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abstraCt

The years 1946, 1964 and 2009 are references to three Hindi films, Dr Kotnis ki 
Amar Kahani/The Immortal Story of Dr Kotnis (Shantaram, 1946), Haqeeqat/
Reality (Anand, 1964) and Chandni Chowk to China (CC2C) (Advani, 2009). 
The article will draw on three points in history. The first film Dr Kotnis ki Amar 
Kahani/The Immortal Story of Dr Kotnis, is set during the anti-imperialist strug-
gles in India and China, when India sent a team of doctors to China to support 
the CCP during the Long March and anti-Japanese activities. The team included 
the famous Dr Kotnis, and the film, a bio-pic, provides a great deal of material 
for Indian perceptions of the Chinese and attitudes towards China at the time, 
Comintern activity and the revolutionary fervour that bound the two. The second 
film, Haqeeqat, was a direct response to the 1962 invasion of India by China, and 
here we see the valorization of the Indian army defending the nation against the 
‘enemy’: China. The third film, CC2C, set in a time of a globalized world, with 
India and China as confident trading partners, reveals yet another set of values 
that shows admiration for China’s ancient traditions while ridiculing the self and 
yet triumphing over the other. These films will be analysed to reveal interactions 
between these two global players and what they mean at different points in time.
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introduCtion

Reading history through films

Looking at films in a historical perspective provides us with many clues to 
reading history, the evolution of national attitudes and, in this particular 
undertaking, a look at India–China relations over a period of time, from the 
mid-twentieth century to 2009.

At the recent ASEAN Museum Directors’ Symposium 2012, Cinema as a 
language of History, Kenneth Paul Tan, making a case for cinema as a language 
of history, stated that ‘[…] film has enriched our traditionally narrow under-
standing of historical truth’, and suggested that, ‘to be a language of history, 
film also needs to be a language of politics’ (Tan 2012: 2).

Referring specifically to biopics and historical films, Tan states that this 
growing body of films

reveal a more complex reality, bearing multiple perspectives and multi-
ple truths about the past, using multiple formats and processes to 
re-present it … these works are … capable of enriching our historical 
understanding, deepening our interest in the past, and providing us 
with multiple channels for understanding an elusive, often contradic-
tory, but irresistible past. 

(Tan 2012: 5)

This article posits that not only do films themselves provide us with 
content that documents history, but the biases of these accounts are reflected 
by the timing of their releases, which in turn reflect the prevailing politics of 
their time. Popular Hindi films, as I have stated before (Kripalani 2009), have 
played and continue to play an important role in creating a sense of nation 
and keeping the spirit of nationhood buoyant. Public opinion is shaped in 
these films by simple depictions of patriotism, valour and heroism. Discussing 
the three films in question in this article, we will see how a sense of history is 
preserved together with a sense of patriotism and national pride. Glorifying 
valour in defence of the nation, and valiant acts that uphold the glory of the 
nation, is integral to the narrative in these films. 

India–China Relations

India and China are bound by ancient links. Trade routes through the high 
reaches of the Himalayas brought into the plains and valleys not just goods, 
but ultimately philosophy, mathematics, astronomy, and even know-how such 
as ship-building and sugar making (Yeo 2012: A17). The Buddhist connection 
cemented these ties, bringing the two civilizations culturally closer, with the 
mutual exchange of travelling monks, seeking to propagate the dharma and 
learn about it. Famous Chinese pilgrims such as Faxian and Xuanzang, centu-
ries apart, came to study more about Buddhism and took back Buddhist scrip-
tures to China. The ancient Nalanda University was a magnet for scholars and 
Buddhist monks from around the region, to imbibe this learning. 

The two civilizations developed peaceably on either side of the Himalayas 
for centuries without wars and encroachment on each other’s territory. Links 
between Indian and Chinese revolutionaries in the early half of the twentieth 
century grew out of their common goal of shedding western colonial domina-
tion. The success of the Russian Revolution in 1917 and socialist/communist 

AC_23.2_Kripalani_217-229.indd   218 12/20/12   2:31:04 PM



Reading China in popular Hindi film – three points in …

219

ideology inspired youth and intellectuals from many Asian nations, including 
India and China, to fight for their own freedom. At a gathering in 1927 in 
Brussels, leaders of the Guomindang (GMD) Party and the Indian National 
Congress pledged mutual support to each other’s anti-imperialist drive 
(Samarani 2005: 2).

This pledge was realized in cash and kind from India to China, and further 
cemented by Nehru’s visit to China in 1939, and Chiang Kai-shek’s visit to 
India in 1942. Eager to secure alternative supply routes through India, in case 
the Japanese cut off the Burma Road, Chiang was anxious to keep India in 
friendly hands (Chan 1975: 52). He showed his sincerity by supporting India’s 
bid for freedom in international circles, while Madam Chiang (Soong Meiling) 
asked Churchill to release Nehru from prison in 1944. India shook off the colo-
nial yoke in 1947, two years before China established the People’s Republic of 
China in 1949. The new nation of India supported the PRC (over Taiwan) and 
lobbied for China’s recognition in the international community. An intense 
period of friendship ensued, characterized by the slogan ‘Hindi-Chini Bhai-
Bhai’/‘Indians and Chinese are brothers’. Questions of disputed boundaries 
between the two countries in the mid-1950s were left to a pending ‘friendly 
settlement’ (Guha 2007: 304).

By the late 1950s, however, relations between the two countries had dete-
riorated. This was exacerbated by the Dalai Lama being granted political asylum 
in India when he fled Tibet in 1959. Diplomatic negotiations and talks between 
Nehru and Zhou Enlai failed to produce a settlement, and culminated in the 
boundary war of 1962. Diplomatic documents reveal a series of betrayals and 
counter-betrayals felt by India. The Indian side was caught unawares and was 
unable to defend its borders against the planned Chinese attacks. The slogan of 
friendship became one of scorn, as the Indians felt they had been played along 
and lulled into a false sense of security on the north-eastern front.

Relations between the two countries were at an all-time low after this, until 
1979, when a thaw in relations occurred, and it was agreed to promote economic 
and cultural ties, while the boundary issue was still pending. Many state-level 
visits took place over the ensuing decades, improving economic relations, and by 
2008, China had become India’s largest trading partner. In the last two decades, 
both countries have become potential economic powerhouses, once again facing 
the twin challenges of battling poverty while managing development, and both 
have gained significant political status in the international arena.

tHe narrative tHrougH films

The three points in time selected here depict the friendship that the two 
peoples and aspiring nations, India and China, experienced in the first half of 
the twentieth century; the fallout of deteriorating relations over the boundary 
issue that culminated in the 1962 war; and lastly a slapstick look at people- 
to-people relations as both countries power along as confident economic 
partners. Each of these events has signaled a shift in the way Indians perceive 
China and the Chinese, and this is reflected in the films selected here.

tHe Case of dr Kotnis and DR KotnIs KI AmAR KAhAnI/the 
ImmoRtAl stoRy of DR KotnIs (sHantaram, 1946)

Dwarkanath Kotnis was a newly qualified doctor, who hailed from Sholapur, 
Maharashtra. At age 27, fired by the call of Indian nationalist leaders to 
help China in her fight against the imperialist intentions of Japan, Kotnis 
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volunteered to go to China, to help care for the sick and wounded in this 
struggle. He ended up with the Eighth Route Red Army in Yan’an, where 
he met his future wife, and where he died at the age of 32. Venerated as a 
hero of the Chinese Revolution, a statue of him was erected in Shijiazhuang, 
Hebei, where his tomb in the Revolutionary Martyrs’ Cemetery faces that of 
Dr Norman Bethune.1 

Inspired by this remarkable man, K. A. Abbas wrote Kotnis’s story in a 
work, “And One Did Not Come Back” (Shantaram and Narwekar 2003: 53), 
that was turned into a film by V. Shantaram in 1946. The film was Dr Kotnis ki 
Amar Kahani/The Immortal Story of Dr Kotnis, and carried not only the nation-
alist sentiment of the Progressive Writers’ Association (Kaul 1998: 131–33), 
but also that of communist and revolutionary struggles across the globe. 
Ironically, Shantaram was able to obtain raw stock for the film by having it 
approved as one that propagated the war effort (Shantaram and Narwekar 
2003: 54; Rajadhyaksha and Willemen 1999: 305).

The film refers to the 1937 plea by the CCP (Zhu De) to Nehru and the 
Indian National Congress to assist them in their struggle against Japanese 
imperialism by sending Indian doctors to China. Young Dr Kotnis hears 
the impassioned public address of a nationalist leader as he passes Azad 
Maidan in Mumbai, and volunteers to go to China to fight for the liberation of 
all oppressed people. The speech calls upon people to unite in their common 
cause to oust imperialism and foreign invaders, as well as to show support 
and sympathy for the bleeding and misery-filled people of China. The film 
also uses documentary footage of Nehru.  

Dwarkanath’s family see him off before he sets sail. His father gives 
him a signet ring with the map of India saying it is not only to remind 
him of them, but of the promise he made to his country. The dignity of his  

Figure 1: Dr Kotnis ki Amar Kahani, 1946.

	 1.	 Dr	Norman	Bethune	
was	a	well-known	
Canadian	doctor,	who	
offered	his	services	
to	China	after	having	
served	as	a	doctor	
in	the	Spanish	Civil	
War.	Bethune	is	
also	honoured	as	a	
revolutionary	hero	in	
China,	where	the	Dr	
Bethune	International	
Peace	Hospital	in	
Yan’an	was	named	after	
him.
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country rests upon his shoulders, and he should return only after his job is 
done. Consequently, when the rest of the team of doctors return to India after 
uselessly waiting months in Hankou, Wuhan, without having accomplished 
their mission, Dwarkanath refuses to go home. Finally he is sent to work in 
the hospital, and leaves with the Eighth Route Army when it becomes unsafe 
for them to stay on. Here he meets Qing Lan, who at first is reluctant to talk 
about herself. Ultimately, she tells him of the Japanese atrocities in Nanjing 
and how her entire family was decimated by the Japanese there. She is the 
only survivor. They vow to work together to help China’s sick and wounded. 

As Dwarkanath romances Qing Lan, there are nuances of the relations 
between the two countries. He tells her that there is no need for sugar in 
Chinese tea, as chini is ‘sugar’ in Hindi, and thus the Chinese body is filled 
with sweetness. They fall in love and she sings him a Chinese folk song, which 
scandalizes the villagers. They are married by the official command, and their 
union is explained to the villagers in terms of underlining the closeness of the 
two countries, India and China.

Together they continue their mission. During the fighting, many soldiers 
are lost to a mysterious illness, which turns out to be a form of plague. Kotnis 
injects himself with the disease in order to find a cure. Qing Lan gets preg-
nant, but Kotnis is captured by the Japanese. He escapes, and travels miles on 
foot to finally reunite, after many months of deprivation and wandering, with 
Qing Lan, their baby son (named YinHua for India and China by General Nie 
Rongzhen) and the ragged remains of the Red Army. Conditions at base camp 
are hard, and Kotnis’ old health problems – epilepsy and the plague – get the 
better of him. But not before he dreams of taking his wife and child back to his 
homeland – a place just like China, he says, with mountains and rivers. Here 
again, the film evokes the sympathy of the viewer, for the shared values and 
landscapes of the two countries.

This period, when both India and China were at the brink of attaining 
nationhood free of the imperial yoke, was a time of mutual sympathy and 
friendship. There were shared values across the globe propagated by the 
Comintern, and many correspondences between the CCP leaders and the 
leaders of the Indian nationalist struggle, giving each other mutual strength 
and succour.  Dr Kotnis was an example of one individual who fought a 
glorious fight to bring both countries closer, identifying the struggles of the 
common people with each other. Their shared goal of ridding themselves of 
imperialist powers and achieving liberation is forcefully driven home in this 
bio-pic.

hAqeeqAt/ReAlIty (anand, 1964)

Haqeeqat/Reality opens with a dedication to Nehru and the soldiers who gave 
their lives in Ladakh, defending India’s national borders against Chinese intru-
sions in 1962. The film’s panoramic shots capture the beauty of the Ladakh 
landscape – showing the majesty of ‘our country’, and depict the Ladakhi 
people as Indian and being friendly to the Indians of the plains – identifying 
the Ladakhis as ‘us’. A romantic element is introduced through the presence 
of Anmol, a beautiful young Ladakhi girl. One of the young officers sent from 
the city and Anmol fall in love with each other, and he dreams of marrying 
her and taking her home to meet his mother. Anmol and her brother, Sonu, 
both Ladakhi goatherds, befriend the soldiers, and assist them against the 
Chinese.
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The force of the Chinese military, its immensity, might and purpose, is 
underlined here. In contrast, the Indian army is unprepared, ill-equipped, 
lacks strategy and is outnumbered. The audience is introduced to the officers 
and jawans/soldiers in ways that they can identify with them – fathers, sons, 
husbands, young men in love, all willing to lay down their lives and even 
sacrifice their sons, to defend their country, even as they dream of returning 
home as valorous soldiers.

As the men reach their mountain posts in the high reaches of the 
Himalayas, they are subjected to non-stop blaring on loud-hailers by the 
Chinese soldiers, repeatedly invoking the old slogan:

Hindi-Chini Bhai-Bhai/Indians and Chinese are brothers

But added to it is the message:

Yeh zameen hamara hai/This land is ours

Tum yahan se chale jao/Go away from here

Hum tumse ladne nahi chahte/We do not want to fight you

Bahar nahin jaoge, hum tumhe bher-bakri ki tareh marenge/If you do not 
leave, we will slaughter you like sheep and goats

Central command has issued orders that the Indians are not to fire first, 
much to the ire of the impatient soldiers sitting, waiting for the attack. Their 

Figure 2: Haqeeqat, 1964.
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commander tells them that India has never been an attacking force; theirs is 
only a force of peacekeepers. In contrast, the commander tells them about 
the Chinese attitude to war, depicting them as expansionist and wanting to 
bring war to Asia. He shows them Mao’s Red Book, and reads to them the 
passage:

Those who don’t agree with us are not our friends

Those who are not our friends are our foes

Foes are to be wiped out by the Red Army

In frustration, a soldier bayonets the book. Each of the frontier posts, manned 
by 25 Indian soldiers, is isolated from the others by the Chinese advance. They 
hold their positions as long as possible, as thousands of Chinese soldiers, in 
wave upon wave, fire upon them relentlessly. One company holds fast and 
is decimated, but not before providing cover to the others to retreat. They 
reach base camp in low spirits, injured and weakened by the travails they have 
endured.

The nation goes into mourning – not only is Diwali not celebrated in the 
homes of those who have lost their menfolk, but throughout the country. It 
is a black Diwali – of Kali, not Lakshmi – the symbolism replete with rhetoric 
that could not fail to be understood by all citizens. Footage of women donat-
ing their gold ornaments to the war effort, and newsreel footage of Prime 
Minister Nehru saluting the armed forces on Republic Day, is shown as the 
homage paid by the nation to the soldiers who so valiantly put up a fight in 
such treacherous conditions.

The defeat at the hands of China hurt the national psyche as much as it did 
that of Prime Minister Nehru. ‘Nothing in my long career has hurt me more 
and grieved me more [than] the hostile and unfriendly twist given in India–
China relations’, he wrote to Zhou Enlai (Guha 2007: 333). The aftermath of 
the war carried severe reprisals. The ensuing political upheaval undermined 
Nehru’s supreme position in the body politic. He was forced to let go of his 
unpopular defence minister, V. K. Krishna Menon, while at the same time 
the army’s inadequacies had been exposed. That the Chinese so easily over-
ran large parts of India, well into Assam, displayed the lack of strategy of the 
retreating Indian army, as well as a breakdown of intelligence in understand-
ing the Chinese strategy. 

Valorizing the men in uniform and glorifying the sacrifice of their lives, 
while at the same time portraying the Chinese as two-faced (friend/foe), ruth-
less and cruel (when they capture Anmol and gleefully torture her), Haqeeqat 
did much to bring the nation together, reminding people of different politi-
cal persuasions of the external threat to India as an entity. All political parties 
had rallied against the threat of the Chinese invasion, including the commu-
nists who had hitherto backed China. But while national sentiment was 
being consolidated, few Indians knew of the treatment being handed out to 
India’s resident population of Chinese. Mostly based around Kolkata, in the 
leather tanning industrial area of Tangra, a large number of the 15,000-strong 
community were deported (Zhang: forthcoming). Others were rounded up 
and interred in a camp in Deoli, Rajasthan, some for up to four years. After 
this many Chinese in India migrated to North America or returned to China 
or Taiwan.
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The confusion among the Chinese community of Kolkata is touchingly 
described by Kwai-Yun Li, in her first-person account ‘Rally at the Octerlony 
Monument’ (Li 2008: 58–71). Should they identify with Taiwan or Beijing or 
the Dalai Lama? As they switched from one to the other, in the vain hope 
that they would not be victimized, Chinese generally were perceived as the 
enemy, and had to suffer taunts and threats from the local Indian population 
in Kolkata. This created a rift between the communities that had lived amica-
bly thus far. Depictions of Chinese in films began to be negative.

Already by the late 1950s, minor border incidents had taken place, and 
the friendship with China was less than easy. The popular film Howrah Bridge 
(Samanta, 1958) reflected this unease in its depiction of the villainous figure 
as John Chang, a Chinese nightclub owner and dabbler in nefarious activities. 
That he should be a foreign ‘other’ may not be surprising, but that he should 
be specifically Chinese is noteworthy. The film seems to especially target the 
Chinese community that was so visible in Kolkata at the time. Nevertheless, 
the cabaret singer in Chang’s nightclub sings the famous song ‘Mera Naam 
Chin Chin Choo’/‘My Name is Chin Chin Choo’, the lyrics of which once 
again remind us of the ‘sweetness’ of Chinese:

Bauji, mein Chin se aiyee/Mister, I’ve come from China

Chini jaisa dil layee/I brought a heart as sweet as sugar

Singapur ka yauvan mera/ My youth is as lovely as Singapore

Shanghai ki angdayee/And my moves are from Shanghai

Also noteworthy is the fact that Mrinal Sen’s 1959 Bengali film Neel Akasher 
Niche/Under the Blue Sky was banned for two years upon its release. It is open 
to speculation as to whether its charming story of a friendship between a 
Bengali woman and an itinerant Chinese tradesman, promoting solidarity 
between Indian and Chinese people, was inappropriate for the politics of its 
time. In Prem Pujari/Worshipper of Love (Anand, 1970), another nationalistic 
film, a pacifist hero is moved to smash a spy ring of Chinese working against 
the interests of India. The vilification of Chinese in popular film continued 
for a number of years, and some scholars believe it still persists (Banerjee 
2007: 437–63).

fRom ChAnDnI ChowK to ChInA (CC2C) (advani, 2009)

Almost four decades later, we have a comedy from Bollywood that looks at 
Chinese with a twenty-first-century view. A spoof, with a bumbling, unso-
phisticated hero, and Chinese martial arts displayed in all their lyrical quality 
with admiration and respect, CC2C is the first Bollywood film to be shot on 
location in China (Agence France-Presse (AFP) 2012: E14). The film opens 
with a long shot of the Great Wall, and zooms into a sequence of traditional 
Chinese sword-fighting, which sets the tone of the film.

Sidhu, a simple man, a vegetable cutter and ordinary cook from Chandni 
Chowk in the old city of Delhi, is looking to make his life better. Superstitious 
and seeking fortune-tellers, he is overjoyed upon discovering a potato that he 
thinks resembles Lord Ganesh. He instantly starts to worship it, and carries 
it about like a lucky charm. When approached to go to China as the reincar-
nation of a famous ancient Chinese warrior, Liu Sheng, to vanquish the evil 
drug lord, Hojo, who preys upon a village, Sidhu jumps at the opportunity. 
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But Sidhu turns out to be not quite the man for the job, and is badly beaten 
by Hojo. His battered body is tossed over the Great Wall, where he is rescued 
by Inspector Chiang Kohung, a former victim of Hojo. Chiang is a vagabond, 
having lost his wife and twin baby girls, and been given up for dead. His wife, 
an Indian, has returned to India with one baby, while the other who remained 
in Chiang’s arms at the time of Hojo’s attack is feared dead. 

Chiang has the injured Sidhu cured through the mediation of a traditional 
Chinese medicine practitioner. Finally they unite in their common cause and 
Chiang agrees to teach Sidhu the secrets of kung fu. He strength-trains him to 
have iron forearms and fists, and he trains him in the art of ‘cosmos kung fu’. 
After much rigorous drilling, Sidhu acquires these skills.

The shots of these sequences are projected very reverentially and beauti-
fully, no doubt inspired by the action films of Jackie Chan and the success of 
films such as Crouching Tiger, Hidden Dragon (Lee, 2000). The fight scenes that 
ensue are equally action-packed. When the time comes for Sidhu to confront 
Hojo, he cannot kill him with his cosmic kung fu, as Hojo is a more accom-
plished kung fu fighter. Sidhu looks to his Ganesh-like potato for help, but 
then resorts to his own inner strength to vanquish his foe. Chiang, his kung 
fu master, had told him his secret weapon would be his one special move, 
and in his moment of crisis he discovers it. It is the chopping action of cutting 
vegetables, and it is the pounding of dough to make rotis (bread). ‘Take this’, 

Figure 3: Chandni Chowk to China, 2009.
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he calls out to Hojo, ‘I’ll get you with Indian kung fu. It’s the move of every 
Indian housewife cooking daily for her family!’ Hokey as it is, the admiration 
for the elegance of Chinese kung fu is ultimately overcome by a basic blow – a 
move described as Indian.

A box-office flop, this film is stealthily garnering cult status through DVD 
sales. Several aspects are noteworthy in this film. Despite the admiration for 
the beauty and technique of kung fu, the winning punch is an everyday move 
in the life of an ordinary workaday Indian woman. The Chinese villains are 
super-sophisticated, albeit cruel and ruthless, and while there is racial stereo-
typing of both sides, the characters in the film are not racially or politically 
biased against each other. There are less-than-noble and dubious characters 
on both sides, a huge departure from films of the past.

The ability of Bollywood to project beautiful aspects of Chinese culture 
on-screen reflects the confidence of India as a nation in the twenty-first 
century. The tables are turned in this narrative, where Chinese villagers come 
to India seeking their protector, the reincarnation of Liu Sheng. Admittedly, 
the villain is Chinese, and is vanquished by our Indian hero, but the latter is 
aided and abetted by many Chinese friends, together with his Indian friends 
and love interest, Sakhi, who is half Chinese and half Indian and the twin 
daughter (raised in India) of Chiang, Sidhu’s kung-fu master. (Her twin sister 
who survived Hojo’s attack on their father, was raised in China by Hojo to 
be one of his minions in his criminal activities.) This unusual representation 
of the twins (despite the clichéd good one having grown up in India and the 
evil one in China – who, as the narrative unfolds, will be brought back to the 
righteous path) itself speaks of the friendship of the two cultures, embodied 
in a single entity. The friendships depicted in the film speak of the equality of 
both cultures, and even as the last few victory blows are simple Indian ones, 
the fatal blow is delivered by an elegant and unexpected move that brings the 
statue of Liu Sheng crashing down in all his wrath on the hapless Hojo. 

ConClusion

The three films analysed here give us a good insight into the attitudes of India 
as a nation vis-à-vis China. Fighting for independence from western colo-
nialism, their respective revolutionary leaders shared a common vision and 
ideology. Between the two world wars of the twentieth century, revolutionary 
fervour was encouraged by socialist and communist ideologies and promoted 
by the soviet-inspired Comintern. The Comintern also provided an interna-
tional platform for ideologues and revolutionaries of different countries to 
meet and share ideas. In addition, the decade of the 1920s saw the start of 
the China–India Association (Zhong-Yin Xuehui) in Nanjing on the initiative 
of Dai Jitao of the GMD, and Tan Yunshan’s Sino-Indian Cultural Society 
in Kolkata. Gandhi’s non-violent tactics as opposed to the violence of the 
Russian Revolution of 1917 received a great deal of press coverage in China 
and were widely debated (Samarani 2005: 3–5). In their exchanges, the revo-
lutionary leaders pledged to support one another. Thus, when the Chinese 
requested funds and medical aid during the  Anti-Japanese War, Indian lead-
ers obliged. Dr Kotnis was one of the volunteer doctors in this mission. In 
the film we are shown his sympathy for the Chinese fighting to save their 
motherland from Japanese aggression. Kotnis was dedicated to his mission, 
refusing to return home without a sense of accomplishment. With India in 
the position of donor, the attitude depicted is a very kindly and friendly one. 
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Friendship between the two peoples is highly prized, and the beauty of the 
country is praised by Kotnis in terms of matching the beauty of his own coun-
try. The loss of Qing Lan’s family in the Nanjing massacre is a metaphor for 
the pillage of colonized countries, and evokes empathy from the audience. 
The Chinese portrayed in this film are all considered friends, and there is no 
negativity about them.

By the late 1950s there is a marked contrast. Chinese are seen to be 
involved in smuggling, gangsterism (Howrah Bridge) and spying (Prem 
Pujari) – a national security risk. Positive portrayals of people-to-people 
interactions are not allowed to be shown (Neel Akasher Niche). After the 
border war of 1962, the rhetoric is driven up a notch. In Haqeeqat the propa-
ganda of the Chinese is highlighted and used to indicate their ‘true’ inten-
tions of expansionism and destabilizing Asia. When the Indian soldiers see 
how the Chinese army has amassed in Ladakh, they joke that they are living 
up to the spirit of their ancestor, Genghiz Khan. The Chinese soldier who 
blasts daily on the loud-hailer is portrayed as a weasley unlikeable charac-
ter. Equally, his colleagues are unlikeable, especially as they take pleasure 
in hurting Anmol when she refuses to spy for them. These characteriza-
tions of Chinese began a continuing trend of racial stereotyping. As Payal 
Banerjee points out, even Chinese of Indian nationality ‘were systemati-
cally constructed as India’s external and internal other’ (Banerjee 2007: 446). 
These trends struck very deeply in the psyche of the population, both of 
Indian and of Chinese descent.

In the most recent film, CC2C, we see a reversal of this trend. Now Genghiz 
Khan is mentioned at the outset with reverence, as China’s most accomplished 
warrior. While the scars of the wounds of the Chinese betrayal of 1962 still 
remain, the national psyche has recovered sufficiently to portray Chinese in a 
fuller manner – some are evil, some are good, and some are simple folk just 
trying to get on with their day-to-day lives. While the Indian hero is portrayed 
as a buffoon in comparison to the uber-sophisticated Chinese villain he is 
up against, his sincerity wins out in the end. There is an appreciation of the 
martial arts of China, of the country’s refinements in traditional medicine, and 
of a friendship between the people, embodied in the twins, Sakhi and Suzy, 
born of an Indian mother and a Chinese father.

Nonetheless, Indian patriotism shines through in all the films: definitely 
when China as the perceived aggressor has to be contained beyond her 
borders, but even in times of close friendship. Kotnis with his dying breath 
speaks of the beautiful mountains and rivers of his country, just as beautiful 
as those of China, while in CC2C, it is the ‘Indian kung fu’ that eventually 
defeats the evil Hojo.

Finally, it is worth noting that India seems not to have penetrated the 
Chinese psyche as deeply. There are no Chinese films that consider India or 
its people as a subject, and the border dispute of 1962 remains a non-event to 
young mainlanders.
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