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Media Culture in Transnational Asia: Convergences and Divergences examines contemporary
media use within Asia, where over half of the world’s population resides. The book addresses
media use and practices by looking at the transnational exchanges of ideas, narratives, images,
techniques, and values and how they influence media consumption and production throughout
Asia, including Sri Lanka, Bangladesh, South Korea, Singapore, Vietnam, Afghanistan, Iran and
many others. The book’s contributors are especially interested in investigating media and their
intersections with narrative, medium, technologies, and culture through the lenses that are
particularly Asian by turning to Asian sociopolitical and cultural milieus as the meaningful
interpretive framework to understand media. This timely and cutting-edge research is essential
reading for those interested in transnational and global media studies. 
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AsiaIntroductionHYESU PARK AND MAYA DODDMedia1 have become an essential part of our
everyday life. While it is true globally that media impact our daily experience and are intricately
interwoven into what we do, think, and feel, media are also regional phenomena situated in
specific times and places. These specificities of media, however, transform and transgress
across borders. Indeed, media are built out of shared idiomatic and audiovisual and verbal
aesthetic systems that can be deployed and appropriated in a myriad of ways for different
purposes and configurations. Moreover, media, no matter where they originate from and what
form they take, have a common goal of engaging media recipients cognitively and affectively
and provoking different forms of human communication and narrative meaning. The
development of the internet and mobile communications in recent years, on the other hand, has
given new meanings and shapes to more traditional media, accelerating their adaptations and
consumptions across geographic borders. It is, for instance, now common for people in Vietnam
to watch popular Indian soap operas online (Arora and Jotwani, chapter 2 in this volume), while
the remake of Korean television shows in China has become a popular practice. The intended
audience for a specific narrative is far exceeded, and although dissemination is unpredictable, it
is not surprising when narratives are adapted in new contexts and forms. What catches the fancy
of which national mood is anyone’s guess. Such global practices of transgression and
adaptation of media and narrative are reconstituting the boundedness of regions, while the
transnational flow of media across borders challenges the very stability of categories of identity.
The so-called new media and their open platforms are also breaking down the barrier between
media producer/professional and consumer/amateur, giving way to the new mode of cultural
production (Lau, chapter 3, and Wang, chapter 4, in this volume).This book investigates the
production, consumption, and transnational exchange of media in Asia, in which over half of the
world’s population resides. This book’s contributors bear a few things in mind. First, defining Asia
and developing models for Asian regional integration involve Asia’s many complex and
contradictory features. As Wang Hui points out, “Buddhism, Judaism, Christianity, Hinduism,
Islam, Sikhism, Zoroastrianism, Daoism, and Confucianism all originated in [Asia],” while the
idea of Confucian Asia cannot “fully represent the characteristics of even China alone.”2 Any
attempt to summarize Asia as one unitary culture will inevitably face challenges. A high degree
of flexibility, consideration for plurality, and willingness to explore and mitigate potential conflicts
of interest among nations are hence required. Second, a widespread trend in media studies,
especially in the Anglo North, consists of “associating media with specific technologies of
communication, such as writing, film, photography, TV, radio, the telephone, and all the uses of
digital technology known as ‘new media.’ ”3 This conception of media as technologies, however,
excludes many culturally relevant narrative forms. It also downplays the crucial aspect of media



as regional and cultural practices informed by and informing behaviors, thoughts, and feelings of
the people consuming and producing them in specific times and places. This book therefore
turns to Asian sociopolitical and cultural milieus and actively engages with them to understand
and interpret media in Asia. It also questions how these milieus complement and challenge more
established methodological and theoretical approaches used actively by the book’s contributors
in their investigations. These approaches may include examining media semiotically (focusing
on image, language, sound) and technologically (focusing on media-defining features), as well
as interpreting media narratologically, historically, cross-culturally, linguistically, and so forth.4
Lastly, old and new media are closely interconnected and cannot be discussed in isolation. Jay
Bolter and Richard Grusin’s concept of “remediation” highlights this idea of media ecology.
Bolter and Grusin define remediation as “the formal logic by which new media refashion prior
media forms.”5 As Marie-Laure Ryan notes, then, every medium is “developed as an attempt to
remediate the deficiencies of another medium.… Media need each other to function as media at
all.”6 The wide range of both the old and the new media explored in the book and the various
ways in which they converge and transform adequately reflect this concept of media
remediation. With these three major points as the core to studying media in Asia, the book
ultimately questions how different Asian nations and their unique media cultures engage with
both local and global concerns and trends leading the development, adaptation, and
appropriation of media within, across, and beyond the region.Transnationalism and Asian
Nationalism: Toward Affective TransactionsChris Berry and Mary Farquhar explain that the term
“transnational” is generally used “to refer to phenomena that exceed the boundaries of any
single national territory.”7 Although the more common practice is to treat transnational
phenomena “as products of the globalizing process,” other scholars, such as Ulf Hannerz and
Prasenjit Duara, “oppose the rhetoric of universality and homogenization implied in the term
globalization.”8 According to their view, transnational phenomena “need to be specified in terms
of the particular places and time in which they operate, the particular people they affect, and the
particular ways they are constituted and maintained.”9 In order to understand how Asia
collectively creates the media culture that is uniquely Asian and universally global and local
simultaneously, we need an approach to media that accounts for the pan-Asian and trans-Asian
identities to situate them nationally, regionally, and transnationally. Such an approach is
especially pertinent when we consider the cultural, political, and religious plurality of diverse
Asia as well as the fraught historical and political relations among Asian nations that render
transnational integration in the region an emotionally, historically, and politically challenging
task.In the introduction to Precarious Belongings: Affect and Nationalism in Asia (2017), Chih-
ming Wang notes how painful memories of colonialism circumscribe nation-building in Asia.
Historicizing the affective nature of Asian nationalism, Wang emphasizes the social nature of
affect that is particularly resonant in an Asian context. The rise of Japan in the early twentieth
century and the traumatic outcomes of World War II, for instance, gave Asian nationalisms a
unique twist in character by turning the anticolonial agenda into endless conflicts over



ambivalent borders and historical memories. The end of the Cold War and the miraculous rise of
China contributed further twists to this development. Thus, since the 1940s, we have witnessed
one dispute after another over territories: between India and Pakistan (on Kashmir); between
Japan, Taiwan, and China (on the Diaoyutai/Senkaku Islands); between Korea and Japan (on
the Dokdo/Takashima Island); and between China and Taiwan (on Taiwan’s sovereign status).
Such disputes are emotionally charged with painful memories from the past. Wang in his
introduction to the book hence adds to the dimension of colonial history “multilateral migration,
traumatic territorial disputes and the intersectionality of disgrace, suffering and precarity,” which
together constitute what he, borrowing John Hutchinson’s concept, calls “inter-referencing
nationalisms.”10 Moreover, as Wang makes clear, these inter-referencing nationalisms turn
nations into “affective communities” of a unique kind that would act according to the affective
dispositions of the sense of hurt, fear, dispossession, and intolerance of differences that are “not
just personal but rather social in origin and political in character to register the complex
interactions between the affective, the social, and the political.”11 These affective communities
and their wide range of emotions and feelings turn multiculturalism into a ground for introverted
nationalisms in Asia.The history of the region on borders and conflicts, however, is the
motivation for this volume to look for an alternative approach to conceptualize Asia—by, for
instance, emphasizing the underrepresented cultural sharing that also defines Asia. Vivian Shaw
on antiracism activism in post-3/11 Japan12 offers an especially illuminating account on how
antiracist activists have tried to rebuild the disaster-plagued nation into an inclusive space
through what she calls “affective transactions”—sharing food, music, cosplay, and the conviction
that people, despite their differences, are “already living together.”13 One may find the possibility
for these affective transactions much needed in the face of the introverted nationalisms in Asia in
technological innovations. The technologies of the internet and mobile communication interlink
people across geographic borders. The consequence, as Eugenia Siapera points out, is that of
the diminished relevance of the nation-state, as people are able to be “connected and brought
together in a space outside their real or imaginary homeland.”14 Siapera further conceptualizes
this space “outside their real or imaginary homeland” using Manuel Castells’s notion of “network
society.” In network society, the advancement of the electronic media leads to fundamental shifts
in society, mobilizing and reorganizing its actors and their activities in a space not of places but
of flows.15Castells highlights that the rise of the network in new technologically advanced
societies has given birth to a new notion of space based “not on physical proximity but on the
exchange of flows.”16 Moreover, within this space of flows and exchanges, ethnicity and race,
while never ceasing to exist, are no longer bound to specific territories and providing “the basis
for a common identity.” As Castells further elaborates, in network society, “ethnic roots are
twisted, divided, reprocessed, mixed, differentially stigmatized, or rewarded, according to a new
logic of informationalization and globalization of cultures and economies that makes symbolic
composites out of blurred identities. Race matters, but it hardly constructs meaning any
longer.”17 Of course, it is possible to question Castells’s theory about the diminished status of



race and ethnicity in network society. Consider, for instance, the emergence of pan-Asian or
trans-Asian identities, fostered in part by the transnational dialogues that exchanges of media in
the region make possible, which in fact become especially prominent in network society.
Nevertheless, it is clear that media and their flows contribute to the very “affective
transactions” (of images, narratives, ideas, music, and so forth) and the formation of nation and
national identities that are less introverted and more open to fluid integrations.Circulation of
Media in Asia: The Asian TurnIn their interdisciplinary 2015 collection, David Roh, Betsy Huang,
and Greta Niu build on David Morley and Kevin Robbins’s 1995 concept of techno-Orientalism.
As a term used to describe a tendency of the West to discursively construct the East, techno-
Orientalism indicates “the phenomenon of imagining Asia and Asians in hypo- or
hypertechnological terms in cultural productions and political discourse.”18 While much
attention has been paid to Western constructions of Asia, much less ink has been spilled on
Asian constructions of Asia. The effort to shift the focus to Asia by Asia is timely given the recent
development and spread of digital technologies and networked media, of which Asia is a
significant part. According to the 2019 statistics from the Internet World Stats, Asia constitutes
50.1 percent of the world’s internet population with 2,197 million internet users in total.19 Not
surprisingly, “Chinese, Japanese, Arabic, and Korean are among the top ten most used
languages on the web,” while Chinese speakers alone “form almost a quarter (23.2 percent) of
the world’s internet population.”20 Meanwhile, South Korea’s Samsung Electronics and SK
Hynix are the world’s largest and third-largest suppliers of semiconductors that are essential to
the production of microelectronics.21 India, on the other hand, is the world’s largest exporter of
information technology. The digital revolution in Asia, empowered by the region’s rapid economic
growth, proactive governmental policies,22 and relatively younger and more technophilic
consumers, is causing fundamental shifts in the existing economic, cultural, and political
systems of the region, instigating new ways of life and spreading innovations across and beyond
the region. The results, as Sun Lim and Cheryll Ruth R. Soriano point out, are the “boost in
domestic innovation in information technology (IT), considerable growth in the quantity and
quality of the region’s IT clusters, and a thriving start-up ecosystem,” which together generate
“trend-setting innovations in social media, online games, mobile commerce, and mobile health,”
among other things.23In spite of the significant position that Asia occupies in the production,
consumption, and appropriation of new digital media and other internet-related technologies,
analytical frames deployed to understand media predominantly originate from the Global North,
with a few mostly Western societies consistently reappearing as the sites for media
examination.24 Indeed, as James Curran and Myung-Jin Park lament in De-Westernizing Media
Studies (2000), “Whether it be middle-range generalization about, for example, the influence of
news sources on reporting, or grand theory about the media’s relationship to postmodernity, the
same few countries keep recurring as if they are a stand-in for the rest of the world.”25 Yet the
world is changing—globalization is no longer a Western cultural force (the spread of hallyu [the
Korean wave] in Europe and Anglo America, for instance), Asia with its young and educated



populace is leading the global economic growth (China, Japan, and India are three of the five
world’s largest economies), and Asia has become the alternative center for media production
(Bollywood of India and K Pop of South Korea, for instance). Asia is also home to “some of the
world’s oldest, most advanced civilizations, with lasting legacies of artistic, cultural, and scientific
innovations of widespread influence.”26 These cultural and philosophical traditions and legacies
of Asia are an essential part of the ever-growing media landscape of the region, with overarching
impact around the globe.For this very reason, while acknowledging that media are undeniably
global phenomena, whose systems and experiences are shaped by global flows and
exchanges, contributors to this book adopt what Kuan-Hsing Chen in 2010 called “Asia as
method.” Like Goh and Wang’s inter-referencing method, Chen’s Asia as method describes how
“using Asia as an imaginary anchoring point can allow societies in Asia to become one another’s
reference points so that the understanding of the self can be transformed, and subjectivity
rebuilt.”27 This method helps contributors of the book join the effort to de-Westernize and de-
parochialize media studies. That is, contributors capitalize on their local knowledge and
incorporate the live and direct experience in the specific nationally identified geographical region
into their analytical methodology and expertise to bear on the exploration of media that is formal,
thematic, and cultural concurrently. Importantly, too, the spirit of Engseng Ho’s “local
cosmopolitanism” shapes contributors’ discussion of Asia and its media in the book. Ho writes
that “much recent literature on Asian transnationalism has focused on Asian elites and on textual
modes of interaction, notably focusing on the writings of pre-eminent Asian intellectuals and
literary figures.”28 In contrast to such privileged sites of readings, contributors in the book
engage with both the mainstream and the nonmainstream media of diverse forms, themes, and
configurations and consider how these media texts help reconstruct our understanding of Asia.
Similarly, it is important to note that thirteen of the book’s fifteen contributors are currently
researching and teaching in diverse locations in Asia. Their writing styles and scholarly
approaches are hence more receptive toward Asian theoretical concepts and academic
traditions, appealing well to the audiences outside the Western world. Some Western audiences,
on the other hand, may find the manner of writing in some chapters of the book unfamiliar and
foreign initially. This unfamiliarity, however, must be celebrated, as one of the many strengths of
this book lies in the sheer diversity of the voices and perspectives of the contributors that
productively fall outside the Anglophone paradigms. These Asian perspectives will take all
audiences in a new direction that pays close attention to how Asia collectively creates the media
culture that is uniquely Asian and trans-Asian and universally global simultaneously.The Book in
OutlineAs Youna Kim notes, emphasis on global and transnational flows in media studies
inevitably raises concerns about cultural homogenization, as “there are also distinctive trends
towards fragmentation at multiple levels—regional, national, local—fostering resistance and
individual’s critical engagement with the media to suit their cultural priorities.”29 Keeping this
resistance in mind and recognizing that “certain experiences of media use strongly resonate
with locally entrenched and even regionally recognized rituals, histories, or values,”30 this book



takes two distinct and yet interrelated approaches to media in Asia, using a transnational
approach on the one hand and a single-nation approach on the other hand. Chapters under the
transnational approach propose a trans-Asian model for media studies, examining carefully the
cultural, historical, political, demographic, and technological relationships between specific
selective locations in Asia, India and Japan (Amit in this volume) or Japan and the rest of East
Asia (Yamamoto in this volume), for instance. By doing so, contributors show how these
relationships make possible and further foster transnational circulations and exchanges of
media and their narratives, affects, and values across national borders. These chapters are also
interested in investigating how the trans-Asian model challenges existing paradigms of media
studies more generally, as seen in John Gagnon’s discussion of Southeast Asian media
representations of human trafficking as the alternative to the Western portrayals in this volume.
Chapters under the single-nation approach, on the other hand, are more concerned with media
phenomena within specific nationally identified geographic locations, as seen in Hyesu Park’s
studies of YouTube channels in South Korea as well as Asantha U. Attanayake’s discussion of
British colonialism’s legacy in Sri Lankan advertisements today. Nevertheless, these chapters
ultimately join the trans-Asian media conversation. The convergences and divergences among
the chapters allow readers to notice that there exist shared rituals, histories, and values across
the region. These shared commonalities add a certain degree of consistency to the region’s
media culture and help form meaningful regional structures—even if these structures take widely
different forms from nation to nation with a strong sense of heterogeneity. The book’s fifteen
contributors from ten different national backgrounds discuss fifteen Asian nations as the rich
sites for media production, consumption, and exchange. Readers are thus encouraged to treat
the book as a palette consisting of a wide range of colors, which intersect to constitute a big,
coherent picture that ultimately contributes to a broader media debate.Although the choices of
medium, nation, and analytical and methodological frames differ among chapters, the book’s
contributors share a common interest in narrative as an integral part of what media do and how
media create influence. After all, medium is defined as a channel of communication and
expression, and the dominant approach to media studies has been to explore “how institutional,
economic, and political factors influence what is and what is not conveyed through media;
whether media messages accurately reflect various dimensions of reality; how different
audiences interpret the same content differently; and so on.”31 This study of narrative is
complemented by the focus on “medium,” “the particular characteristics of each individual
medium or of each particular type of media,” leading to Joshua Meyrowitz’s question, “What are
the relatively fixed features of each means of communicating and how do these features make
the medium physically, psychologically, and socially different from other media and from face-to-
face interaction?”32 Bearing in mind the significance of narrative and medium in the study of
media, then, the contributors commonly recognize media as material supports of information
that are at once cognitive (enabling human minds to deal with time and space, to express and to
communicate), aesthetic (material or technical means of artistic expression), and sociological



(contextually situated practices).33The book’s regional focus on Asia, on the other hand, allows
contributors to further specify their media conversation, as they consider deeply elements of
culture, society, and region that situate and shape media dynamics in Asia. Ultimately,
contributors together raise some quintessential questions to explore: How do media, depending
on the specific form they take, filter different aspects of narrative production and consumption
and reflect changes in social interaction and structure? How do media influence media
recipients cognitively, emotionally, ethically, and psychically? What do narratives produced by
media tell us about ourselves and our social order in rapidly growing Asia? How does the
interconnectedness of nations in Asia shed light on media sharing actively occurring across the
region?Rea Amit in chapter 1 commences the transnational discussion of media in Asia by
focusing on the cross-border adaptations between Japanese and Indian media, examining films,
documentaries, animations, magazines, and letters, among other things. Concentrating on
medial representations of Japan in India, and vice versa, as a “cultural Other,” Amit posits that
Western preconceptions about the non-West gave rise to clichéd images of the East and
continue to influence the way the non-West itself depicts other non-Western cultures. Amit
cautions that such inter-Asian transposition unfortunately falls into outdated categories of
Orientalism and other stereotypical archetypes. Shubhda Arora and Juhi Jotwani in chapter 2
further the discussion of inter-Asian media exchange by looking at the Indian soap opera Balika
Vadhu (child bride) and its wide popularity in Vietnam. Through their detailed analysis of the
show and comprehensive overview of Indian and Vietnamese cultures, Arora and Jotwani show
that the extraordinary success of Balika Vadhu in Vietnam is attributable to the (Indian) themes
explored in the show that resonate well with the material and social reality of people in some
parts of Vietnam.Dorothy Wai Sim Lau in chapter 3 draws our attention to the convergence
between the old and new media, examining the transportation of film star personae from cinema
to cyberspace through the instance of the Chinese martial arts actor Donnie Yen. With Yen’s
global presence in mind, Lau analyzes transnational Chinese stardom and the emerging role of
amateurs equipped with new digital technology—and also how this technological development
fuels active participation of global audiences in the star-making mechanism. Lau asserts that fan-
made online videos on Chinese stars by knowledgeable and technophilic fans reconfigure
Chinese icons in the global mediascape and alter how the Chinese image is approached,
represented, and appropriated. Similarly, W. Michelle Wang in chapter 4 explores the
technological impact of media culture in Asia by discussing the adaptation of Chinese online
fiction for television and transnational circulation of such television serials. Using the televisual
adaptation of the Chinese web novel When a Snail Falls in Love (2016) as her case study, Wang
outlines how the digital age has shaped the circulation of Chinese culture. At the end, Wang
asserts that media culture in transnational Asia must take into account the fact that diasporas
are heterogeneous rather than homogeneous groups, whose complex engagements with
popular culture are mediated by more than ethnic identification.John Gagnon in chapter 5
conducts a rhetorical analysis of Southeast Asian media representations of human trafficking in



his attempt to provide an alternative perspective to the human trafficking narratives in Western
media. These Western representations, Gagnon notes, are almost always rooted in the rhetorics
of rescue and liberation. This rhetorical tendency results in reductionistically breaking down the
lived experiences of those who have been trafficked and fails to offer a truly complete picture of
the issue. Gagnon hence turns to local lenses, that is, Southeast Asian media representations,
and argues that to more fully understand the narratives that circulate about human trafficking, we
need to look locally to gain a more robust understanding of the global issue. Chapter 6 by Hiroki
Yamamoto, on the other hand, takes us to East Asia as he examines the contested legacies of
Japanese colonialism in the region through the examples of contemporary Japanese art,
including performances, sculptures, and video installations. Yamamoto posits that the remaining
legacies of Japanese colonialism can be best identified transnationally throughout the whole of
Asia. He therefore promotes visual art as an effective medium for nonverbal communication that
allows for thinking and speaking about the sensitive war-related subjects among the people of
Asia.Hyesu Park in chapter 7 turns to the single-nation approach to media in Asia in her study of
mukbang in South Korea, an online audiovisual broadcast in which a host eats food in front of a
camera. Park’s investigation of media is narratologically and culturally oriented, as she employs
transmedial narrative studies (i.e., narrative studies across media) and South Korean cultural
precepts and concepts as her theoretical frameworks to make sense of the mukbang
phenomenon. Park argues that the bridging of technology, semiotics, and culture adds depth to
our understanding of the production and consumption of mukbang in South Korea. Asantha U.
Attanayake in chapter 8 continues this single-nation approach by looking closely into how
advertisements in Sri Lanka contribute to the construction, consumption, and representation of
white supremacy in Sri Lanka. She argues that the legacies of British colonialism still shape
islanders’ attitudes toward life, allowing neocolonial powers to embrace the nation easily.
Through her close analysis of advertisements that reflect and promote what she calls the speak,
eat, dress, and act white tendency, Attanayake shows how these media feed into and insert
white supremacy into the mindset of ordinary Sri Lankans.Sabiha Huq in chapter 9 takes us to
Bangladesh as she discusses the role of national cinema in the construction of national identity
and culture in Bangladesh. While offering a comprehensive overview of Bangladeshi history and
its film industry, Huq in her chapter is critical of the current Bangladeshi film industry dominated
by commercial and international films. However, Huq’s goal is not to challenge the
internationalization of the film industry or to protect the national culture of a museumized kind.
Instead, Huq posits that fantasy devoid of imaginative potential, the absence of clear policies on
how to evolve a national imaginary, and the lack of a vision of the future constitute a triad of
forces that leads to the production of a hotchpotch Bengali culture. Similarly, Darlene Machell de
Leon Espena in chapter 10 discusses the role of cinema in nation-building by looking at
Indonesia, Philippines, Malaysia, and Singapore during the time of decolonization and their
shared colonial history. Unlike Huq, Espena notes positive contributions of national cinema to
the construction of national identities in these Southeast Asian nations. She also points out that



film producers and directors from these nations shared their narratives, techniques of
filmmaking, and political ideas transnationally. Espena hence argues that Southeast Asians
employed cinema to conjure the earliest imaginations of their budding nations, and these films
reflect the creativity, resilience, and strength of Southeast Asians.The last two chapters of the
book take us to the Middle East. Alireza Dehghan in chapter 11 discusses Afghanistan and its
media and culture in transition. Dehghan points out that between 2005 and 2015, the number of
internet users in Afghanistan grew from 1 percent to more than 8 percent. Notably, too, Dehghan
asserts that Afghanistan’s media culture is to some degree in line with that of other Asian
nations, as social networks are lessening social and economic deprivations for women and
other ethnic and regional minorities in Afghanistan. Overall, Dehghan explores the development
of the internet and new media in the nation since the Taliban’s collapse in 2001 and questions to
what extent the growth and spread of media diminish ethnic, racial, gender, and class problems
in Afghan society. Hamid Abdollahyan and Hoornaz Keshavarzian in chapter 12, the last chapter
of the book, locate Instagram, the image-based application and social networking site, within
one of the world’s oldest societies, Iran. They posit that Instagram provides Iranian users
opportunities to ostentatiously display a wide range of economic, social, and cultural capitals.
This act of display in Iran becomes especially significant given the nation’s religious, political,
and historical environments that render public displays of many kinds challenging and even
dangerous. Their discussion of female Instagram users in Iran is especially notable in this
regard. By putting together the sociological and cultural study of Instagram in Iran and
considering Instagram’s technological specifications, this last chapter of the book makes a
meaningful contribution to our understanding of the new media in the Middle East.By
challenging what have been traditionally viewed as sites of Asian interaction, this book probes
less visible circuits, furthering an effort to reconstitute Asian and media studies. In the spirit of
historians, Tim Harper and Sunil Amrith complicate the idea of site as geographical
boundedness: “Pursuing the theme of sites of interaction in an Asian setting allows us to
interrogate assumptions about the boundaries of regions and sub-regions.… Thinking in terms
of particular spaces allows us to refine what we mean by ‘inter-Asian connections’: by focusing
on the agency of particular sites in producing different modes of interaction.”34 By examining
technological, artistic, cultural, and social innovations and forces shaping media culture in Asia,
we can explore the complex and multifaceted ways in which media are also shaping Asian
cultural and political concepts and precepts. An Asian approach to media as regional,
transnational, technological, and narrative phenomena enables an understanding of accelerated
cultural adaptations across the region. Such understanding leads us to appreciate newly
emerging pan-Asian and trans-Asian identities mediated significantly by media flows and
exchanges.Notes 1 Media can be generally thought of as the main means of mass
communication as well as the material or form used by the artist, composer, writer, or anyone
who wishes to communicate, express, or entertain. While contributors to the book examine
widely different aspects of media production and consumption, they commonly emphasize
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Approach1Converging on Love and IndifferenceMediated Otherness in South and East
AsiaREA AMITThe Indian film, The Japanese Wife (directed by Aparna Sen, 2010),1 is
emblematic of the compromised transnational flows between East and South Asia, while at the
same time also of the anachronistic media convergence by which such flows are contrived. The
film depicts an impossible love story between an Indian man and a Japanese woman that
develops solely through a letter exchange. It is based on a short story by Kunal Basu, for whom
Japan was an imaginary land epitomized by his infatuation with Japanese cinema. Basu’s
affection for Japanese cinema led him to name his Japanese protagonist Miyagi, after the name
of the character in Mizoguchi Kenji’s periodic fantasy, Ugetsu (1953).2 This chapter further
elaborates on the limited media exchanges between these two Asian regions while highlighting
the fundamental self-contradicting motivation that drives them to opposite emotional excesses:
affection, identification, or love, on the one hand, as well as disregard, intentional blindness, or
indifference on the other. Concentrating on medial representations of East Asia in South Asia,
and vice versa, as a cultural Other, I argue that such inter-Asian transposition eventually falls in
outdated categories of Orientalism, Japanism, and other stereotypical archetypes.Scholars
have long criticized the West’s mystification of the East, many among them influenced by
Edward Said’s Orientalism. Although Said focused mainly on the region known as the Near East,
critics used his conceptual analysis to discuss Western depictions of the Far East as well as of
South Asia. Surprisingly, perhaps, this chapter identifies similar propensities in various media
forms in Asia itself. These do not pertain to new concepts, such as self-Orientalism, by which
scholars, particularly in the context of Japanese popular culture, discuss works of fiction or art
that lend themselves to Western consumption by exacerbating stereotypes.3 Rather, the chapter
concentrates on how Western preconceptions about the non-West, the ones that gave rise to
clichéd images of the East, influence the way the non-West itself depicts other non-Western
cultures.Specifically, the chapter singles out the national characteristics of the production and



consumption of mediated imaginaries, both of Japan, as an East Asian nation, and of the South
Asian nation, India. Yet, unlike the notion of national character as an outward-projected image of
the nation onto the world, I explore the imagining of a cultural Other that India and Japan project
inward, catering to a distinct mode of consumption that is unique to a specific community. For
both India and Japan, the other country provides an imaginary site that is at the same time near
enough to be legitimately toyed with and aesthetically remote enough to serve as a domestic
Asian Other. I will elaborate on this by drawing attention to parameters in the consumption and
production of images that project communal forms of appropriation, and to the role media plays
in circulating such images. While the chapter mainly focuses on film and film culture at large,
toward the end I also discuss a Japanese animated work catering to local young audiences that
showcases a similar tendency in this medium as well.I argue that both Japan and India take
liberty in depicting their counterpart along lines that are tantamount to Orientalist discourses, a
process predicated on the notion that these problematic depictions are wrongly conceived—as
if available for their eyes only—much like the compromised and anachronistic media use
exemplified in the letter exchange in The Japanese Wife. Unlike Sen’s film, however, where
circumstances prevent the Indo-Japanese couple from meeting, Indo-Japanese media products
representing the other country seem to intentionally turn a blind eye to any meaningful
transnational exchanges as a form of voluntarily blindness. The chapter concludes by
underscoring this point.Initial Close Encounters of a Special KindUnlike the impression created
by The Japanese Wife and despite the two countries’ relative remoteness, there have been real
contacts between Japanese and Indian people in the modern era. There is even one early, well-
documented account of a real love story between a South Asian woman, born in a part of India
that is today Bangladesh, and a Japanese man. The two married, and the woman, Hariprobha
Basu Mallik, became Hariprobha Takeda and moved to Japan in 1912. She published her
firsthand impression of the country, the people, and her experience as a Japanese wife in 1915.
However, having firsthand experience does not always counter stereotypes or cultural biases.
Despite her intimate contact with the country and its people, scholar Geeta Keeni indicates that
Malik/Takeda highlighted positive Japanese characteristics similar to those identified by Indians
who had only briefly visited the country.4Apart from love stories, another early case that
demonstrates—despite the good intentions (or indeed, precisely because of favorable
inclinations)—how seemingly unmediated5 impressions conjure up what seems to be a
straightforward example of Orientalism, is Indian spiritual leader Swami Vivekananda’s
comments about the country during his Japanese sojourn. In one of his letters from Japan, he
wrote, “The short-statured, fair-skinned, quaintly-dressed Japs, their movements, attitudes,
gestures, everything is picturesque. Japan is the land of the picturesque!”6 Vivekananda’s
remarks are problematic, but he did not intend to publish his impressions at the time, and writing
norms were different in the late nineteenth century. His comments are significant because they
are indicative of the fact that seemingly unmediated encounters do not necessarily yield a
mindful account of a foreign culture.Vivekananda also writes that Japanese individuals he met



had also expressed unrealistic enthusiasm about India. Indeed, as Fabio Rambelli indicates,
India was considered in premodern Japan to be the center of the world, mainly due to its
recognition as the birthplace of Buddhism. However, Rambelli also points out that due to the lack
of significant direct encounters between the two regions, the image of India (or Tenjiku, as it was
known in Japan for many centuries), was shaped through an “emphasis on foreignness and
exoticism (as signs of Indianness).”7While imaginaries of South Asia in premodern Japan are
understandable, in the modern era (much like in Vivekananda’s case), Japanese unmediated
conceptions of India evince innate tendencies. The most notable example in this regard is those
of Kakuzō Okakura (widely known as Tenshin). Famous or infamous for his promotion of the idea
of “one Asia,” Okakura visited South Asia in late 1901 and early 1902. There, however, Okakura
did not see that part of Asia for what it was but rather as a subject with which to promote his own
nationalistic ideology. Focusing on India as a concept, Okakura reduced the profusion of South
Asian ideas and arts to a single Indian civilization.8 Although he did acknowledge the multiplicity
of “Asiatic races,”9 his notion of Asia located Japan at its center, in aesthetic terms, as a
“museum of [one overarching] Asiatic civilization.”10Okakura’s host in India, Rabindranath
Tagore, who visited Japan several times, criticized the rise of nationalism in Japan and similar
nationalistic tendencies in his Japanese acquaintance’s theorization of Asia. However, as
Rustom Bharucha points out, both men share the erroneous view of an Asian continent that is
“more imagined than real, constituting a primordial fellowship and genealogy without which it
would have been impossible for them to invent an ‘Asia’ outside the Orientalist strictures of the
West.”11 Thus this is another indication of the fraught outcomes of even unmediated
expressions of South Asia by an East Asian and vice versa.Imagining Asian IdentityGayatri
Chakravorty Spivak traces the use of the name for the continent as it “reflects Europe’s eastward
trajectory” and convincingly argues that the production of the idea of such a place involves a
certain “training of the imagination.”12 While this is undoubtedly true with Westerners, this is
also the case with those whose Asian-ness seems unquestioned. For instance, Indian-born
writer Salman Rushdie admits that he writes about his home country as an “imaginary
homeland.” Specifically about the act of writing about India by Indians who no longer reside in
India, he states, “Our physical alienation from India almost inevitably means that we will not be
capable of reclaiming precisely the thing that was lost; that we will, in short, create fictions, not
actual cities or villages, but invisible ones, imaginary homelands, Indians of the minds.”13 It is
therefore not surprising that short-time visitors from across Asia will be drawn to somewhat
fictitious accounts of the places and people they encounter in other parts of the continent. After
all, it is a mere act of human imagination that connects remote geographical locations under the
same category.The intimal contacts in the modern age mentioned earlier between Japan and
India shed light on tangible shared imaginary continental relations. While no large region can
ever claim even partial homogeneity, whether it is located in the Eastern or Western
Hemispheres (a divide that is also fictional), Western nations have long depicted both Japan
and India as well as the surrounding areas in South and East Asia as different by nature than



what the West is (or is supposed to be). In other words, the West considered both countries as
Others to what it conceived itself to be, often reducing them, as Said shows concerning the Near
East, to stereotypes and flattened characterizations. It is therefore expected that individuals
across Asia would be drawn to favorite depictions of remote cultures within the alleged unified
sphere called Asia and that such representations could not avoid at least some degree of fiction,
regardless of media.Given the shared historical background as non-Western, it is less expected,
however, that one region would adopt a Western perspective from which to regard another non-
Western, Asian country. And yet, there are a growing number of cases that manifest precisely
this kind of vision. More surprisingly, unlike textual media that tend to be less realistic, more
modern means of representation appear to advance even further the notion of an Asian
Other.Orientalism and Indian CinemaIndia is considered by many as the largest global producer
of films. It is lesser known, however, that before the famed Indian movie industry became so
prolific, Japanese film studios produced the largest number of films in the world. In the first
decade after the Second World War, Japan began rebuilding and finding its way out of the
desolate situation it faced at the end of the war. Although local studios had released films during
and immediately after the war, in the 1950s, Japan experienced a golden age of cinema. That
period gave many Japanese their first opportunity to view Indian culture.Nagamasa Kawakita,
the founder and head of the foreign films distributing company, Tōhōtōwa (frequently referred to
as Tōwa), bought the screening rights of the Hindi language film Aan (Pride, 1952). After
shortening its length from 161 to 90 minutes, Kawakita released the film for ten days of
consecutive screenings at the Shinjuku Gekiba film theater in Tokyo starting January 1, 1954.14
Tamaki Matsuoka, the leading scholar of South Asian cinema in Japan, considers the film a
moderate box-office success. Beyond its plotline or its South Asian origin, she suggests, the film
might have attracted attention because it was India’s first Technicolor production.15Although in
1951, Japan had already produced its first color film, Karumen kokyō ni kaeru (Carmen comes
home), Aan was screened at a time of looming debates about media in the country. Although in
the mid-1950s cinema became the most dominant medium, eclipsing other media such as the
radio, this was also the beginning of public television broadcasts in Japan.16 One Japanese
reviewer of Aan, the poet Shinkichi Takahashi, reflects these media transformations. While
considering the technological elements that the Hindi film employs, primarily cinemascope, he
also contemplates cinema as a medium and compares it to other media, including radio and
television.Takahashi also meditates on the specifically Indian and Asiatic cultural elements the
film represents. In contrast to the technological innovations it employs or the emerging new
Japanese media ecology within which it is being received, Takahashi discusses aspects in the
film that he identifies as non- or even antiscientific (hikagaku). In this regard, he emphasizes the
role of dance in the film, which he argues is different from Western arts, such as ballet. This is
because the latter, he claims, is more technical and even cold, whereas the former is rooted in
old tradition. Indian dance is bright, he continues, and the music that accompanies it has a
perfect melody (unlike, it seems, Western dance forms).Like Okakura, Takahashi also adopts an



(imaginary) “Asian” perspective from which he states that Aan transmits an Indian disdain for
Western civilization, and he argues that it showcases an original rhythm of life instead.
Ultimately, he concludes, the film is so deeply spiritual that it does not even need to present “our
way of life” (wareware no ikiru michi).17 Despite asserting that he, too, is Asian and that he is,
therefore, able to understand similar or even shared non-Western sensibilities, he also evokes
what Richard King calls “orientalist presumptions about the ‘spirituality’ of India.”18In fact,
despite Takahashi’s celebration of the film’s Indian-ness or Asian-ness, Saad Ullah Khan argues
that rather than non-Western qualities, Aan might actually have borrowed specific elements from
the American Christian religious film, Ben-Hur: A Tale of the Christ (1925). He argues that the
film demonstrates a “strong influence of Hollywood’s style, action as well as direction.”19 As a
poet with little or no experience with cinema, Takahashi’s insights about the state of the medium
among mass media at large are commendable. Yet, even considering his lack of expertise in
criticism, it is remarkable that he, likely unconsciously or unintendedly, adopts a view that is
based on the premise of a shared Asian or non-Western experience that at the same time
reveals the most stereotypical Western presumptions about South Asian Otherness.Takahashi’s
culturist generalizations could be dismissed as merely impressionistic remarks by a poet who
was drawn to spiritualism.20 However, his image of India as informed by the film is telling with
regard to the process by which the notion of an Asian Other is formed by another Asian. To be
sure, Japan was not unique in its reception of Indian films at the time. For example, Dimitris
Eleftheriotis writes that Aan was also the first Indian film Greece imported, and he points out that
there, too, they shortened the film to adjust it to local average theatrical screening time.21 Ahmet
Gurata writes that in Greece’s neighboring rival, Turkey, Indian films “arrived” as early as 1947,
and he adds that, as in Greece, these films started gaining wider attention and popularity in the
mid-1950s.22 In contrast to the case of Indian films in Japan, however, local critics in both
Greece and Turkey considered Indian cinema to be a foreign entity, and similarly expressed their
objection to screenings of films from the subcontinent. The early reception of Indian film in Japan
represents a singular situation where Indian Otherness expresses a sense of exoticism and
remoteness. At the same time, it reveals deep affinity and inherent proximity (as Asian nations),
although Greece and Turkey are actually closer to India than Japan and have a much longer
history of personal and cultural interactions between them.Visualizing Affection for Japan in
Indian Film CultureSimilar to the reception, albeit limited, of Indian cinema in Japan, early Indian
commentators embraced a positive attitude toward Japanese cinema. Although film theaters in
India did not commercially screen Japanese films, the Japanese Ministry of Culture23 organized
film screenings to increase the visibility of Japanese culture at Japan’s embassies and
consulates around the world, including in India. Moreover, in 1947, Chidananda Dasgupta and
Satyajit Ray established the Calcutta Film Society, which inspired the establishment of similar
societies throughout South Asia.24 Among other domestic cinematic issues, these societies
raised awareness of foreign films and likely helped to convince Indian state officials of the
necessity to organize an international film festival in their country.The Indian film festival opened



in 1952. It was broadcast on the radio and toured the country. The festival featured only one East
Asian film, the Chinese Bai mao nu (The white-haired girl, 1950), but Indian cinephiles, through
the network of the film societies, by then had access to other Asian films. Accessing films,
however, did not always mean watching them. Film magazines, particularly Filmfare, were the
most accessible means to films. In the first issue of the magazine, director and critic Khwaja
Ahmad Abbas voiced short but powerful praises for the Japanese film Yukiwarisō (Hepatica,
1951), specifying its “delicate lyricism.” Abbas wrote the essay, not about Japanese cinema but
his concerns regarding the local film industry. He mentions Yukiwarisō only as an example of a
more successful (Asian) national cinematic product.It is remarkable that Abbas refers to
Yukiwarisō, because critics in Japan considered the film rather mediocre, and because the film
was screened around India along with a more internationally successful Japanese film,
Rashōmon (1950).25 Apparently, Abbas was not alone in appreciating that Japanese film, which
might have gained more popularity in India than in its producing country.26 However, unlike
India, where distributors publicized the film as an exemplary Japanese film, in Japan the studio
that produced the film, Daiei, tried to associate it with European origins by claiming that it was
based on the foreign novel Primula Medesca.27A clear example of how the film magazine can
mediate an image of Japan for potential Indian viewers is the Filmfare issue of May 1954, which
features an article dedicated to Japanese cinema. It also includes a small box with text
celebrating the fact that Japan is an Asian nation that has won two grand prizes at European film
festivals.28 The article itself was not written by a local contributor but rather translated from
French. The editors acknowledged that the original article first appeared in the French weekly
Les Lettres Françaises (The French letters) and was translated into English by a Filmfare reader,
M. K. Panday.29 The magazine identifies the author of the article as Masayoshi, a Japanese
male first name, but it does not provide any more information about him or the original
publication.FIG. 1.1 Indian star Nargis holding a Japanese fan.The article is, therefore, another
indication of the multilayered process of mediation by which South Asia formed an image of
Japan. At least, through this magazine, such Japanese imaginary appears sympathetic and
remote while at the same time near enough to be considered along the lines of shared
geopolitics or cultural identity. A more vivid example of this tendency in the magazine is the
following large image of Nargis, arguably Indian’s most popular actress at the time (and perhaps
of all time), with a Japanese fan (fig. 1.1).30Although the peculiar section in the magazine
features examples from various countries where people use fans, including Spain, only Japan
gets an entire page and is represented not just by a random actress but by a national icon. As D.
A. Windsor points out, Indian critics regard Nargis, in a way, as a Western reincarnation of the
Indian girl, one that complicated the East/West divide and problematizes the way India
represented itself to the West as well as to the local population.31 Despite her somewhat
compromised status in India due to her Muslim origins, she nonetheless became a symbol of
Indian womanhood through her role as the Hindu mother in Mother India (1957).32The
photograph projects an image of her as a Japanese woman, and it is reminiscent of the Western



phenomenon known as Japonism (or Japonisme). The term refers to a growing interest in
Japanese cultural artifacts, including fans, in Europe and North America in the nineteenth
century. It also encompasses an artistic movement led by European artists, including Claude
Monet, Vincent van Gogh, and Edgar Degas, who were influenced by Japanese art. Joan
Jensen explains that initially “Japonism,” along with “Orientalism,” simply referred to interest in
the East. Artists interested in the East often painted Europeans in Japanese clothes, many of
whom held Japanese fans, while other Europeans and North Americans took photographs of
themselves wearing a kimono or holding a fan. However, Jensen continues, after Said’s
publication of Orientalism, Japonism, too, became part of the discourse on postcolonial
critique.33Despite its disputes with Pakistan over Kashmir, India is not seen as a colonial power.
It thus seems unfitting to consider Nargis’s photo holding a Japanese fan in the context of
Japonism. Moreover, Nargis did not take the photo to satisfy any individual fascination with a
foreign country that has just been discovered as was the case in the West a half century or more
earlier. Yet the image is indicative of a tendency to portray Japan in a way that allows individuals
in India to see themselves on equal terms with the West by reproducing not just an image but
rather a perspective from which Western artists imagined the East.Seeing Japan as both an
exotic Asian Other as well as a source of domestic or even national pride did not start with
cinema. Already during Okakura’s visit to India, there were Indians who harnessed their affection
for Japan in order to promote Indian identity with strong affinity to non-Western, specifically
Asian, underpinnings. In this regard, Aida Yuen Wong discusses how Indian artists in the early
twentieth century used a technique known as mōrōtai (the name of a Japanese painting style) in
Japanese woodblock printing (ukiyo-e), and highlights one of Abanindranath Tagore’s paintings,
which became a banner for the Swadeshi Movement, Bharat Mata (Mother India, 1905).34 At
the time, Japanese artists considered this technique and paintings outdated, but Indian artists
aimed to make a domestic rather than international impact with their works. India’s inward-facing
cultural production, however, is more pronounced in its largest cultural industry:
cinema.Bollywoodian JaponismThere have been many studies on Orientalism in Western
cinema in general35 as well as specifically in Hollywood.36 Studies that deal with similar
depictions in non-Western film industries are scarce. One exception is Virchand Dharamsey’s
study that shows how deeply Indian cinema has been engaged with stereotypical depictions of
the Middle East.37 One film among the many that Dharamsey discusses is Naaz (1954), which
was filmed mostly in Egypt and is probably the earliest example of the now common practice in
Bollywood of filming several scenes, particularly song and dance sequences, in exotic locations
(often regardless of the plot’s main location). Such practices are indicative of the industry’s rise
in power and the expectation of expansion beyond the subcontinent. For example, in 1956, the
president of the Indian Motion Picture Producers’ Association, S. K. Patil, announced intentions
to expand the Hindi film distribution network to other countries, including, in particular, the East
Asian nations of China and Japan.38Distributors did export Indian films outside the
subcontinent, but perhaps due to the Sino-Indian War of 1962, Bollywood productions were



more successful in the former Soviet Union and the Middle East than in China.39 In Japan,
access to Indian films was largely limited to independent art films, mainly those directed by
Satyajit Ray. As studios in India became wealthier in the 1950s, they started filming in more
exotic locations, first domestically, in areas such as Kashmir and hard-to-reach scenic areas in
northern India, but gradually also outside of India. In the beginning, this was mainly a practice
reserved for song and dance sequences and not for the entire production. In contrast to Naaz,
exotic sites in Indian film are usually in Europe, showcasing lavish green sceneries or snowy
mountaintops. Critics widely consider Sangam (Confluence, 1964), which was filmed in several
countries, including Italy, France, the United Kingdom, and Switzerland, as the film that started
this trend.40The 1965 Bollywood production Love in Tokyo was unique in that most of it was
filmed in Japan, not just several isolated scenes. However, the film fell short of being a
transnational phenomenon. In fact, like other films that were filmed in foreign locations, such as
An Evening in Paris, Around the World, and Night in London (all three released in 1967), Love in
Tokyo was more nationalistic than transnational. The film is set at the background of the 1964
Tokyo Olympics, and its narrative revolves around a trip to Japan by a wealthy Indian
businessman (played by Joy Mukherjee) on a mission to bring back home to India a boy born to
a Japanese mother and an Indian father who have both just passed away. The boy refuses to
leave his current home country, Japan, so the man needs to convince him why India is
wonderful, even better than Japan, for everyone, but particularly for the boy—and of course, for
the Indian viewer.FIG. 1.2 Indian actress Asha Parekh wearing a kimono and holding a fan in
the Indian film Love in Tokyo (1965).Unlike Indian productions that were filmed in Europe, Love
in Tokyo treats its setting as a peculiar site. First, like other non-Japanese films set in Japan,
such as The Barbarian and the Geisha (1958), the film ushers in the most stereotypical image of
the Japanese people, and mostly Japanese women. This is not to place judgment on this aspect
of the film, but rather to acknowledge that it catered to a specific audience, one that had little
concern for accuracy, such as the name of the boy’s Japanese mother, who is referred to as
Nishiyoshi, which is not a Japanese female’s name. Second, Love in Tokyo offers only minimal
meaningful interaction between Indian and local characters, although at least the main Indian
female protagonist is said to be fluent in Japanese. The following screenshot from the film brings
to mind the aforementioned photograph of Nargis holding a Japanese fan, only now the Indian
actress (Asha Parekh) wears full Japanese female garb, which further links the modern Indian
image-making of Japan with Japonism (fig. 1.2).Most of the dialogue in the film takes place
indoors, while on-location scenes are in effect just “flourishes”—the term David Bordwell used to
describe certain sequences in prewar Japanese cinema.41 By flourishes, Bordwell points to
stylistic elements that are not necessary for the plot but augment it playfully, satisfying a unique
mode of appreciation for cinema in prewar Japan. In the same vein, Japan and the Japanese
people appearing in Love in Tokyo are just an added spice in the masala of the melodramatic
extravaganza that became the first in a trilogy of “love-in” films, although none of the sequels
even mentions Japan.In addition to the film’s narrative, visually, the film projects images of



Japan that are reminiscent of Japanism. The film does celebrate Japan’s modernity, showcasing
its fashionable department stores, bustling streets, entertainment facilities, and fast-paced urban
landscapes. However, to a larger extent, the film shows premodern images of the country, such
as Japanese gardens, premodern architecture, and geisha. In one scene, although the
characters are supposed to be in Tokyo, they appear at the famous Itsukushima Shrine, which is
located far from Tokyo, on an island off the shores of Hiroshima. The film does not mention the
atomic bombing of the city, and it flattens the country by presenting Tokyo as a synonym for the
entire Japanese archipelago.The Indian film industry returned to Hiroshima two years later with
another production that was set mainly in Japan. The narrative of Aman (peace) revolves around
an Indian scientist determined to find a cure for radiation victims, who falls in love with a survivor
of the Hiroshima bombing. The film’s promoters advertised it as “a love story of this atomic
age,”42 but the film’s romantic aspects fall short of tying an Indian man with a “Japanese wife.”
The protagonist (played by Rajendra Kumar) dies after successfully finding a cure for radiation,
leaving behind his Japanese love interest. The woman is played by an Indian actress (Saira
Banu) who, the film explains, had studied Hindi. Unlike Love in Tokyo, Japan and Japanese
women in Aman appear modern. The film also features a bold and honest (for a Bollywood
production, at least) reference to Hiroshima’s recent history. Yet, while the film’s ominous
background is not typical of a popular production, its overall treatment of Japan remains
superficial. The film tours Japan for its designated Indian viewers, and while it mostly presents
the country as a technologically advanced nation with fast trains, high rises, and flashy nightlife,
it highlights a more stereotypical image of premodern Japan with temples, pagodas, and the
female protagonist wearing a kimono. Bollywood productions that center on Japan are scarce
amid the sum of films the industry releases. Whereas the production of Youngistaan (The land of
the young, 2014) partially took place in Japan, the 2006 film, Love in Japan, was perhaps the
last Hindi language production to explore a theme of love between Indian and Japanese people.
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