbai. A wide 
shot show the interior of the home which is full of dogs pictures and the symbols of British 
Empire. Veena shuts herself in a room and her morning schedule starts at the afternoon. She is as 
alienated as Suresh 

Who shuttles between his pastoral lake-side home and his film studio without 
wanting to step out into the city. But the former, emptied of wife and daughter, 
gradually becomes an unbearable prison, and the latter inevitably becomes Plato’s 
cave where he can create and project only illusions on its floor and on its walls 
(Cooper 35). 

Rocky, the effeminate, anglicized brother of Suresh’s estranged wife, is first presented to 
us in his mother’s presence. His connection to the world of women is tangible and explicit. At 
one point he says, “I am thirty five and a quarter years old. I have spent thirty six years of my life 
with women.” When Rocky first meets Juliet Singh, the daughter of the vet who looks after his 
horses, she crushes his hand in her firm grip. He speaks English with an exaggerate accent and at 
this he says: “This is not gore kahaath”, which could mean “a horse's hand” in Rocky’s 
anglicized accent, or “a white man’s hand.” This is an oblique reference to the colonial role in 
creating unsettled and conflicted minds.  Suresh, the protagonist of the film, does not want to 
fight back against society but decides to escape from it. Escapism is also an important 
characteristic of the colonial era. Pammi, too, is earmarked for marriage with a westernized 
suitor chosen by the Varma family, who figures only in one scene: a prissy, over-dressed young 
brown Englishman.  

KaagazkePhool is an introspective and retrospective journey for the characters Suresh 
and Shanti. This film is said to be autobiographical to some extent. It is considered to be one of 
the technical peaks of Hindi cinema.  
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Conclusion 
Guru Dutt was a versatile personality. Each and every aspect of his art speaks in itself. The 
present study is focused on the select shots of his three film KaagazkePhool. KaagazkePhool is 
also a slow-paced movie. It is structured as a slow build-up to the final moment of the death of 
the filmmaker Suresh Sinha as he gradually loses everyone and everything. Dutt seems to have 
become too self-indulgent and experimental in this film, and the audiences probably felt 
bewildered by the innovations that Dutt was weaving before them more for his artistic 
satisfaction than for their collective appreciation. Dutt’s style of filmmaking was quite 
contemporary, sometimes ahead of his generation. His films are at their best in their narrative 
structure and cinematic technique. These films are distinct from his contemporaries films 
because of his reorganization of cinematic techniques. He is being rediscovered by the world 
long after he committed suicide in despair, and he continues to get more fame and adulation as a 
filmmaker posthumously than he got when was alive. 
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