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1. Introduction

Amongst various contemporary Korean popular cultures disseminated across the
globe, K—pop is increasingly gaining its importance as an Asian pop targeting the
global market, Highly syncretic in terms of its styles and readily available online free
of charge, K—pop's easy accessibility makes it almost ubiquitous to many global fans.
At the same time, the specificities of regional music scenes and the characteristics of
local fan cultures give shape to the ways in which K—pop is received and consumed
locally, This research address some of the particularities of different K—pop scenes

across Europe in parallel with the regional specificities of Korean Wave reception,

The report provides the outcome of the collaborative research project on K—pop
Fandom in Europe undertaken by Dr. Haekyung Um (University of Liverpool, UK),
Dr. Sang—Yeon Sung (Vienna University, Austria) and Dr. Michael Fuhr (University
of Hanover, Germany) from March to December 2013, The research was undertaken
in collaboration with the Institute for Popular Music at the University of Liverpool,
the Korean Cultural Centre UK in London and the Korean Foundation for International
Culture Exchange (KOFICE) in Seoul, which also provided the funding for the project.
This comparative ethnographic research intends to bring together popular music
scholarship, cultural diplomacy practice and culture industries research, It should be
noted that the support and assistant of Dr, SungHyun Park, the head of the KOFICE
Research Division and other staff members, Ms, Jieun Lee and Eunkyung Lee, were

instrumental to the completion of the project.

The General Introduction consists of five sections as follows:

1. ‘'K—pop At Large’ introduces the musical genre and style,

2 ‘Triangulated Relationships: K—pop, Korean Wave and Cultural Policy reviews
some of the significant social and cultural contexts for the global dissemination
of K—pop as they relate to the development of contemporary Korean popular
culture, cultural policy and the creative industries,

3. ‘Overview of Key Concepts’ discusses some of the key theoretical concepts, including

1.Introduction
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scenes, fandom, cosmopolitanism, convergence culture, participatory culture,
global youth culture and identity, all of which are inextricably linked to each other
and give shape to the emerging patterns of K—pop reception and consumption in
Europe and across the globe,
4. ‘Research Aims and Objectives’ outlines what this project set out to accomplish,
5. Finally, ‘Research Methods and Activities’ describes the significance of ethnographic
the research methods employed and individual engagements and research activities

undertaken by the investigators in this collaborative project,

2. K-pop At Large

K—pop is a mainstream popular music genre from South Korea which combines a
number of different styles including pop, rock, electro, R&B, dance, hip hop, etc. It
is performed by young pop idols, groomed by the major entertainment agencies such
as SM, JYP and YG all of which employ 360—degree contracts.? Targeting overseas
audiences, K—pop is also sung in Japanese, Chinese and English. K—pop idol
membership is increasingly transnational and includes, American Korean, Chinese
[Fei of Miss A], American Taiwanese [Amber of f(x)], Thai [Nikhun of 2PM]. More
specifically, SM’s boy band EXO consists of two subunits: EXO—M that performs

predominantly in Chinese and EXO—K in Korean.,

While it is specifically local in terms of its domestic Korean production, its fan—base
is Asian regional, including Japan in particular which is the second largest music
market in the world, Various social media, and their associated participatory culture,
contribute to its wide dissemination online, Given the small size of the Korean domestic
market, K—pop is a musical product made for international export, At the same time,

it is specifically local Korean in terms of its production methods and strategies which

1) There are over 100 entertainment management agencies in Korea but only 8 companies are listed on the stock market. Enter-
tainment agencies (e.g. SM, YG, JYP, etc.): plan, produce and manage all aspects of their musical and entertainment activities.
An ‘Apprentice’ system of training includes singing, dancing, rapping, stage manners, acting and foreign languages (mostly
Japanese; English and Chinese) for approximately 2 years before debuting. Assigned personas and specialisations include, for
example, projecting a tough guy image or being a cute member of a group, singing or leading dancing or rapping.
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are largely based on the idol system managed by the major entertainment agencies
(Kim 2012; Park 2013a, 2013b; Russell 2008; Yi Ch'angu et al. 2012), which, in turn,
were originally developed in Japan (see Stevens 2008: 68—100 for Japanese music
business practice). In the last few years K—pop has expended across the globe,
reaching out to fans in the Americas, Europe and the Middle East (see Kim and Kim
2011 and Korean Culture Information Service 2011 for the global dissemination of
K—pop). K—pop's most recent expansion owes a great deal to digital technology and
various social media and their associated participatory culture, with Psy's ‘Gangnam
Style’ setting the world record as the most watched video including its numerous

parodies,

3. Triang ulated Relationships: K-pop, Korean Wave and Cultural Policy

K—pop is closely associated with the significant development of Korean popular culture
known as the Korean Wave (Hallyu), which began in the late 1990s with the popularity
of Korean TV dramas across East Asia, As a cultural export Korean Wave, which now
includes film, music, food, fashion, etc., has become a source of national pride, It is
also seen as a cultural commodity with significant economic and political value (also
see Lee 2008 for the cultural politics of Korean Wave).? Since 2009 the Korean Wave
has been strategically promoted by the Korean Ministry of Culture as its nation
branding” project.” This development began with the government initiatives in 2008
to promote Korea's national image globally with the establishment of the Presidential

Council on Nation Branding® with the specific aim of utilizing international status and

2) Since the government of Kim Dae Jung in the late 1990s, South Korea has been providing support and subsidies for the Ko-
rean domestic cultural industries to improve its international competitiveness. (Yim 2002: 46—47). Otmazgin (2011) also notes
that in recent years governments of East Asia have recognised the economic potential and political value of pop culture prod-
ucts.

3) It should be noted that a variety of campaigns to promote Korea's image were developed since the early 2000s. For example,
‘Dynamic Korea' was initiated in connection with the 2002 World Cup co-hosted by Korea and Japan. The 2007 campaign of
‘Korea Sparkling’ has now been replaced by ‘Korea, Be Inspired” which was launched in 2010. These campaigns have been
managed by the Korea Tourism Organisation (KTO). For example, see the English page of ‘Korea, Be Inspired’: http://english.
visitkorea.or.kr/enu/index.kto (accessed 30 December 2013).

4) The council was inaugurated on 22 January 2009 following President Lee Myung Bak’s speech on the 15 August 2008, which
stressed 3 core values for Korea's future: a law abiding spirit, green growth and the importance of a nation branding.

3.Triangulated Relationships
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national self—esteem as a foundation to create a reliable and dignified Korea,”

In connection with Korea's effort for nation branding, the Korean Wave is also seen
as a tool for cultural diplomacy to enhance Korea's ‘soft power’. According to Nye,
‘soft power’ is the ability to get what you want through attraction rather than coercion
or payments (Nye 2004).9 It is also notable that the Korean Ministry of Foreign
Affairs published their Cultural Diplomacy Manual in 2011, in order to develop effective
strategies and cohesive programmes led by the Ministry and in collaboration with
various governments, affiliated institutions and overseas diplomatic services. The
dissemination of the Korean Wave (see page 24 of the Manual) is one of the key tasks
for diplomatic projects to attain ‘soft power’ (also see Jang and Paik 2012; Nye and
Kim 2013)7,

In this context, marketing K—pop, as part of the Korean Wave, on the global stage
is not just the business of the music industry but also the public sector through
Korean diplomatic and overseas cultural services, including: Korean Embassies,
Korean Cultural Centres (KCC), Korean Culture and Information Services (KOCIS)
and the Korean Creative Contents Agency (KOCCA). With South Korean government
support, popular culture is promoted as a national symbol, At the same time, the
promotion of the Korean Wave varies from place to place with specific emphases as
shown in the programmes offered by different Korean Culture Centres in Europe, for
example:. contemporary/popular music for the UK and traditional art and music for

Germany.,

5) The vision and strategies of the council can be found at: http://www.koreabrand.net/gokr/en/cms/selectKbrdCmsPageThbl.
do?cd=0120&m1=1&m2=>5, accessed 23 June 2013. The council’s main initiatives include: (1) acting as a pan-governmental
controlling agency; (2) supporting effective nation branding projects; and (3) reinforcing and expanding public cooperation and
participation. For more details,see:http://www.koreabrand.net/gokr/en/cms/selectKbrdCmsPageTbl.do?cd=0119&m1=1&m2
=4 (accessed 23 June 2013).

6) Joseph Nye's concept of ‘soft power’ was first proposed to analyse America's foreign policy but is now widely applied else-
where. Chua Beng Huat offers various case studies and in-depth discussions on East Asian pop culture and soft power (2012).

7) Nye and Kim’s co-authored article discusses the potentials and limitations of the Korean Wave as cultural resources to achieve
soft power (2013: 31-42).
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4. Overview of Some Key Concepts

Scenes

The term ‘scene’, according to Cohen, is broadly defined and includes, for example,
‘a group of people who have something in common, such as a shared musical activity
or taste and is most often applied to ‘groups of people and organisations, situations,
and events involved with the production and consumption of particular music genres
and style’, This term is also used to describe ‘situations in which distinctions between
informal and formal music activity, and between the activities and roles of music
audiences, producers and performers, are blurred’ (Cohen 1999: 239). While it is
additionally used to refer to music activity within specific geographical areas, scenes
are not isolated from outside worlds, non—local influences and also global impacts.
Therefore, the term ‘scene’ highlights the dynamic, shifting and globally interconnected
nature of music activity in comparison with more bounded terms like ‘community’,
‘subculture’ (ibid.). This theoretical concept of ‘scene’, is useful when identifying the
local specificities of particular K—pop scenes, on the one hand, while, at the same
time, understanding the dynamic connections and influences that global K—pop music

scenes share,

Fandom

Fandom is the collective term for the phenomenon of fans and their behaviour
(Schuker 2003: 116—117). In many respects, the concept of fandom is closely linked to
the above—described ‘scene’ in the sense that fandom is often locally situated and yet
it operates globally. Fiske suggests that fans create a fan culture with its own system
of production and distribution, which he terms a ‘shadow cultural economy . According
to Fiske, it lies outside the cultural industries yet shares feature with them (Fiske
1992). Interestingly Duffet (2013a) argues that other than the Cavicchi's work, the

analysis of fans is a relatively new area of research in popular music studies.? In

8) Daniel Cavicchi's ethnographic research on Bruce Springsteen fans (1998) is considered to be one of the most significant stud-
ies on the topic. Other major book-length publications on fandom include: Lisa Lewis's edited volume (1992), Matthew Hill's
monograph (2002), Cornel Sandvoss's monograph (2005), Gray, Harrington and Sandovss' co-edited volume (2007) and Mark
Duffet's recent book (2013b).

4.0Overview of Some Key Concepts
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fact, fans are very often stereotyped, as being passive, or even Tegressive as
suggested by Adorno with respect to mass consumption of popular music (1991: 44—
45). More recent research on media consumers, such as fan studies by Jenkins,
shows that fans in fact are active communal, intelligent and politicised, etc. (more
will be discussed below about Jenkins and his theories). The fandom studies on
popular music and culture tend to focus on the Anglo—American genres, with
exceptions being the studies of Japanese media consumers (e.g. Kelly 2004, Stevens
2010), However, understanding of K—pop fandom as part of global music practice and
its analysis from broader theoretical perspectives that deals with a specific genre
K—pop (accepting the fact K—pop is broadly defined) in multiple locations in Western
Europe will benefit from the expending body of literature in the field of fandom

studies,

Cosmopolitanism

The concept of cosmopolitanism embraces a wide range of perspectives, values,
processes and dispositions all of which are variably associated with multicultural,
global and transnational flows and influences (Hannerz 1990, Vertovec and Cohen
2002). They include, according to Vertovec and Cohen: a vision of global democracy
of world citizenship; the possibilities for shaping new transnational frameworks for
making links between social movements, non—communitarian, post—identity politics
of overlapping interests and heterogeneous or hybrid publics in order to challenge
conventional notion of belonging, identity and citizenship; certain socio—cultural
processes or individual behaviours, values or dispositions manifesting a capacity to
engage cultural multiplicity (2002: 1). It is also suggested that cosmopolitanism is
often regarded as ‘a matter of consumption, an acquired taste for cultural artefacts
from around the world (Vertovec and Cohen 2002: 7). Such that Calhoun (2002)
proposes the concept of ‘consumerist cosmopolitanism’ which is manifested in the
globalisation of tastes, e.g. food, artworks, music, literature and fashion, etc,.
Similarly Urry’s concept of ‘aesthetic cosmopolitanism’ (1995) is found amongst global
tourists who consume foreign places, or the audience of ‘world music’. In the era of
media convergence Jenkins posits that the top—down push of ‘corporate convergence’

and the bottom—up pull of ‘grassroots convergence intersect to produce ‘global
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convergence or multidirectional flow of cultural goods around the world (2004: 116—
117). And this global convergence gives rise to what he terms pop cosmopolitanism’,
which refers to the ways that transcultural flows of popular culture inspire new

forms of global consciousness and cultural competence (Jenkins 2004: 117).

All of these theories of cosmopolitanism can be drawn together to describe and
analyse global K—pop consumption, Cosmopolitanism offers useful perspectives, for
example, how do we understand it as socio—cultural condition, worldview, attitudes,
competence, identity, etc. If we accept that global youth culture of the 21st century
(see Nilan and Feixa 2006) is characterised by its vibrant multiplicity and hybridity
bringing global and local cultures together, K—pop offers a very useful vantage point
to further explore the border crossing, participation, appropriation, adaptation,

production of meaning, etc,

Convergence Culture and Participatory Culture

Convergence, according to Jenkins, is ‘the flow of content across multiple media
platforms, the cooperation between multiple media industries, and the migratory
behaviour of media audiences who would go almost anywhere in search of the kinds
of entertainment experiences they wanted. (2006: 2) Jenkins also suggests that
‘participatory culture’ relates to a new media spectatorship and in an emerging new
media environment ‘what might traditionally be understood as media producers and
consumers are transformed into participants who are expected to interact with each
other according to a new set of rules which none of us fully understands’ (Jenkins
2006: 3). These concepts of convergence culture and participatory culture are highly
relevant to and contribute to the evolution of K—pop scenes and fandom across the

globe,

4.0Overview of Some Key Concepts
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European Audience Reception and Contexts
5. Research Aims and Objectives

The Key research questions set out for the project include:

1) Who are the K-pop audience in Europe?

2) Why do European audiences consume K-pop and how do they choose it?

3) What are the methods of K-pop consumption for K-pop audiences in Europe?

4) What kind of K-pop do European audiences prefer?

5) Which aspects of K-pop appeal to the European audiences of K-pop most and what are the reasons?

6) What does K-pop mean to the K-pop audiences in Europe and how their K-pop music consumption
is perceived by their wider society? This question relates to K-pop audiences’ social position
(ality) and identity, media reception, local music industry perception, etc.

7) What are the relationships between the European music and media industries and K-pop
consumption in Europe?

8) What kind of ‘translocal’ relationships and connections the K-pop audience groups in Europe
maintain with each other?

By way of exploring these research questions, this project can provide an in—depth
analysis of K—pop audience reception, identification and values that are specific to
Europe. The ethnographic case studies of K—pop reception in Europe offer a projection
of K—pop in the European music scene and its marketability both in short and long
term prospects, Additionally, the project aims to address to what extent our
understanding of K—pop consumption behaviour and taste can and will contribute to
the future strategies for K—pop music production and the promotion of K—pop on the

global platform.,
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6. Research Methods

This study of K—pop fandom in Europe primarily employed ethnographic research
methods, Although there are differences amongst disciplines, including sociology,
anthropology, ethnomusicology, popular music studies and so on, ethnographic
approaches are seen as ‘grounded in a commitment to the first—hand experience and
exploration of a particular social or cultural setting on the basis of, though not
exclusively by, participant observation (Atkinson et al, 2001: 4). More specifically for
the studies of music scenes and fandom, ethnographic methods are extremely useful
and essential in the sense that this research approach allows us to explore the
dynamics of groups of people and organisations, situations and events involved with

the production and consumption of music,

Taking comparative perspectives, this research also describes and analyses both the
common features and the specificities of various regional, social and cultural
characteristics of the K—pop audiences in Europe. In addition to the ethnographic
research, a quantitative study of the perception of K—pop amongst the UK's general
public was undertaken using the Google survey methodology (currently available in
the US, Canada and the UK only).

While focusing on specific ‘key case studies’ (see Individual Reports), each of the

individual projects variably employed multiple research methods, including:

1) Participant observation of various K-pop events (e.g. live concerts, workshops, parties,
competitions, auditions, etc.).

2) Face-to-face interviews with K-pop fans, bloggers, promoters and organisers of various K-pop
events.

3) Online ethnography of K-pop social media including, Twitter, Facebook, YouTube, etc.

4) Small-scale pilot questionnaires using the online K-pop fan clubs as a platform to develop surveys
of K-pop fandom acroess Europe.

5) Interviews with European/local music and media industry stakeholders.

6) Specifically for the UK K-pop scenes, ‘Google Surveys’ were used to explore the general perception

6.Research Methods
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and reception of K-pop in the UK.

This project explores the nature of K—pop fandom in Europe and the emerging
patterns of Asian popular culture consumption in Europe. It aims to develop a
comparative ethnography of K—pop fandom in Europe focusing on specific case
studies from the UK, Austria and Germany, The three individual projects are based
on the research data collected using ethnographic methods, Each report offers the
chosen case studies and discusses specific issues, while addressing some of the key
themes described above, Details of individual approaches and engagement with the
research topic are described in the respective research methods section. For example,
Haekyung Um attended several programmes of the K—pop Academy of the Korean
Culture Centre in London which allowed her to see both changes and continuity with
respect to the demographic profiles and group dynamics of participants, Sang—Yeon
Sung’s involvement as a K—pop competition judge in Vienna offered her a valuable
opportunity to observe and interview both the competitors and other judge members,
Her position gives an insider’s vantage point while she would have clearly been seen
by Austrian K—pop fans and amateur performers as a K—pop expert, Michael Fuhr
also taught a course on Korean popular music in the University of K6ln which he was
able to use as a platform for in—depth discussion with the students some of whom

were avid K—pop fans.
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1. Introduction: Background and Formation of K-pop Scene in the UK

Like everywhere across the globe ‘Gangnam Style” was a great hit in Britain making
it to the top of the UK’s single chart for several weeks in 2012, The Gangnam Style
phenomenon makes us to think about the ways in which popular culture is consumed
in the age of digital technology and convergence culture., This music video is mostly
sung in Korean except for a couple of catch refrains, including ‘Gangnam Style” and
‘Hey, Sexy Lady’. It was created initially for the domestic South Korean audiences,
but once it went viral it gained global popularity in a very short space of time owing
to social media sparked by the initial interests of US celebrities and their ‘cool hunting
strategy’. Numerous parodies appeared in connection with the popularity of this
entertaining music video in which Psy, on his imaginary horse, hops around the
Gangnam district of Seoul, They feature a wide range of themes, personalities and
locations: for example in the UK they included ‘Eaton Style’ created by Eaton students
(over 3,136,000 views since 17 Oct 2012) and London Style” featuring London as its
focal location (6,304,480 hits since 16 Sept 2013). With this proliferation of consumer—
driven video productions, several parody charts were compiled by British media,
including the top 6 by the broadsheet The Guardians? and the top 10 by the tabloid
paper The Sun.? Several radio programmes about Psy and ‘Gangnam Style’ were
made, for example, BBC Radio 4’s programme Profile’ broadcasted on the 6" of
October 2012,

Since its global success, Psy's ‘Gangnam Style’ became synonymous to K—pop to
many UK audiences (I will discuss this general K—pop perception in the UK later the
‘Google Surveys’ section below). But the K—pop fan base in Britain began to emerge
in the late 2000s. This early K—pop UK fandom can be considered a ‘virtual scene’,
although it was locally based and not necessarily widely separated geographically
(see Bennett and Peterson 2004). These fans were members of online discussion

groups, forums and chat rooms of Asian popular musics who communicated with

1) ‘Gangnam Style parodies: six more of the best’ by Ally Forward, The Guardian, 19 October 2012 at: http://www.guardian.co.uk/
music/musicblog/2012/oct/19/gangnam-style-video-parodies-psy (accessed 27 December 2013).

2) “Top 10 Gangnam Style parodies show our funny Psydie’, by Bella Battle, The Sun, 24 October 2013 at: http://www.thesun.
co.uk/sol/homepage/features/4605351/Top-10-Gangnam-Style-parodies.html (accessed 27 December 2013).

1. Introduction: Background and Formation of K-pop Scene in the UK
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each other sharing and exchanging their musical interests and knowledge of K—pop.
The primary mode of consumption for these K—pop fans was music videos on the
internet with little access to live performance events. They were ‘hidden fans’ invisible

to the general public but dedicated to the music genre of their choice — K—pop.

This virtual trend in K—pop fandom focusing on mediated performances changed in
the early 2010s when several K—pop acts began their concert tours in Europe. The
first major UK live concert by K—pop idols, the five—piece boy band SHINee from SM
Entertainment, stirred up much excitement and ‘craze’ for K—pop fans as reported by
the UK media such as the London based newspaper London Evening Standard® and
national newspaper The Independent.¥

Live performances are important to artists themselves, fans, promoters and music
journalists as a focal point of interaction, shared experience and participation, etc,
The idea of ‘liveness’ is often closely tied to the genre identity and authenticity
credential for some popular musics such as rock (see Auslander 1999 for the notion
of liveness and the discourse of authenticity in rock). However, as a highly mediatised
pop genre, the most common place to find K—pop performance is the virtual realm of
the internet, such as YouTube, But at the same time, live performance events of
K—pop creates an excitement and sense of ‘local scene’ for the locally based fans. For
example, K—pop fans in London and Paris have organised flash mobs to demonstrate
their solidarity and also to show their strong desire for K—pop concert events in their

town,

Live performance events also contribute to the making of ‘translocal scenes’ (see
Bennett and Peterson 2004) when K—pop fans travel to neighbouring countries to
experience the liveness of K—pop performance, In addition various K—pop audition
and competition programmes for singing and dancing organised by various Korean
entertainment agencies and local institutions further encourage a dynamic movement

of fans and amateur artists who travel translocally and globally to participate and

3) 'London is going K-pop crazy' by Victoria Stewart, London Evening Standard, 3 October 2011 at: http://www.standard.co.uk/
lifestyle/london-is-going-kpop-crazy-6449569.html://(accessed 27 December 2013).

4) 'K-pop Craze: The K Factor' by Holly Williams, The Independent, 26 November 2011 at: http://www.standard.co.uk/lifestyle/
london-is-going-kpop-crazy-6449569.html. 2013).
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perform in the events,

2. Time, Place and Research Methods

This research is concerned with the development of K—pop in the United Kingdom
during 2013, focusing on various events, activities of individual and institutional
actors and evolving patterns for the consumption of this pop genre abroad., The
earlier development in 2011 and 2012 has provided continuity for the current context.
The research was conducted primarily in London where the majority of K—pop related

events and activities took place.

This project employs ethnographic methods, which include participant observation,
interviews and recordings, to investigate the dynamics of K—pop fandom and music
scene as they relate to the UK contexts, The focus of the research relates to two key
case studies: the K—pop Academy at the Korean Cultural Centre (KCC), UK and the
London K—pop Cover Dance Workshop (LoKo). In addition, a pilot study using Google
Surveys online research was conducted to explore the general reception of K—pop in
the United Kingdom, Using the same questions as the Google Surveys, a small—scale
focus group discussion with K—pop fans was also undertaken to compare and contrast

the general perception with fans’ intimate knowledge.

3. K-pop UK: Demography and Geography

UK K—pop fandom is characterised by its multicultural and multi—ethnic composition
reflecting the demographic and cultural diversity of contemporary UK society. The
‘ethnoscape’ (Appadurai 1990) of K—pop fandom in the UK consists of East Asian,
Southeast Asian, South Asian, Afro—Caribbean, White and mixed nationalities,
Notably non—UK born and short—term residents, such as overseas students and

contracted employees, make a visible representation in this K—pop demography.

3. K-pop UK:Demography and Geography
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The majority of fans are teenagers and early twenties with a small number of older
fans in their late twenties and thirties, The older fans often take leading roles in UK
K—pop scenes by organising K—pop events and fan activities, Some of them have
been K—pop fans for more than five years or longer and consider themselves to be
the first generation fans, for example, the bloggers of ‘Korean Class Massive  and the

founders of the London K—pop Cover Dance Workshop.

With regard to gender of K—pop fans in the UK, it is predominantly female, For
example, there was a markedly contrasting gender ratio in the K—pop Academy
participants at the Korean Cultural Centre in London where the 1** and *¢ programmes
of the K—pop Academy had one male member and the 2" programme had none, This
female biased gender ratio appears to be common to K—pop fandom demography
globally, which, in turn, gives shape to the K—pop reception of UK fans and their
self—representation. It should be noted, however, proportionally a larger number of
male fans attend K—pop dance activities and audition programmes, clearly indicating
their active engagement in K—pop participation. This may have to do with their high
aspiration to become a performer and their desire to identify themselves with K—pop
male idols (also see below ‘Case Study 2. London K—pop Cover Dance Workshop for

further discussion on this issue).

The UK K—pop scene is centred on greater London where the majority of K—pop
events and venues are to be found and they include the KCC's K—pop Academy,
Loko's K—pop dance workshops, K—pop concerts, K—pop auditions and K—pop
karaoke and parities and so on, Since many K—pop fans have been and still are
consumers of Japanese pop culture such as J—pop, anime and manga, there are
convergences of fan practice and their aesthetic tastes, such as ‘cosplay’ (costume
play) which is common amongst anime and manga fans, For example, at the 2012 Big
Bang concert in Wembley Arena, I met a British fan who dressed up as a ‘monster’
character from Big Bang’s music video ‘Monster’ (see Figure 3.1 below, Photo of a fan
with the T Am Not a Monster’ T—shirt at the 2012 Big Bang Concert, London), This
intersecting path of discovering K—pop through Japanese popular culture was not

uncommon: in fact several K—pop fans, especially the first generation fans, told me
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that they initially found some of the major K—pop artists including Boa from the
J—pop lists and networks, At the same time, there is a noticeable effort amongst
K—pop fans in the UK to distinguish themselves from fans of J—pop or other Asian
popular music by ‘taking a more assertive and proactive approach’ to their fandom
and working harder to promote K—pop, when compared to the fans of other popular

music genres.”

<Figure 3.1.> Photo of a British fan with the ‘I Am Not a Monster’ T-shirt, the 2012 Big Bang Concert, London
(Photo taken by Haekyung Um)

4, K-pop Events and Activities

Concerts

The most awaited K—pop events are live concerts by K—pop acts. Since the mini concert
by SHNee and a full-programme concert by Cube artists in 2011, the numbers of K—pop
concerts have steadily increased, with 2 in 2011, 3 in 2012 and 4 in 2013 as follow:

5) Deena, a fan from London, told me in an interview that this competitive element of K-pop fandom in the UK makes them more
visible but at the same time it can give a negative impression of K-pop to the general public.

4. K-pop Events and Activities
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- SHINee [SM]): 3 November 2011 at the 2011 London Korean Film Opening Gala
Concert, Odeon, London

- United CUBE: 5 December 2011, O2 Brixton Academy, London; artists included
Trouble Maker (Cube Entertainment sub—unit comprising Hyuna of 4Minute
and Jay Stomp of Beast), G.NA, 4Minute and Beast,

- MBC Culture Festival UK: June 2012, IndigO2, London; artists included EXO—-K
(SM), 4Minute (Cube) and Norazo (Winning InSight).

- CN Blue [FNC Entertainment): 22 September 2012, IndigO2, London,

- Big Bang Alive Galaxy Tour (YG): 14 & 15 December 2012, Wembley Arena, London.

- Teen Top (TOP Media): 8 February 2013, The Forum, London.

- Jay Park [AOMG]): 21 September 2013, Hammersmith Apollo, London.,

- Super Junior Super Show 5 (SM]: 9 November 2013, Wembley Arena, London,

- Infinite One Great Step (Woollim): 27 November 2013, Hammersmith Apollo, London,

Additionally, several Korean indie rock events were held in 2013, Apollo 18, Gate
Flowers, Galaxy Express and Goonam completed the ‘Korea Rocks' tour in the UK,
which was sponsored by Hyundai Credit Card. During the ‘'K—Music Festival 2013 in
June 2013, several underground rock artists, including Uhuhboo Project, Yi Sung

Yol, Kiha and the Faces, gave their UK debut performance,

These K—pop concerts, held in the UK in the past 3 years, have showcased K—pop
idol stars from major entertainment agencies such as SM, YG, Cube and Woollim,
attracting fans from across Europe. The live events also provided an opportunity for
the fans to share and display their passion and knowledge which I would consider to
be the ‘cultural capital’ of K—pop fandom. For example, along with multinational
British local audiences, K—pop fans from across Western Europe, from France, Spain,
Germany and Sweden came to the Big Bang concert at the Wembley Arena in December
2012, Fans arrived early and while they were waiting for the doors to open, they
talked with each other in the queue, From time to time they started to chant some of
the Big Bang’s hit numbers such as Fantastic Baby. Their friendly casual chat, with

other fan members in the queue, displayed a thinly disguised competitive demonstration
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of their knowledge of K—pop in general and particular K—pop idols, Some of them
also display various items of merchandise and memorabilia from other K—pop events
they attended., For example, Malaysian teenage girls were wearing flashing YG
hairbands and handheld lights which they purchased at the Big Bang concert in
Singapore in September 2012 and a German young male fan told me that his T—shirt
came from the 2012 Big Bang concert in Tokyo (see Figure 3.2, Big Bang fans wearing
the YG hair bands and Figure 3.3, a German fan wearing the 2013 Big Bang World
Tour T—shirt, both at Wembley Arena, London).

<Figure 4.1.> Big Bang fans at the queue wearing the YG hair bands, Wimbley Arena, London, December 2012
(Photo taken by Haekyung Um)

4. K-pop Events and Activities
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<Figure 4.2.> A German fan wearing the 2012 Big Bang World Tour T-shirt from Tokyo, Wembley Arena,
London, December 2012 (Photo taken by Haekyung Um)

Auditions and Contests

K—pop auditions and contests offer opportunities for global fans to participate in
K—pop, not just as consumers but also as performers and producers., These events
also give shape to positive and energetic images of global K—pop fans as promoters
of this pop genre. With these emerging multiple positions, K—pop fans may be
considered as what Toffler termed ‘prosumers’ (Toffler 1980) whose role as consumers

and producers are merged.®

Korean entertainment agencies regularly hold auditions both domestically and
internationally in search of new talents., The appeal to global K—pop fans is that
auditions with SM, YG or JYP give them a sense of belonging to the K—pop world and
an aspiration to take part in this music business. Therefore, when YG had an audition
in London on 16 June 2012 as part of their ‘2012 YG Global Audition’,” over 350 submitted

6) As early as 1972 MclLuhan and Nevitt predicted that the consumer will be producer with the introduction of electric technology
(McLuhan and Nevitt 1972).

7) The YG auditions were held in 8 cities in five different countries, including the UK (London), Germany (Berlin), US (New York,
Seattle and LA), Canada (Toronto) and Japan (Tokyo and Osaka).
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their applications for the one—day event held in the Korean Cultural Centre, London
(see Figure 4.3 below, YG audition participants at the Korean Cultural Centre UK,
London, 16 June 2012). The representatives from YG recorded all performances to be
reviewed by the head office in Seoul. The YG audition in Berlin held on 23 June 2012
was equally successful in attracting a huge number of local applicants from Germany

and neighbouring European countries including Poland, France and Italy.®

The 2013 JYP UK audition, on 8 June 2013, was also held in the Korean Cultural
Centre in London, In addition to singing and dancing, this audition had acting and
modelling categories. On the same day, a K—pop cover dance competition was held
to select the finalist to represent the UK at the 2013 K—pop Cover Dance Festival to
be held in October in Kyongju (Gyeongju), Korea. Team LoKo won the UK division
with their performance of the K—pop boy band VIXX's Rock Ur Body .

The Korean Cultural Centre in London has been organising K—pop contests annually
since 2011, The winners of the contest participate in the KBS K—Pop World Festival
in Ch’angwon (Changwon) as the UK representative, The 2012 winner of the KCCK—
pop contest, Tita Lau, in fact, is a professional singer who recently signed to Nine
Record in June 2013, The K—pop cover dance group 9034K, with 5 female members,
won the 2013 competition. Interestingly they were dubbed the ‘British 4Minute’.

. "

<Figure 4.3.> YG Audition participants at the Korean Cultural Centre UK, London, 16 June 2012 (Photo taken by
Haekyung Um)

8) Fieldwork in London (13 June) and Berlin (23 June).
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Parties, Festivals and Exhibitions

Parties featuring K—pop and other Asian dance musics are held in various clubs and
private venues in London, These events have been primarily organised by the London
based entertainment organisation Kpop Team. Since 2011 The Korean Cultural Centre
in London held several K—pop parties for all ages, with DJs from the Kpop Team.
K—pop events were presented during the London Mayor's Thames Festival in both
2011 and 2012 (see Figure 4.4, K—pop Party at the KCC, May 2013 and Figure 4.5,
the K—pop booth at the 2011 London Mayor’'s Thames Festival).

The 2013 Korea Brand Entertainment Expo (KBEE) held in Old Billingsgate Market
on 4—6 November 2013 featured K—pop hologram concerts of YG's 2NE1 and Psy. The
booth for CJ Entertainment and Music, in particular, had many visitors where a
number of K—pop fans sang and danced along with K—pop tracks played by a DJ.
Many K—pop fans came for the autograph session with 2NE1, who were the K—pop
Ambassadors for the Expo. This was held on 6 November in collaboration with CJ
Food who owned the Korean fast food chain Bibigo, illustrating a corporate
convergence between YG and the CJ Group (see Figure 4.6, K—pop at the CJ
Entertainment and Music booth and Figure 4.7, 2NE1 autography session at Bibigo,
both at the 2013 KBEE, London).

<Figure 4.4.> K-pop party for all ages at the KCC, 18 May 2013 (Photo taken by Haekyung Um)
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<Figure 4.5.> K-pop booth at the 2011 London Mayor's Thames Festival, 10-11 September 2011
(Photo taken by Haekyung Um)

<Figure 4.6.> K-pop at the CJ Entertainment and Music booth, Korea Brand and Entertainment Expo 2013,
Old Billingsgate, London, 6 November 2013 (Photo taken by Haekyung Um)
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<Figure 4.7.> 2NE1 autograph session at Bibigo, Korea Brand and Entertainment Expo 2013,
Old Billingsgate, London, 6 November 2013 (Photo taken by Haekyung Um)

5. K-pop Organisations and Institutions

As much as music scenes are defined by ‘groups of people and organisations,
situations, and events involved with the production and consumption of particular
music genres and style’ (Cohen 1999: 239), the K—pop scene in the UK is subject to
various individuals and institutions who share musical activities and tastes. The
distinction between the activities and roles of audiences, performers, producers and
promoters of K—pop become blurred or converged: for example, fans who become

bloggers (e.g. Korean Class Massive” and UnitedKpop'” since 2011) and dance teachers

9) Korean Class Massive, a London based blog, was launched in 2011 by three Korean language students, Ema Ho, Annabel Har-
rison and Sarah Yates who met each other at the Sejong Institute of the Korean Culture Centre, London. This blog covers a
wide range of topics, which the bloggers consider to be ‘all things about Korea'. They include: various aspects of Korean culture
both traditional and contemporary, travel information, K-pop, other genres of Korean music, film, TV, food, etc. The events dia-
ries provide up-to-date information about upcoming Korean cultural events in London while the photo gallery posts numerous
still shots from these events especially K-pop concerts. In September 2012 two of the Korean Class Massive bloggers, Ema
and Annabel, were invited to Korea by the Korean Culture and Information Service (KOCIS) to attend the Global Korea Blog
festival. Their website and other social media links include Facebook, Twitter, YouTube channel and Instragram. Website: http://
koreanclassmassive.com/;Facebook:https://www.facebook.com/pages/Korean-Class-Massive-
Blog/270093189704982?fref=ts; Twitter: @KCMassiveYoutube: http://www.youtube.com/user/KoreanClassMassive ?feature=
mhee; Instagram: http://instagram.com/kcmassive#.

10) UnitedKpop is a blog created by an art student Freya Bigg in Dundee, Scotland. Website: http://unitedkpop.com; Face book:
https://www.facebook.com/UnitedKpop; Twitter: https://twitter.com/united_kpop.
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(e.g. Team LoKo since 2011, also see Case Study 2 below). The business interests of
local music promoters, such as Kpop Team, also contribute to the making of the
K—pop scene in a wider context of the club culture in London (see Figure 5.1, Kpop
Team DJs at the Kpop Night, KCC UK, London, 8 December 2012),

One of the distinguishing features of the K—pop scene in the United Kingdom in the
past few years is the active engagement of the public sector and government bodies,
including the Korean Cultural Centre (KCC), Korean Creative Contents Agency
(KOCCA) and Korean Culture and Information Service (KOCIS) as well as the Korean
Foundation of Cultural Exchange (KOFICE). Their roles are multifaceted including
education, sponsorship, coordination, and publicity of K—pop in the UK as part of the
Korean Wave and more recently under the larger umbrella of K—culture.'! The
promotion of K—pop in the UK and on the global stage is also closely linked to Korean
state policy and cultural diplomacy to enhance soft power through culture (also see
Case 1, the K—pop Academy at the Korean Cultural Centre, UK below for more
details).

K—pop event sponsorship from Korean conglomerates, such as Samsung (Samsung
Galaxy for the 2012 Big Bang Alive concert at Wembley Arena) and CJ Group (CJ
Food for YG’s Psy and 2NE1 at the 2013 KBEE, London) in collaboration with the
Korean music business (CJ Music and Entertainment and YG at the 2013 KBEE)
establish cases of what Jenkins termed ‘cooperate convergence’ (Jenkins 2004), which
in turn intersect with the ‘grassroots convergence’ of K—pop fandom in the UK to
produce ‘global convergence of K—pop production and consumption, Additionally, we
can also see a convergence of the ‘brand nationalism’ (Iwabuchi 2010) and ‘commercial
nationalism’ (Volcic and Andrejevic 2011) in this particular union of commercial
interests of various industries and national interests of the state which seeks to

enhance the image of the country and its ‘soft power through pop.

11) For example, the course titles for the 5th K-pop Academy are organised in accordance with ‘K themes’ such as: ‘K-Language’,
K-Cuisine’, ‘K-Fashion’, ‘K-History’, K-Art’, ‘K-Literature’, ‘K-Traditional Music’, ‘K-Dance’, etc.

5. K-pop Organisations and Institutions
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<Figure 5.1> Kpop Team DJs at the Kpop Night, KCC UK, London, 8 December 2012 (Photo taken by Haekyung Um)

6.Case Study 1 -

K-pop Academy, Korean Culture Centre (KCC) UK:

Convergence of Pop Cosmopolitanism and Cultural Diplomacy'?

The K—pop Academy is a 12 weeks course which teaches a wide range of topics about
Korea to K—pop fans in the UK, This course is offered by the Korean Cultural Centre
(KCC) in London, free of charge and open to anyone over 15 years old who is interested
in Korean culture, Each programme accepts 30 applications, The KCC selects the
students by reviewing their personal statements, which they submit with their
application, Since the first academy, which ran from February to May in 2012, four
programmes have been completed producing 120 graduates in total. The 5™ K—pop
Academy is due to run from February to May 2014, The aims of the K—pop Academy,
according to the KCC are:

12) Photos in this section were taken by the author. | obtained permission to use the images from individual K-pop Academy
participants by posting messages on various Facebook pages run by former K-pop Academy participants. They are closed
groups and include: the 1%t K-pop Academy, 2" K-pop Academy and Bubble Tea Party.
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‘By focusing on the cultural aspects of Korea as a socio—cultural force, the course encourages K—pop
fans to learn more about the culture of Korea. The course considers the K—pop phenomenon as an
important catalyst for K—pop fans to further flourish around the world to promote Korea's fascinating and
diverse culture.” (K—pop Academy Course Outlines, Spring Term, Feb 2012),

The learning outcomes of the K-pop Academy course includes:

1. Having an understanding of the history of Korea and impact on the development
of K—pop as a mainstay of contemporary culture,

2. Understand the basics of Korea's culture.

3. Be familiar with some of the cultural aspects of Korea.

(K—pop Academy Course Outlines, Spring Term, February 2012)

The topics taught in the K—pop Academy include: Korean history, literature, arts,
traditional music, traditional costume, K—pop dance and cuisine, The course is
coordinated by KCC and taught by guest lecturers who are academics and specialists
in their own field (see Figure 6.1, the 3 K—pop Academy Programme below). For
example, Korean literature, focusing on the traditional Sijo poem, is taught by a
lecturer from SOAS and the session on the Korean War is given by a British veteran
who fought in Korea.” Lectures are normally given on the premises of KCC in the
Strand near Trafalgar Square, London. A guided tour of the Korean exhibitions at
the British Museum and a cooking lesson in a local Korean restaurant are included.,
The programme also featured a visit to the Korean Ambassador’s residence in the 1

to the 3" K—pop Academy programmes,.

Each session is documented and edited into a short video diary which they post on
the KCC website including interviews with participants.’ Each week the students
hand in their assignments which are, in turn, graded by the KCC staff members, The
best essays/assignment are announced at the beginning of the following lecture and

the winners are awarded prizes, which are K—pop CDs and other related merchandise,

13) Brigadier Brian Parrit, CBE, served as a young Gunner officer during the Korean War. His book, Chinese Horde and Human
waves: Personal Perspectives of the Korean War, was published by Pen & Sword 2012.

14) See K-pop Academy videos from the Korean Cultural Centre's YouTube Channel at: http://www.youtube.com/user/thekccuk/
featured.
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At the end of the course in week 12, a graduation ceremony is held with the students
making a presentation of their Academy experience, The best student of the whole
course is awarded with a free airplane ticket to Seoul from one of the course sponsors,
Asiana Airlines (see Figure 6.2, K—pop dance class; Figure 6.3, Korean costume
hanbok class; Figure 6.4, Samulnori class; Figure 6.5, British Museum visit; and
Figure 6.6, Karaoke session; all from the 3" Korean K—pop Academy, KCC UK,
2013).

K—pop Academy participants are multicultural and multi—ethnic (see Figure 6.7,
Graduation photos of K—pop Academy) and predominantly young females aged 15 to
19. The K—pop Academy course offers them an opportunity to share their musical
interests and hobbies which they initially developed through online communities and
social network, Clearly their K—pop fandom plays a huge part in their personal and
social identity. Through the weekly sessions these young K—pop fans feel that they
are not alone in the imagined community of K—pop fandom. It should be noted that
some of the participants are non—UK born and or short—term residents, For example,
of the 30 participants of the 3 K—pop Academy, Andrea from Peru, Maria from
Spain, Danny from Barbados and Sue from Malaysia were overseas students while
Marie from Romania was working on short—term contract. This demography of
K—pop Academy participants reflects the cultural diversity and cosmopolitan nature

of K—pop fandom in the UK, particularly London,

About 10 per cent of the participants do not keep up with the course. But the majority
of the participants expressed, in their final presentation, how much the K—pop
Academy helped them to understand broader aspects of Korean culture both traditional
and contemporary, affirming the success of the KCC programme, Several graduates
went on to take up the Korean language courses offered in the Korean Culture Centre
UK and in Korea, The fact that several academy graduates are planning or have
applied for Korean studies programmes for their undergraduate degree, the KCC's
K—pop Academy clearly makes a real contribution to the promotion of Korean Studies
in the United Kingdom,

When I asked the K—pop Academy participants about the appeal of K—pop, many of
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them responded that the production value and physical attractiveness of the
performers are very important to them.'” Andrea from Peru and Maria from Spain
said that they like the fact that K—pop is very different to the mainstream Anglo
American pop. They also stressed that K—pop is ‘descent and proper’, as it does not
contain sexually explicit and violent contents and images. This view is also shared by
K—pop Academy participants’ parents and guardians who came to the graduation
ceremonies. K—pop's decency and the associated cultural values make this pop music
both attractive and acceptable to them. From time to time, the topic of ‘Asian values’
or ‘shared cultural values came up when I spoke to East Asian or South Asian fans or
parents. Andrea also pointed out that the weekly classes on a wide range of culture
and art topics give the teenagers an opportunity to learn something new which opens
up and broadens their minds, It is also interesting to note the work ethics, politeness
and modesty of the K—pop idols also appeals to many young K—pop fans, For example,
an amateur dancer who teaches K—pop cover dance to the K—pop Academy students
said that she admires and respects K—pop artists because they are talented and hard
working but they are still friendly and approachable. She also loves the way K—pop
idols struggle to speak English making an effort to communicate with their international

audiences,

All of these positions and perspectives as consumers/users of Asian/Korean popular
culture can be interpreted as a type of ‘pop cosmopolitanism’, as Jenkins suggests (2004).
Pop cosmopolitanism, according to Jenkins, embraces cultural difference, seeking to
escape the pull of their local communities in order to enter a broader sphere of cultural
experiences. It also opens up consumers to offers of alternative cultural perspectives and

possibilities of feeling solidarity with the global K—pop fandom,

From the Korean Cultural Centre’s point of view, the K—pop Academy is its ‘flagship
cultural programme  which effectively promotes Korean culture by way of using
K—pop as a catalyst. While enhancing the image of Korea, this programme has been
producing a number of graduates who hopefully take on the role of ‘cultural
ambassador for K—pop and contemporary Korean culture, This programme offers an

interesting case study in which the South Korea’s cultural diplomacy through popular

15) In this section, the names of the respondents have been changed.
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music meets with a ‘pop cosmopolitanism’ of the K—pop fans in the UK, With the 5%
K—pop Academy currently running, it would be worthwhile to try and examine its
overall impact on cultural diplomacy, soft power and the Korean cultural industries
(see Nye 2004),

The 3" K-Pop Academy Programmes

Date Title Contents

- - Introduction of K-Pop Acadenmay and new smdents
23 Feb Korea & M ; 4
¢ ren oL Quiz competition abont K-Pop and Korean Culture

3 Mar Kerean History | Special Lecture on the History of Korea and K-Dramas
’ and People = Smudy characters in K-Diramas related 10 Rorean history

9 Mar The Korean |- 1ok by the Korean war veteran abour his real expenience at

. the War
Warand Peace | vy » K-film related 1o the Korean War

Dancing with |, Danee workshop with K-Pop stars at a dance studio

16 Mar
K-Pop Star = K=Pop Academy Dance Contest

13 Mar Fovean Avtand |7 .ooupe on traditional Eorean art and history
: Painters -Dirawing workshop with taditional nmaatenals

Easter Holiday

Special visit tor [+ To mark ‘Korean Cuisine Day”. special luncheon with His
6 Apr Ambastador's |[Cxcellency Ambassador of the Bepublic of Korea ar His

Residence Residence
Korean = Lecture on the history of Korean hteramares
13 Apr Literatu - Workshop with Korean Studies students at University of
rature London on major novels of Korea

20 Apr Hanbok, - Lecture about Korean traditional cloth, Hanbok

K-Fashion = Participate m K-Pop Acadensy Hanbok fashion show

Jewel In The .
- Cooking court cuising of Korea with a chef and team
17T A Palace &
P A e competition at one of Korean restaurant in London
Keorean Culsine
Samulnori,

- Lectare on traditional Korean music and instraments
4 May Traditional [ “Samulson’ werkshop 1o leam how to play waditional

Korean Music  [instnunents

1 aay | BAPPYEPop  To sk “Children's Day’, visit to Children's hospital and
o Concert perform Samulnon and K-Pop dance with K-Pop Star

= Graduntion ceremony and exhibition
18 May | The Graduation |- Korean euisine loncheon with family & friends
= Special performance by K-Pop star

<Figure 6.1.> The 3 K-pop Academy Programme, Feb- May 2013 (used with permission from the KCC UK)
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<Figure 6.2.> K-pop dance class, the 3 Korean K-pop Academy, KCC UK, 2013 (Photo taken by Haekyung Um)

<Figure 6.3.> Korean costume hanbok class, the 3 Korean K-pop Academy, KCC UK, 2013 (Photo taken by
Haekyung Um)
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<Figure 6.4.> Samulnori class, the 3 Korean K-pop Academy, KCC UK, 2013 (Photo taken by Haekyung Um)

<Figure 6.5.> British Museum visit, the 3* Korean K-pop Academy, KCC UK, 2013 (Photo taken by Haekyung Um)
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<Figure 6.6.> K-pop karaoke session, the 3 Korean K-pop Academy, KCC UK, 2013 (Photo taken by Haekyung Um)
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<Figure 6.7.> 15t to the 3 K-pop Academy Graduation Photos (Photographs taken by Haekyung Um)
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7.Case Study 2 -

London K-pop Cover Dance Workshop (LoKo):
Sociability of Participation and Prosumer Reproduction™

The London K—pop Cover Dance Workshop (LoKo) is a one—day event which is
usually held on the last Sunday of the month in a dance studio in North London. It
was founded by two British K—pop fans and amateur dancers: Tammy Mejia (leader
and founder) and Caroline Stacey (lead promoter and co—founder), Tammy was born

into a Filipino family and she travels back ‘home’ frequently to visit her relatives,

The two founders started the workshop series to help other amateur dancers who wanted
to learn K—pop dance routines, Having begun with only 8 students on the 5% of September
2011, LoKo now has about 30 students in each session, The workshops are open to all age
groups and beginners are also welcome to join (see Figure 7.1, the LoKo students dancing).
LoKo events are coordinated and managed through Facebook (https://www.facebook.
com/LondonKPopDanceWorkshop) and Twitter (www.twitter.com/londonkpopdance). A
nominal fee of £10 per person covers the rental of a dance studio, various K—pop
merchandise, which they give out as prizes to dance workshop participants and other
incidentals. All workshop sessions (so far 27 of them) and other events are recorded and
posted by Tammy and Caroline on their YouTube channel (http://www.youtube.com/

user/LondonKPopDanceWorks).

The LoKo team is organised into a two—tier structure: the ‘teachers’ (currently 4 of
them) who instruct and demonstrate K—pop cover dance routines to the workshop
participants and the ‘dancers’ (12 of them in total) who give public performances or
teach private workshops. Caroline took part in the music video of Psy — London
Style™ while the LoKo dancers gave a performance in Paris in 2013 and participated
in various regional and international K—pop dance competitions, For example, the
LoKo Team were the UK finalist for the 2013 World K—pop Cover Dance Competition

16) Photos in this section were taken by the author. | obtained permission to use the images from individual LoKo organisers and
participants by posting messages on the LoKo Facebook page which is open to public view.

17) YouTube at: http://www.youtube.com/watch?v=IMmyeXeXeK0 (6,395,150 views by 20 Feb 2013).
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held in Ch’angwon, Korea in October 2013 (see Figure 7.2, the LoKo dancers with the
two founders in the front row, Tammy far left and Caroline far right). Tammy and
Caroline, have also taught the K—pop Academy dance class at KCC in 2012 (week 6 of

the 2 programme) and 2013 (week 7 of the 3'¢ programme, also see Figure 6.2).

For each K—pop cover dance workshop session, several K—pop tunes (usually 4
songs) are selected beforehand. Sometimes, a particular or seasonal theme is chosen,
e.g. ‘Christmas special’ or ‘K—pop chill’, The chorus/refrain segments of a song are
taught by one of the four teachers, Tammy, Caroline, Isabelle and Deanna. In addition
to the regular workshops, several master classes have been organised and anniversary
events held, e.g. ‘Hallyu Stage—K—pop Showcase on 14 December 2013 with
sponsorship from KOFICE, At the end of each workshop session, the participants’
performances are reviewed and evaluated, FEach teacher selects their best performing
student who receives a prize of K—pop merchandise, such as CDs, DVDs, posters,
photos and socks, some of which are donated by the sponsors (see Figure 7.3, LoKo
students looking at their prize items of K—pop posters and Figure 7. 4. the best two

students from the 2™ of September workshop with their prize sponsored by KOFICE).

The LoKo dance workshop organisers and participants are multicultural and multi—
ethnic (see Figure 7.5, Group photo of the LoKo participants after the workshop on
2 September 2013). And the majority of the students are in their late teens and early
20s, quite similar to the K—pop Academy at KCC, At least 10% but probably more of
the participants appeared to be non—UK born, short term residents who are studying
or working in London. There is also some membership overlap between the K—pop
Academy and LoKo, illustrating the converging network of the K—pop scene in
London, However, compared to the K—pop Academy at KCC, a larger number of
young males are represented in LoKo and they all appear to share their keen interests
in urban dance styles in addition to K—pop dance (see Figure 7.6, some of the male
participants dancing at the LoKo workshop, 1 September 2013). Participants with
African and Afro—Caribbean backgrounds and Southeast Asians including Filipino,
Malaysian and Vietnamese make a visible representation while a relatively small
number of South Asians take part in the LoKo workshops. Interestingly some

participants consider themselves more as amateur or semi—professional dancers than
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K—pop fans, for example, a British born Chinese and one of the LoKo dancers,

After the workshop some of the participants go out together to one of the inexpensive
Korean eateries in the Tottenham Court Avenue area for snacks and light supper.
This is sometimes followed by a visit to a bubble tea café for a Taiwanese style soft
drink mixed with tea. The social dimension of LoKo is clearly important to the young
participants, It was interesting to note that after a whole day at the K—pop dance
workshop, some young participants continue to practice the dance routines they
learnt earlier wherever they can find a space to dance, be it public or private. For
example, several LoKo students found a suitable hair salon in the basement of a
Korean café, As they thought this hair salon with its many mirrors would be perfect
for their dance practice, they obtained permission from the British Somali manager
of the salon who, as a K—pop fan herself, was happy to see them dancing (see Figure

7.7, the LoKo students practicing K—pop dance routines in a hair salon in London).

Clearly what brings people together here is K—pop dance and the pleasure and
sociability of K—pop dancing. In other words, K—pop cover dance is one of the key
components of K—pop fandom and its participatory culture. K—pop fan’s passion for
dancing can also be ‘uncontainable’ and ‘unstoppable’ as illustrated in the episode
above, The celebration of musical participation, as suggested by Chistopher Small's
concept of ‘musicking” (Small 1998) or Thomas Turino’s discussion of ‘participatory

performance’ (Turino 2008), are all very relevant to K—pop fan practice.

Tammy and Caroline, the two founders, told me that they never imagined their
K—pop dance workshop would grow this big. They are extremely committed to the
LoKo but at the same time, they are taking a cautious approach regarding the
formalisation of their workshop. Tammy, for example, feels that as the majority of
Loko members are young and while K—pop may play an important part in these
young people’s individual and social identity formation, this could also be ‘transient’
(see Tarrant, North and Hargreaves 2001). The LoKo will continue to attract young
K—pop fans and dancers who enjoy dancing, or musicking’ to use Small’'s concept,

and the sociability of K—pop.
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<Figure 7.1.> The LoKo students dancing, 2 September 2013 (Photo taken by Haekyung Um)

<Figure 7. 2.> The LoKo dancers with the two founders in the front row, Tammy far left and Caroline far right

(Photo taken by Haekyung Um)
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<Figure 7.3.> LoKo students looking at their prize items of K-pop posters (Photo taken by Haekyung Um)

<Figure 7.4.> The two best students from the 2" of September workshop with their prizes sponsored by

KOFICE (Photo taken by Haekyung Um)
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<Figure 7.5.> Group photo of the LoKo participants after the workshop on 2 September 2013
(Photo taken by Haekyung Um)

<Figure 7.6.> Some of the male participants dancing, 1 September 2013 (Photo taken by Haekyung Um)
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<Figure 7.7.> The LoKo students practicing K-pop dance routine in a hair salon in London
(Photo taken by Haekyung Um).

8.Google Surveys: Reception of K-pop

Between the 16" of August and the 10th of September 2013 I ran four pilot internet
surveys using the Google Consumer Survey network service, Targeting UK's general
population the surveys were designed to explore how K—pop is received in the United
Kingdom. Two of the surveys had a single question each to a representative sample
of the UK as a whole, asking the respondent’s choice of music and their impression
of Korea respectively, These results provide a general context for the UK audience’s
music preference and how Korea is perceived in the UK to provide points of comparison
with those who have had exposure to K—Pop. To do this two longer surveys use a
screening question to target the UK K—pop audience and ask a range of questions
pertaining to K—pop consumption, aesthetics, personal preference, ethnicity and

citizenship, etc. (See the questions below).

8.Google Surveys: Reception of K-pop
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The 4 Google Surveys and the Questions Asked

All of the four pilot surveys are largely based on the extensive online surveys of the
overseas reception of Hallyu, which were undertaken by the Korean Foundation for
International Culture Exchange (KOFICE) in February and November 2012.
Significantly, wherever appropriate the Google Surveys were able to use open—ended
questions to solicit a wider range of informant responses. These were very revealing
as they were not limited to the ‘shopping lists’ of responses used in the KOFICE
surveys. So, to begin with I will review the results of these questions for the UK as

a whole,

UK general survey of impressions on Korea: field date 2 September 2013.

When thinking about Korea what is the first thing that comes to your mind? (1,006
responses analysed)

Result See Figure 8.1 below: The top answer was ‘conflict’ and ‘war at 11.5%
followed by ‘Samsung’ at 6.7% then various items related to North Korea and the war.
Cultural items such as Kimchi and food combine at 3.6% and ‘Gangnam Style’ and
Psy came together at 2,3% in addition to many other issues and items of interest, So
the dominant view of Korea is a divided country in conflict followed by a high
technology manufacturing nation in which Psy has popularised the view of Korea as

having a place in the world of popular culture,

UK general survey of music preferences: field date 3 September 2013.

Which kind of music do you like most? (1,000 responses analysed)

Result See Figure 8.2 below: The most favoured music genre was ‘Rock’ at 14%
followed by Pop at 12.8% then ‘Classical at 9.4% and Jazz at 4.4%. ‘Indie’ then came
in at 4.2%. Significantly K—Pop did not get identified as a genre in this question.,

K-pop Fandom and Scene in the UK



All the remaining questions were preceded by the screening question: field date 16
August and again on 3 September 2013.

Do you ever listen to K-Pop (Korean popular music)? Yes'or'No'? (27,271 responses and
15,544 analysed respectively)

Result For the UK as a whole 8% said ‘yes’ to this question when first run and
then 8.6% when run a second time, In addition to these results being consistent
within the margins of error 8% is quite high considering the open—ended question did
not produce a result at all, Perhaps those who listen to pop music are simply classifying

K—Pop as just another form of pop.

Subsequently the first question asked of K-pop listeners, that is to say those who
answered ‘yes’ to the screening question was:

How much do you know about Korea? (For all of these questions the response rate
was 200)

Result See Figure 8.3 below: T Know a little about Korea' at 54.7% followed by ‘1
have an accurate knowledge of Korea' at 23.5%, then ‘I only know the name of Korea’
at 14% and finally ‘T have never heard of Korea’ at 7.8%. So 78.2% of K—pop listeners

believe they have some knowledge of Korea,

This question was followed by two open-ended questions:
When thinking about Korea what is the first thing that comes to your mind?

Result See Figure 8.4 below: Psy clearly came out on top at 10% followed by
Kimchi at 7% then Samsung at 5.5% and ‘Gangnam Style” at 4.5%. War came in at
4%. Clearly for this section of the UK public K—pop and Korean culture are more
important than the war and conflict, which came first for the general public (compare

with Figure 8.1). However they were both agreed that Samsung was almost equally
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significant at 6.7% for the general public,

How do you get access to K-pop?

Result See Figure 8.5 below: YouTube provided the most used form of access at
34.8% followed by the ‘Internet’ at 22.9% and then Radio” at only 3.5%. Clearly at
9'7.7% most K—pop listeners use on—line sources for their entertainment, The purchase

of CDs and tickets to live concerts did not make it into the responses to this question.,
On average how many minutes do you listen to K-pop per day?

Result See Figure 8.6 below: On average the listening time was approximately 15
minutes which amounts to at least 3 songs per day. However a small percentage,

4.8% said they listened for as much as or more than 4 hours per day.
What do you think makes K-pop appealing?

Result See Figure 8.7 below: Being ‘Catchy’, Fun’ or Funny came in top at 7.5%
followed by Psy at 5%. The appeal of the 'Music', was 2.5%, ‘Sound’ 2%, ‘Beats 1.5%,
‘Dance’ 1.5% and ‘Lyrics’ 1.5%. However its difference to other forms of pop was also
equally significant at 2% and ‘Originality only 1%. The percentages themselves do not
mean much here but the rank order does with the genre having its greatest appeal

because it is good fun with various musical qualities second and its uniqueness third,
What, if anything, do you least like about K-pop?

Result See Figure 8.8 below: ‘Nothing” and ‘No’ are the first and second responses
to this question at 10.5% and 3.5% respectively., However, for 3% of K—pop listeners
Psy is not a positive influence followed by the genre being too ‘Cheesy at 3% and
‘Noisy  at 2.5%.

Which K-pop star, if any, would you like to meet most of all?
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Result See Figure 8.9 below: Not surprisingly given his global exposure Psy’
comes out on top at 34% followed by ‘Girls Generation” at 5% then Rain’ at 2.5% and
‘SHINee” at 1.5% suggesting that most K—pop listeners do not know or pay much

attention to the names of the stars they hear and watch through various media,
Were you born and live in the UK, or were you born elsewhere and are resident in the UK?

Result See Table 8.1 and Figure 8.10 below: Although 70.5% of K—pop listeners
said they were Born In the UK’ significantly 28.5% said they were ‘Not Born in the
UK’ which is very much more than 13% from the 2011 UK census.’® Non—UK born
short term resident (STRs) is also very high at 13%, compared to the national average
for STRs at 0.035% (and London at 0.084%).19 Clearly K—pop appeals very much to

the growing cosmopolitan elements of UK society as illustrated in Table 1 below.

<Table 8.1> Country of Birth and K-pop Listeners

Country of birth K-pop Listeners 2011 UK Census
Born and live in the UK 70.5% 87.0% 0.81%
Not bornin UKa.nd permanent UK 15.5% 13.0% 119%
resident
Not born in UK and short term UK 13.0% 0.035% (national) / 371.43% (national) /
resident = 0.084% (London) 154.76 % (London)

According to the 2011 UK census, the overall short—term resident population was
relatively young: nearly 70% of short—term residents were aged 15 to 29; and within
that age range the majority were aged 20 to 24, indicating that many may be in the
UK for study purposes. This age distribution also corresponds with a very high ratio
of K—pop listeners who are non—UK born and short—term UK residents as noted in
the Table 1 above, All of which may suggest that together with this global movement
of a young population this ‘ethnoscape’ (Appadurai 1996) gives shape to the mobility

18) See page 8, ‘Detailed Characteristics for England and Wales, Statistical Bulletin, March 2011 published by the Office for Na-
tional Statistics, 16 May 2013.

19) See page 3, ‘Non-UK Born Short Term Residents in England and Wales, 2011 published by the Office for National Statistics,
26 March 2013.
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of global youth culture (Nilan and Feixa 2002) — and K—pop and its global fandom
contribute to this dynamic,

Percent

— Shprt-term residents

6 1 Usual resident population
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Age

<Graph 8.1.> Age Distribution of non-UK born short-term residents compared to the usual resident population in
England and Wales 20112

In addition to K-pop which other kind of music do you like most?

Result See Figure 8.11 below: ‘Pop’ came in first at 11% confirming popular music,
K—pop or otherwise, is their preferred listening followed by ‘Rock’ which was first for
the UK as a whole (Figure 8.2) then ‘Classical’ third for both K—pop and all other UK
listeners,

What do you think would make K-pop more appealing to a wider audience?

Result See Figure 8.12 below: The most popular suggestion was ‘English’ at 8%

20) ‘Non-UK Born Short-Term Residents in England and Wales, 2011" published by the Office for National Statistics, p. 3. 26
March 2013.
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then better promotion and marketing in general at 2% along with more ‘Psy” also at

2% and then better music and songs both at 1.5%.

In addition to Korean popular music what other kinds of Korean popular culture (Korean
Wave) are you interested in?

See Figure 8.13 below: Significantly 26.5% said ‘None' but 10% said Food’,

5% ‘Film’, 3% Drama’ and Korean Wave' in general also at 3% and so on and so on

Result
through a list of different items from ‘Anime’ to ‘Rock’ and ‘Fashion’.

Which of the following best represents you? While, South Asian, East Asian, Black, Other
(please specify)

Result See Table 8.2 and Figure 8.14 below: 63.75 said they were ‘White', 12.4%
‘South Asian’, 11.4% ‘East Asian’ and 10% ‘Black’. This compares with the 2011 UK
census at: ‘White' 91.27%, ‘South Asian’ 3.6%, ‘East Asian’ 0.8% and ‘Black’ 1.8%.
Clearly ethnic minorities enjoy and listen to K—pop in a proportionally much higher

percentage than their representation in the UK population as a whole as follows?’:

<Table 8.2> Ethnicity and K-pop Listeners

Ethnicity K-pop Listeners 2011 UK Census Ratio
White 63.7% 91.27% 0.70%
South Asian 12.4% 3.6% 3.44%
East Asian 11.4% 0.8% 14.25%
Black 10.0% 1.8% 5.56%

Focus Group Discussion of Google Pilot Surveys

I organised an informal focus group session with a small number K—pop fans to
discuss the preliminary results of the Google Surveys. The session was held in London

on 9 November 2013, The group comprised of 3 females (1 Malaysian Chinese overseas

21) See 'Ethnicity and National Identity in England and Wales, 2011", published by the Office for National Statistics, 11 December
2012.
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student, 1 South Asian and 1 British Somali) and 1 white British male. Our discussion
focused on several questions including: the perception of Korea, their musical
preference, the appeal of K—pop, what they least like about K—pop, how to make

K—pop more appealing to a wider audience,?

When asked about their perception of Korea, the focus group members had a similar
view as the K—pop listeners of the Google Surveys that is closely related to
contemporary pop culture and technology. All focus group members except for one
have visited Korea and they all have good understanding of the country. They are
also aware of the common perception of Korea being ‘conflict” and ‘war’, for example,

according to Deena:

When | tried to discuss South Korean culture with my family. My Mom and my brother especially, they
immediately think of North Korea and a bad association with it, In a sense because they are neighbours
they think they are same. My mother worried about it, | explained it to her and she understood it. (Focus
group discussion, 9 November 2013)

The Google Surveys result on K—pop listeners’ preference confirms that pop is their
first choice. However, the focus group members stressed that their own musical
preferences do not coincide with the survey result and their music preferences are
also far more diverse to include musics from across the globe, This is what Deena
said: ‘T like Korean hip—hop. I also listen to my own cultural music. I am Indian, so
I am into Indian music — Bollywood, Bhangra. I also listen to American music and
English music, too.” She also went on to emphasise that her understanding of the
Korean language helps to appreciate the lyrics more, she has also ‘moved on’ from
the idol centred dance music to other Korea popular music genres that are more

artistically rewarding and meaningful to her,

Regarding the appeal of K—pop, the focus group agreed with the Google Survey's
results, i.e. ‘catchy and fun’, They also pointed out the significance of music video in

K—pop: it is both ‘watch’ and ‘listen’, therefore it has to be both visual and aural

22) | obtained permission from the focus group members to quote their comments. However, pseudonyms are used in this
section.
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aspects that contribute to K—pop’s appeal.

Their own responses included: Wendy said that the songs appeal most even when she
do not understand the lyrics, while Jason talked about good looks of K—pop artists
which in his case had a female gender bias. Maya told me about her first impression
of K—pop: ‘The first time when I watched K—pop on YouTube, I could not understand
it — why do they have wear so much make up, and so on? Some people might think

they are gay. But I am fine with it now.’

When asked about what they least like about K—pop, the focus group members gave
specific answers with comments including: Deena — ‘the fact that it is so manufactured’
and Wendy — ‘Music industry does not have any original concept — same, same,
same, nothing new. So it is overly commercialised.” Interestingly, the topic of K—pop
fandom came up negatively: fan wars and ‘immature fan behaviours’. Finally, the
expensiveness of the concert tickets was pointed out, The lack of K—pop concerts in
the UK was also an issue, Jason said: ‘The fact that they don't always come to
London, Some groups have never been to England — I don't like that.” With respect
to the Google Surveys’ result that Psy was seen as a negative influence, the focus
group concurred and responded: Psy is a parody of K—pop. A lot of K—pop fans do

not think Psy is K—pop.’ ‘Psy is retro. He is an entertainer.’

The question of how to make K—pop more appealing to a wider audience led a long
and vigorous discussion, When I told them the Google Survey result was English’ or
‘the English language. Jason considers the language and K—pop could use some
English, For Deena it was to do with the way English is used in K—pop. In contrast,
Wendy and Maya were against the English language K—pop in principle. For Wendy
it is partly to do with the genre identity and authenticity and partly to do with more
choices for Korean popular music: ‘Because it wouldn't be original from Korea, genre—
wise, [if K—pop is in English]. No one would like to listen to pop pop pop music. - I
think they should bring more K—rock and hip—hop rather than pop music, pop
music, pop music. So I don't think the language is the issue here, Maya concurs with
Wendy on both points: ‘They spend too much money on K—pop but nothing on

underground scenes. There are a lot of talented people who are not just part of it,
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They can potentially reach the audiences which K—pop doesn’t., -+ I don’t think
K—pop needs to be in English. A lot of songs done in English so far are not so great,
They could collaborate with English artists. But singing in English is not necessary
in order to get a wider appeal.’

The discussion ended with their views and practice as K—pop fan — interestingly their

music listening practice has been narrowed down.,
Deena: Before | listened to K—pop, | used to listen to British pop music But not anymore.

Jason: | don't listen to British pop. K—pop artists are better looking, more talented than most of English
artists. They also show how to dress decent and well, In Western pop they try to draw your attention
from taking their cloth off, Very much sexualised.

Maya: It is changing in K—pop though. The skirts are getting shorter and shorter. Sexualisation in K—pop
is happening, too. (Focus group discussion, 9 November 2013)
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9.Concluding Remarks

Much of the development of K—pop fandom and scenes around the world have been
shaped by digital technology and social media, including YouTube, Facebook and
Twitter, while globalisation and dynamic cultural flow provided the contexts for the

global K—pop fan culture,

It could be suggested that the UK K—pop scene began as a virtual scene before it
developed local characteristics and specificities, The mobility of fans, promoters and
organisers across the geographical and cultural borders contribute to the creation of
the translocal scenes, which in the European context are vital and beneficial to the
development of local K—pop scenes and the K—pop industry as a whole, All of these
dynamics could be understood in terms of Arjun Appadurai’s five concepts that give
shape to global cultural flow and they include: ‘ethnoscape’, ‘technoscape’ ‘mediascape’
‘financescape’ and ‘ideoscape’ (Appadurai 1990). These concepts applied together help
us to better understand the interconnected and fluid nature of Asian popular music

culture — which is reconfigured and mobilised by its creative producers and consumers,

By way of a preliminary conclusion to this report, the key research questions are
briefly addressed focussing on the UK experience below, Further analysis of the

research data collected will produce more comprehensive and in—depth discussion,

1) Who are the K-pop audience in Europe?

K—pop audiences in the United Kingdom are multicultural and multiethnic, The
demography of K—pop fans in the UK reflects the dynamic ethnoscape of contemporary
British society. The self—identification of individual fans are also important as this
connects to the next question which deals with the motivation and practice of music

consumption,
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2) Why do European audiences consume K-pop and how do they choose it?

The motivations of UK K—pop fans are varied and they are also influenced by an
individual’s cultural, social and ethnic backgrounds. Nevertheless, globalisation and
‘pop cosmopolitanism’ (Jenkins 2004) are contributing factors. Pleasure of participation
is also important. In this sense, K—pop fans are both consumers and producers

(prosumer) of the music genre of their choice,

3) What are the methods of K-pop consumption for K-pop audiences in Europe?

The digital technology and new media are the main methods of K—pop consumption
for the K—pop audiences across the globe., However, live K—pop events such as

concerts are equally important for the fans to experience ‘liveness’ (Auslander 1999).

4) What kind of K-pop do European audiences prefer?

In the UK, K—pop acts from the major entertainment agencies are popular, especially
those acts who had concerts in Britain, including Big Bang, SHINee, CN Blue, EXO
and 4Minute Super Junior, Infinite and Super Junior, A small but increasing number

of fans, who are looking further, enjoy Korean hip—hop and Korean rock,

5) Which aspects of K-pop appeal to the European audiences of K-pop most and what are the

reasons?

According to the Google Surveys conducted in the summer of 2013, ‘catchy and fun’
are the main appeals for the UK audience, The focus group discussants also concur

with the survey result,

6) What does K-pop mean to the K-pop audiences in Europe and how their K-pop music
consumption is perceived by their wider society? This question relates to K-pop audiences’social
position(ality) and identity, media reception, local music industry perception, etc.

A small number of K—pop aficionado began to listen to K—pop in the late 1990s. The
global hit of Psy in 2012 made the British general audience aware of this otherwise
unknown pop genre from Korea, Prior to Psy, a few UK media reported on K—pop

fans in Britain, which was seen as a ‘craze’. The British national media perception of

K-pop Fandom and Scene in the UK



Wembley Arena concerts by Big Bang? and Super Junior? is more favorable but
K—pop still remains peripheral, More research on societal perception and the media

and music industries are required,

7) What are the relationships between the European music and media industries and K-pop
consumption in Europe?

The local British music industry has not involved itself very much with K—pop except

for several K—pop live concerts held since 2011, See above,

8) What kind of ‘translocal’relationships and connections do the K-pop audience groups in Europe
maintain with each other?

I have met a number of K—pop fans from the European continent and Asia at various
live concerts events but have not established any contact with any K—pop fan groups
from other European countries, Further research on the European translocal

relationships are needed to explore this issue

23) 'Big Bang — review' by Caroline Sullivan, The Guardian, 16 December 2012: http://www.theguardian.com/music/2012/dec/16/
big-bang-review (accessed 18 February 2014).

24) 'SouthKorea's One Direction: Super Junior's Wembley Gig shows K-pop is on the rise’, by Jamie Merril, The Independant, 8
November 2013: http://www.independent.co.uk/arts-entertainment/music/news/south-koreas-one-direction-super-juniors-
wembley-gig-shows-kpop-is-on-the-rise-8929680.html (accessed 18 February 2014).
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in the age of digital technologies’, at the 2013 Conference of the British Forum for Ethnomusicology,
Queen’s University Belfast, UK.
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July 2013: *K-pop Scenes and Fandom in the UK: Location, Mobility and Identity’, at the International
Association for Music Analysis Annual Conference, Liverpool, UK.
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May 2014 ‘Imagining Korea and the World through K-Pop: A Study of UK Fandom’, at the Second Middle
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March 2014 ‘Transnational Southeast Asian Fandom in the Making of the Global K-pop Scene in London’,
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Asian Pop’, East Asian Journal of Popular Culture.

In preparation: K-pop Cosmopolitanism and Pop Cultural Diplomacy: UK Case Studies’, Popular Music.
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1.Introduction

Korean popular music, known as K—pop, has become one of the most powerful
cultural products in East Asian cultural traffic, becoming popular even in Europe and
the Unites States in the past few years, bringing new ways of understanding the
globalisation of popular music as a multidirectional flow, Through social media,
boosted by South Korean pop singer Psy's ‘Gangnam Style’ in 2012, K—pop’s popularity
has been growing around the world, As the result of collaboration among the United
Kingdom (University of Liverpool), Germany (University of Heidelberg) and Austria
(University of Vienna), this research explores similarities and differences in K—pop’s
reception and fan culture in several localities in Europe, Contacts made at many
presentations at conferences and workshops with collaborative researchers during
the research period suggest that each European nation has a distinctive local K—pop
scene. For example, the general age and gender (teenage female) are similar, but the
ethnic construction varies by immigration law and history. Also, public awareness of
the Korean community and its national image varies from locality to locality. As a
case study of K—pop reception and its fan culture, this part of the research report
provides the case of Austria by elaborating material collected from interviews, an

online survey and participant—observation,

K—pop and its participatory culture (Jenkins 2006) spread fast among fans in Europe,
boosted by social media (Marinescu & Balica 2013) and Korean pop singer Psy’s video
‘Gangnam Style.” K—pop fans in Austria had already been increasing in number for
several years (Sung 2012; 2013), but the sudden popularity of ‘Gangnam Style,’
accompanied by a rise of South Korea's national image and awareness of K—pop,
sharply increased their participatory fan culture, After the video had topped the
Austrian chart in October 2012, K—pop events sharply increased in number and were
readily organised by longtime K—pop fans and local promoters with different drives
and aims, Most of these fans had been fans of K—pop for a long time, many of them
for more than ten years. Smaller K—pop events among East Asians, like K—pop
clubbing and K—pop karaoke, had already occurred in private occasions, but large—

scale public K—pop events are new, promoted by local and institutional sponsors,
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such as the Korean embassy, the Korean Culture House, the Korean Austrian
Association, and private businessmen, Longtime K—pop fans are no longer satisfied
being consumers but are acting as providers of the next generation of K—pop fans,
They are motivated to organise and lead these events to provide more connection
among K—Pop fans, and sponsors consider it worthy to promote such events to

support Korea’s national image and benefit their own products,

As a case study carried out after ‘Gangnam Style’ was released, this research could
be a new approach to the study of K—pop. By focusing on K—pop’s participatory fan
culture in Austria between February and November 2013, it contributes to an
understanding of the reception of K—pop on a global scale, Based on qualitative
interviews with fans, organisers, and sponsors of such events, survey and participant—
observation of three major K—pop events held in Vienna (Austria’s Next K—Pop Star,
between February and May 2013; K—Pop Dance Festival Vienna, in June 2013; and
K—pop Quiz, in November 2013), it discusses the K—pop scene in Austria. The main
questions it raises are: Who are the K—pop fans in Austria? Why do they like K—pop?
Who are the organisers of local K—pop in Austrian events and what are their aims
and drives? Who participates and why? What are the differences or changes in

K—pop fandom and its participatory fan culture before and after ‘Gangnam Style™?

As an ethnographic case study of K—pop reception and the associated participatory
culture in Austria, this research contributes toward understanding how the local
situation of Korean institutions, local fans and private sponsor’s interactions with
participatory fan culture construct the local specificity of the K—pop scene in Europe
and argues the importance of understanding K—pop participatory culture from local

perspectives,

K-Pop Reception and
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2.Research Methods

Much quantitative research on popular music has been done (Roe 1998; Roe and von
Feilitzen 1992), but it lacks insight into people’s experience and perspectives, largely
because the listeners’ own accounts are absent (William 2001:223). In general, there
is a need for in—depth qualitative empirical research in popular music studies,
research that takes into account listeners’ own experiences and perspectives (Williams
2001:223). Without a doubt, K—pop has become the most successful and visible
musical player in East Asia since the late 1990s, leading scholars to speak of ‘trans—
Asia cultural traffic’ (Iwabuchi et al. 2004) and ‘East Asian pop culture” (Chua 2004).
K—pop’s transnational growth, however, has not been limited within the regional
context but has spread globally, leading to complicated and multidirectional cultural
flows., K—pop has gained scholarly attention, and many have approached its content
and popularity from multiple perspectives. The tendency of previous studies, however,
has been to focus on East Asia and Southeast Asia (Jung & Shim 2013; Khiun 2013),

and the non—Asian regions have not yet been fully explored,

Ethnographic study of K—pop reception in Austria has been done in two different
periods, first in 2010 —2011Y and later, between February and November 2013, These
studies—done before and after the popularity of ‘Gangnam Style—prove that there
has been drastic change in the K—pop scene in Austria, Earlier research proves most
K—pop fans in Austria were East Asians.? Social media played a significant role in
enabling them to construct their own regional identity apart from that of the dominant
culture (Sung 2012, 2013), but later research proves that more local and East European
fans—from Poland, the Czech Republic, Hungary, and so forth—increased in number
and are no longer only consumers and listeners of K—pop but people who try to lead
the Austrian K—pop scene from a spectator culture to a participatory culture (Jenkins
2006).

1) This research on hallyu reception in Austria was funded by the Academy of Korean Studies, Korea.

2) Austrian and other European K-pop fans had existed for a long time, but their presence sharply increased only recently because
of their active participation on K-pop events and increased use of social media.
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The earlier case study indicates an emerging cultural taste in Austria among East
Asian immigrants for cultural products that routinely reinforce links with their home
countries and with the region of HEast Asia., For these East Asians in Austria,
engagement with the Korean Wave, particularly with K—pop and Korean television
drama, in everyday life may be a significant marker of self—identity. The participants
in this study have different tastes and preferences by genre and nation, but all of
them agreed that they preferred to watch or listen to Korean popular culture, which
keeps them in closer touch with their hometowns, Instead of admiring Western
popular culture or a host society of Europe, they are finding new opportunities to
construct an alternate consciousness and structure of feeling by sharing a popular
culture similar to their own, Korean popular culture has clearly become a cultural
icon of contemporary East Asia, and this popularity has led overseas East Asians to
consume it through the Internet and to share their emerging cultural taste (and
opinions about it) through social media, even in a foreign land like Europe. By
sharing similar contents that contain their values and sentiments, they struggle to
create their own community, distinct from the dominant culture or group of their

host society.

Although Austria is a small country with a small number of K—pop fans, case studies
of K—pop in Austria carry high value because its geographic location (surrounded by
8 different countries), the multicultural environment (a growing number of
immigrants), the transformation of Asian images (a strengthening of Asian images
through K—pop), efforts of Koreans to promote K—pop to local fans and an active fan
base make its fan culture more dynamic and specific. Its geographic location makes
it a hub for K—pop fan culture in Europe, as does its online and offline participatory
culture, Not much ethnographic study of K—pop reception and its fan culture in
general, and very little in Europe, has been done; however, some scholars have
attempted to explore K—pop's popularity in local contexts (Chan and Kim 2011;
Marinescu and Balica 2013; Sung 2012, 2013). Research on the reception of K—pop in
Paris has been explored (Cha and Kim 2011) because the SM Town World Tour,
produced by South Korea's largest entertainment company, SM, in June 2011, turned

out to be quite successful in attracting local attention,
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K—pop fans in Austria are not as numerous as those in Paris or the United Kingdom,
for example, but this study emphasizes the importance of a case study of K—pop in
Austria, Though it is a small country, with roughly 8.47 million people, it is surrounded
by eight different countries: the Czech Republic, Germany, Hungary, Slovakia,
Slovenia, Italy, Switzerland, and Liechtenstein, This geographic situation makes
Vienna an international center, easy for K—pop fans in neighbouring countries to
reach, For example, the K—pop dance festival that was held in Vienna in June 2013
proves that European fans share the same interest through social media, which led
them to participate in K—pop events held in a neighbouring country. Participants
from Poland, Hungary, Germany, France and the Czech Republic participated in this
event, showing that fans are willing to travel internationally to places where events
are held, According to the participants, Vienna is easy to reach by airplane or by
train, and its location makes their participation easy. Furthermore, immigration into
Austria has become more diverse in recent years, especially from these neighbouring
countries, According to the 2001 census, 9.1 percent of Austria’s inhabitants were
foreign—born residents, with 62,8 percent of them coming from the successor states
of the former Yugoslavia and from Turkey (Migration Information Source n.d.). Many
K—pop fans not only travel to participate in K—pop events but have strong connections

with each other,

About 2,500 Koreans, 3,000 Taiwanese, 2,500 Japanese and 15,673 Chinese immigrants
live in Austria. (The size of the Chinese community can be estimated at about 30,000
when the official data consider illegal migrants and refugees.) East Asian immigrants
in Austria are usually students, migrant workers and corporate expatriates, Some of
them tend to become immigrants after their study or contract is over, They have been
a fairly unproblematic minority, They rarely cause big social conflicts with the host
society (as other groups have) and Austrians are not well informed about East Asian
society and its culture, partly due to its limited access through mass media and a lack
of cultural understanding. Before ‘Gangnam Style,” South Korea did not enjoy a clear
image among Austrians and was considered a nation not uniquely different from
China or Japan, Because local interest in Vienna lies mostly in Austria and neighbouring
countries, little news about the rest of the world is disseminated. To improve this

state of affairs, Korean national institutions have constantly been promoting South

2.Research Methods

.m.
SeoA
oS

97



K-pop on the Global Platform:
European Audience Reception and Contexts

Korea and its culture in European societies, including in Austria, For example, the
National Center for Korean Traditional Performing Arts and other institutions visit

Europe occasionally to promote Korean traditional music and dance (Sung 2013).

Performances by musicians visiting Austria to introduce Korean traditional music
have occurred from time to time., A so—called Korean Night, held in Vienna in 2005,
provided an opportunity to introduce Korean traditional culture to the Austrian mass
media, It was a special concert, Barbara Wolschek, chief editor at the foreign policy
department of the public broadcaster ORF, after attending the concert, said, “Now
we can look beyond the EU and let our eyes turn to Asia.” She emphasised the
usefulness of promoting the national image. Despite constant effort from the South
Korean government to upgrade the national image, South Korea until recently has
been known mainly for its political issues with North Korea; therefore, it has always
seemed serious and dangerous, Although the South Korean government has made an
effort to upgrade South Korea’'s national image as dynamic and trendy, it has not
attracted much attention in Austrian society. To the surprise of many, the popularity
of ‘Gangnam Style’ interested Austrians in learning about South Korea and this has
led them to become interested in the reasons for K—pop's success and made them
aware of the global success of the South Korean economy, K—pop fans in interviews
say that their fascination toward K—pop is partly due to their fascination for South
Korea's economic growth and its national branding. Interviews show that South
Korea's image as perceived by younger Austrians is quite positive and this has led
them to react positively toward K—pop. After the K—pop boom and ‘Gangnam Style,’
the image of South Korea changed from a serious and dangerous place to a

cosmopolitan country where people know how to enjoy their lives,

During the research period, the students in the class I teach undertook a survey
among 200 Austrians between 18 and 25 years of age about how their image toward
South Korea changed after ‘Gangnam Style’. The following graph shows that 43
percent of respondents agreed that ‘Gangnam Style’ boosted South Korea's national
image and 20 percent agreed that they realised friends and families had become

interested in South Korea after ‘Gangnam Style.’
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K—pop’s popularity in Austria is not immense, compared to that of the UK or France,
but it is growing. According to Park Jong Bum?, president of the Korean Austrian

Community:

German and Austrian people are very conservative, and they have very strong pride on [sic] their own
things. They are very slow but very exact. Compared to Paris and UK, German people are very slowly
reacting to hallyu or K—pop. But as you know, there was a K—pop audition, and it was pretty successiul,
and there was a K—pop dance festival in the Weltmuseum. Even in Austria, it is evident that K—pop
even attracted them. If K—pop can be popular among Austrians, it is likely popular all over Europe.
(Interview with author, 10 June 2013)

As pointed out by Park, K—pop's popularity has spread in Europe. Its popularity in
Austria, however, has gone unstudied, probably because of the small number of fans
and the slow growth of their numbers, The study of K—pop in Austria carries high
value because the country’s geographic location and multicultural environment, the
transformation of Asian images, efforts of Koreans to promote K—pop to local fans
and an active fan base make its fan culture more dynamic and specific, compared to

other parts of the Europe.

3) | obtained permission from the interviewee to use his real name. All the names which will be used throughout the paper are
their real names and received their permissions.
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3.Fans as Consumers - Who are K-pop fans and why do they like it?

This section summerises the qualitative interviews done with K—pop fans living in
Austria and the survey done through the website Kpopeurope.com., The survey
elicited more than 500 feedbacks within a week from K—pop fans in Austria, Germany,

Poland, Hungary and France. The survey questions are as follows,

What country do you live in?

What is your age?

What is your gender?

What ethnicity/nationality are you?

What is your occupation?

When and how did you got to know K-pop?

Why do you like K-pop?

Who is your favorite K-Pop artist and why do you like them?

© o N o B W DN =

Where do you usually get all the K-pop information?

10. Are you actively participating at any K-pop events? If yes, why?

11. Do you think there are more K-pop related events after the popularity of Psy's ‘Gangnam Style’?
12. What do you think K-pop’s future will be?

13. Has K-pop changed your lifestyle somehow? If yes, please describe.

The answers show that most of K—pop fans are female between 15 and 19 in age.
More than 50 percent of participants said they are between 15 and 19 years old, and
30 percent said they are between 20 and 25, All but 6 out of 516 respondents were
female, It is surprising to see this result because quite a few men have been observed

participating in K—pop events such as K—pop auditions and dance events,

The respondents to the survey had first contact with K—pop through social media and
since then have consumed K—pop regularly through social media and the Internet,
They usually use site such as Soompi, Tumblr, Allkpop, fangroups on Facebook,
Twitter, Eatyourkimchi.com and Kpopeurope.com. More than half said they like

music from SM entertainment and around 30 percent said they like the music from

K-Pop Reception and
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YG and JYP entertainment.

To the question “Why do you like K—pop?” fans answered thus (the texts are completely

unedited and stand exactly as they were submitted):

| love how the k—pop bands and singers communicate with their fans and it's just the whole music and
really the bond between the fans and the band. They are always thankiul for everything, Furthermore,
| love Korean culture, | think it's so interesting and thanks to that the Koreans have a different attitude

when they are winning something. And they are really hardworkers!

K—pop is an inspiring music art for me. After a day of full stress, | can relax by hearing K—pop Songs.
Beside the music, the entertainment and fim/drama industry play a big role for me too. It's like the

second world, where i can create my fantasies, which might not be able to in the real world.

Because K—pop is the reflection of another world., It also transmit Korean views of life, There are many
love songs and dynamic songs which can rhythm our lifte, When | listen to K—pop | feel really distress.

It helped me through some rough times in the beginning of the year and it is also different from the
American styled pop music. The music is amazing, the dances are incredible and the concepts are just

so different,

I's bright, colourful, entertaining and different to the other genres | listen to. It doesn't take itself too

seriously, and | like that,

I's not like American music, with lots of naked women in MVs, Korean is a beautiful language so it

sounds good in songs and | absolutely love dances in Korean music,

I love k—pop because these stars are incredible music that moves into a different world. The artists are
very talented and have respect for colleagues from other labels, K—pop woke me energy reserves and
opened his eyes to the wonderful world of Asia, Korean artists are amazing. They have beautiful voices,

great dancing, they are very funny and handsome, K—pop will always be in my heart,
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That's actually a difficult question... Mainly because of the effort and hard work the idols picture,
because of the way they taught me not to give up and be stronger. As | know how much they have
to go through, | find in myself strength not to whine about small life problems and to chase my dreams
no matter how hard the way might be. Besides, they are really talented and | love to hear my idols’
voices and amazing dance performances just as | love their personalities shown in various variety

shows. There’s really a lot more to talk about so I'll just end with that.

K—pop is fun — simple as that, You can always find a song that suits your mood and Korean language
sounds really nice, | love the whole “waiting for the comeback” thing, the excitement and happiness. |
also like idols™ attitude, how humble and thankful they are. It's not only about music here, it's about

people who deliver it too~

K—pop artists are different than west artist. They don't hide their real character. We can see their true
feeling when they are on the scene. They are polite for all fans. And you are with them for better or

worse. This is why | like k—pop.

K—pop artists (and their companies) know how 1o do entertainment. They train hard to show viewers
performance in best quality, Melodies are seductive and easy to remember, MV's are interesting and during
watching them | want to dance choreographies with artists, K—pop stars have many skills, They sing, dance,
and play the insiruments, Some of them are actors or models. Of course the always look good. So it is
obvious that girls fall in love’ in those boys, and fan—boys adore female artists. This world is colourful. Every
comeback brings something new and shows artists another face. To be honest at the beginning | was
sceptical about this genre. 'm originally a rock and metal music fan, This was hard time for me. | couldn't

understand WHY do | enjoy this music and the whole K—pop world? Now | know. 's just magical.

In summary, respondents to the survey value Korean idol stars’ politeness and good
relationship with fans, and many compare K—pop with American pop. This proves
that K—pop acts as an alternative pop genre for those who don't like mainstream pop.
It also proves that K—pop fans have positive feeling and images of South Korea and

its popular culture,

The question “Has K—pop changed your life style somehow?” elicited the following

answers.

K-Pop Reception and
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Yes. Now | am learning more about Asian culture, music. | started learning Korean, and | am talking

about K—pop almost all the time,

Yes, it changed my life a lot. Now | am a person who can show my feelings and I'm not afraid about

this. | don’t give up with my dreams because everything's possible with my good mood!

Well, apart from the fact that | use Internet even more since | became a K—pop fan... And not being able
to listen other songs than K—pop.

| think this thing all idols represent, this “"working hard™” got to me and | try to put more effort in what

| do, remembering of them.,

Yes, very much. Now I'm more open—minded and more confident. Before my history with K—pop | was

very very shy. Now I'm crazy person with many great friends.

Definitely. I'm not no—life of course, but K—pop absolutely changed my life. Before | got to know K—pop
| was listening to Japanese and Chinese music only and it wasn't something like Oh my god, it's
something | can't live without! No. But after listened some Korean music, watched MVs and learned who

is who, I've started to feel better. | had something only for me. Something which describe my personality.

Yes, Of course, K—pop changed my lifestyle, It does not bother me that guys have make—up and dress
colourtully. With K—Pop I'm happy and more open to new friendships. K—pop showed me that everyone
is different, that each is the best.es, | became happier and brighter person.

Yes, since listen K—pop I'm more happy person and have less worries,

Yes, | didn't have friend and | didn't go out from home often, when | started listen to K—pop | knew lots
of people who are like me addicted to it and we are now best friends and we meet often.

As can be seen here, K—pop changed some European teenagers’ identity: after having
contact with K—pop and its fans, their shyness changed and they gained confidence
in themselves, Some fans even claim that K—pop has made their life much happier

and brighter, It seems that K—pop has become a gateway to an alternative social

3.Fans as Consumers - Who are K-pop fans and why do they like it?
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community for some who have social difficulties,

Qualitative interviews elicited more interesting results than the Internet survey
because, in conversation, fans could expose more personal feelings about South
Korea and K—pop. Since Austrians have not had many chances to have experience
K—pop culture directly, the image they get from music videos or movies through
social media is quite distinct, and they are surprised to see how advanced and
developed a country South Korea is, Many Austrian K—pop fans talk about their
fascination with South Korea's image through music videos and how amazed they
have been to have seen a different world there, For example, Jay, a K—pop fan in

Austria, says:

I love Korea. | have never been to South Korea, but | really want to save money and travel there. | like
their tradition, how they are and the language. | am also very curious and want to know how Korea
[sic] managed so well. With the war and all that, they [sic] still doing very well. The landscape is also
very nice from the drama, It looks really nice there and gives better image to me. Before, when we talk
[sic] about Korea, they always talk about the [sic] North Korea and all that, but through music everybody
can believe South Korea is in the form. Not all the time about the political things, but people really lives

[sic] there, and they are happy. (Interview with author, 25 June 2013, Vienna)

This interview reveals a certain fascination with Korea, involving music videos and
other visual images in South Korean television dramas, Since most European K—pop
fans have not been to Korea, their fantasy may grow and create some kind of
constructed image within their imagination. Many interviewed K—pop fans said they
like South Korea or Asia because it is exotic—or they just like South Korea for no

reason,

K-Pop Reception and
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4, Participatory Culture -whatkinds of events are organised; purpose and participants

This section is based on participant—observation of two major K—pop events, held
from February to June 2013 in Vienna and on interviews conducted with the event
organisers, sponsors, and participating fans, These events were sponsored by the
South Korean embassy, Korean business companies (including Hyundai and Samsung),
and local companies run by Koreans (including the Youngsan Group, World Culture
Network [WCN], and Akakiko), as well as Korean associations in Austria, including
the Korean Austrian Community and the Korean Culture House, Qualitative interviews
were held with the organisers of these events, Christian Schleining, Anja Hillebrand,
and Bai Sujin, the president of the Korean Austrian Community (which often sponsors
such events), and fans who participated in these events, such as the ones who took
part in these events as masters of ceremony or judges. Through these two events, I
explore participatory fan culture in Austria and interactions among public and private
institutions, sponsors, fans and local organisers and how they set up different local

atmospheres in each locality in the European K—pop scene,

Austria’s Next K-pop Star

‘Austria’s Next K—pop Star’ is a K—pop audition that was organised mainly by
Austrian K—pop fan Anja Hillebrand and Bai Sujin, a voice professor at Prayner
Music Conservatory in Vienna, Bai and Hillebrand had already organised various
K—pop events, such as “K—pop Nolja” (literally, Let's Play K—pop) in the Korean
culture house before he organised this audition, Approached by Hillebrand, who had
participated in the Nolja event, Bai decided to get sponsors and organise a K—pop
audition, Hillebrand's knowledge of K—pop as a longtime fan and her connection with
other K—pop fans throughout the Austrian fan community and Bai's professional
singing career were a perfect match for them to get financial sponsors such as Park
Jong Bum, the CEO of Youngsan Group in Austria, for such an event, In an interview,
Bai said her reason for organising the audition was to find talented individuals and

introduce them to South Korea (she thinks potential exists to find a hidden star from

4. Participatory Culture
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Austria). In this audition, Bai acted not only as an organiser of “Austria’s Next
K—pop Star” but also as a main judge and voice trainer. After the first round of the
competition, when the participants had been reduced to sixteen contestants, she
trained each one for their live performances. Because of her ceaseless efforts, the

participants improved greatly through this period. Bai said:

| really had fun teaching them, and | found out what they really want. They really want to be a good
singer. Some of them really have deep musical talent, so they can really be serious about being a
K—pop idol. They are very serious about K—pop. As you know, many were K—pop fans already for
many years. (Interview with author, 11 June 2013)

Unlike other judges, who give more credit to good singers and dancers, Bai was
pretty sure about what kind of singer she was looking for: “There are many great
singers who have a powerful voice, but there are many good singers like that in
Korea., That's not what we're looking for. We want something unique that Korea
might be interested in. It has to be something different” (Interview with author, 11
June 2013).

Aside from Bai's role in this audition, a prominent role was played by Hillebrand, a
student in the Korean Studies Program in the University of Vienna, who is well
known in the local fan community for her knowledge of K—pop. As a knowledgeable

K—pop fan, she acted as a judge and leader of the program.

| was a K—pop fan for long time already. My friend, Jasmine [another organiser who operates background
music for the singers] and | were both interested in Asia since kindergarten. We loved China in the
beginning and