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Asia and Global Popular 
Culture: The View from 
He Yong's Garbage Durrtp 
Richard King and Timothy f. Craig 

AIJove an angry barrage of guitar, bass, and drums, the singer yells: 

The world we live in 
is just like a garbage dump 
the people like bugs 
fighting and struggling with each other 
What they eat is conscience 
What they shit is ideology 

So begins the title track of He Yong's 1994 CD Lajichang (Garbage Dump), 
with a rant against the rat race of the new Asian economy and againSt a 
national leadership whose corrupt authoritarianism is cloaked in moralistic 
paternalism (figure 0.1). The singer offers a nihiilistic view of a consumerist 
world, in which "some are figh ting the flab and others are dying of starva­
tion," and of technologies that fail to solve the world's problems and threaten 
disastrous solutions: ''Spaceships haven 't found. heaven I AIDS infection is 
death / You make war for the sake of peace I Are you trying to blast our 
world into a state of purity?"' Not all of the son gs on this CD are as bleak -
I le Yong also sings of love, of the garrulousnes.s of the people in the back 
alleys of his home town, of a longing to travel 1to Africa - but this nihilism 
is the note on which he chooses to begin and end his solo debut. 

The c.1ontent of He Yong's songs and his accent locate him, and his gar­
bage dump, in his native city of Beijing, but the iconoclasm of his music 
resonates with places and times remote from hi1s own: the grunge music of 
the Northwestern United States in the 1980s, or, more strikingly, the punk 
rock of 1970s London.2 He Yong's "Garbage Dump" ends with the incanta­
tion "ls there any hope?" recaJJing the closing refrain of the Sex Pistols' 
punk classic "God Save the Queen": "No future for you I no future for me. "1 

He Yong fits comfortably into the global history of rock music as protest, 
the irony of his success in a system he effects to disdain no greater than was 
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Figure 0.1 He Yong's CD Garbage D11111p. 

the case of his precursors elsewhere. His protest against the policies of the 
Chinese and other Asian governments toward increased integration into 
the global economy is a counter-djscourse that has benefited from the ac­
cess to the outside world that economic reform has brought about. Western 
music, transmitted first by cheap pirate tapes and tjnny transistor radios, 
then by Walkmans and cheap pirate CDs, and more recently by satellites 
that beam MTV and other Western images into Asian homes, spearheaded 
the pop-culture invasion that has captured the hearts of Asia's urban youth 
and challenged existing cultures, of both the tradjtional indigenous and 
the austere official kind. 

All that seems to be required for global popular culture to move into a 
country is a slight relaxation of political control (at the end of the twen­
tieth century, North Korea was the only Asian state resisting the tide), a 
modicum of disposable income, inexpensive mechanical reproduction, and 
(in countries with some level of ownership of television sets) satellite tech­
nology. Combined, these make widely available the intoxicating rhythms 
and seductive images of an opulent Western culture, slickly packaged for 
market penetration. This was hardly what conservative, in many cases neo­
Confucian, governments had in mind when they courted Western capital 
to enrich and diversify their economies. Indeed, the authorities in many 
Asian countries have railed against invading Western culture and its local 
adherents. The standpoint for the denunciation may be patriotic, as with 
the Myanmar military junta's condemnation of "un-Burmese sounds, un­
Burmese expressions, and un-Burmese stage-manners"; moral, like the In­
donesian accusation that Michael Jackson and Madonna were destroying 
humanity; or ideological, as in the Chinese government's campaigns against 
"spiritual pollution."~ But all reveal fear of the power of popular culture to 
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bring about political destabilization. The problem for authoritarian govern­
ments is that modernization is a package deal: cultural values sneak in on 
the coattails of industrial and technical marvels; wealth creation is accom­
panied by alluring products to spend it on; television screens sought for 
their educational value are also illuminated by fantasies of greed and its 
gratification; hardware comes fully loaded with software. 

Thus far, the process described above, an assault on the world's most popu­
lous continent by the juggernaut of a largely American global popular cul­
ture, might be seen as an archetype of Western economic and cultural 
imperialism, depriving Third World nations of their roots and identities, 
encouraging consumption that will drain economic and spiritual resources, 
and spawning local performers ("artists" would be too dignified a term) 
who are little more than impersonators of the icons of MTV, unwitting co­
conspirators in the colonization of their countries and the destruction of 
tradition. This is a view shared by paternalistic Asian governments and many 
contemporary Western theorists, who may have different reasons to be 
alarmed by the nightmare vision of McCultures endlessly replicated on the 
ruins of proud, venerable, and unique regional and local civilizations. 

An opposing, and more optimistic, view of popular culture in an age of 
global communication holds that many local cultures may prove resilient; 
that the apparent cultural hegemony of the West may be only a transitional 
phase in a symbiotic process whereby popular culture is constantly being 
rediscovered and reconfigured by its audiences and performers, only then 
to be co-opted by the producers and executives who package and market it. 
In the first essay of this collection, Peter Metcalf cites a century of anthro­
pological tradition to assert that "every act of borrowing is ... a reinvention" 
and that groups that adopt the icons of alien cultures invest them with 
meanings that might never have been intended or imagined by their origi­
nators (p. 15). The Indian-born, American-based anthropologist Arjun 
Appadurai observes in Modernity at Large that "globalization is not the story 
of cultural homogenization."5 Just as erstwhile colonials can master and 
dominate games learned from their former rulers, 6 so popular music from 
the developed West, itself the product of ethnic and class diversity, can be 
co-opted and reshaped by Celtic, Caribbean, African, and Asian performers, 
and incorporated by eclectic Western visionaries into world music projects, 
or adopted intuitively by young artists with little conscious awareness of or 
concern for the source. This music is then, mutatis mutandis, received and 
remoulded by performers worldwide, and presented to their "local" audiences 
in the language they can best understand and with musical variations that 
play to the audience's understanding of itself. And, as with music, literary, 
and cinematic conventions, television features and commercials, even food, 
can be appropriated, transformed, and used by cultures in the constant drama 
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of self-definition - a self-definition that may take the form of subversion 
against government control as well as against Western cultural and eco­
nomic hegemony. Cultural theorist Stuart Hall observes, in the military 
metaphor popular among marxists, that popular culture is a battlefield 
"where no once-for-all victories are obtained but where there are always 
strategic positions to be won or lost."7 In his study of the politics of popular 
music in Southeast Asia, Craig Lockard, following Hall, sees this struggle as 
including components of "incorporation, resistance, distortion, negotiation 
and recuperation."8 The result is a series of unique regional hybrids with 
layers of meaning to local audiences that can go well beyond any surface 
impression of imitation of the West.9 For example, Eric Thompson's read­
ing, in this volume, of a CD by Ella, Malaysia's "Queen of Rock," demon­
strates that her music is "not about mimicry," and shows how the singer­
composer is prepared to share a sly joke with her audience about the extent 
she is influenced by the United States (p. 58). 

The conundrum of cultural studies articulated by Gayatri Spivak as "Can 
the subaltern speak?" is at the heart of any discussion of world popular 
culture. Are the peoples of "under-developed," "developing," or "Third 
World" nations so oppressed by the dominant political, economic, and cul­
tural forces of the West that they have lost the power to represent them­
selves? Many of the peoples of Asia are in archetypally subaltern positions, 
subject to multiple subjugations: by multinational capital and the political 
pressure that accompanies it, by national governments of different ethnic 
or racial background, by social traditions that privilege men over women, 
and by state ideologies that suppress as dangerous heterodoxy any expres­
sion of pluralism. To judge from studies that appear in this collection, how­
ever, it would seem that subaltern groups (oppressed nations and races, 
disadvantaged minorities, and majorities) cannot be silenced. The compo­
nent parts of Asia, as Chen Xiao-mei states in her study of Occidentalism, 
"participate actively and with indigenous creativity in the process of self­
appropriation, even after being appropriated and constructed by Western 
Others."10 Their voices, even though they may be manipulated and medi­
ated by the artistic and business moguls of the music, film, and television 
industries, are needed to invigorate the global popular culture that is then 
fed back to them and to everyone else. 

The same technology that imports the alien mega-culture into Asian soci­
eties and disseminates its localized variants at home also exports these vari­
ants back out into worlds beyond. To return to the garbage dump: He Yong, 
an artist frowned on by the authorities (though certainly not persecuted as 
previous dissident artists might have been), and unable to perform in large 
venues at home, could still become an international recording star, one of a 
small group of mainland rockers selected in the early 1990s by the 
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Taiwanese record label Magic Stone for promotion outside China, leading 
to a state-of-the-art CD, a concert in Hong Kong (also recorded), and videos 
that could be seen on any television in Asia that the Star TV network could 
reach.11 

In the final years of the twentieth century, localities across Asia as varied 
as great cities and remote mountain villages were similarly and simultane­
ously brought into contact with a contemporary Western popular culture 
conveyed by technologies that moved more swiftly, cost far less, and pen­
etrated more deeply than the more conventional modernizations of facto­
ries and refrigerators, roads and automobiles, runways and airplanes. Each 
locality must, whether it wishes to or not, respond to the threats and chal­
lenges posed by the World Wrestling Federation, Dallas, Titanic, Ricky Mar­
tin, and the Spice Girls, by means as varied as capitulation, resistance, 
imitation, assimilation, and transformation. What is certain is that socie­
ties touched by contemporary Western culture in any or all of its forms 
cannot remain as they are. As younger generations encounter a global im­
aginary with no relation to indigenous traditions, local core values and ide­
ologies are challenged, and collective rituals risk abandonment in favour of 
a trip to the karaoke bar, the solitary enjoyment of a tape on the Walkman, 
or an evening at home watching reruns of American soaps. Local cultures 
are in danger, especially initially, of losing the attention of their young. But 
the more resilient cultures may also draw inspiration from the influx of this 
"other" culture, creating new hybrid forms that are appealing and accessi­
ble to their audiences, and presenting messages important to their extended 
localities in languages and styles that build new communities and kinships. 

The fourteen essays that follow in this book, by scholars based in Asia, 
North America, Europe, and Australia, explore different aspects of popular 
culture in Asia from a variety of regional specializations, academic disci­
plines, and theoretical standpoints. Music, one of the most ancient ways 
that people create and share identity, and the spearhead of cultural inva­
sion, is of primary concern to many of the authors; they examine cultural 
persistence and adaptation in changing times and developing technologies, 
the continued use of music as a means· for self-assertion and protest, and 
the creation of new musical hybrids from the fusion of local, national, and 
global influences. Television (with its VCR and VCD or DVD player attached) 
is the other principal force in the instant dissemination of popular culture; 
essays in this collection consider the effect that TV serial dramas, popular 
chat shows, ideologically normative product advertisements, and images of 
professional wrestling have on Asian populations at different levels of de­
velopment and interaction with the outside world. Pictorial and literary 
arts, appearing in the forms of political propaganda and comic books, tell a 
broad audience who they are and what cultural traditions they share. All 



8 Richard King and Timothy f. Craig 

these forms and phenomena are integral to the nature of popular culture, 
and are addressed in the pages that follow. 

The five chapters in the first section of the book explore, with reference 
to different regions of the Asian continent, some of the central issues in the 
study of popular culture, questions concerning the mutual appropriations 
that take place between global and local culture and the authenticity or 
otherwise of the resultant hybrid forms. In his chapter on Hulk Hogan in 
the rainforest, Peter Metcalf examines the penetration of global culture, in 
one of its more bizarre manifestations, into a remote part of the world. 
Global culture does not always mean the same thing everywhere, however; 
as Metcalf demonstrates, the Upriver people of Borneo have their own rea­
sons for admiring Hulk Hogan, reasons that are rooted in their particular 
historical, political, and economic circumstances. Mercedes Dujunco, in her 
discussion of hybridity and disjuncture in mainland Chinese popular mu­
sic, explores the way that disparate political and cultural influences create 
hybrid forms. She focuses on two hybrid musical fashions: the "northwest 
wind" folk songs that incorporate singing styles characteristic of the poor 
and arid regions that flank the Yellow River, and the Maoist anthems with 
synthesized "disco" accompaniment that were a short-lived sensation in 
the early 1990s. Michiyo Yoneno Reyes presents a case study of the Philip­
pine Cordillera, looking at the different technologies that brought music 
from the outside world to a remote region over the second half of the twen­
tieth century, and the ways that the villagers have coped with the cultural 
invasion. Reyes' study finds indigenous culture endangered, with not only 
its music but also the traditional participatory rituals that music accompa­
nied, threatened by the private pleasures of listening and viewing that mod­
ern electronics offer. 

Eric Thompson's chapter on Ella, Malaysia's "Queen of Rock," presents a 
contrary and more heartening example of the ways that cultures can reinvent 
themselves in response to external influences, and opens the question of 
authenticity: Is Ella's heavy metal an imitation of a popular Western form, 
or is it a new creation with its own values and characteristics? Pointing to 
lyrics that transcend state discourse and assert Islamic moral traditions that 
counter the values customarily associated with rock music, Thompson ar­
gues that new Asian popular music can be as "Unique, Shining, Authentic" 
as this singer-songwriter claims. In the final chapter of the first section, Keith 
Howard reviews Korean pop music in the 1990s, exploring the tensions that 
exist between an economically expansionist but ideologically conservative 
Confucian state and a market-driven youth culture. Among the images in 
Howard's musical collage are Koreans performing reggae and rap, and tak­
ing both forms far enough from their roots in the inner cities of Jamaica 
and the United States for them to be Asianized, and "authentically" Korean. 
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The second section of the book examines political, ideological, and spir­
itual issues in popular culture, revealing the tensions between state pater­
nalism and market forces, dominant and subordinate groups within states, 
and mainstream ideologies and dissident opinion. Janet Upton's chapter on 
the poetics and politics of Sister Drum broaches the question of who has the 
rights to a culture, an increasingly important issue as artists appropriate 
freely from the products of cultures they barely understand. Sister Drum, a 
hit CD by the Chinese singer Zhu Zeqin (alias Dadawa), drew heavily for its 
inspiration on Tibet but was harshly criticized by leaders of the expatriate 
Tibetan community for what they saw as an inaccurate and insensitive incor­
poration of Tibet into the Chinese national narrative and an imagined primi­
tive spirituality constructed by Tibet's Chinese colonizers. In his examination 
of culture for the masses and the cultural market, Michael Keane focuses on 
Chinese television. Made-for-television drama in China is seen to be a ba­
rometer of state involvement in, and interference with, the media, and of 
the commercialization of culture. Production companies that can raise the 
resources needed to mount a series without recourse to government fund­
ing tend to offer the viewers what the producers perceive the public wants 
rather than what the government feels they ought to be watching; this led 
to radical changes in what was shown on Chinese television in the 1990s. 

Based on an extensive survey of television advertising in Malaysia, Todd 
Holden and Azrina Husin argue in their chapter on cultural integrity, West­
ernization, and politics that TV commercials, like other television program­
ming, can be made to present normative patterns of behaviour for viewers 
to emulate. Under paternalistic guidance from the Malaysian government, 
advertisers of domestic and foreign products alike present a utopia of tradi­
tional families and harmonious racial integration. A different kind of televi­
sion programming, one that challenges and debunks popular beliefs and 
superstitions, is the subject of Pattana Kitiarsa's investigation of the contro­
versy surrounding a Thai talkshow's expose of spirit-mediums. Here, televi­
sion functions as a forum for discussing the apparently incompatible 
attractions of scientific modernity and superstition or spirituality that ap­
pear to coexist in Thai culture. A quest for spiritual essence and national 
identity is likewise at the heart of Mark Mac Williams' study of Osamu Tezuka's 
epic manga (Japanese comic), The Phoenix. In a trenchant critique of the 
imperial gods and the first Japanese emperors, and in his juxtaposition of 
Japanese myths and sacred historical events within the frame of a story 
held together by the central theme of humankind's fruitless and foolish 
quest for eternal life, Tezuka transforms manga from low-brow diversion 
into a sophisticated means of religious expression. 

The third and final section considers the value of popular culture in cre­
ating, defining, and asserting the identity of a nation, place, ethnic group, 
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generation, or class. Three of the chapters take a historical perspective. Nancy 
Break and John Pavia look at the propaganda output of both sides in the 
Pacific War to examine the process of a nation defining itself as combatant, 
another as enemy, and still others as allies or hapless victims to be saved 
from atrocity. The songs of wartime can resurface decades later with new 
meanings, as Junko Oba shows in her chapter on the changing role of gunka 
Oapanese military songs). Tracing the evolution of gunka through four in­
ternational wars and their aftermath, Oba shows how these songs are today 
shared in an act of nostalgic self-affirmation by the veterans of the defeated 
Imperial army. Isabel Wong's portrait of Shanghai looks at the role that the 
haunting voice of songstress Zhou Xuan and other popular music played in 
creating and reinforcing the mystique of the world's most exciting and ro­
mantic city in the later years of the Chinese republic. Shanghai's popular 
songs, with their poignant lyrics set to jazz accompaniments, even now 
retain their power to charm and to evoke the past. The final chapter returns 
to the contemporary: Rachel Harris' report on the Uyghur music scene in 
Xinjiang in the 1990s shows a minority nationality in China's far west us­
ing a vibrant living musical culture to distinguish itself from China's domi­
nant Han culture, and to assert and preserve its own unique spirit and 
identity. 

The popular culture of the world's most populous continent, in all its 
regional and national diversity, cannot be fully analyzed in a single vol­
ume. The authors of the following chapters have given an Asian perspective 
to significant questions being considered by scholars of popular culture, be 
it global or local, high- or low-tech, dominant or subaltern, patriotic or 
subversive: How do cultures embody transnational, national, local, and 
personal identities? Can poorer and less developed regions cope with the 
onslaught of cultural globalization, delivered by cheaply reproduced audio­
or videotape, or by state-of-the-art satellite technology? What new hybrid 
forms emerge from the collision of indigenous traditions with the jugger­
naut of Western popular culture? What criteria can be used to judge whether 
these new hybrids are mere imitations of a dominant global culture, or the 
authentic expression of local sentiment and creativity? Can emergent cul­
tures in an age of instant worldwide communication retain the capacity to 
speak for minorities and voice the protests of the disadvantaged? The case 
studies in this book, written by scholars with differing disciplinary back­
grounds, dealing with different parts of Asia and encompassing a variety of 
cultural forms, go some way to showing how cultures suffer, survive, or 
prosper in an environment that can be variously considered as a cyberspace 
imaginary or a Beijing garbage dump. 
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Notes 
The first verse quoted is from He Yong, "Lajichang" (Garbage Dump), track 1, from the CD 
Lajichang (Magic Stone Records, 1994). The second quotation is from the "alternative take" 
(erban), track 10. 

2 A photograph of the singer is captioned "Punk Rocker He Yong" in Andrew F. Jones, Like a 
Knife: Ideology and Genre in Contemporary Chinese Popular Music (Ithaca, NY: Cornell East 
Asian Series, 1992), following p. 90. He Yong's CD, recorded after Jones' book was written, 
demonstrates considerably greater musical sophistication than that characterization might 
suggest; his record label describes the singer as "eccentric-styled." 

3 The Sex Pistols, Never Mind the Bollocks, Here's the Sex Pistols (London: Warner Brothers, 
1977). 

4 The Myanmar military junta is quoted in Craig A. Lockard, Dance of Life: Popular Music and 
Politics in Southeast Asia (Honolulu: University of Hawaii Press, 1998), 28. The Chinese 
government campaign is quoted in ibid., 34-9, which also cites similar, earlier, condemna-
tions from the former Soviet Union and East Germany. . 

5 Arjun Appadurai, Modernity at Large: Cultural Dimensions of Globalization (Minneapolis: Min-
nesota University Press, 1996), 11. 

6 As Appadurai demonstrates with the case of cricket. 
7 Quoted in Lockard, Dance of Life, 13. 
8 Ibid., 14. 
9 For a discussion of hybridity in popular culture see Chapter 2 by Mercedes Dujunco. 

10 Chen Xiao-mei, Occidentalism: A Theory of Counter-Discourse in Post-Mao China (New York: 
Oxford University Press, 1995), 4-5. Chen notes in pp. 21-5 of her book that the Maoist 
advocacy of the "workers and peasants" took a subaltern position (well before subalternity 
was current in critical terminology) to suppress the traditional role of the intellectual. 

11 The first group of Chinese performers recorded by Magic Stone were Black Panther (Hei 
bao), Tang Dynasty (Tang chao) and Ai Jing, in 1992; Magic Stone recorded Zhang Chu, He 
Yong, and former Black Panther lead singer Dou Wei in 1994. 
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Beijing Television Arts Centre: Aspirations, 

125-6; production of television serial 

dramas, 123, 133; Stories from an Editorial 
Office, 126-8 

Bohsia (sexual encounters by young 
Malaysian women), 71 

Borneo. See Sarawak (Borneo) 
The Bright Moon Song and Dance 

Company (Shanghai), 261-2 
Buddhism, and spirit-medium cults in 

Thailand, 161, 166 

Capuyan, David, 45, 46ff 
Cassette technology: and musical 

practices of Philippine Cordillera, 51-2, 
55, 56; outlet for social/political 
concerns, 266, 269-70, 280-2; role in 
Uyghur nationalism, 266, 269-70, 280-2 

CDs: cost prohibitive in many areas, 55, 
269 

Chavalit Yongchaiyut, 166-7, 170, 172 
Chen Gexin, 254 
Children's Television Workshop, 134 
China (mainland): countryside as 

representing traditional values, 248; 
cultural impact of Mao Zedong, 25; 
cultural restrictions relaxed (1980s), 
25-6, 37n4; cultural tradition pre-1911, 
120; "culture T-shirts" as protest, 29-30; 
growth of popular music in 1990s, 26-7; 
"little" or popular culture, 120, 121; 
"Mao craze" in pop music, 33-5; market 
socialism and cultural hybridity, 28-30; 
reinvention of the pre-socialist past, 30; 
school songs as nationalistic tool, 259; 
songs re rural and mythic origins, 30-3; 
state cultural management, 121-2; 
television dramas (see Television dramas 
[Chinese]); "Tibet craze," 101, 107-10, 
116; xibeifeng (northwest wind) songs, 
26, 30-3, 36. See also Shanghai popular 
songs; Tibet; War art and representation 



of identity (1937-45); Uyghur music 
(Xinjiang province, China) 

China Central Television (CCTV), 122-3, 
130-2, 136n36 

Cho Yong Pi!, 83-4 
Christianity: conversion of Upriver 

People, 19 
Chuchart Ngarmkam, 160, 161-3. See also 

Spirit-medium cults (Thailand) 
Chun Doo Hwan, 81 
Columbia Tri Star (Sony), 134 
Comic books, Japanese (manga), 177-9. See 

also The Phoenix (Japanese manga or comic 
book) 

"Commodity fetishism" (Marx), 17 
Compact discs: cost prohibitive in many 

areas, 55, 269 
Consumerism: celebrated in Chinese 

television dramas, 128; changing life­
style in Sarawak, Borneo, 17-18; in 
China in 1990s, 26 

Country and western music (in Philip­
pines), 51-2 

CuiJian, 33 

Dadawa (Chinese singer): participation in 
Sister Drum CD, 99, 105-6; portrayal on 
cover of Sister Drum CD, 105, 106ff, 112, 
118n27; vocal style, 111. See also Sister 
Drum ("Tibetan" CD) 

Da-ing (Philippine song debate), 47 
Damrong, Prince, son of Mongkut, King 

of Siam, 164, 165-6 
Damrong Phuttan, 161, 163 
Day-eng (Philippine song debate), 45-8 
Deng Xiaoping and Chinese market 

socialism, 28-9 
"Don't Cry Joni" (song by Conway 

Twitty), 50 

Eckert, Franz, 228 
Ella (Malaysian heavy metal singer): 

career, 65-6; circumspection, due to state 
restrictions on rock music, 63-4, 73-4; 
indigenous music, and urban and kam­
pung (village) audiences, 67, 68; "Queen 
of Rock" in Malaysia, 58, 60ff. See also 
Ella USA (Malaysian album) 

Ella and the Boys (Malaysian rock group), 
66 

Ella USA (Malaysian album): "Ala Amerika," 
61-4; "Awaiting" ("Menanti"), 67-8; best­
selling album, 58, 60ff; circumspect con­
cerning Islam, 63-4, 73-4; cover designs, 
68; "Maybe" ("Mungkin"), 69-72; mean­
ing of album title, 59, 77-8; "P.P.P." 
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(Permata Pemotong Permata, or Diamond 
Cuts Diamond), 58-9; rock anthem, 
"Shining" ("Gemilang"), 76-7; rock 
anthem, "Tomorrow, the Next Day, 
Forever" ("Esok, Lusa, Selamanya"), 
74-6; "That's Me" ("ltulah Saya"), 65; 
"Worry" ("Risau"), 72-3 

Fan Yangqiao, 253-4 
Fenton, John William, 228 
Fifth Generation films (China), 30, 38n21 
Fly to the Sky Award (Chinese), 123 
Folk songs. See Songs 
"Fukuchan" (series in Big Comic manga), 

177-8 
Funeral chants (baya-o) of Philippine 

Cordillera, 44 

Garbage Dump (CD by He Yong), 3-4 
"Gemilang." See "Shining" 
Globalization of culture: appropriation 

and hybridization, 5-6; associated with 
political stabilization, 4-5; Chinese 
television democratized, 134-5; Cor­
dillera music, dissemination outside 
Philippines, 53-5; extent in northern 
Sarawak, 16; heavy metal music in 
Malaysia, 59-60; impact in Cordillera 
region, Philippines, 51-3; Korean pop 
music, 89-93; in Malaysia, 154, 155; 
role of advertising, 139-40; as Western 
imperialism, 5. See also Appropriation 
of culture; Hybridity 

Golden Eagles Award (Chinese), 123 
Gong Xueping, 133 
Goomvu (CD by Amel Banasan), 55 
Granada Television (UK), 134 
Great Buddha at Todai-ji, 201, 203, 204f 
Great China Song and Dance Company 

(Shanghai), 261 
Great Pacific War (1937-45). See Gunka 

(Japanese war songs); War art and 
representation of identity (1937-45) 

Greater East Asia Co-Prosperity Sphere, 
216ff, 217 

Grey Wolf (Uyghur heavy metal band), 
274 

Gunka (Japanese war songs): "Barley and 
Soldiers," 236, 241; of camaraderie and 
death, 236-9, 241-2; content before the 
Asia Pacific War (1931-45), 230-1, 
242n4; description, 225-6; early gunka 
style, 228-30; evolution, 227-8, 230-3; 
gunkoku kayo, or populist gunka, 234-6; 
with impending defeat in 1945, 237-9; 
"Lieutenant Tachibana," 230-1; 
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"Miyasan, Miyasan" song, 227-8; "My 
Comrade Cherry Blossom," 226, 241; 
nostalgic self-affirmation post-war, 
240-2; "Patriotic March,'' 234; propa­
ganda gunka and competitions, 232-4; 
reactions to losing the war, 239; role in 
contemporary society, 225-7; shoka/gunka 
(patriotic school songs), 231-2; "Song of 
Bivouac," 235-6, 241; "War Comrades,'' 
230-1, 233, 235, 241 

He Xuntian, 101-2 
He Xunyou, 101 
He Yong (singer on CD Garbage Dump), 

3-4 
Heavy metal music (Korean) in 1990s, 90 
Heavy metal music (Malaysian): appeal 

to working-class audience, 67; love, sex, 
and boundaries, 70-2, 74; musical tastes 
and class, ethnicity, geography, 66-7, 68-
9; popularity, 66-7, 69; reflection of East/ 
West dichotomy, 62-3, 64; rock anthem 
"Tomorrow, The Next Day, Forever," 7 4-
6; state restrictions, 60-1, 73-4; stylistic 
elements, 69. See also Ella USA (Malay­
sian album) 

Hip hop music in Korea, 90 
Hongloumeng (Dream of the Red Chamber, 

Chinese television serial), 120 
H.O.T. (Korean band), 93 
House music in Korea, 90 
Hulk Hogan (cult hero in Sarawak, 

Borneo), 15, 17, 19-20, 23 
Hybridity: Chinese pop versions of Maoist 

revolutionary songs, 26, 33-5; Chinese­
Western skit "The Sparrows and the 
Child,'' 260; Chinese xibeifeng (north­
west wind) songs, 26, 30-3, 36; cultural 
hybridity and market socialism in 
China, 28-30; feature of postmodern 
life, 35-6, 39n40; with globalization, 
5-6; Japanese gunka or war songs, 229; 
in Korean music (1990s), 90-3; in Malay­
sian rock 'n' roll, 59-60, 62, 64-5, 69; 
Philippine Cordillera localization of 
Western songs, 48-51; in popular music, 
27-8; in Shanghai popular songs, 249-
50, 260-2; in Uyghur musical styles, 
272-3, 276, 280-1 

Hyun Seuk, 86 

Identity: cultural identity and advertising 
in Malaysia, 146-9, 150-1; Malay/ 
Muslim identity in Malaysian song 
lyrics, 63; role of cassette industry in 
forging Uyghur identity, 266, 269-70, 

280-2; Shanghai's modern urban identity, 
248-9, 252-3; television's impact on 
sense of identity in Philippine Cordil­
lera, 53; Uyghur nationalism and 
contribution of music, 268-70, 276-7, 
278-9, 280; in war art (see War art and 
representation of identity [1937-45]). 
See also Gunka Qapanese war songs) 

Ideological tensions: Chinese and Tibet, 
101-7, 112-13; Chinese cultural man­
agement, 121-3, 124; ideological con­
struction of Tibet in West, 100-101; 
imperial myth of Japan, 181-2, 206nl6; 
myth of scientific progress, 189-99, 202; 
Shanghai in republican China, 262-3; 
spirit-medium cults vs government in 
Thailand, 163-6, 172-4 

lgorot people (Philippine Cordillera): 
Cordillera region, description, 43-4; 
da-ing (entertainment at social gather­
ings), 47; day-eng (song debate for court­
ship), 45-7, 47-8; decline of chanting/ 
singing tradition, 41, 43; "Don't Cry 
Joni" and "Manang Cecilia ay eyon-a" 
(Manang Cecilia, Our Elder Sister), 50; 
funeral chants (baya-o), 44; "Gandoyan 
ay kalalaydan" Qoyful Feeling in Sagada), 
49-50; gap between reality and ethno­
graphies, 40-1, 42ff, 43; liwliwa (songs 
for rituals), 45; localization of popular 
Western songs, 48-51; mass media's 
impact on musical practices, 43, 50-2, 
52-3, 56; new technology, distribution 
of modern folk songs, 53-5, 56; sali­
dummay songs, 54-5; song debates, 45-8; 
spontaneous song composition, 44-8, 
50-2, 57n9; "Tom Dooley" and "Siya 
obpay dis din damo" (It Was in the 
Beginning), 48-50 

llocano language (in Philippines), 43 
Islam: and circumspect Malaysian song 

lyrics, 63-4; fundamentalist advertising 
in Malaysia, 156-7; in Malaysian society, 
154, 157 

"Itulah Saya." See "That's Me" 

Japan: history of origins of Ja pan, differ­
ing views, 182, 186-7; imperial myth, 
181-2, 206n16; manga Gapanese comic 
books), 177-9; phoenix in Japan's past, 
200; sun goddess Amaterasu, 182-3. See 
also Gunka Qapanese war songs); The 
Phoenix Qapanese manga or comic book); 
War art and representation of identity 
(1937-45) 

Jimmu, Emperor of Japan, 182, 186 



Jinpingmei (The Golden Lotus, Chinese 
television serial), 120 

Juno (member of Korean rap group), 86 

Kakari Sikh, 163 
Keiko, Emperor of Japan, 187-9 
Kembara (Malaysian heavy metal group), 66 
Kim Gun Mo, 90-1 
Kim Haksun, 8S 
Kingston Trio ("Tom Dooley"), 48-SO 
Kong Fansen, 107, 118n34 
Korean music: alternative music scene 

(1990s), 88-9; ballads and state involve­
ment (1980s), 80-6; censorship of song 
lyrics for moral and political ends, 81; 
Cho Yong Pi!, ballad singer, 83-4; 
"comfort women" tragedy, 8S; globaliza­
tion and acculturation of music (1990s), 
89-93; H.O.T. band, 93; hybridity, 90; 
Lee Seung Chui (rap musician), influence 
on pop music, 88; Lee Sun-hee, ballad 
singer, 84-S; rap music, 86-8, 91-2; 
reggae, 90-2, 93; regulations in 1997 re 
pop stars' appearance, 80, 93; Seo Taiji 
(rap musician), influence on pop music, 
86-8, 90; Shin Hae Chui (alternative 
music), 89, 90; star system for singers, 
81, 83; state control of mass media and 
music, 80-1; television (global), impact 
on visual presentation, 87 

Kurash Kusan (Uyghur singer), 26S-6 

Lee, Bruce (cult figure in Sarawak, Borneo), 
20-1 

Lee Seung Chui (Korean rap musician), 88 
Lee Soo Man, 93 
Lee Sun-hee (Korean ballad singer), 84-S 
Legend (Uyghur rock band), 274 
Lepak (loitering by young Malaysian 

women), 71 
Leroux, Charles, 228 
Li Jinguang (1908-91), 2S2, 2S3, 261-3. See 

also Shanghai popular songs 
Li Jinhui (1891-1967): co-author of Love 

Songs, 261-2; composer of "The Sparrows 
and the Child," 260; denunciation by 
People's Republic (post-1949), 262-3; 
impact on popular song in China, 2S7-8, 
260-2; studies at Beida (National Beijing 
University), 2S9-60; training in music, 
2S8; use of Mandarin in song lyrics, 2S9. 
See also Shanghai popular songs 

Li Jinxi, 2S7, 2S9 
Li Jinyang, 2S 7 
Li Minghui, 261-2 
Li Ruihuan, 126 

Li Xianglan, 2SO 
Li Yiqing, 2SO 
Liang Qiqiao, 2S9 
Liwliwa (songs for rituals of lgorot of 

Philippines), 4S 

Index 30S 

Love Songs (by Li brothers of Shanghai), 
261-2 

Lu Xiaowei, 129 

Mahathir Mohamed, 141 
Mahidol University (Thailand), 168-9 
"Mainstream melody" television 

dramas, 124-S. See also Television 
dramas (Chinese) 

Majid, Sheila, 68, 69 
Malaysia: advertising (see Moral advertis­

ing in Malaysia); balancing racial, 
religious, economic interest groups, 
1S3-6; conflicting standards for young 
women, 70-2, 74; East/West dichotomy, 
62-3, 64; ethnic and cultural make-up, 
140-1, 1S4; globalization of society, lSS; 
heavy metal music (see Ella USA [Malay­
sian album]; Heavy metal music [Malay­
sian)); Islam, influence and control of, 
63-4, 1S4, 1S6-7; musical tastes related 
to class, ethnicity, geography, 66-7, 68-9; 
school system and examination anxiety, 
73; social/racial tensions and 1969 riot, 
141, 146; state restrictions on media and 
entertainment, 60-1, 73-4. See also 
Sarawak (Borneo) 

Manga Qapanese comic books), 177-9. 
See also The Phoenix Qapanese manga or 
comic book) 

"Mao craze" in Chinese pop music, 33-S 
Mao Zedong, 2S 
Market socialism in China and cultural 

hybridity, 28-30 
Mass media technologies, impact: on 

Asian youth and culture, 4-S; CDs 
unaffordable in many areas, SS, 269; 
exports of indigenous music to outside 
world, 6, S3-S, S6, 277; on musical 
practices of Cordillera, Philippines, S0-6; 
"one way listening," S2; records and 
indigenous music of Cordillera region, 
48-9; Sister Drum, impact on China-Tibet 
relations, 112, 113-lS; star system in 
Korea, 81, 83. See also Cassette technol­
ogy; Radio; Television 

Matichon Daily and Weekly (Thai newspa­
pers), 170, 17lff, 172 

"Maybe" ("Mungkin") (on Ella USA, 
Malaysian album), 70-2 

Medina, John, 47-8 
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"Menanti." See "Awaiting" 
Moral advertising in Malaysia: advertising 

code and balancing of interest groups, 
142, 151-3, 155-6; agendas of govern­
ment, 140, 156-7; functions of advertis­
ing, 139-40; pro-cultural themes, nation 
building, 139-40, 142, 149-51; pro­
political themes, racial harmony and 
cultural identity, 138-9, 146-9; pro-social 
themes, good citizenship, education, 
family, 138-9, 143-6; religious content 
banned, 156-7; "secondary discourse," 
139, 156; social goals, 142 

Morality: advertising in Malaysia, 151-3, 
155-6; female emancipation associated 
with immorality in Malaysia, 74; inter­
generational attitudes and Malaysian 
song lyrics, 70-2 

"Mungkin." See "Maybe" 
Music: heavy metal music in Korea, 90; 

hip hop music in Korea, 90; rap music 
in Korea, 86-9, 90; reggae music in 
Korea, 90-3; techno music in Korea, 90. 
See also Heavy metal music (Malaysian); 
Songs; Uyghur music (Xinjiang 
province, China) 

Nasir, M. (Malaysian musician), 66 
National Beijing University (Beida), 259-60 
National Domestic TV Exhibitions and 

Trade Fair (China), 133 
Ngarmkarn, Chuchart. See Chuchart 

Ngarmkarn 
Nie Er, 261 
Norzila Aminuddin. See Ella (Malaysian 

heavy metal singer) 
Nyi-ma Tshe-ring, 107 

Omarjan Alim (Uyghur musician), 277-9 
Osamu Tezuka (author of The Phoenix), 

179. See also The Phoenix (Japanese 
manga or comic book) 

Otkiir, Abdurehim (Uyghur historian and 
poet), 278 

Park Chung Hee, 81 
Pathe (EM!) recording company, 262 
Philippines. See Igorot people (Philippine 

Cordillera) 
The Phoenix (Japanese manga or comic 

book): deconstruction of imperial myth, 
181-9; deconstruction of myth of scien­
tific progress, 189-99, 202; emperor's 
religious ideological role, 181-2; on the 
origins of Japan, 182, 186-7; phoenix as 
bestower of grace, 199-202; phoenix in 

Japan's past, 200; religious vision, 202-6; 
story line, 179, 180ff; use of satire, 187-
9; volume 1 "Dawn" re empress Pimiko, 
182-5; volume 2 "The Future" re myth 
of science, 190-4, 199, 202; volume 3 
"Yamato" re emperor Keiko, 187-9; 
volume 4 "Phoenix" re story of the 
phoenix, 200-1, 202-6; volume 5 
"Resurrection" re technology, 194-9 

Phra Payom Kalayano, 166 
Phunphit Amatayakun, 168 
Pimiko, Empress of Japan, 182-5, 186 
Political tensions: balance of interest 

groups in Malaysia (see Moral advertis­
ing in Malaysia); China and Tibet, 101-
7, 112-13; Malaysian heavy metal as 
socially dangerous, 73-4; Uyghur 
nationalism, 265-6, 268-9, 276-7, 278-9 

"P.P.P." (Permata Pemotong Permata, or 
Diamond Cuts Diamond), 58-9. See also 
Ella USA (Malaysian album) 

Public Relations Girls (Chinese television 
dramas), 125 

Radio: impact on indigenous music of 
Cordillera region, 48-9, 52; impact on 
Japanese war songs (gunka), 232-3; major 
means for Koreans to hear music (1960s, 
1970s), 81 

Rainforest (Sarawak, Borneo): destruction 
and its link with consumerism, 17-18 

Ramkhamhaeng, King of Siam, inscrip­
tion, 163 

Rap music (Korean): roots of reggae, 91-2; 
Seo Taiji and Boys, 86-7; Taiji Boys Live 
and Techno Mix, 86-8 

Records and record players: and indig­
enous music of Cordillera region, 48-9 

Reggae music (Korean): appropriation of 
reggae, 90-2; Kim Gun Mo, 90-1; Roo'ra 
(Korean reggae band), 90-1, 93 

Religion: Buddhist Sangha's attitude to 
Thai spirit-medium cults, 161, 166; 
Islam and Malaysian popular culture, 
63-4, 154, 156-7; manga (Japanese comic 
books), 177-9. See also Spirit-medium 
cults (Thailand) 

"Risau." See "Worry" 
Rock music: history as protest music, 3-4; 

Uyghur rock in Xinjiang province, 275-
7. See also Heavy metal music (Korean); 
Heavy metal music (Malaysian) 

Roo'ra (Korean reggae band), 90-1, 93 

Sagada Central School, Mountain 
Province, Philippines, 50 



Salidummay songs of Philippine Cordil­
lera, 54-5 

Sanguo yangi (Romance of the Three King­
doms, Chinese television serial), 120 

Sanya Kunakom, 161 
Sarawak (Borneo): Bruce Lee as cult figure, 

20-1; consumerism and effect on com­
munity life, 17-18; Hulk Hogan as cult 
hero, 17-18, 19-20, 23; modem long­
house, 15, 16ff; rainforest destruction 
and consumerism, 17-18; river launches, 
21; Upriver People, 18-19; VCRs and 
video equipment, 21-2; wrestlers as 
superhuman, 23-4; wrestling's popular­
ity, 21-3 

Search (Malaysian heavy metal group), 66, 
68-9 

Second World War. See War art and 
representation of identity (193 7-45) 

Seo Taiji (Korean rap musician): hybridity 
of music in 1990s, 90, 95n33; impact on 
Korean pop, 86; influence on state 
regulations, 80; Seo Taiji and Boys, 86-7; 
Taiji Boys Live and Techno Mix, 86-8 

Seri Phongphit, 173 
Sexuality: in advertising in Malaysia, 151-

3; bohsia in Malaysia (sexual encounters 
by young women), 71; lepak in Malaysia 
(loitering by young women), 71; in 
Malaysian songs, carefulness with sexual 
references, 63-4; treatment in song "Ala 
Amerika" (on Ella USA, Malaysian 
album), 63-4 

Shaanxi province (China): xibeifeng 
(northwest wind) songs, 26, 30-3, 36 

Shanghai popular songs: creation of city's 
modem urban identity, 248-51; history 
of city, 248-50; Li brothers, creators of 
the genre, 257-63; Li brothers' song 
and dance companies, 261-2; "Night 
Shanghai," symbolic of city, 246-8, 253-
4; nightlife of Shanghai, 250-2; Shang­
hai Bund, 249; songs about the city, 
249-52; songs of alienation and isolation, 
254-5; songs of modem Shanghai 
women, 252-3; songs of taxi dance girls, 
248, 251, 253-4; songs of unhappiness 
post-war, 256-7; songs of the urban 
working class, 255. See also Li Jinguang 
(1908-91); Li Jinhui (1891-1967) 

Shin Hae Chui, 89, 90 
"Shining" ("Gemilang") (on Ella USA, 

Malaysian album), 76-7 
Shiratori Kurakichi, 186 
Shoka (patriotic Japanese school songs), 

231-2 
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Sister Drum ("Tibetan" CD): authenticity, 
appropriation, or innovation, 103-7, 
112-13; construction of Tibetans as 
minority "others," 103-4, 108-9; contro­
versy about cover design, 105, 106ff, 
112; creation and production, 101-2; 
initial popularity, 99-100; international 
marketing, 100, 102-3, 111-12; market­
ing in mainland China and Taiwan, 110-
11; positive re-evaluation of Tibetan 
culture, 113-15; reaction from exiled 
Tibetans and supporters, 100, 112-13; 
Tibetan cultural/religious themes, 101, 
103. See also Dadawa (Chinese singer) 

Songs: da-ing (entertainment at social 
gatherings of lgorot, Philippines), 47; 
day-eng (courtship chants of Igorot, 
Philippines), 45-7, 47-8; funeral chants 
(baya-o) of lgorot, Philippines, 44; 
liwliwa (songs for rituals of lgorot, 
Philippines), 45; localization of popular 
Western songs by Igorot, Philippines, 
48-51; modem folk songs of Igorot, 
Philippines, 53-5; pop songs re rural/ 
mythic origins of Chinese culture, 32-3; 
pop versions of Maoist revolutionary 
songs, 26, 33-5; salidummay songs of 
Cordillera, Philippines, 54-5; shoka 
(patriotic Japanese school songs), 231-
2; spontaneous song composition by 
Igorot, Philippines, 44-8, 50-2, 54; 
xibeifeng (northwest wind) songs of 
China, 26, 30-3, 36. See also Gunka 
Gapanese war songs); Shanghai popular 
songs 

Spirit-medium cults (Thailand): animistic 
beliefs/practices, 163-4; authenticity 
debated, 160-1; "black sheep" spirit 
medium, Chuchart Ngarmkam, 160, 
161-3; "bourgeois modernism" vs spirit 
possession, 173-4; condemnation of 
superstition and animism, 166; as a 
constructive social force, 172-3, 17 4; 
cult of Chi Gong, 161; current credibil­
ity and popularity, 166-9, 174, 176n36; 
exposure on TV talk show (1997), 161-3; 
ideological battles with government, 
163-6, 172-4; media images of spirit 
mediums, 169-72; opposition of 
Buddhist Sangha, 161, 166; opposition 
of King Mongkut in 1860s, 164-6 

Spiritual tensions. See Spirit-medium cults 
(Thailand); The Phoenix Gapanese manga 
or comic book) 

Stories from an Editorial Office (Chinese 
television serial), 126-8 
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Tagalog (Philippine national language), 43 
Taiji Boys Live and Techno Mix (CD by 

Korean Seo Taiji), 86-8 
Taklamakan (Uyghur rock band), 274, 

275, 276, 277 
Tashi Dawa, 107 
Techno music in Korea, 90 
Television: China as largest television 

market, 134-5; impact on Korean visual 
presentation, 87; impact on music and 
lifestyle in Philippine Cordillera, 52-3, 
56; Korean state control in 1980s, 81; 
moral advertising (see Moral advertising 
in Malaysia); spread in China (1980s, 
1990s), 122; state propaganda in China, 
122-4; VCRs, wrestling, and changing 
cult heroes in Sarawak, 21-4. See also 
Television dramas (Chinese) 

Television dramas (Chinese): advertising 
arrangements, 128, 132; artistic awards, 
government and commercial, 123; 
Aspirations (Kewang), 125-6; Beijingers in 
New York, 131-2; challenged by dating 
shows, 134; commodification of culture, 
131-2; consumer choices in 1990s, 133-
4; evaluation of, 129-30; financing and 
marketing, 130-3; foreign media involve­
ment, 134-5; government influence, 
121-2; link between production and 
broadcasting, 132-3; "little" or popu-
lar culture, 120-1; melodramas and 
romances, 125-6; Public Relations Girls 
(Gongguan xiaojie), 125; spread of tele­
vision (1980s, 1990s), 122; as state pro­
paganda, 122-4; Stories from an Editorial 
Office (Bianjibu de gushi), 126-8; types of 
dramas, 124-5; "urban culture" or street 
life, 126-9 

"Ten-Square-Mile Foreign ·zone" (in 
Shanghai), 249-50 

Thailand. See Spirit-medium cults 
(Thailand) 

"That's Me" ("Itulah Saya") (on Ella USA, 
Malaysian album), 65 

Thiphakorawong, Chao Phraya, 166 
Tibet: construction as minority "others" 

in China, 103-4, 108-9; controversy 
over Sister Drum CD, 100, 101-6, 112-13; 
ideological construction of Tibet, 100-1, 
109; music used in China to retain 
flavour of "Chinese traditional music," 
109-10; presented in China as part of 
the "motherland," 107-9, 114; "Tibet 
craze" in China, its roots and meaning, 
101, 107-10, 116; Voices from the Sky CD, 

115-16. See also Dadawa (Chinese 
singer); Sister Drum ("Tibetan" CD) 

Tibet Support Group UK, 112 
"Tom Dooley" (song by Kingston Trio), 

48-50 
"Tomorrow, the Next Day, Forever" 

("Esok, Lusa, Selamanya") (on Ella USA, 
Malaysian album), 74-6 

Treaty of Nanjing (1842), 248 
Twitty, Conway ("Don't Cry Joni"), 50 

"Unik Sugoi Asli" ("USA," from Ella USA), 
76-7 

Upriver People (Sarawak, Borneo), 18-19; 
consumerism, 17-18; feelings of margin­
alization, 18-19; Hulk Hogan as cult 
hero, 15, 17-18, 19-20, 23 

Uyghur music (Xinjiang province, China): 
Abdukhaliq Uyghur (nationalist writer), 
277; Abdulla, rock singer, 275-7; Abdu­
rehim Otkiir, historian and poet, 278; 
Aziz (sound engineer), 276, 278; bazaar 
as social centre for music, 269-70, 280; 
classification of music by nationality, 
267; description of Uyghurs, 266-7; 
ethnic nationalism, role of cassette 
industry, 266, 269-70, 280-2; feelings of 
constriction and hopelessness, 273; Grey 
Wolf (heavy metal band), 274; hybridity 
of musical styles, 272-3, 276, 280-1; 
immigration of Han Chinese into Xin­
jiang, 269-70; Kurash Kusan (exiled 
singer), 265-6; Legend (rock band), 274; 
moral messages, 274-5; muqam genre, 
267-8, 276, 282n15; music linked to 
social reform, 273, 276, 277; national­
ism, contribution of music, 268-70, 
276-7, 278-9, 280; new folk music, 272, 
277-9; bmarjan Alim, singer of new 
folk, 277-9; performances at restaurants 
and concerts, 270-2; rock music, 275-7; 
state control and censorship, 268, 270, 
272, 273, 279-80; synthesized pop songs, 
272-3; Taklamakan (rock band), 274, 
275, 276, 277; types of music, 272-3 

Voices from the Sky (Chinese "Tibetan" 
CD), 115-16 

Wang Meng, 129 
Wang Renmei, 261 
Wang Shuo, 126, 128, 129 
War art and representation of identity 

(1937-45): Allied poster portraying 
Asians as needing liberation, 215-16; 



Chinese cartoon on Japanese expan­
sionary ambitions, 218; exaggeration, 
distortion, and "reality" in war art, 213-
14, 219; Japanese as self-proclaimed 
leader of Asia, 216ff, 217-18, 222; 
Japanese cartoons attacking US values, 
214-15, 222; Japanese images of fellow 
Asians as "native," 215-17, 218-19, 221, 
222; national values as propaganda 
targets, 221-2; reality of paintings· 
compared with cartoons, 219-20; US 
cartoons attacking Japanese values, 221; 
US cartoons portraying Japanese actions 
as illegal, 213-14; US cartoons portray­
ing Japanese as non-human, 212-14; 
visual cliches and stereotypes, 212, 215, 
216, 218, 221, 223; war art and images 
of Asians, 211-12; women, stereotypes, 
and war art, 220-1 

War songs. See Gunka Qapanese war songs) 
Warner Music International (WM!) and 

CD Sister Drum, 99-100, 111-13 
White Russians in Shanghai, 249 
Wings (Malaysian heavy metal group), 66, 

68-9 
"Worry" ("Risau") (on Ella USA, Malaysian 

album), 72-3 
Wrestling, popularity in Sarawak, Borneo, 

21-3, 24 
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Wudai shi (History of the Five Dynasties, 
Chinese television serial), 120 

Xiao Youmei, 259-60 
Xibeifeng (northwest wind) songs of China: 

hybridity, 26, 36; origin, 30; rough 
delivery and link to social defiance, 33; 
subversive power of lyrics, 31-2; trans­
formation into pop songs, 30-1 

Xinjiang province (China). See Uyghur 
music (Xinjiang province, China) 

Yahuan Cable Company (Hong Kong), 
134 

Yamamoto, Kyoji, 59 
Yamato Takeru, 187-9 
Yao Li, 261 
Yao Min, 250 
Yi Konyong, 85 
Yi Uyong, 81 
You Xiaogang, 133 

Zahir Burkhan, 279 
Zainal Abidin, 68, 69 
ZhengJun, 107 
Zheng Xiaolong, 133 
Zhou Xuan: star singer of Shanghai songs, 

246-7, 254; trained by Li Jinhui, 261 
Zhu Zhequin. See Dadawa (Chinese singer) 




