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ABSTRACT

Commercial Hindi cinema plays a central role in tlegotiation of national identity. With the rise Hindu
nationalism, the Non Resident Indian (NRI) becamme ¢pitome ofindiannessand inculcated Hindu traditionalism,
patriarchy and modernity. Popular Hindi Cinema iest made in India in 1913 and portrayed a centodé in the
formulation of national identity. It thus becomée tstrongest agency for the creation of a nationahology of heroism,
consumerism, leisure and sociality (Therwath 20A0ew films like DilwaleDulhania Le Jayenge (DDl.&Aditya Chopra
1995, Pardes(SubhashGhai 1997uchKuchHota Hai(Karan Johar 1998)KabhiKhushiKabhieGhartK3G, Karan
Johar 2001) are some of the examples. Therwathisiri‘&@hining Indians’: Diaspora and Exemplarity Bollywood”
guotes Yash Chopra during his address at the Riravasi Bharatiya Divas (PBD), that ‘our moral @sgbility is to
depict India at its best. We're the historiansrafia [...]. The Indian Diaspora must maintain itsntiy, its roots’ (Chopra
2003).
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INTRODUCTION

In PurabAurPaschimthe young hero played by Manoj Kumar is callecaigl [India] who embodies nation in
himself. He visits London to meet the Sharmasnfigeof his father. Mrs. Sharma brought up in Endjatrinks, smokes
and calls her husband ‘Darling’. According to thandtl norms, the wife should not use her husbanids hame and
always treat him agod. Their daughter Preeti too like her mother smokesb @gnmks wears mini-skirts and, has dyed her
hair blond. Manoj Kumar, who is also the film’s elitor, tries to screen a metropolis which is obegds/ consumerism
and sex. In these conditions, emigration can orlgliown as a negative phenomenon where one |lasbshiraditional
values (Therwath 2010). The film in this way sudgdbat women should preserve the three virtueb asdharm, lihaz,
izzat[shame, modesty, honour] within them. In additittre emigrant is never accused of forgetting hiss@nd values; it
is the host country and the Western culture thatfar it. Ideal Indians thus becomes deterritaredi models of national
identity. Punathambekar in his article “Bollywoad the Indian —American Diaspora” tries a themaéiading of K3G
where he says K3G tries to position the diasporéoithe fold of a “great Indian family” — this shewhe everyday
struggles over being Indian in US. The migrantsttiee re-craft a sense of community and culturattithe in new contexts.
Also, the expatriate don’t want the movies to sttbw real India, they don’t want to see tigandhagall the time. The

Indian land is always shown to be pure with bealt#ndscape.

In the Popular cinema the fact that the protagdmedbngs to the nation is constantly underlinedugh the use

of the possessive pronoun before the words ‘coynfindia’ or ‘Hindustan’ and, despite going througall types of

'gandhagi is dirt and uncleanliness
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ordeals, hidndiannesss always reaffirmed at the end of the film. Fostance, the rich American of Indian origin played
by AmrishPuri in SubhashGaiRardes sings ‘1 Love My India’ and recites ‘Karamisldndia, DharamMera India,
VatanMera India, SajanMera India’ [India is my degt India is my religion, India is my motherlanthdia is my
beloved]. As for the expatriates in DDLJ, they talkh great emotion of ‘apnadesh’ [my country], ‘i mitti’ [my
soil], ‘hamaredeshkimitti’ [our country’s soil]. Ing tracking landscape shots and quickly alternatiaws from India and
abroad testify to this desire to recreate a nevgiggahy. The first scene DDLJ is a perfect illustration of this technique.
As the viewer discovers BaldevSingh (AmrishPun)the introductory monologue sayingphadesh ‘apna Punjab[my
country, my Punjab] while he feeds the doves inl&md) and the camera moves from an easily idenk#fiSiguare to an
unidentified Punjabi mustard field with youfshalwargamizlad girls running all over the fields singing
‘GharAajaPardesi[Come back home, outsider] (Therwath 2010).

HrithikRoshan inK3G is depicted to be a “super hero.” When he steps irondon, India’s national song,
VandeMataram can be heard in the background. Young girls mimrange, white and greeshalwargamizvhich
represent the color of the Indian national flagm8aogirls in the background perform a few Bharataatynoves too. In
DDLJ after the two young and unmarried Raj and Simiareta drunken night in Switzerland and Raj letshisdieve that
they have slept together, she bursts into tearagéd and covers her face in shame. At that momaptrdassures her

telling:

“....Main ek Hindustani hunaur main jantahunkiek Hinduét larkikiizzatkyahotihai. Main
sapnemeinbhitumharesathaisiharkatnahikars8ktaran...” [I| am an Indian and | know what her honooeans to an
Indian girl. Even in my dreams | could not do sdmwg like that to you]. The hero portrayed as tie evho even in a
foreign land sticks to théndiannessby upholding his patriarchal values. Also kardes the family of Baldev Singh
inculcates Indian values and traditions even wigtthesi abroad. All these examples relate the typNéd portrayed in the

Bollywood with the so callethdiannessnculcated within him.

In Indian cinema, the idea of NRI households maiig a certain level of Indian tradition is usyaflersonified
in the role of women. Cinema has restricted fenengexuality within the confines of a nation stder instance, in
SubhasGai'$ardes(1997) the heroine’s name “Ganga” itself depibts purity and cultured behavior attributed upon her
They are expected to be traditional and cultured whuld bring back the spoilt NRI husbands in tightrtrack. The
movie has created the ‘synecdoche relationship detvpurity/ sanctity of women and the purity/ sapaif the nation’
(Ram 2002). IrK3G, Kajol in her foreign house is shown holding a skip platter in her hands, singin§dreJahan Se
Acchd [The best country in the world]. She bows dowridoe a very large portrait of her parents-in-lawes’pujain the
dawn and is the only character who wears traditiattae. Patriarchy is clearly visible in the filmhen Simran is engaged
to an Indian man of her father’s choice whom sterever met. Moreover the family is strictly unttee patriarchal rule
of the father figure enacted by AmrishPuri. Simaand her sister dance in western music till thediaflgure arrives and
they hurry up to recite th#bajans Also, Simran is the one who desires to elope Wit indicating that when a woman'’s
sexual impulses when let free runs wild and reguérenale to control it. This demonstrates a selagte of autonomy in
her character. It is Simran’s father and her loRaj who guard her sexuality to protect the cultarel tradition of

homeland within the West. Similarly in Karan JoBKBG, the charater of Kareena Kapoor as Pooja firseagpis in her

2 a traditional suit for women
3A religious ritual worshipped by Hindus as an dfigrto various deities.
* prayers offered to god
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miniskirt dancing. Later when she falls for Rohhe,immediately begins pulling her towards his aaltspace, having her
sing morning prayers and encouraging her to weitwaarkameezHere male becomes the protector of female seyuali
who carries traditional values of the homeland iamgbses that upon the females. The South-Asianniigyrportrays ideal
women adorned in a sari, her forehead dotted witede®bindi, representingMother India The heroines are always
beautiful but sexually constrained and controllgdvale. Their voice is ultimately suppressed talglith male patriarchy
and the national culture. They are made or expettaétain all the cultural values and traditiorssshe represents the
Mother India “Threats to the Indian woman are threats to thgon itself; Indian womanhood represents the matio
religion, God, the Spirit of India, culture, tradit, family”(Sanjena 2013).

In Mani Rathnam’{Roja (1992) the heroine does not move to States but movesytdrom a traditional village.
The movement is not just a physical movement bateths a movement within her. The heroine who wasbeant,
talkative girl becomes a calm traditional wife ajwan sari according to the traditional Hindu wiféo is matured and
caring. This also adds to the norms that are atgib upon females, who become matured when it'ph#rto play the

role of a wife.

In most of these films discussed here, there isatification of women’s body as a sex object artdrobnly deal
with female subject through the lens of relatiopstaither than as an independent subject. For tHenhie, the woman in
Bollywood cinema is a space onto which they rediscaradition. Mythological conception of the womarforms

Bollywood representation of “ideal” women figur&di®Sita Ram’s docile, obedient wife or the pilBbarathMatha

Punathambekar in “Bollywood in the Indian-AmericBraspora” talks about two key shifts in the maniwer
which Indiannessis being imagined and acted upon. First relateBamtha Chatterjee’s notion of interior spacehef t
“home” or the “separation of social space” imdbanthome/ inner) andahir(outer/world). Chatterjee argues that the
“homel/inner” came to signify a domain that resistedstern” influences, maintained the “inner cofenational culture”,

the very essence of “national identity.” This wovksll with Indian Diaspora.
CONCLUSIONS

This article examines the influence of Hindi cineimahaping the politics of identity. It demonséshow Hindi
film narratives, viewing practices and patternsadialization create a notion fdiannesslit shows how cinema becomes
a cultural unifier. J. C. Sharma, a former Indiaplamat and member of the government-appointed Higinmittee on
the Indian diaspora, remarked that “Bollywood wekested long back for the purpose of connectingltitkan people
residing across the world. Hence both intra & irdennectivity is facilitated by Bollywood. Showirgf an Indian film
became a focal point of connectivity” (Sharma 2010js noteworthy that the motivations of the laimedia system in
relation to NRIs become increasingly complex aslalfter contributes more and more to the natiotielisraditional and

patriarchal view of India.
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® a bright dot worn on the forehead especially ltfidn woman
®wife of lord Ram in the Hindu epic Ramayaétais considered to be the epitome of wifely and wolpairtues.
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