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Introduction


Korean War (1950-1953), as scholars have argued, benefits Chinese communist regime both domestically and internationally as Mao Zedong’s China capitalizes on the war to portray itself as the challenger of American imperialism and guardian of the Third World. During and after Korean War, Chinese Communist Party (CCP) promotes “revolutionary nationalism” in China as a means of maintaining internal dynamics among the whole population to accelerate economic and industrial development at home and to confront with imperialism internationally.
 As consequence, Korean War has become an integral part of China’s official history glorifying CCP as savior of China, a nation handicapped by feudalism, colonialism and imperialism. Beyond China, Korean War is of special international significance for CCP as it embodies fraternity and cooperation among Third World nations countering imperialistic aggression. The relationship between China and Korea is thus hailed as friendship created by blood. When fighting in Korea is in full swing, for example, Mao reiterates that Chinese army should treat Korean people in the same manner as they do to the Chinese within China.
 Immediate following the truce in Korean peninsula, Peng Dehuai, commander in chief of Chinese army, sings high praise of China-Korea relationship by stating “Korean people are like our siblings; There is nothing between us and our intimate relationship is like that of flesh and bone.”


China-Korea fraternity is popularized not only by politicians, historians and educators, but also by artists, including filmmakers. In two decades between 1956 and 1976, Chinese filmmakers produce dozens of films about Korean War. All these films more or less touch upon China-Korea brotherhood in and after wartime, something film reviewers and audiences are well aware of. One reviewer of Train through the War Flames (Fenghuo lieche, 1960), for example, concludes in 1960 that this film illustrates the enduring friendship between Chinese and Korean people.


Upon my reexamination of these films, however, I discover an implicit dichotomy of dominant/subordinate China/Korea conjured by Chinese filmmakers despite the highly-touted equality and fraternity between these two nations. What strikes me most is that almost all Korean people as shown in these films are civilians or guerrillas. Most Koreans are women, elderly men and children. Their jobs in wartime, as these films show, are to assist or entertain Chinese soldiers. Meanwhile, the vast majority of the Chinese in the same films are able-bodied male soldiers who are responsible for combating American invaders in battlefields. Moreover, Koreans tend to wear “traditional” robes or skirts as opposed to Chinese soldiers’ military uniforms. It is apparent that Chinese filmmakers wittingly or unwittingly differentiate the Chinese and Koreans in a gendered way, which epitomizes imbalance of power between two neighboring nations.  

Gender as embodiment of power relation has been extensively studied in recent decades especially by feminists and post-colonialists. Following Edward Said’s seminal work, Orientalism, scholars have explored how gender and sexual difference have been discursively constructed to conspire with colonial domination. In colonial context, discourses of cultural and sexual differences are powerfully mapped onto each other.
 For Euro-American colonialists, “oriental women” are always situated in centrality within European colonial history.
 For native elites and nationalists in colonies, femininity and female stereotyping is entangled with the process of constructing a nationalist anti-colonial symbolism, the female signifying the pre-colonial, the traditional and the untouched domestic space.


The femininity of Koreans as represented in Chinese Korean War films is, in a similar vein, discursively constructed to illustrate Korea’s domestic space that is encroached upon and demolished by American imperialism. Therefore, China has political and moral responsibility to restore such a space for the Koreans. However, Korean women and their “traditional” clothing and way of life in these films do not merely embody domestic space in Korea. More relevant to this paper, Korean women wearing traditional clothes are in striking contrast to their Chinese sisters who wear gender-neutral military uniforms. Such a visual contrast hints on a binary opposition of revolutionary and modern China and traditional Korea. 
For students of (post)colonialism, such opposition of tradition and modernity constitutes a primary paradigm of colonial discourse.
 Dichotomy between China and Korea in the films I am studying is by no means a colonialist one. Yet the regime of knowledge that colonialism encompasses, namely a fundamental dichotomy of Self and Other, shares an ontological norm of Chinese culture to imagine China’s dominant position in relation to her neighboring nation(s). This paper therefore aims at contributing to current discourse on gender and power relation not by examining Euro-American metropolitans and their (ex)colonies. Instead, this paper focuses on two Third World countries, China and Korea. China’s imagined dominance over its neighbor manifests itself in a more indirect and nuanced way and is always disguised by the official claim of brotherhood. China does injustice to Korean people not through outright conquest and direct rule but at the deep level of unconsciousness. 

This paper explores the above-mentioned themes by examining a number of Korean War films made in China between 1956 and mid 1970s, two decades when Maoism prevails in China. I focus on how Chinese filmmakers construct gender and gender images of both Chinese and Koreans. First, I show how Chinese women’s masculinity is highlighted. Masculinizing women constitutes a vital part of social and political agenda of gender equality in communist China as in other socialist countries. Yet for Chinese filmmakers, their socialist Korean sisters in these films are not masculinized. Instead, Korean women’s femininity is deliberately exhibited and stressed. Meanwhile, Chinese filmmakers downplay Korean men’s masculinity. I thereby explore how Korean people as a whole are feminized in these fashions in the second section. The power relation between Korea and China is thus metaphorically illustrated in gender dichotomy. China’s dominance over Korea is imagined not merely in post World War II period. Rather, it has a long history. Hence, I will examine the historical dimension following my analysis of various Chinese Korean War films. CCP’s understanding of China-Korea relation, I thereby argue, is a legacy of centuries-long China centrism.
Most of Chinese Korean War films that I will review are produced by two film studios, Changchun Film Studio (Changchun dianying zhipian chang) and August First Film Studio (Bayi dianying zhipian chang). Changchun Film Studio is the first film studio controlled by CCP in late 1940s when a large number of CCP party members and ex-army officers were designated to manage it.
 August First Film Studio is an army-owned film studio specialized in producing war-related films and documentaries. Therefore, their filmmaking constitutes an integral part of Chinese communist regime’s ideological apparatus. Chinese filmmakers’ representations of Koreans’ gender images as a result reflects China’s official viewpoints and policies.
 
Masculinization of Chinese Women

Like in many contemporary Chinese “revolutionary” films, Chinese female figures in Korean War films are characterized with more masculinity than femininity. Most Chinese women are short haired and clad in thick uniforms, which makes them physically resemble their male colleagues. Almost all Chinese female figures are professional women. They work as doctors or nurses (Shangganling, 1954; Flying Wing to Wing in the Big Sky [Changkong biyi, 1958]; Train through the War Flames, 1960), singers and dancers in Chinese army (Shangganling, 1956; Heroic Sons and Daughters, 1964) or journalists (Flying Wing to Wing in the Big Sky, 1958). Chinese women disengage from familial bondage without exception not merely in films whose stories take place exclusively in Korea. Even in films like Train through the War Flames (1960) in which half of its story happens within China, young Chinese women are also professionals. With their bodies concealed in military or professional uniforms, these professional Chinese women never display sexual appeal and carnal desires. 
Take Flying Wing to Wing in the Big Sky, a film featuring three Chinese professional women, as an example. This film was made and shown in 1958 by the August First Film Studio. Its story revolves around a young and inexperienced Chinese pilot who overcomes his “individualism” and eventually stands out to be combat hero. The movie starts with the protagonist’s (Huzi, or Tiger) loss of his fiancée, Plum Blossom (Meihua), because of American bombers’ assault on her village during Chinese civil war in late 1940s. Assuming his fiancée’s death, the protagonist leaves his hometown and joins in the Communist army. Later on, Tiger is sent to the Soviet Union to be trained as a pilot before he returns to Korean battleground. Preoccupied with revenging his fiancée, Tiger seeks to shoot down American jets as quickly as possible. As consequence, he ignores military disciplines and fails in his first air battle. After learning the significance of coordination and cooperation for a pilot, he becomes a hero in the subsequent battles. In the end of this film, he comes across his fiancée, who happens to be working in Chinese army as a nurse. The couple reunites. 

The main theme of this movie is to uphold collectivism instead of individualism. One reviewer points out how collectivism is significant not only in battles but also for socialist economic development.
 Collectivism requires people to recognize a “collective authority” and suppress their own desires. Therefore, Tiger’s will of revenging his fiancée is not well justified. Personal desire must be fulfilled within a bigger framework, namely, the war against American imperialism. In the same fashion, Tiger’s love to his fiancée including sexual desire should also be refrained within certain moral and ideological frameworks. When the couple makes their long overdue reunion by the end of the film, they do nothing more than shaking hands. Viewers see no hug or kiss whatsoever. Their passion is restricted. The gender relationship is thereby totally asexualized. 
Desexualized relationship between Chinese couples defines all Korean War films. In Train Through the War Flames (1960), the couple similarly shook hands in their unanticipated encounter after the hero survives a life-and-death accident. Unrestraint passion and outright sexuality are specifically reserved for the enemy, the Americans, in these films. The bodies of American jets, for example, are painted with women wearing bikini-like suits. (Flying Wing to Wing in the Big Sky) In another film, Shangganling (1956), American GIs entertain themselves with photos of half-naked women. In a sense, sexuality represents a line of demarcation between progressive socialism and decadent imperialism.
This being said, I by no means imply that artists in communist China purposefully repress individual psychic and emotion energy. On the contrary, “Communism is quite inclined to display it—with a political sleight of hand” as Ban Wang has argued.
 Wang maintains that Communism “recycles” the energy and rechannels it “into transforming the old and making the new individual.”
 In this manner, Tiger’s emotional energy, his love to Plum Blossom and hatred to the Americans, undergoes refashioning and redirection before he is ultimately sublimated to be a hero in new socialist era. 

Tiger’s fiancée is similarly a “new individual” made in new social system. In the film, she starts as a female villager whose femininity is characterized by her tenderness, shyness, hairpin, headscarf and embroidering skill, among other things. By the end of the film, she is successfully transformed into a professional woman. In case of emergency (US jets’ unheralded bombardment), she is able to carry wounded male soldier on her back and evacuates. Her newly-acquired masculinity is something beyond Tiger’s imagination. Immediately prior to the couple’s eventual reunion, Tiger dreams of his devastated village and burned-down house. He meets Plum Blossom who, in his mind, is still a vulnerable rural woman as before. When Tiger intends to offer help and protection, Plum Blossom suddenly disappears. A weak and helpless woman disappears. This episode metaphorically illustrates Chinese women’s metamorphosis in socialist system. Plum Blossom completes such metamorphosis by not only making timid and vulnerable female villager into an independent professional woman who wears military uniform, but also having her name changed from the feminine Plum Blossom to a more gender-neutral one, Yang Hua.
 

Besides Plum Blossom or Yang Hua, two other Chinese women are featured in Flying Wing to Wing in the Big Sky. Little Guo is a nurse working with pilots including Tiger. Played by the same actress, Little Guo and Plum Blossom look exact the same as each other except that Little Guo wears her own professional suit. Both of them are typical Chinese professional women, who can shoulder social responsibility just like their male compatriots. Another woman in this movie is a journalist. Though she is also a professional woman, she appears more feminine with her huge scarf, eyeglasses and softer tones when speaking. Her femininity stems from her inexperience in life-and-death environment of Korean War in particular and Chinese revolution in general. She confesses that it is the first time that she has been to Korea and served as a war correspondent. The contrast between Yang Hua (Plum Blossom) and the journalist implies that only tests of revolution can wash away Chinese women’s feminine traits and hence masculinize them. In spite of this, the female correspondent is not well accepted by viewers including Chinese workers and soldiers in the late 1950s who consider that the journalist has nothing to do with Chinese army’s heroic deeds in Korea.
 In other words, revolutionary heroism should be purely masculine.
Chinese women’s image as we see in Korean War films is what Chen Xiaomei calls “Cultural Revolutionary feminism,” which lacks “any acquaintance with motherhood and the intimacies of family life.”
 Chinese women as such embody CCP’s national policy regarding gender and nation building. Communist government claims to commit itself to endorsing “women’s liberation” in China, a nation ridden with feudal patriarchy and gender inequality for millennia. Communist party thus promotes a new and “progressive” feminist concept that encourages women to leave home behind and work for China’s social and economic development. According to Elisabeth Croll, Chinese women are “encouraged to take up new occupations in industry, and training schools were set up to equip women with the requisite literacy and technical skills. The heavy industry sector of the economy was expanding fast in the early 1950s and new and spectacular occupations for women such as those of pilots, train drivers, lathe operators, rail dispatchers, iron and steel workers, attracted a lot of attention.”
 One well-known example is Dian Guiying, a young girl of twenty who becomes the first woman train driver in China.
 By publicizing images of “model female workers” through CCP’s propaganda machine, CCP seeks to pursue a new female subjectivity that reconstructs gender and social relations.

In summary, the communist party endeavors to establish a society where absolute gender equality is possible and men and women undertake the same responsibilities and enjoy the same rights. However, because the communist party prioritizes heavy industry, over consuming commodities, the government requires every citizen, man or woman, to repress his/her desires of various sorts, including consumption and sexuality. Under this circumstance, professional women, who should devote all their energies to the work as their male counterparts, are essentially made to be more masculine, being clad into gender-neutral clothes and using no luxuries like cosmetics. In addition, building up a new socialist culture and custom in China also entails Chinese women to stay away from the “old” and “traditional” way of life, which is regarded as backward, pleasure-seeking and non-productive.

Gender Image of the Koreans
While Chinese female figures in Chinese Korean War films are epitomes of Chinese “new” professional women who sacrifice their desires and appear masculine in many aspects, Korean women, by contrast, are represented to preserve stereotypical characteristics of “traditional” women. The images of Korean women, as well as men, reveal Chinese people’s understanding of China-Korea relationship and the war itself. In this section, I will analyze gender images of Korean people and their allegorical significance. 

Feminizing the Koreans
Most Korean women in these films are faceless and nameless. They are displayed in distance in films along with natural landscapes as background. In other words, Korean women are fixated in and become part of Korea’s scenery. For example, viewers can obscurely see Korean women as well as a few elders and children walking and working between hills and a river in the beginning of Heroic Sons and Daughters (1964). Only after cameras are moved closer, can some Korean women’s faces be clear enough to audiences. Therefore, Korean civilians, especially women, are incorporated in Korean landscape. Euro-American colonialist writers tend to invest landscape of the colonies with gender traits. For example, Yaël Fletcher’s study of Algerian women has shown that, for French writers, not only people are attributed in gendered terms, “but also land, … w[as] seen in male or female terms.”
 Chinese filmmakers depart from colonialists in their representations of Korean landscape. In most cases, Korean landscape, like Korean people, is emphatically painted as the victim with rubbles and ruins following US airforce’s bombardment. Chinese filmmakers objectify Korean landscape, but in a different direction. Damaged landscape in Korean bears resemblance to Tiger’s devastated village during Chinese civil war in late 1940s in Flying Wing to Wing in the Big Sky. Chinese revolution successfully transforms Chinese landscape into a more beautiful, secure and heroic one as Chinese filmmakers have attempted to convince the audiences. In Shangganling (1956), the Chinese singer in Korea battleground explicitly portrays China as a land with rivers, mountains and people of goodwill but also hunting guns for preparation of external threats.
 In this sense, China/Korea dichotomy in terms of landscapes is more about temporal gap than a gendered difference, namely, Korea is pre-revolutionary China and it is teleological that Korea takes the same paths of liberation and revolution as that in China. 

While Korean landscape is not much gendered, Korean women’s femininity is underscored. The difference between Chinese and Korean women is all too apparent. Clothing alone is able to draw a clear line between Korean and Chinese women in these films. Almost every Korean woman wears “traditional” Korean long robes or skirts, whereas most their Chinese sisters wear uniform-like clothes, which eliminate or at least it blurs visible gender boundaries as I have shown in the previous section. In Green Sea and Red Wave (Bihai hongbo, 1975), Korean female guerilla fighters wear “traditional” Korean clothes even when they are shooting at US bombers. The clothes are not the only evidence of stereotypical images of Korean women, though. Dances and Korean women’s way of carrying water jars on the head, among other things, also enable filmmakers to differentiate Korean from Chinese women. To show China-Korea fraternity and Chinese people’s appreciation of Korean “tradition,” Chinese women sometimes wear “traditional” Korean clothes and perform Korean dances (for example in Heroic Sons and Daughtersi [1964]).
One of the purposes of exhibiting Korean women’s stereotype and objectifying Korean women on the screen might be to present the peaceful way of life in Korea, which has been disrupted by America’s aggression. Women as well as Korea’s natural scenery are victims awaiting Chinese rescue. Chinese filmmakers differ from colonialist writers in that they do not assign Chinese male the role as the conqueror qua bearer of knowledge (white male for colonialist writers) who can penetrate women, territory and text of colonies, which cannot be otherwise explored and mastered.
 Chinese male is not conqueror of Korean landscape or women while Korean women are not represented as Madame Butterfly-type sexual objects whose repressed sexual desire awaits awakening and rescue. Therefore, Chinese filmmakers have no interest in emphasizing women’s sexual affection and desires, which are deemed as bourgeois hedonism that defines corrupt capitalism and thus are at odds with lofty communist ideals. 
If we compare “traditional” Korean women and Plum Blossom as a female villager who wear “traditional” Chinese scarf and coat in Flying Wing to Wing in the Big Sky, we see a similar picture of vulnerable women. Chinese revolution makes Plum Blossom a “new woman,” but her Korean sisters do not undergo or have not yet undergone such metamorphosis. As I have argued that Korean landscape resembles the pre-revolutionary Chinese one, Korean women’s femininity is also a matter of temporality.  Namely, Korean women are yet to become socialist “new women”. Therefore, Chinese filmmakers are more comfortable in portraying Chinese male as guardian of certain values both “traditional” and “revolutionary” that leads the followers to certain revolutionary teleo. The notion of China-Korea fraternity, in this sense, holds some ground. Precisely because of this, China’s dominance over Korea is implied in an extremely subtle and disguised way. Let’s unearth such unspoken dominance by examining intimacy between Chinese male soldiers and (female and/or aging) Korean civilians.
The intimate relationship between Chinese soldiers and staff and Korean civilians is a staple in all Chinese Korean War films. Filmmakers are inclined to represent such asexualized relationship as one between Chinese male soldiers and Korean female civilians. In fact, many female Korean civilians on the screen are elderly women, who cannot be associated with sexuality at any rate for viewers. Let’s take On the 38th Parallel (Sanbaxian shang, 1960) as an example. It is not a bona-fide Korean War film as its story revolves around incidents taking place after the signing of ceasefire treaty between the south and the north. North of the 38th Parallel, Chinese soldiers kept good terms with Korean civilians, especially an aged Korean woman, Amani.
 By contrast, the US army, who is planning on a new round of invasion, dispatches spies to cross the 38th parallel in an attempt to spy on the Chinese army. After several failed attempts, Colonel Davis of the US army orders Mr. Qiao, the head of “Far East Intelligence Bureau” (Yuandong qingbao ju) to personally sneak into the North. Mr. Qiao’s mission is to fetch No. 002 intelligence that is being held by a Japanese spy Yamamoto in North Korea. Qiao brings Chunsheng, a young and well-trained Korean secret agent, with him for this task. When they obtain the intelligence and are about to return to the South, Amani happens to unveil their true identities. Chunsheng attacks and seriously hurts Amani. Eventually, Chunsheng is captured and only finds that his victim, Amani, is his mother from whom he has been separated for a dozen years. 

The relationship between Amani and Chinese soldiers, especially Little Lad (Xiaobudian), is expressly emphasized in this film. Little Lad treats Amani as his mother. They exchange gifts and help each other. What Amani does most for Chinese soldiers is cooking, while Chinese soldiers help Amani and other Korean civilians (exclusively women and old men) build up new houses. The division of labor between Chinese and Korean people is also a gender division of labor. That is, the Chinese are masculine, undertaking heavy, dirty and dangerous jobs such as construction and fighting, and Koreans are feminine, engaging in daily chores. Relationship between Chinese people and Korean women as such is frequently featured in other Korean War Films. For example, in Surprise Attack (Qixi, 1960), Chinese soldier Fang Yong also treats a Korean Amani, as his mother because her own son has been killed when trying to save the wounded Fang. In Train through the War Flames (1960), the hero’s girlfriend, a nurse in Chinese army, saves and becomes a foster daughter of an old Korean woman who flees to China following US airforce’s bombardment. 
The stereotypical relationship between aged Korean lady and the Chinese varies in other occasions. In Green Sea and Red Wave (1975), the scriptwriters modify the mode by featuring a little Korean girl. As an innocent and lovable girl, she lives in an isolated coastal area where a Chinese radar unit is located. In this occasion, the relation between her and Chinese soldiers is sibling-like. While the Chinese army offers protection, she entertains male Chinese soldiers with singing and dancing. Before the end of the movie, she is killed by American jets, which outrages both Chinese soldiers and Korean civilians and guerilla fighters. Her death typifies Chinese filmmakers’ efforts of relating the Korean female to innocence and victimhood. Another version of relations between Chinese men and Korean women is in Train through the War Flames (1960), in which a young but married Korean woman and her father-in-law accommodate Chinese train crews who pass by their village. Once again, in this case, there is no innuendo of sexual desire, but simply a gender division of labor, namely, the Chinese (male) fight out of their family, while Koreans (female) work within the family.

De-masculinizing the Koreans

Another important way of underscoring Korea’s femininity is to deprive Korea of masculinity. In many films, Korean men are simply missing. Still take On the 38th Parallel (1960) as an example. The old lady, Amani, has lost all male members in her family in World War II and Korean War. Her husband has been killed by the Japanese army earlier in Sino-Japanese War (1937-1945) and her eldest son dies heroically in the battle of besieging Seoul. The only male survivor in her family is her younger son, Chunsheng, but he has been deceived to serve the US as a secret agent. Eventually, Chunsheng realizes that he has been on the wrong side. Chunsheng does not represent Korean masculinity. As a Korean, he fails to perform his responsibility of protecting his own nation. His masculinity is misdirected at the best. When male is absent in Amani’s family, Chinese soldiers fill the “masculine vacuum” by voluntarily helping her build and amend houses among other things. In Surprise Attack (Qixi, 1960), not only Korean civilians are female, but also local guerilla fighters are also female. These female fighters assist Chinese soldiers to blow out the bridge of strategic significance and attack American army’s transportation line. So are Korean women in Green Sea and Red Wave (1975). Most Korean guerilla fighters who protect Chinese army’s radar station on the sea are women wearing Korean robes and aging male Koreans. The contrast between their masculinity such as fighting and femininity such as traditional clothing, dancing and singing evidences a loss of authentic masculinity on Korea’s side. 
One of few Korean men who is in his prime of life in Korean War films is a prisoner in To Strike the Invaders (Daji qingluezhe, 1965), who fearlessly struggles against South Korean officers and jailors in prison after his arrest. Nevertheless, because he is captured from the very beginning of this movie, he can only exhibit his “fettered” masculinity in the jail. The one who determines his fate is ironically a Korean woman, who turns out to be a secret agent of the north and happens to serve the army of the south at this point. Eventually, the female secret agent manages to sneak back to the north and request Chinese soldiers to save the arrested Korean hero. 
Allegorically in these films, the mission of Chinese men (soldiers) is to restore or rescue Koreans’ masculinity, which has been either lost, misguided (Chunsheng in On the 38th Parallel) or fettered (the Korean hero in To Strike the Invaders). Chinese filmmakers’ presumption of the absence of masculinity in North Korea presupposes Chinese male’s restoration or rescue thereof in these films. Rescuing Korean masculinity by Chinese male is premised on stripping masculinity of Korea in the first place and thereby does double violence to a nation as a result. 
Subordinating the Koreans

China’s Korean War films certainly are not entirely without Korean male figures. Apart from the imprisoned hero in To Strike the Invaders, there exist quite a number of Korean men on the screen, though none of them is main figures. Almost none of them participate in regular warfare as Korean soldiers. They assume the roles of guerilla fighters, guides, laborers or civilians. To sum up, all they do is to support and assist the Chinese army who take over the job of fighting American imperialists. In this sense, their masculinity is subordinated. In Heroic Sons and Daughtersi (Yingxiong ernu, 1964), for instance, elderly Korean male civilian, Kim, volunteers to work for the Chinese army. The first time he shows up on the screen is when he tries to repair the destroyed road so that Chinese trucks and jeeps can go through. In the second time, he volunteers to wade in the icy water to carry the gravely wounded Chinese heroine to cross the river. 
In Train through the War Flames (1960), the middle-aged Korean man is a guide for Chinese train crew and thus plays a more important role than Kim does. Because of his knowledge of Korean terrains and railways and experience in working as a railway employee, he is invited to guide the train, which transports construction materials and ammunition to the front. Working in a Chinese train, he gets well along with his Chinese colleagues and imparts them geographic knowledge of Korea. His significance is out of question especially when he makes suggestions on how to avoid US jets’ bombardment. Nevertheless, he is after all a subordinate role in the film as the Chinese hero has the final say in every occasion. It was the Chinese crewmen’s courage, wisdom, self-sacrifice and sympathy with Korean victims that Chinese filmmakers were intent on showcasing. The Korean guide serves as a useful but still dispensable piece. When facing dangerous situation, he dissuades the Chinese director of the train from taking the risk because, in his own words, the Chinese hero “is indispensable considering his status in the train,” while the Korean guide himself is not. 

Also in this film, the train crewmen meet the family of a Korean hostess on their way to the front. Her husband, who is said to be a brave Korean soldier, never appears on the screen. His masculinity remains obscure for Chinese viewers. Other members of the family include a hospitable old man, her father-in-law, whose masculinity is obviously fading away, and her daughter. The family offers free food and lodge to all Chinese people who stop by as a means of supporting the war fought by Chinese (men). Besides the Korean hostess, this film features a vast number of faceless Korean women who are invariably available for mobilization. They voluntarily undertake repairing railways and other physical labors to ensure Chinese trains’ transportation with no impediment.
To top it off, Chinese filmmakers deliberately classify Chinese and Koreans in Chinese Korean War films. Chinese (mostly soldiers) are male, who perform their masculinity in battlefields. Even Chinese women, as I have mentioned in previous sections, play out masculinity. In contrast, Korean people are represented as feminine, no matter what their biological sex is. In Chinese Korean War films, most Korean people are women and aged men who have passed their prime. Their “femaleness” does not manifest itself through sexuality or other biological traits. Instead, their femininity is primarily defined by means of a division of labor during wartime. Chinese are male because they are engaging in military and diplomatic jobs, while Korean people assume positions as Chinese’s assistants or subordinates in every aspect. Though there are a small number of Korean people who do participate in fighting (men’s job) in these films, they are chiefly guerrilla force who assists Chinese soldiers and thus is of less strategic significance. 

Korea as China’s Orient: Past and Present


Various explanations are available for the construction and configuration of gender images in Chinese Korean War films. First, women’s miseries have always been invoked to exhibit the victimization of a group, community or race. The image of ill-fated Chinese women in communist China, for example, caters to the American audiences who have anticipated to seeing the tragedies of “other” (Chinese) nation as a whole.
 For decades during and after Korean War, US troops’ atrocities and Korean people’s (especially women) loss of properties, territories and lives not only arouse the Chinese people’s sympathy with Korea, but also justify CCP’s decision to involve in a war away from China proper. Second, the representations of Korea as a place of women and domestic space illustrate an intimate relationship between two nations. A highly-touted relationship between young and male Chinese soldiers and elder Korean ladies exemplifies the perception that deems Korea as a home outside homeland. Such perception is not an invention of Chinese filmmakers. In essays and reportages in the early 1950s, Chinese writers have popularized the notion that Korean women are treated as mothers and kinswomen by Chinese soldiers who are thousands of miles away from their home. For example, in a 1952 reportage, a Chinese soldier’s mother is of almost the same age of a Korean woman. He also takes the Korean village as his own hometown.
  

Although Chinese audiences have been used to accepting the rosy picture of Chinese soldiers’ helping and coexisting with Korean people, historical records occasionally show the contrary. One high rank officer, for example, testifies that some Chinese soldiers ignore disciplines by ransacking Koreans’ houses and insulting Korean women during the war. Finally, Chinese army’s headquarter has to issue an edict to severely punish unruly soldiers.
 That is an episode repressed by virtually all official histories about Korean War in China with the exception of the aforementioned officer’s memoir.  Yet he merely mentions the episode in the passing.  Hardly can we learn of the day-to-day contact between Chinese soldiers and Korean people during and after the war. Neither can we fathom the average Chinese’ sincerity and seriousness of China-Korea fraternity at their unconscious level. In this sense, gendered dichotomy in Chinese Korean War films provides a niche in which such concealed perception can be exposed and explored. 
Chinese filmmakers’ endeavors of dichotomize China and Korea in a gendered way are made in a similar manner that European colonizers sexualized colonies in order to perpetuate their societal, cultural and political dominance. Scholars have explored how gender and construction of gender and racial differences conspire with colonial rule. As Madeleine Dobie argues, “the foreignness ascribed to Oriental women can be read as a displaced representation of all of the forms of ‘otherness’ ascribed to women in Western culture.”
 Chinese filmmakers’ attribution Koreans to be “traditional” (robes and dances) is comparable to colonizers’ binary of colonizers (modern and progressive) and the colonized (traditional and static).
 Similar to colonizers who construct “Oriental women” as the “Other” of their own racial and cultural identity, Chinese intellectuals and artists conceive Koreans as their “Other” in numerous ways over centuries. In the following sections, I will discuss how Chinese filmmakers and other artists utilize Korean War as a locus where Chinese and Koreans encounter and China’s “Other” is recognized. I will also trace the long history that China imagines Korea as its “Other.”
Korean Battleground as Contact Zone

Unlike representing Koreans as feminine and traditional in Chinese Korean War films, many other cultural works regarding Koreans’ struggles during Japanese occupation (1911-1945) and Korean War stress Korean women’s masculinity in virtually the same manner as Chinese filmmakers’ masculinization of Chinese women. In Jin Yuji (1959), a film about Korean guerrilla force in China during Japanese occupation, Jin, a female Korean fighter usually wear gender-neutral uniforms and participates in major combats against the Japanese except for in holidays and celebrations. In a brochure published for wartime mobilization, Brave Korean Women, printed 1951 for Chinese readers, one essayist is impressed by two young Korean women’s masculinity. They are short-haired and dark-skinned. At first glance, the essayist writes, it is hard to tell their gender.
 In another essay of the same brochure, the Korean heroine is also a physically strong and dark-skinned woman.

Only in films and novels where Koreans are and Chinese (male) soldiers meet and contact, are Koreans relegated to be “feminine” and “traditional.” In this sense, the battlegrounds in Chinese Korean War films function as the “contact zone,” where power relations between two nations, China and Korea, are metaphorically demonstrated. In Mary Louise Pratt’s phrases, “contact zones” are “social spaces where disparate cultures meet, clash, and grapple with each, often in highly asymmetrical relations of domination and subordination—like colonialism, slavery, or their aftermath.”
 Within contact zones, colonial subjects are constituted as a result of encounters of different cultures.
 In Chinese Korean War films, the space where encounter of Chinese and Korean cultures take place is purely imaginary. It is not a “social space” as Pratt has emphasized, but a representational one. Chinese filmmakers, along with audiences, envision an encounter between Chinese revolutionary culture and a “traditional” Korean one in the films. As Pratt emphasizes asymmetrical relations in contact zones, Chinese filmmakers perceive the unbalanced China-Korea relationship by gendering the Chinese and Korean and highlighting gendered division of labor. Korean men and Korean women’s masculinity as has been evidenced in cultural works other than Chinese Korean War films mysteriously evaporate once Chinese male soldiers are present in Korea. Korean people automatically assume subordinated positions to entertain, serve, and assist Chinese male as we see in Chinese Korean War films. 
 As encounters in contact zones enable colonizers to form their identity in colonies, Chinese filmmakers and viewers likewise differentiate self and other in the films. In this sense, the Koreans in the films serve as China’s “Other.” What is unique in China’s case is such encounter between two nations is not a sudden and unanticipated one. On the contrary, it has a long history. What Chinese filmmakers present in Chinese Korean War films are its legacy in modern era.
China’s Other(s)


An unbalanced relationship between China and Korea that exists in diplomatic practices and Chinese intellectuals’ imaginations has a long history prior to the Korean War. In this section, I focus on three historical periods, late imperial time, the turn of the twentieth century and postwar era, when China treats Korea as her “Other.” 

In late imperial time, Korea has long become an integral part of China’s “world order.” As John Fairbank has summarized, “The Sinic Zone [consisted] of the most nearby and culturally similar tributaries, Korea and Vietnam, parts of which had anciently been ruled within the Chinese empire.”
 China’s mythical cultural and moral superiority over her neighbors stems from, according to Fairbank and other scholars, a Confucian “de” (virtuous influence), which is unique for China
 and which “barbarians” lack.
 Apart from “de,” China also presumes that her superiority resides in more tangible aspects such as “sophisticated culture and written language … magnificent cities and palaces,…”
 Korea, although being the most docile and thus “civilizable” tributary state of China, is still deemed as barbarian or partially civilized at the best as opposed the civilized Middle Kingdom. 


In the late nineteenth and early twentieth century, China is suffering from foreign aggression in every aspect and no longer holds legitimacy of millennium-long Sino-centrism. Under this circumstance, Korea, among other “declining nation” such as Turkey and Poland, is invested with fresh cultural and political meanings. Liang Qichao, Chinese reformist at the turn of the twentieth century, for example, works out several essays regarding the demise of Yi Dynasty of Korea in 1910s. His essay collection, Small Histories of Rise and Fall of Various Nations (Geguo xingwang xiaoshi), includes eight essays, three out of which are about Korea. Liang begins his first essay about Korea with a ci poem, Willow of Zhangtai (Zhangtai Liu).
  Composed in Tang Dynasty, Willow of Zhangtai portrays a poet’s regret of losing his beloved courtesan. Such sense of loss utters Liang’s frustration of China’s loss of Korea to Japan. The dichotomy of gender and social status between China/Korea and Poet/courtesan is unequivocally articulated in these essays. In another essay, “Causes of the Fall of Korea” (“Chaoxian miewang zhi yuanyin”), it is evident that Liang makes use of Korea’s miserable fate to remind Chinese readers of China’s not-so-bright future. As he argues, the discussion of Korea serves as an admonition for Chinese people.
 Liang ascribes Korea’s fall to the imperial system, the privileged Yangban class and even Korean race itself.
 Liang’s intention of exploring Korean history, after all, is to caution the Chinese readers against the path that Korea has taken, namely Japan’s colonization and annexation. Korea, once again, constitutes one of China’s others, a backward and thus dying one at this historical moment.
Even though China’s chauvinistic worldview is fatally undermined vis-à-vis Western imperialistic intrusion after the 1840s, its legacy can still be felt until the foundation of People’s Republic of China (1949). John Fairbank observes, “Nationalist and Communist China have inherited a set of institutionalized attitudes and historical precedents not easily conformable to the European tradition of international relations among equally sovereign nation states.”
 In a similar vein, John Cranmer-Byng reminds readers that China’s post-1949 foreign policy can only be understood through examining the continuity between the past and present.
 


After communist takeover of China, such mentality of China supremacy exists albeit in a disguised way. Chairman Mao Zedong, for example, asserts that Chinese revolution sets a model for revolutionaries worldwide, especially those in the Third World countries, including Korea. Such “world revolutionism” itself implies Chinese chauvinism by believing China’s path to revolution and liberation must be universally applicable for all other ex-colonial countries. As early as in 1930s, Mao has begun to draw a blueprint to liberate the suffered mass worldwide. He assumes that it should be China’s mission to show other dependent countries (including the former states under China’s tribute system) the sole way of liberation.
 Other communist party leaders also tout Mao’s “world revolutionism” as a special type of Marxism tailored for non-European countries. Therefore, Maoism must be the only way of liberation and de-colonization.
 Scholars who explore Chinese politics and diplomacy in Cold War era have unveiled historical factors behind China’s arrogance. Stuart Schram, for instance, proposes three reasons concerning China’s tradition: 

1. “China had never belonged to a system of states dealing with another on a basis of equality, but had been for several millennia virtually a universe unto herself. …”

2. “Except for the introduction of Buddhism from India early in the Christian Era, the Chinese had been in contact largely with peoples not only less powerful but culturally inferior, …”

3. “The ruling group had a vested interest in preserving the traditional principles of society and government, which were the basis of its own power. …”

The imagined cultural and ethnic superiority has been transformed in Mao’s hand to be an ideological superiority over less “civilized” people. Korea, among other nations, is the chosen target for China to practice Mao’s theories regarding revolutions in ex-colonies. The logic behind China’s involvement in Korean War is that if communist party is capable of deftly coping with Korean crisis, China is able to unfold “world revolutionaism” by helping and leading the Third World countries.
China’s envisioned leadership and Korea’s role of disciple constitute the imbalance of power between two nations. Such unbalanced relationship is implied in Chinese official history’s boast of China’s unilateral benefaction and contribution to Korea’s peace and rebuilding, but not the other way around. For example, an official Chinese Korean War history book states that Chinese army helped the Koreans build 881 public buildings, 45,412 private houses, 4,263 bridges, 4,096 dikes and so on.
 As such, China can legitimately proclaim to be the leader of “Third World” because of the alleged victory in the Korean War and China’s unselfish assistance after the war.
 China’s capability of guarding her neighboring nations and leading the “Third World” that Chinese government as well as cultural producers imagine is encapsulated in Chinese (male) heroes and their relationship with Korean (female or feminized) civilians in Chinese Korean War films.

It is safe to argue that Mao’s world revolutionism, as has been practiced during Korean War, is a renewed and revised version of “Chinese world order” of late imperial epoch. Historically, Korea has played a vital part as China’s other, either as “uncivilized” as China’s Civilization in imperial time, or as a failed nation whose fate China should avoid in the early twentieth century, or a “Third World” country following Chinese revolutionary mode and awaiting China’s rescue in Mao’s era. As such, Korea exists in Chinese’s illusions in different historical moments. As Pratt has argued that colonial other enables colonialists to forge their identities in the contact zone, Chinese filmmakers and audiences procure or articulate, in the representational space of films, their international identity in age of Cold War, namely, China’s as the mainstay against imperialism and neo-colonialism and champion of world revolution.
Conclusion

When I am working on this project, I happen to talk to a Chinese visiting scholar. I suggest that we, as Chinese men, reflexively contemplate our positions and history when we criticize imperialism and colonialism of Euro-American powers. Chinese Korean War films might be the starting point of our self-reflection. In his opinion however, since China does not invade her neighboring countries outright and directly rule or dominate other nations, he feels it tangential at best to link gender images in Chinese Korean War films to power relation between these two nations. His viewpoint typifies Chinese intellectuals’ double standard regarding their understanding of international relations. They are critical of colonial dominance of western imperialist powers and Japan whereas they never recognize China’s being aggressor and oppressor, albeit only at the level of unconsciousness for the most time. Because the power relation as I have analyzed in this paper is an extremely indirect and unnoticeable one, it is hardly felt. That Chinese visiting scholar’s response to my project thus reveals his subconscious denial, which is universal among Chinese people in general. 
China’s dominance is successfully masqueraded by a better known claim that China and (North) Korea are brothers. Nevertheless, it is similar to colonialism both in forms and in nature. Chinese intellectuals, writers, artists and filmmakers at different historical moments, like European metropolitan writers and artists do to (ex)colonies, feminize the Koreans and represent them as their constitutive “Other,” through which China’s imperial, modern and revolutionary identities are formed in a time span of several centuries. Chinese Korean War films are therefore one part of such centuries-long project. It is true that China does not invade and occupy Korea at least in recent centuries. Yet that does not bolster the claim of China’s equal treatment to her neighbor and Chinese intellectuals’ denial of self-reflection of any sort. Imperialism and colonialism are not defined merely by direct conquest. Rather, the exercise of power is, for most of times, through “facilitating institutions and ideologies.”
 Gender images in Chinese Korean War films demonstrate that China’s dominance is articulated in psychological and representational ways.
Selected Chinese Korean War Films

Bihai hongbo (Green Sea and Red Wave, by Xi’an Film Studio, 1975)

Changkong biyi (Flying Wing to Wing in the Big Sky, by August First Film Studio, 1958)
Daji qingluezhe (To Strike the Invaders, by August First Film Studio, 1965)

Fenghuo lieche (Train through the War Flames, by Changchun Film Studio, 1960)
Qixi (Surprise Attack, by August First Film Studio, 1960)

Sanbaxian shang (On the 38th Parallel, by August First Film Studio, 1960)

Shangganling (by Changchun Film Studio, 1956)

Yingxiong ernu (Heroic Sons and Daughtersi, by Changchun Film Studio, 1964)
Other Chinese Film(s)
Jin Yuji (by Changchun Film Studio, 1959)
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