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Hong Kong University Press is honoured that Xu Bing, whose art
explores the complex themes of language across cultures, has written
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the Press’s name in his Square Word Calligraphy. This signals our
commitment to cross-cultural thinking and the distinctive nature of
our English-language books published in China.

S
D

=

“At first glance, Square Word Calligraphy appears to be nothing
more unusual than Chinese characters, but in fact it is a new way of’
rendering English words in the format of a square so they resemble

Chinese characters. Chinese viewers expect to be able to read Square

Word Calligraphy but cannot. Western viewers, however are surprised
to find they can read it. Delight erupts when meaning is unexpectedly
T revealed.”

6 — Britta Erickson, The Art of Xu Bing
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Introduction

Jonathan D. Mackintosh, Chris Berry, and Nicola Liscutin

Cultural Studies and Cultural Industries in Northeast Asia: What a Difference a
Region Makes is a collection of essays about the discipline of Cultural Studies
and its use to analyze the cultural industries in Northeast Asia. It opens with
a section considering the discipline itself — perhaps even treating it as a kind
of cultural industry in its own right. It considers the challenges and possibilities
that arise from its use in the context of Northeast Asia and when studying it
from outside the region, and then follows with essays that use Cultural Studies
approaches to analyze cultural industries and their products in Northeast Asia.
The overarching unifying and original element of the book is the use of
Cultural Studies to consider cultural industries in Northeast Asia.

The volume emerges from an international symposium of the same title,
organized by the Japanese Department of Birkbeck, University of London,
and the Pacific-Asia Cultural Studies Forum of Goldsmiths, University of
London, in 2006. We conceived of the event as highly specialized and planned
it initially as a roundtable discussion. However, when registration hit 120
we had to change to a bigger venue. Furthermore, the symposium itself
generated unexpected creative energy through the intersection of Cultural
Studies and Cultural Industries research. With the exception of some recent
scholarship (see, for example, McGuigan and his call for a critical and reflexive
cultural policy analysis, 2004),' these two approaches are rarely practiced in
tandem. This volume not only seeks to record this productive energy. Culture
and the cultural industries of Northeast Asia are gaining a global profile and
both influencing and helping to constitute a new sense of the region as “New
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Asia.” Asian Cultural Studies is rapidly developing as a regionally distinct
branch of the larger field. In these circumstances, we are also eager to amplify
and extend this energy so that culture and its production are recognized as
integral to an understanding and appreciation of the region, and vice versa.
The turn of the millennium has been accompanied by a massive shift in
the cultural makeup of Northeast Asia. At the close of the first decade of the
twenty-first century, popular culture, media and communications, as well as
the creative, intellectual, and consumer product industries of the region are
moving beyond national boundaries with ever-increasing strength. They
enjoy unprecedented regional and global success and, according to some, are
laying the foundations for future Asian co-operation.” Yet, just a decade
before, the Northeast Asian region and its culture, in general, were
characterized more by division and uncertainty exacerbated by unresolved
histories, and in turn, often strident, defensive, and parochial nationalisms:
Korea still maintained a ban on Japanese popular culture and media; Taiwanese
democratization in the 1990s was expressed as political and cultural
independence from the mainland; and Japan and China gazed inward, the
former at the apparent failure of its samurai-cum-salaryman culture and the
latter at the reunification of greater China with the return of Hong Kong.
Has the region changed so dramatically? What is the place of culture —
in particular, popular and media culture, the industries that produce it, the
policies that promote it, and the disciplines that study it — in the definition,
construction, imagination, and interrogation of Northeast Asia? This
collection of essays presents research that considers, within the context of
regional change and continuity, a wide variety of cultural discourses, politics,
products, practices, representations, and identities. Employing diverse
methodological approaches and informed by an array of intellectual and
vocational backgrounds, this collection seeks to analyze and challenge, in
particular, an equation that is increasingly deployed by governmental, non-
governmental, and economic elites. According to that equation, the region
is discursively and normatively understood as an equitably balanced
triangulation of power among three key actors: the nation, the market, and
the individual. At the very least, exchange and dialogue is enhanced, so it is
assumed. At its most ideal, culture is assumed to assuage historical grievance
and to effect national reconciliation, regional peace, and global harmony.
Cultural Studies and Cultural Industries in Northeast Asia brings together
scholars and experts from a diverse range of disciplines and fields:
communications, advertising, and media; film and visual culture; anthropology
and ethnomusicology; cultural policy, regulations, and industry; cultural
studies and gender studies. This combination of academic and professional
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expertise introduces an important innovation to the multidisciplinarity that
characterizes this volume’s methodology. It brings into direct conversation
two approaches that are usually seen as incompatible: Cultural Studies with
its emphasis on intellectual criticism, text, meaning, power, and individual
emancipation; and Cultural or Creative Industries, focused on economics,
the market, policy, and personal freedom.

Ultimately, the goals of this volume are twofold. First, taken together,
the individual essays composing it interrogate the very nature of the region
by engaging with Northeast Asia at the points where the individual, nation,
market, and region intersect. Second, they seek to understand how culture
is constituted in complex, powerful, and — not always obvious — political
ways that may do as much to undermine as stimulate lasting regional stability,
prosperity, understanding, and peace. It is these tensions that come into focus
by bringing Cultural Studies and Cultural Industries together in the work
presented here.

With this in mind, this Introduction first describes the context within
which culture and especially the cultural or creative industries have risen
apparently to a place of primacy in the construction and mobilization of
Northeast Asia as a regional identity and affiliation. In order to provide the
reader with a wider context within which to situate each of the essays in this
collection, it also discusses how we might understand globalization and the
relationship of the market, cultural industries, and nation. Last, there follows
a short guide to the chapters and how they relate to the overall themes of
the anthology.

Context

In a speech entitled “Creative Industry: A Key to Solidify Bases for Regional
Cooperation in Asia,” Japanese Parliamentary Secretary for Foreign Aftairs
Itsunori Onodera declared to a gathering in Hong Kong of the Asia Cultural
Cooperation Forum in November 2004, “In this age of globalization, culture
is increasingly being shared, transcending national boundaries.” Referring
specifically to the “wealth of cultural exchange between Japan and other Asian
countries” he went on to emphasize:

culture as a matter of course nurtures a soundness and wealth of spirit,
but given that it also encourages creative industry and supports economic
vitality, it is an area that is the key for the future prosperity of Asia and
also in terms of making a contribution to the world.?
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Onodera’s speech is significant. Although its emphasis on culture and the
creative industries was neither unique in content or tone at the time, it
articulated a certain mood characterizing the region and its relations in the
first decade of the twenty-first century. In proclamation after proclamation
across the region, culture was recognized, lauded, and made official.
“Creativity matters” asserts the Hong Kong Trade Development Council’s
official 2002 statement calling for the promotion of creative industries.* In
its Challenge 2008 six-year plan to overhaul its cultural industries, the
Taiwanese government aims at doubling employment and tripling production
value through “building Taiwan’s cultural creativity in the Chinese world.”
China’s 2006 launch of its international Confucius Institute and governmental
Cultural Industries website herald an official embrace of culture,® while in
Korea, the Culture Industry and Cultural Policy Bureaus seek to enhance
the “national competitiveness of [the] culture industries” and the
“globalization of Korean culture.”” Finally, in Japan, 2002 is marked by the
legislation of culture as a legal entity in the 2002 Fundamental Law for the
Promotion of the Arts and Culture.

The apparent centrality of culture and the creative industries in Northeast
Asia is, at first glance, easily explained by the profit-driven logic of the market.
For example, it was estimated that, in 2006, the cultural industries of Japan
and South Korea together accounted for thirteen percent of the international
culture market; China and the other countries of Asia made up a further six
percent.® To be certain, in contrast to a country like the United Kingdom,
whose creative and cultural industries accounted for 7.3 percent of the national
economy in 2007, this sector still formed a small part in emerging economies
like China (two percent in 2004," though in major centres like Beijing, the
total value-added output might be as high as ten percent).!" And although
the production value of cultural and creative industries was higher in small
economies such as Hong Kong at four percent in 2007 (and near three percent
in Taiwan in 2000),'* its massive potential cannot be ignored. Figures put
out by the Japan External Trade Organization (JETRO) suggested that the
entertainment industry alone in Japan was worth up to ten percent of the
GNP in 2004. Marubeni Research Institute, moreover, estimated that
Japanese cultural exports have grown by 300 percent since 1992. In the same
period, exports as a whole increased by only twenty percent in Japan."

Crucially, as much as culture is a matter of sound business sense, the
economic role of culture in the construction of Northeast Asia translates into
ideational and normative goals. “The process of promoting mutual exchange,

LR}

discovering what values are common to Asia,” writes Onodera, “would

contribute to an increased understanding among the people of Asia of the
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cultures of the different countries of Asia, and further promote the appeal of
Asian culture and the culture of each country. In so doing, Asian values, which
embrace peace and harmony, would, if transmitted more dynamically to the
world, be able to make a significant contribution in the future of human
civilization in the 21st century.”'

The reference to Asian values may sound suspiciously like the
traditionalistic, anti-Western ideologies of Singapore’s Lee Kuan Yew,
Malaysia’s Mahathir bin Mohamad, and Japan’s Ishihara Shintaré in the late
1980s and 1990s. But there is an important difference. Whereas the leaders
of the so-called Asian Renaissance made nationalistic appeals to an assumed
shared Neo-Confucian tradition,' the current focus on culture is the
product of a neoliberal ideology espousing a global free-market — what
16

Fu-Kuo Liu dubs “Asian Pragmatism”'® — and the linking of post-industrial
globalized consumerism to individual freedom, hence, individual and social
well-being. Moreover, it is contemporary, open, transnational, and, in the
lingo of twenty-first century Japanese foreign policy, “cool.” Onodera, for
instance, cites a variety of examples of the new Asian culture ranging from
the recent Japanese love affair with all things Korean — the so-called
“Korean Wave” — to the news that three global Chinese stars — Zhang
Ziyi, Gong Li, and Michelle Yeoh — would portray Japanese geishas in a
Hollywood production (Rob Marshall’s Memoirs of a Geisha, 2005). To
Onodera’s list one could add Korean mobile phones and video games,
Japanese otaku “geek” style from stylish Shibuya, hard- and software made
in Taiwan, new waves of Chinese cinema and tourists, and Hong Kong
Cantopop. In a novel development, national brands and images such as
these are often reconfigured as regional ones, for instance, Taiwanese-
Japanese star-actor Takeshi Kaneshiro and pan-Asian advertising campaigns
of the kind discussed here in Shinji Oyama’s essay. Thanks to burgeoning
new information technologies, trends emerge regionally, such as queer Asian
cinema and trans-Asian manga cults. At the beginning of the 2000s, then,
culture and the creative industries, it seems, have the capacity to effect
historical reconciliation and shrink spatio-temporal distance to create a
cosmopole of consumers who identify themselves as Asian.

Or do they? Do flows of popular culture and media only promote
transnational regional culture? As is well known, the casting of the three
Chinese stars in Memoirs of a Geisha provoked outrage. Not only did Chinese
men object vigorously to seeing Chinese actresses portraying “prostitutes”
who sold themselves to Japanese men and condemn Zhang Ziyi, in particular,
as a traitor. Japanese men were equally indignant that Hollywood could not
find Japanese stars to incarnate something as allegedly quintessentially Japanese
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as geishas.!”” This is not an isolated misfire. For example, how do nationalist
backlashes like the Japanese Kenkanryii (“Anti-Korean Wave”) analyzed here
in Nicola Liscutin’s essay, and anti-Japanese demonstrations in the People’s
Republic of China and South Korea throughout the early 2000s fit into
Onodera’s vision? Do these transborder cultural flows result from reduced
trade barriers and reflect a lessening of nation-state power or are they not,
on the contrary, driven by national policy and interest? To what extent does
twenty-first century Northeast Asian cultural regionalization displace
twentieth-century asymmetrical power relations and social marginalization?
‘What effect might an emergent regional consciousness have on individuals’
ability to negotiate culture and their representation? As the final section —
a kind of case study bringing together studies highlighting the contentious
Korean-Japanese relationship — demonstrates, the answers are neither simple
nor definitive.

Finally, how are such questions to be approached and considered? Critical
Cultural Studies certainly aspires to address these issues. But what is the relation
of Cultural Studies to Cultural Industries in Northeast Asia? First, is there a
role for a Cultural Studies of Asia conducted outside Asia, in English-language
academia for example, and what are the potential benefits and pitfalls it brings,
both to Asia and to the academic world outside Asia? Michael Dutton attends
to these questions in his critical piece here. His essay adds to a growing body
of critical literature by a variety of scholars. This includes Chris Burgess’s
2004 article on the “crisis” in Asian Studies in which he asks if Cultural Studies
can provide a way out.” In 2005, Mingbao Yue and Jon Goss edited a special
issue of Comparative American Studies on the role that Cultural Studies from
Asia can play in “De-Americanizing the Global.”"’

The important questions that Yue and Goss’s special issue of Comparative
American Studies open up about the discipline of Cultural Studies in general

20

extend far beyond the parameters of this book.* But a fundamental condition
for their project is also central to Cultural Studies and Cultural Industries in
Northeast Asia. This is the rapid growth of Cultural Studies within the region
itself. The first Cultural Studies conferences held outside the English-speaking
world took place in Taiwan. These were the first and second Trajectories
conferences, held in Taipei in 1992 and 1995.%' They were hosted at the
Center for Asia-Pacific/Cultural Studies, established in 1992 at National Tsing
Hua University, where Chen Kuan-hsing is Professor of Cultural Studies,
and where a B.A. program in Cultural Studies is taught. Since then, a number
of other courses, centers, and organizations have appeared in various parts of
the region. For example, Lingnan University in Hong Kong launched its B.A.
program in 1999.% In addition, Yonsei University in Seoul has a graduate
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program in Gender and Cultural Studies; there is the KUNCI Cultural Studies
Center in Yogyakarta, Indonesia, and other centers exist in Taiwan at National
Chiao-tung University and National Taiwan University.

As well as these various nationally based initiatives, Cultural Studies has
emerged as a regional phenomenon through journals such as Traces and Inter-
Asia Cultural Studies, whose success has also led to the formation of an Inter-
Asia Cultural Studies society that holds biennial conferences. Although the
editorial office of the former is based at Cornell University in the United
States, the journal is published through Hong Kong University Press.
Furthermore, its commitment to simultaneous English, Chinese, Korean, and
Japanese editions demonstrates its strong commitment to the Northeast Asian
region. Inter-Asia Cultural Studies is an avowedly regional phenomenon, based
at National Tsing Hua University in Taiwan, but with an editorial collective
drawn largely from across the region.

The editorial statement of Inter-Asia Cultural Studies, published in its 2000
inaugural issue and now also on its website, makes a clear distinction between
the progressive political project of the journal and the forces of global
capitalism driving the rhetoric and reality of the “rise of Asia.”* Nonetheless,
the decision to publish in English speaks to the complex entanglement of
regionalism with global capitalism, even within the avowedly resistant domains
of Asian Cultural Studies. Have the contemporaneous rise of Cultural Studies
and the cultural industries in East Asia been parallel and separate, or is Cultural
Studies in some way part of the cultural industries. These issues and more
are discussed by Mark Harrison in his essay for this volume. But in this
introduction, we hope that underlining this complexity helps to explain why
bringing Cultural Studies and Cultural Industries into dialogue and debate is
a useful move.

All the essays in this volume address the questions raised in this
introduction, though in very different ways and with highly varying results.
Nevertheless, when considered as a whole, some distinctive shared concerns
about the Northeast Asian region appear across Cultural Studies and Cultural
Industries in Northeast Asia. These concern globalization and the relationship
of cultural industries to national power. They also consider Cultural Studies
as a tool to deconstruct and demonstrate Northeast Asia as a region, and in
particular, they alert us to how the region might shape the way individuals
negotiate gender, class, community, and history, or in other words, their
identities.
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Globalization

James H. Mittelman has posited that “Regionalism today is emerging as a
potent force in the globalization process.” He explains that,

If globalization is understood to mean the compression of time and space
aspects of social relations then regionalism may be regarded as but one
component of globalization. In this sense, regionalism is a chapter of
globalization. But regionalism may also be a response or a challenge to
globalization (emphasis in original).?

In this definition, the region is not simply reified as an intermediate
socioeconomic or political position between the structure of the nation-state
and globalizing forces of capital and/or ideology. Nor does its emergence in
history as a more widely encompassing but not universal affiliation mark a
middle point on a timeline that represents globalization as a teleology. Rather,
the push/pull dynamic characterizing the region that Mittelman describes
suggests that globalization is a complex, conflicting, and indeterminate process.
This understanding is paramount in its importance, if subtle in its implications.

First, the region helps us to approach the key concepts of the “global”
and the “local” not in dichotomous opposition but as an ongoing cultural
negotiation. Crucially, then, the “global” from the Northeast Asian

>

perspective does not derive geographically from “over there,” since the
“global” is always/already “local.” This approach may bring to mind the
concept of “glocalization” according to which products are tailored to meet
local tastes and demands,® but this is not quite accurate. Notwithstanding
its construction as a market strategy, “glocalization” starts from a normative
premise derived from imperialism whereby globalization is homogenization
driven from the (Euro-American) center to the (Third World) local. Many
of the essays in this volume demonstrate that this is not the case, and that the
global, far from being hegemonic, is a contested site where resistance and
subversion generate cultural diversity and complexity. Laikwan Pang, for
example, discusses copyright infringement and laws as a result of pirating
practices in China which affect and are contested throughout the region. She
alerts us to questions of how traditional social concepts like class are
complicated and even undermined by new affiliations and communities borne
of technological innovation in communications. In her study of Korean pop
music fans in China, Rowan Pease’s essay highlights a site of conflict in the
music industry: its domination by a politically conservative elite of male
producers and executives, on the one hand, and their female — sometimes
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highly subversive — fans, on the other. It is beyond the scope of Cultural
Studies and Cultural Industries in Northeast Asia to provide definitive answers
to these complex and contradictory questions, but the essays presented here
serve to open a debate on how the region influences identity as individuals
negotiate culture and cultural production.

Second, the lens of the region intervenes in postcolonial approaches to
globalization. The twentieth-century colonial legacy of Northeast Asia is
hugely complex, obliging us to interrogate basic concepts even as they may
be deployed for their explanatory utility. Consider, for example, “hybridity.”
Developed to counter essentialist understandings of culture and nation and
Orientalist conceptions of “us” and “them,” its uncritical application can easily
slide into the “presumption of the existence of once pure cultures that may
have existed before the age of international capital compressed the globe:”*
The “global” is rendered as modern — one homogenous modernity — and
inauthentic; the “local” is traditional — one originary tradition, hence essential
and pristine. Yet, through the regional perspective of Northeast Asia, the
historical experiences of each of the countries treated in this volume belie
such an easy schematic, as both Yoshitaka Mori in his study of Japanese/
Korean pop music and Yoshi Tezuka in his case studies of film production
argue. All are shaped by multiple, conflicting modernities brought into being
through interlocking, mutually effecting histories of internal and external
colonialisms, decolonization, and in the case of Japan, South Korea, and
Taiwan, American Cold War and post-Cold War neo-colonialism. Put
another way, Northeast Asian identity is inaccurately understood as a
bifurcated history of tradition and transformation whose globalization
originates from an imperialistic West to be followed by a colonized hybridized
rest. Rather, the national and regional cultural identities of Northeast Asia
are themselves articulations of globalization whose politics and ideologies,
subversions and interrogations, subjectivities and representational practices,
hierarchies and subjugations, and violations and marginalizations can be
nothing other than hybrid. The contemporary Northeast Asian postcolonial
experience is shaped by regionally informed proliferations of national cultural
identity and national configurations of institutional modernity.?” Just as the
“global” is always/already Northeast Asian, so too is Northeast Asia always/
already modern. Shinji Oyama’s challenging study of regional brands and
branding requires us to consider this conception of globalization as modernity,
and both Michael Dutton and Koéichi Iwabuchi’s interrogations of Asian
Cultural Studies and Cultural Studies of Asia point to the ways in which this
history provides both fruitful territory for the field at the same time as it
complicates its development.
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The Market, Cultural Industries, and the Nation

To what extent is the nation displaced through trade, the market, and culture?
This is a perennial question for the study of regionalization and globalization
and is one of the central fault lines dividing theorists and experts. Answers
fall across a wide spectrum whose end poles are aptly identified by Held and
McGrew as “globalist” — “contemporary globalization is a real and significant
historical development” — and “sceptic” — globalization “is primarily an
ideological or social construction which has marginal explanatory value.”*
The general contours of this debate are productive when analyzing regionalism
in Northeast Asia, but because of the specific configuration of global and
regional politics, the market, and, crucially, of culture, it is worth reviewing
this debate in more detail. In the process, it will become clear once again
that the assumption of an either/or opposition between the nation and
globalization is not the only way to think about these questions. Under
conditions of globalizing market forces both the nation and the region can
be reified as brands at the same time as they operate — often at cross-purposes
— as political and ideological forces.

The Macro-economic Background of Northeast Asian Regionalism

Some, like Onodera as cited above, directly link the regional emergence and
potential of Northeast Asia — and Asia more generally — to economic
globalization. To be certain, the past decade has seen an expansion and
deepening of links at the intergovernmental level. For example, Yeo Lay
Hwee, executive director of the Singapore Institute of International Affairs,
argues that the basis for a Northeast Asian rapprochement to decades of
historical animosity and cultural suspicion is made possible through a
strategically informed escalation of bilateral contacts, as a first step towards
the development of a more far-reaching multilateralism.”” Robert Scollay,
director of the New Zealand APEC Study Centre, concurs. Examining the
case of formal preferential trade agreements (PTAs) prior to 1998, he likens
East Asia to an “‘empty box’ in the regional and global maps of PTAs: . . .
Japan and Korea maintained a policy of avoiding involvement in PTAs,
preferring to rely on the GATT’s non-discrimination principle, while China
was preoccupied with its transition to a market economy.” A major sea-change
was effected in 1998 by the decision of Japan and Korea to discuss a bilateral
free trade area (FTA), which, according to Scollay, represents a “policy
watershed.” (Significantly, it was in 1998 that Korea formally lifted its ban
on Japanese popular and media culture.) Henceforward, PTAs became the
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central trade-policy pillar in a wider strategy of bilateralism within the region
and externally not just for Japan and Korea but also China and Taiwan: “The
way was thus cleared,” Scollay concludes, “for PTAs to become a central
part of the trade architecture of East Asia, and possibly of the entire Asia-
Pacific region.”®

Despite the driving force behind region-building that economic factors
appear to constitute, geopolitical policymakers and academics are guarded in
their optimism. Yeo, for example, acknowledges that the future of East Asian
regionalism is “fuzzy.” Lacking a blueprint to deepen co-operation and
advance communitarian integration, intergovernmental trade developments
are largely reactive responses to global market forces, which nevertheless may
ostensibly confirm a national commitment to openness and co-operation.®!
Dent is more challenging in his assessment. He describes Northeast Asian

9932

regionalism as “stunted.”” Richard Baldwin, in his comparison of East Asian

regionalism with Europe, is even more pessimistic: “Real regionalism has
not yet started in East Asia.”?

Caution about the prospects of Northeast Asian regionalism is well
founded. Compared to the European and North American regional groupings,
Northeast Asia is the least advanced, its organization characterized more by
an array of intergovernmental, semi-formal, and informal consensus-building
arrangements, and more reactive in nature, an effect of geopolitical
circumstance, as opposed to formalized long-term visions and plans.* EU-
style institutional supranationalism, NAFTA-like “big-bang” originating

treaties,>

and ASEAN communitarian aspirations® are responses, in part, to
the vicissitudes of economic globalization. However, they also differ
significantly, undercutting their ability to stand as models and measures for
Northeast Asian regionalism and pointing to the importance of regionally
specific histories and characteristics in each case.”” This is where culture and
the culture industries of Northeast Asia may play a distinctive and particularly
crucial role, topping up, as it were, the necessary but not sufficient momentum
of economic regionalization.

The Role of Culture and Cultural Policy in Northeast Asian Regionalism:
Globalist Aspirations

Returning to Onodera’s appeal to “develop creative industry,” we find an
attempt to construct a particularly Asian response to the question of how the
individual, nation, and region relate. Commenting on twenty-first century
contlict borne of terror and environmental degradation, he writes,
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It is only too easy for policymakers and citizens alike to turn their
attention almost exclusively to security and economic considerations.
True human happiness however, is to be found in spiritual wealth . . .
the creative industries, will be the key for humankind, and above all
Asia.?®

Onodera’s prescription for an Asia united through culture may read like an
impractical flight of fancy, but a closer inspection reveals that his ideas, while
cloaked by a rhetoric of aspiration, give evidence of a grounded familiarity
with Cultural and Cultural Policy Studies. Consider the following when
Onodera posits:

the more material wealth people achieve, the more spiritual contentment
they seek . .. [and] . . . people, including the elderly, who are no longer
involved in the process of manufacturing goods in their jobs, will be able
to focus their energies on a second phase of life in cultural and artistic
creative activities.”

‘What he really is trying to describe, in the lingo of Cultural Studies and policy
analysts, is the shift to a “post-industrial” or “post-Fordist” social and political
economy in which membership in a “cultural public sphere” confers a
particular kind of post-modern democratic “social and cultural citizenship”
whose modus operandi is the market and culture; that is, “the individualization
of cultural consumption” translates to “the commercialization of culture,”
hence the “commercialization of experience” so that the “individual is free
to make himself or herself.”*

Such a statement may be overly complex for official and popular
consumption, but the same basic ideas are found in all their various national
translations into government policy statement by bureaucrats. Consider two
examples from Taiwan and Japan. A document published in May 2002 by
the Taiwanese government, Challenge 2008: The Six-Year National Development
Plan, gives emphasis to “Developing the Cultural Creative Industry” for a
“new phase of industrialization” including “artistic and esthetic creation which
has been ignored in the past” and which will “enhance the quality of life
and the environment.” More specifically, this will be achieved by a doubling
of employment in and a tripling of production value of these industries,
positioning Taiwan as the regional headquarters for domestic businesses and
multinational corporations, and a center of creativity in the Chinese world.*!

In Japan’s Fundamental Law for the Promotion of Arts and Culture passed
by the Diet in December 2001, the creation and enjoyment of culture and
the arts are legislated as a civic right (Articles 2.2 and 2.3).** Framed within



Introduction 13

the context of the “Realization of an Emotionally Enriched Society through
Culture,” the law is a central pillar in the Ministry of Education, Culture,
Sports, Science and Technology’s (MEXT) overall vision for culture in
twenty-first century Japan:

Culture serves a range of purposes and roles in today’s society and is
significant in a variety of ways. Among other things, culture (1) is
nourishment that allows people to live a human life, (2) forms the basis
of a society in which we live together, (3) creates high quality economic
activity, (4) contributes to the development of human truths, and (5) is
the foundation for world peace.®

A comprehensive textual analysis of cultural policy documents throughout
Asia is beyond the scope of this Introduction. Nevertheless, all of these
excerpts demonstrate the central role that culture has been elevated to in the
official shaping of twenty-first century conceptions of society, the economy,
and by implication, politics. But, that is not all, since the uses of culture and
the promotion of cultural industries and the creative economy are not solely
explained by the logic of market functionalism. “Globalists” also aim at the
ideational level, and it is through the region that culture becomes particularly
potent.

According to Kevin Robins, who writes on globalization in relation to
culture and identity,

It is surely clear that the global shift — associated with the creation of
world markets, with international communication and media flows, and
with international travel — has profound implications for the way we
make sense of our lives and of the changing world we live in.*

Robins’s observation underscores a basic premise of economic-cum-cultural
regionalization in Northeast Asia as spelled out in the various excerpts above.
Culture — particularly popular, media, and consumer culture — transcends
borders with such frequency and intensity as to constitute an irrevocable and
irresistible force that regionalizes identity. It is this power that “globalists”
celebrate. It is also this power that governments seek to promote through
the articulation and legislation of cultural policy.
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The Role of Cultural Policy and Cultural Industries in Northeast Asian
Nationalism: The “Skeptics” Retort

Writing on the contemporary Japanese manga and anime industry, Roland
Kelts writes, ‘“Younger Japanese had grown up amid the wealth of the postwar
Japan Inc. machine just as its cogs were starting to falter. But instead of
stymieing them, the resulting slump actually cultivated their creativity.”*
Kelts’s application of Horacian logic (which posits that adversity reveals genius
and prosperity hides it) importantly highlights how the success of 1990s
Japanese popular culture worldwide — Douglas McGray brands this “Japan’s
Gross National Cool” — is directly correlated with the failure of the dominant
model of the Japanese politico-economic state.*®

Here, culture is seen to empower individuals by releasing them from
ideological and discursive strategies of the modern nation-state and market-
driven representational practices. That is not all, for in also “discrediting Japan’s

7 while relegating traditional culture like the tea

8

rigid social hierarchy”*
ceremony and bushids samurai ethics to a backseat position,* creativity
radically acts as a leveling mechanism. It restores a kind of equalitarian and
even democratic balance at a time when power seems to lie primarily in the
hands of the state and the market — an understanding that places culture
also in tension with rather than simply as a support for the state and the market.
Cultural unpredictability and chaos are, in fact, key defining features of
creativity, hence the marketability of creative industries. So, in a rather
counterintuitive manner, it is this productive friction between the individual
subject emerging through culture and the nation, that, on closer inspection,
animates cultural policy thinking and that governments and business seek to
harness. It is something that “Cool Japan,” a potential cultural superpower,
has reinvented and mastered. According to McGray, “Japan’s growing cultural
presence has created a mighty engine of national cool.” In so doing, it has
come to wield “soft power.” McGray continues, “National cool is an idea,
a reminder that commercial trends and products, and a country’s knack for
spawning them, can serve political and economic ends.”*

It is from this economically realist perspective that a “globalist” reading
of cultural policy statements and cultural industrial objectives given above
can be challenged. In its opening statement, Challenge 2008 states that it is
formulated by the government of the Republic of China for the express
purpose of “fostering the creativity and talent Taiwan needs.” Japan’s MEXT
summary statement on culture directly links the Fundamental Law’s objective
to promote national culture and arts with the enhancement of “the presence
of Japan and its people within the global community.”® In other words,
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postures on internationalization, cultural exchange, and globalization may not
only be about the promotion of a harmonious world order. They are also
about projecting one’s own national prestige, presence, and influence through
ajockeying for position in a regional and global market structured by relative
strength of economic — now linked to culture — and/or political power.
Take, for example, Japan’s proposal in September 2006 to create an East Asian
Economic Partnership with ASEAN, China, India, New Zealand, and
Australia. While impressive in scale and inclusive of such key cultural areas
as intellectual property rights, this apparently regionalizing strategy has been
interpreted by some as a cynical maneuver on the part of Japan to secure its
own power. Outflanked by China and South Korea which have agreed FT As
with ASEAN, and stalled in its own attempts to secure a similar arrangement
with ASEAN, Japan fears that it will be left behind in what may be a
fundamental shift from bilateralism to multilateral regional trade agreements.*!

In addition to the realpolitik that the culture-focused rhetoric concerning
regionalization and globalization appears to mask, two factors need to be
mentioned that are further examined in some of the essays here. First, while

it is undeniable that, “with mobility, comes encounter’>

in the emerging
regional and global order, this experience may be highly circumscribed for
certain segments of the population. Regional identity and affiliation comes
only to those “who can afford a cosmopolitan identity,” like certain sectors
of the urban middle class and the business and media elite.®® Yeo may be
correct when he argues that a lack of popular support and public indifference
in East Asia are not insuperable obstacles to regionalism, but he does
acknowledge that “constituencies promoting these trends are narrowly based
and therefore vulnerable to pressures from those with wider nationalist
identifications and loyalties, including the desire to protect fragile national
sovereignties.”* Regionalism may marginalize individuals by alienating their
loyalties, even as its supporters argue for its properties to soothe historical
pain and ease national animosities, a point which Nicola Liscutin stresses in
her study of the Japanese manga Kenkanryii (“Anti-Korean Wave”) and which
Mark Morris complicates in his textual reading of the representation of Japan
in Korean film.

This raises a second point. Regionalism is far from minimalizing or
eradicating marginalizations and oppressions that emerged as a result of
capitalism and development as structured in the bipolar world. As part of
globalization in the twenty-first century, it replicates, reproduces, and
regenerates them, if in slightly different form. So, although it was predicted
that the region would take the form of a Japanese “core” surrounded by a
developing “periphery,” what has in fact evolved is a “complex division of
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labor involving symmetric as well as asymmetric power relationships between
and within economies, industries and firms.”> The case of the Korean
animation industry’s struggles to respond to the challenge of globalization
by transitioning from outsourcing to original creations of its own is analyzed
by Ae-Ri Yoon through the experiences of those who work in the industry.
She powertully demonstrates how the twentieth-century hierarchy that saw
Korea in the shadows of Japan is in danger of being reproduced by the new

regionalism.

Guide to Chapters

Reflections on Cultural Studies in/on Northeast Asia

Constructing a theoretical context for all the chapters that follow, this section
presents essays by three leading theorists of Cultural Studies and Cultural
Industries in Northeast Asia. As Cultural Studies has been established in one
part of Asia after another, it has inspired ambitious programs of critical and
political intervention. Wang Xiaoming, professor of Cultural Studies at
Shanghai University, has written a “Manifesto for Cultural Studies.” In it,
he not only provides a devastating critique of Chinese intellectuals in the
1980s, asking, “Why did we fail to foresee that an arbitrary and corrupt power
could create a completely different kind of market economy and use it to
perpetuate even greater deceit and more ramified sorts of exploitation?”’>
He also assigns a special role for Cultural Studies in countering the
consequences of the current crisis, writing that, “it seems urgent that
contemporary cultural studies be expanded. For . . . each great change in
society . . . has been not only an economic, political, or ecological
phenomenon, but also a cultural one.” In Taipei, Chen Kuan-Hsing has
consistently interrogated the work of the various organizations he is involved
with, prodding and pushing them to remain engaged and resist complacency.
For example, his epic two-part essay on the lasting consequences of the Cold
‘War in producing political blockage in the Northeast Asian region also calls
for Cultural Studies to play a special role in attempting the deconstruction
of that situation.™

The essays included here have been produced specifically for this volume,
to interrogate how Northeast Asia may be approached from within and
without and to put into critical conversation Cultural Studies and Cultural
Industries as theory, method, epistemology, approach, and practice. Like Chen
Kuan-Hsing, Kdichi Iwabuchi is one of the pioneers of Cultural Studies in
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the Northeast Asian region. Here, offering personal reflections after a number
of years of work and not shying away from the difficulties of the current
situation, he intervenes in debates over Media and Cultural Studies. He asks
how they may be made “useful,” that is critical and practical, tools of
intervention at a time when popular culture has become a convenient resource
for expanding national interest. He argues that the propensity to narrowly
apply the concept of culture overlooks the political implications of market
fundamentalism and brand nationalism that drives and animates much popular
cultural traffic in Northeast Asia under the guise of advancing social
democratization.

The next two chapters shift our perspective, the essay by Michael Dutton
drawing the reader out of the region to question what it means to practice
Asian Cultural Studies in an English-language context. In a particularly novel
look at Adorno and other theorists, he suggests what role Western-derived
theories like those of the Frankfurt School may play in the effort to force
open a space for critical thought in a territory dominated by the legacies of
Orientalism and Area Studies. His open-ended conclusion leaves the reader
to ponder the state and very nature of Cultural Studies itself and to query
whether Western-based Cultural Studies of Asia can avoid the risk of
resuscitating colonial/Orientalist positions of subject and object, and
knowledge and power.

In some ways, Mark Harrison’s critical survey of identity politics in
Taiwan from the period of Japanese colonial rule to the democratization era
seems to directly respond to both Dutton and Iwabuchi’s work, extending
the pointed questions they raise about the discipline to interrogate its role in
Taiwan, a project he has traced in his monograph on the topic of intellectual
disciplines and their role in the formation of Taiwan’s identity.>* Developed
out of both a strong admiration of the pioneering work in Cultural Studies
carried on in Taiwan and a very close reading of key cultural identity theorists,
particularly those of the past decade, Harrison’s research presents a situation
in which Cultural Studies is neither indigenous nor long-standing, its ideas
and questions instead often being appropriated all too easily for a national
industry of cultural identity. Here, he seems to be saying, Cultural Studies
runs the risk of becoming a cultural industry.

Cultural Industries in Northeast Asia

The distinctive feature of this set of chapters is that the authors combine
personal and/or professional experience in specific cultural industries with
Cultural Studies academic insight. Focusing on visual and film culture, the
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essays present the reader with intimate views from the inside, views that
enhance the critical edge that each work brings to bear on questions of cultural
production, marketing, and the impact of multinational employment practices,
global markets, and the globalization of the creative industries.

SooJeong Ahn worked for one of the most influential film festivals in
the region, the Pusan International Film Festival, before beginning to research
it. Developing a detailed examination of the selection of specific films for
particular sections of the festival, in particular the opening film, she hones
directly in on the tensions between national objectives to promote Korean
cinema and individual Korean filmmakers’ strategies to enter the global film
market, and the festival’s deployment of regional ambitions as a site to
negotiate those tensions. Her research records how those important few years
when Korean cinema burst forth onto the world stage at the turn of the
millennium were experienced by individuals, negotiated by institutions, and
influenced the Korean construction of the region. Her conclusions are often
surprising, since the relationship of the festival to the industry, its practitioners,
its products, and the market is anything but straightforward.

Yoshi Tezuka, in contrast, takes a longer historical perspective. He
combines his knowledge as a filmmaker in Japan and detailed interviews with
film crew members to develop a comparative examination of two Japan-US
film co-productions, Shogun (1980) and Lost in Translation (2003). From the
subjective perspectives of those who participated in these productions, he
charts how cosmopolitanization and national identity have evolved in different
forms in different historical epochs. In the earlier era, cosmopolitanism on
the part of the Japanese line producer was deployed in the service of national
interests and to resist foreign domination. In the contemporary era of
globalization, the Japanese line producer’s sense of identity as a cosmopolitan
independent filmmaker overrides concerns about the national interest.

Finally, the ethnographic approach is most clearly developed in Ae-Ri
Yoon’s study of the animation industry in South Korea. Based on participant
observation and interviews conducted in Korea and Japan, Yoon’s research
charts how the appreciation of animation has changed in Korea from the
unique perspective of the animators themselves. She details the conflicts and
dilemmas they face, and contextualizes their experience against larger questions
of how culture contributes to national economic power within the region
and the world. For the animators drawing cells in Seoul, is the call for original
creation a welcome opportunity to shake off the humiliation of outsourcing,
or is it just a new stage of entrenchment in a global order where survival
makes it the only way forward and demands new self-sacrifice?
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Discourse, Crossing Borders

The next set of essays focuses on the consumption of cultural products. The
three chapters start from highly varying methodological positions. First,
Laikwan Pang brings the radical engagement of a Cultural Studies perspective
to bear on the regionally popular cultural phenomena of animation culture.
Not taking the rhetoric of intellectual property rights at face value, she asks
us to question how the illegal reproduction of Japanese animation culture in
China creates new forms of circulation and consumption practices of copying
and sharing. In an essay that strikes right at the heart of questions concerning
alternative forms of politics — “an anti-politics” that challenges the current
global knowledge economy — she argues that such acts are subversive to
the dominant system of the information society based on the privatization of
intellectual property.

In contrast, Shinji Oyama analyses his topic of the East Asian brandscape
both from high theory and from the ground up — or to be more precise,
the ground floors of the department store where the cosmetics sections are
located. This double approach enables him to move away from the dominant
focus on brands as national cultural epistemologies to an ontology of brands
that gives order to Appadurai’s otherwise disjunctive “-scapes” (media,
economy, law, technology, and so on), and that shape the complex power
relations of globalized consumerism and consumer knowledge. To be specific,
where many of us think of brands in national terms, Oyama deconstructs
their image with information about ownership, marketing, and other features
of the transnational corporate era to demonstrate that brands are no longer
confined to the nation, but rather they deploy the national as part of the
transnational operations.

Finally, Rowan Pease’s study of Korean pop music in China shows where
Pang’s and Oyama’s seemingly divergent approaches to consumption
converge. Through her grounded analysis of Chinese fan writing and art about
Korean pop music, she describes how the popular cultural market, nation,
region, and discourses of gender and sexuality, ethnicity, and nationalism are
negotiated by the consuming subject. Just as Pang and Oyama argue that
national power is neither omniscient nor omnipotent, Pease demonstrates
how regional and global enterprise may be subverted in unexpected ways by
the unpredictable and maybe uncontrollable activities of local fans on the
ground. Crucially, then, Pease describes a complex, often ambiguous
relationship that exemplifies how popular culture does not correspond with
easy binary structures of producer and consumer, enterprise and individual.
and region and nation.
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Nationalism and Transnationalism: The Case of Korea and Japan

At first glance, the last group of essays is the most directly informed by Cultural
Studies approaches. However, what is presented here is not simply a set of
close textual readings of cultural products. Rather, by expanding the more
established concern of how the individual shapes and is shaped by the discursive
power of the nation-state to include the transnational, the authors demonstrate
how Cultural Studies has a vitally useful and crucially critical role to play in
understanding nationalism and the Northeast Asian region. In order to reveal
more closely these intersections and negotiations, they take as their focus the
particularly difficult relationship between Korea and Japan. The essays
presented here have been selected because the varying and diverse perspectives
they work from generate a highly salient and deeply thoughtful dialogue that
not only produces new and topically relevant insights on this particular corner
of the region. By concluding Cultural Studies and Cultural Industries in Northeast
Agsia, they also speak to concerns cutting across Northeast Asia overall.

Nicola Liscutin considers the nationalist backlash against recent attempts
to foster the Korean-Japanese relationship by analyzing Kenkanryii (“Anti-
Korean Wave”), a polemic in manga form against Korean culture, Koreans,
and resident Koreans in Japan. Treating its visual representations and rhetorical
strategies as a form of “performative history,” she explores the issue of
historical agency, identity politics, and nationalism as they are shaped and
transformed in regional flows of popular culture. She demonstrates that both
the “Korean Wave” and the manga that react against it are embedded in the
cultural flows enabled by the lowered trade barriers of globalization. The result
is a classic example of Appadurai’s disjunctures that is ripe for Cultural Studies
analysis, and — informed by the critical pedagogy of Henry Giroux —
political intervention.

Mark Morris takes us to the other side of the Korean Straits in his
examination of how Japan, Japanese figures, and Koreans with Japanese
connections are represented in Korean film. At first glance, one might expect
Korea’s postcolonial cinematic politics of representation to construct Japan
singularly as the focus of historical resentment, and superficially, this is the
case. Yet, in spite of, or precisely because of, the history of Japanese colonial
rule in Korea, the picture that emerges in film is unexpectedly complicated
by political confusion, violence, upheaval, and change in the years
immediately following World War II to the present. Decolonization and a
history of entanglement and dependence clash against each other to produce
an agonistic cinematic landscape, whose features are shaped as much by
resistance as by complicity.
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Finally, in perhaps the most upbeat appraisal presented here of the power
of the individual through the regional flows of popular culture, Yoshitaka
Mori considers transnational exchanges of music between Korea and Japan.
He adopts and adapts the concept of hybridity to emphasize how such diverse
forms of music as enka (a “traditional” style of music characterized by
melancholy sentiments), alternative rock, and dance music “in-between”
Japan and Korea are constructed from their very inception as a blend of
influences. In so doing, he demonstrates how this blend is the result of often
underground collaborative activities that belie any nationally circumscribed
definitions. Are these musicians Korean or Japanese? Does it really matter?
As much a modern survey as a critical reading of popular music, Mori’s
location of a form of transnational cultural production returns us to some of
the concerns with Cultural Studies and its role in addressing cultural industries
that also animates the first section.

In a section entitled “Creative Societies, Dynamic Economies” at the OECD
Forum 2005, the director of the Marubeni Research Institute, Sugiura
Tsutomu declared, “I believe capitalism should be followed by culturalism.

I use the word culturalism as the word capital is used in capitalism. In
postmodern economy, capital power is not enough for us to successfully
compete in the globalized world. It should be flavored or seasoned with
cultural or creative power. In the culturalism world, human activities are
motivated not by money but rather by cultural attractiveness. All
countries, all regions, and all people have their own culture. Every
country has an equal chance to become a leading actor in the culturalism
world. There are no super powers when it comes to culture and
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happiness.

Sugiura’s vision is as ostentatious as it is idealistic. Yet, whether one adopts
a “globalist” or “skeptic” approach to the region, his speech highlights how
central culture and the cultural industries are to Northeast Asia and perhaps
a globalized world overall. It is not just that culture reflects and promotes
economic integration, thereby leading on to increasing political co-operation
and an enhanced sense of individual affiliation to the region. Rather, the
region itself is being constructed discursively, ideologically, and normatively
as a cultural entity, one in which welfare is replaced by well-being and quantity
of production is superseded by quality of life. Sugiura’s, Onodera’s, and a
host of other visions may simply be paying lip service to what is in the end
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a social-democratic facade masking very old-fashioned politics, national
relationships, social marginalizations, and market fundamentalism.

Cultural Studies and Cultural Industries in Northeast Asia, through the
multiplicity of its topics and the diversity of its approaches and assessments,
ultimately seeks to question the centrality of culture and the cultural industries
in the construction of Northeast Asia. All contributors avoid a simplistic
definition of the nation, developing instead a complex understanding that
gives primacy of place to the individual as consumer and producer, not only
of the meaning of cultural products and practices but also to mediate the nation
and the region, their respective identities, patriotisms, and chauvinisms.
Crucially, all adopt a reflexive approach with the result that this volume not
only presents studies of a diverse range of cultural products and practices in
their subjective, discursive, normative, and ideological construction of
Northeast Asia. It also obliges the reader to ask how we might interrogate
our approaches to the study of culture and cultural industries themselves.
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volume offers a good critical review of the neoliberalist university.

3. The teaching of popular culture in higher education has recently become
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from nihonjin (Japanese people) according to racial/biological features such
as skin color or face. Second- and third-generation Zainichi are often much
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nihonjin, which is not a territorial category but an ethnic one. In ethnicity,
the term nihonjin is always a heavily racialized one in Japanese public discourse
since it makes particular references to (mythic) Japanese blood. See, for
example, Kosaku Yoshino, Cultural Nationalism in Contemporary Japan (London:
Routledge, 1992). The category of nihonjin also functions as an official
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[Edagawa Korean School Support Page], Kinohanasha Publishing Co. Ltd.
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Roland Barthes, Image-Text-Music (New York: Fontana Press, 1993),
142-9.

Hall (1980).

Masao Koga, Jiden: waga kokoro no uta (My story: Songs in my mind) (Tokyo:
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are often rumored to be Zainichi since they actually are, even though most
do not come out for fear of social discrimination.

“Japanese Bring Latest in Music: Composer Plans to Introduce New Songs
on Good-Will Mission,” The Los Angeles Times, December 6, 1938.

See Yoshitaka Mori, “Winter Sonata and Cultural Practices of Active Fans
inJapan: Considering Middle-Aged Women as Cultural Agents,” in Approaches
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very aware of enka’s hybrid nature in her early work, her research concerns
are more about Japaneseness and the Japanese heart/soul of enka. Christine
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today, which has to be understood not as something made in Korea but as a
hybrid product influenced by American film technology, Japanese drama
and animation stories, and by a transnational marketing strategy in the media
industry. It would be more culturally and politically fruitful to see the
“Korean Wave” as a transnational project than as a Korean nationalistic
one; in other words, we can see emerging forms of hybridity in Korean
culture in the “Korean Wave” through the development of transnational
cultural flows and exchanges.
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Hiromichi Ugaya, J-pop towa nanika (What is J-pop?) (Tokyo: Iwanami-
shoten, 2005), 17-21.

In an interview on February 20, 2005, Yi Ilwhan explained to me that he
introduced J-pop to Korean listeners in his radio program between 2004
and 2005 while working at a production company, Satio. I would like to
thank Professor Hyunjoon Shin for organizing the interview.

Visual kei (literally, visual style) is a kind of hard rock or gothic-styled rock
music that is famous for its visual elements, for example, its flamboyant
makeup and costumes.

One of the most successful examples is Rollercoaster Come Closer (Sony 2001,
AR CJ-2003) mixed by Konishi Yasuharu, a member of Pizzicato five.
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