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ABSTRACT

This thesis examines theoretical debates about cultural appropriation and postmodern
plurality and hybridity in the formation of cultural identities. This is approached here
through a case study of how the multiplicity of national and cultural identities are
constructed in the processes of appropriating transnational popular musics, within the
Korean context. On the basis of data obtained by interviewing contemporary musicians
and young music enthusiasts, the thesis investigates the appropriation ot global pop,
mainly western pop music, within the non-Western context. In Part One, which
encompasses theoretical and methodological frameworks, Chapters 2 and 3 explore the
recent discourse on cultural hybridity in post-colonial studies, and wider theories of
popular music, identity and locality, from a global/transnational perspective.
Methodological questions are discussed in Chapter 4. Part Two contains a case study:
Chapters 5, 6, and 7 present an interview-based study of the contemporary Korean
popular music scene, where various musicians and young music enthusiasts consume
and rework imported musics from a variety of positions. Some musicians are concerned
with national cultural identity and attempt to incorporate traditional Korean elements
into Western musical genres; other musicians show a large degree of cosmopolitanism;
and young hip hop music fans articulate their identities, through the contrasting and
differentiated consumption of transnational musical products. The main themes here are
the formation and transformation of Korean identities in popular music in contemporary
Korea. Lastly, Chapter 8 contextualises the argument of the whole thesis and reviews its

limitations within the context of recent debates on consumption and new citizenship.
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CHAPTER 1

INTRODUCTION

Just as the globalizing process challenges the idea that cultures exist as hermetically
sealed absolute units, to the Korean people at least, the issues of self-negation and
reconstruction within an indigenous culture become crucial.' As a way of responding to
the transnational connections of culture, Koreans, especially the younger generation, has
started to accommodate global cultural forms and imagery. For example, Korean
television today is saturated with variety shows devoted to Korean rap and hip-hop
music and highly image-oriented and stylish foreign music videos. In this respect, there
are rising concerns to do with the tension between a fixed national subjectivity and
foreign cultural elements that in the end, produces a ‘co-existence’ among different

subjectivities within the Korean society.

In this thesis, I examine the localization of what Hall calls ‘global
postmodern culture’, in other words, the emergence of a shared transnational cultural
imagery among Koreans since the 1990s, and highlight how the multiplicity and
hybridity of cultural identities and Korean identities are constructed, in relation to the
processes of appropriating transnational popular culture. Within the sphere of what I call
a ‘global or transnational’ perspective, I focus on the realm of popular music in Korea,
in particular on syncretic (or hybrid) and transnational music making practices of
popular musicians, as well as local consumption of imported, mainly Western, popular

music among the younger generation of music enthusiasts. Using empirical examples

! In this thesis, I will use ‘Korea’ as an abbreviation for ‘the Republic of Korea” or ‘South Korea’.



based on the micro-sociological analysis of the Korean music scene, I demonstrate how
contemporary Korean musics, which are almost indistinguishable from so-called
‘transnational pop music’, can be the ground for competing narratives of cultural

identities and of the shifting notions of ‘Koreanness’.

In effect, this musical hybridity mirrors the reality of Korea today, in which
the traditional sense of nationhood and identification is challenged. The Korean people

now more openly embrace new musical styles from abroad as if they were their own.
From the Korean point of view, what results from their vigorous exposure to
international styles and foreign genres is a use of various styles by local musicians and
audiences who then create different forms and modes of identification. What really
matters here is how the variety of cultural identities are organized and expressed, not the
concern about losing ‘Koreanness’ as some Koreans may have. In other words, an ‘and-
and’ identity matters rather than an ‘either-or’ identity. Focusing on the new syncretic
forms of Korean music, such as Korean hip hop and Korean techno, thus, ofters insight
into how the multiplicity of cultural identities and Korean identities are constructed by
various groups and individuals, with regard to the process of appropriating foreign

sounds, from a variety of positions.

There have been different discourses about the relationship between music and
sense of identification, community, and belonging throughout the history of popular
music studies. With regard to theories of music and identity, I initially stress continuing
tension between so-called ‘reflection’ and ‘construction’ theories of identity, and argue

that musical experience simultaneously involves both expression/reflection and
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construction, belonging and detachment. In this connection, I am concerned with this
‘ambivalence’ in musical experience. Music reception and musical practices can never
simply entail a sense of self and community. Thus, this attribute of ambivalence in
musical experience can provide some indications for a more general renewal of
discussions about culture, identity and locality. It is in this context that I attempt to
elucidate the dynamics and ambivalence of cultural and national identities present in the
contemporary Korean music scene. After all, my aim in this thesis is to stress the variety
of musical practices that point to the multiplicity and variety of cultural identities and
Korean identities of those involved, in relation to the process of the appreciation,
adaptation and appropriation of transnational pop, such as rap and hip hop music, within
a non-Western country like Korea. In doing so I wish to contribute to debates about
cosmopolitanism, internationalization, and the indigenization (or hybridisation) of
culture all of which we find today among contemporary Korean popular musicians and

participants.

In our age of translocal and transnational conjunctures and disjunctures, both
performers and listeners in Korea have experienced feelings of ambivalence and
detachment in the process of encountering foreign sounds and styles, which create for

them a dilemma of how to articulate ‘Koreanness’. Korean appropriation of foreign

4

sounds might be explained in terms of “‘ventriloquism’, or as an art of
‘borrowed/borrowing voice’”, which is presenting ‘ambiguity’, one voice in two bodies
or two voices in one body (Hosokwa,2002:233). Within the Korean context, pluralised

and hybrid identities have been formed at the interface of the global and local, marking

the decline of naive notions of an essential cultural identity within bounded realms -
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such as family, community, nation and race - as well as marking the beginning of new
identity politics, that has to work through ambivalence and multiple inflections. This
new notion of ‘multi-faceted Korean identities’, needs to be evaluated caretully
alongside empirically situated accounts of vernacular culture, and the thesis amms to

achieve this.

As a construct, the idea of ‘Korea’ has undergone many processes of
transformation, and the idea of ‘Koreanness’, which has been constructed through
different discourses throughout history, is now characterised by cultural variety,
diversity and change. In this light, it is important to view cultural and national 1dentity
as in a constant state of negotiation and evolution on the one hand, and, on the other, to
be sensitive to the political, historical and social context in which this process takes
place. In this respect, we need a historical consideration of the cultural discourses that

articulate a sense of self and national identity within the Korean context.

(A) Historical Formation of ‘Koreanness’ in Korean Culture

Korean society represents a case of highly compressed modernization and state-led
capitalistic modernity. The result is that this ‘compressed rush-to development’ might be
argued to have deprived Korean people of the capacity for self-reflection, especially the
capacity for reflection on the dominant formation of subjectivity as ‘kukmin’ (translated
as a member of the state or a nationalistic state subject).” Korea’s rapid economic

development in a relatively short period of time was achieved by popular mobilization

2 Gee Cho Han, Hae Jeong (2000), ‘You are entrapped in an imaginary well: the formation of subjectivity

12



and official nationalism - producing the uniform subjectivity of ‘kukmin’, which

suppressed the space for the variety of individual and collective identities.

Discourses on nationalism in Korea are historically connected to the national
liberation during the Japanese colonization of Korea (1910-1945). Contemporary
nationalism was constructed during the period of rapid socio-economic transformation
after decolonization. Since the 1960s, nationalist discourse in Korea centred on
economic growth-priority policies, and this ultimate goal of the development of the
Korean economy resulted in reducing people to the status of ‘kukmin’. In the process of
state-led modernization in Korea, people were forced to work harder to ‘catch-up’ with
the advanced countries. In Korea, an essential Korean identity continues to be
reproduced by the right wing ‘conservatives’, every time there is an economic Crisis.
For instance, when the Korean economy was deeply in trouble and needed a financial
bailout by IMF in 1997, the notion of an authentic, pure and organic national identity,
which had remained static throughout history, was incorporated into new national
discourses to emphasize the idea of unity. Both the ruling neo-liberal and the traditional
conservative blocs give support to this idea of unique ‘Koreanness’ as a useful way of

encouraging Korean people to overcome this national crisis.

Clearly, until recently, the idea of “homogenous’ nation or national culture still
had the power to mobilize at least part of the population in Korea. Even the left in the
1980s, which represented the long dissident tradition in Korea, hardly questioned the

organic and essentialising nature of culture. These ideas were based on binary narratives,

— T - p——

within compressed development’, Inter-Asia Cultural Studies, vol.1(1):49-69.
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exemplified by notions of tradition versus modernity, and of the bounded national space
versus intruding foreign influences. The Korean radicals drew on the notion ot ‘minjok’
> and used indigenous, traditional cultural forms, such as folk music and dance, as a
powerful agency for political resistance against both the ruling bloc and the highly
commodified culture of Korea within the colonial context. However, since the early
1990s, with the rise of popular culture and the emergence of a new generation of
cultural tribes (‘shinsaedae’), enormous social, spatial, and cogmtive transformations
appeared in the rapidly globalising Korean context. Thus the once secure image of a
hegemonic national culture and a collective construction of a fixed individual or
national identity has been undermined. Nowadays we can see the emergence of
reflexive individuals, who treat culture as more like sets of heterogeneous practices,
values, styles and identities, and who want to overcome their own inferiority complexes,
derived from the pervasive workings of the ‘colonial mindset’.* Many contemporary
Koreans are beginning to reflect critically upon their senses of ‘Koreanness’ and to
employ a wide range of cultural practices, norms and identities in multiple layers; to this

extent, pluralised national and individual subjectivities are, increasingly, being

constructed in contemporary Korean society.

(B) The Korean Appropriation of Transnational Sounds: The Multiplicity and Hybridity

of Korean Identities

From this viewpoint, these emerging flexible and multiple identities challenge and

3 The term of ‘minjok’ is almost interchangeable with that of nation, translated from German Volk. Many
Koreans claim that their country 1s a single-minjok nation state.

* The notion of ‘colonial’ habitus or mindset, on the surface, denounces the imperial other, creating the
idea of the purity of the self, yet beneath the surface contains ambivalent longings for the other’s superior
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destabilize the official and authoritarian version of nationalism, and provide an
alternative political imagery and a variety of routes of identification, within the Korean
context. Koreans are now acknowledging the existence of internal differences and
starting to deconstruct the ‘kukmin’, and to construct the multi-faceted identities that
will enable them to coexist with forms of otherness and differentiated subjectivities.
This alternative way of framing national and individual subjectivities makes it possible
to avoid the tendency to define national cultural identity in terms of the binarism of
ethnic inclusion and exclusion, and to better acknowledge the simultaneously local and
trans-local nature of identity formation. In other words, the notion of ‘Koreanness’ in
culture is now de-coupled from its former associations, and the importance of placing

national cultural production in the context of global networks is increasingly recognized.

In recent vyears, the idea of multiplicity and hybridity has played an
important part in the debate about Korean identity in culture, as cultural identity in
Korea has increasingly come to be explained in terms of positive interactions between
the global and the Korean vernacular. In this sense, my primary focus is on how Korean
modes of appropriation of transnational hybrid pop music reveal the processes of the
transformation of ‘Koreanness’ and how the subjects of (post) modern nation-states
respond to the complexity and ambivalence of cultural products, ethnicities and
identities. The analysis of transnational Korean pop musics, stemming from these
multiple associations, thus allows us to raise questions about the syncretic and multi-

layered nature of contemporary cultural identity within the new Korean context.

culture. See Fanon (1961).
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From this viewpoint, this thesis is concerned with an anti-essentialist
perspective that challenges both the idea of ‘ethnic absolutism’ (in Gilroy’s terms) and
an essentialised and fixed notion of culture and identity. In an attempt to show the
multiplicity and temporality of cultural identities in Korea, I pay particular attention to a
variety of musicians and audiences, who experience senses of Korean identities from
differentiated positions. In the attempt to portray the new complexity in the formation of
contemporary Korean identities, brought about by the transnational mtersections, I draw
on a ‘processual’ approach. This emphasis on process 1s intended to bring individuals or
human activity back in to the analysis. Concepts such as cultural identity and tradition,
for example, are continually negotiated, defined and redefined in the transactions
between individuals. To this extent, I argue that the notion of contemporary Korean
identity cannot be comprehended within the binary ‘either/or’ logic of cultural
essentialism. Rather, it has to be approached through the analysis of the constant
fluctuation between the new forms of syncretism and the continuing existence of
bounded cultural traditions. My aim in this thesis is to explore the details of these
processes. These complex processes are considered in this thesis through a detailed
examination that combines theoretical analysis with empirically informed accounts ot

vernacular practices.

The central argument of this thesis 1s that senses of contemporary cultural
and national i1dentity have undergone significant transformations at the local level, in
relation to positive interactions between the global/local. It 1s the nature of these
transformations, in the Korean setting, which the thesis attempts to account for.

Especially, drawing on transnational genres of Korean musics, I attempt to examine

16



Korean identity, in terms of the emergence of forms of ‘internal hybridity’, facilitated
by external influences, such as global communication, and by the rearticulation of the
‘international’ in new ways in the local setting. In this respect, this thesis 1s an attempt
to develop three different dimensions of analysis:

o First, to consider how contemporary musicians make their musical choices, and how
they perceive their own role in terms of the construction of the concept ot ‘locality” or
‘national cultural identity' in the Korean context.

¢ Second, to take into account how the material circumstances in Korea (the music
industry, cultural policy, the characteristics of the population and communication
networks etc.) affect the production of sounds in a specific place, whether they are
syncretic or traditional forms.

¢ Lastly, to explore how audiences participate in the process of constructing (or
reconstructing) Korean identities, through the consumption of a variety of globally
available musical products. In particular, focusing on young music enthusiasts, I try to
illustrate something of the pluralistic and also the confrontational nature of musical and

stylistic meanings as these inform the daily lives of young people.

In order to investigate the above-mentioned issues, I conducted fieldwork 1n
Korea over a 3-month period between July 2000 and September 2000, and a 4-month
period between July 2001 and October 2001. The subjects of this fieldwork included a
variety of musicians and professionals involved in the making of syncretic and hybrid
popular music in contemporary Korea. These encompassed mainstream musicians,
underground club musicians, the so-called world musicians who attempt to adapt

indigenous musical traditions to new contexts, music producers, staff in record
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companies, officers in the ministry of culture and tourism, and pop critics. I also
interviewed audiences, in particular, young music fans of hip-hop and underground
music societies on the internet, in order to illustrate the way in which they participate in
the formation of individual and collective identities, through the consumption of certain

musics and styles.

My case-study employs mainly qualitative research methods, such as semu-
structured ‘one to one’ interviews, alongside an analysis of public documents,
journalistic and statistical sources. I am aware that the researcher should be alert to the
pitfalls of interview-based research, in so far as what interviewees say they do often
differs from what they actually do. In this respect, I try not to treat the interviewees’ talk
simply as a screen through which to look inside their head (Alasuutari, 1999:15). Rather,
[ begin by studying the interview text — or transcriptions of conversations for that matter
— in its own right. I thus wish to avoid a naive reading of my transcripts of interviews or
conversations. Therefore, in regarding the voices of my fieldwork participants as
centrally significant to my analysis, I attempt to remain as faithful as possible to the
fieldwork experience, while at the same time giving clear indications of where the

interviewees’ accounts of their experiences finish, and my own interpretations of them
take over. In presenting the results of this fieldwork, rather than placing interviews and
other materials in an ‘Appendix’ section, I have chosen to work these matenials into the

body of my own theoretical analysis.

Overall, through an empirical, or micro-level, analysis of the Korean music

scene, | attempt to highlight the changing concepts of ‘Koreanness’ displayed among a
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wide range of musicians, other professionals in music production and audiences. The
key issue here is to explain and theorize how constantly shifting forms of cultural
practices and of our sense of self and belonging, by blending ‘rootedness’ with
transnational inclusion, can be enunciated, in the new Korean context. Put differently,
from the vantage point of Korea, I hope to demonstrate the formation of  ‘new identities’
as a product of the challenge which globalisation presents to the dominant regimes of
representation, which have homogenized cultural, class and sexual difference within a
unified notion of ‘Koreanness’. These goals determine broad methodological guidehines
for the research. Indeed, in discussing the formation and transformation of Korean
identities this thesis is guided by my own sense of identity as Korean and by my own
commitment to the engagement with vernacular practices of the contemporary Korean
popular music scene. I attempt to analyze how the cultural dynamics of new identities,
facilitated by a transnational encounter with the other, work in particular times and
places, namely, in post-colonial Korea, with a ‘critical self-reflexive’ attitude. This

approach embraces a reflexive consctousness of its own rhetoric.
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PART ONE

THEORETICAL AND METHODOLOGICAL

FRAMEWORK
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CHAPTER 2

THEORIZING CULTURAL IDENTITIES, LOCALITIES, AND POPULAR

MUSIC WITHIN A GLOBAL/TRANSNATIONAL PERSPECTIVE

(A) Introduction

Before I focus in detail on the practices of Korean musicians and audiences with regard
to the formation and transformation of Korean identities present in transnational popular
music of Korea, 1 attempt to contextualise my extended argument through an
engagement with the most recent debates about culture, local identity and hybridity
within post-modern/colonial cultural studies from a global/transnational perspective. In
this chapter, I will explore a processual view on cultural identity as involving a constant
process of change and transformation, drawing on authors who have contributed to a
critical understanding of the dynamics of globalising processes and cultural identity.
Thus, my starting point is the way in which theories of globalisation frame contemporary

debates about culture, identity, and place.

(B) Globalisation and Local Identities

Globalisation, within academic discourses, was introduced as an idea suggesting that a
world-space of cultural production and national representation was simultaneously
becoming more globalized and more localized in everyday texture and composition. In

other words, the globalising process can be characterised by two distinctive currents. On
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the one hand, there is a tendency towards the international centralization of power
around the dynamics of which reach across borders. On the other, there is an opposite

tendency toward fragmentation into regions and more local autonomy permitting

heterogeneity and complexity.

The global/local assemblage would, as an alternative agent of the ‘world
system’, challenge models of domination of social formations of the modern nation-state.
Regions and region-states increasingly transgress national borders and create special
economic zones of uneven development as well as transcultural hybridity. The
geopolitics of global cultural formations and local sites are shifting under the pressures of
this new “spatial dialectic’, between mobile processes of transnationalisaton and
strategies of localisation. ' Wary of an endlessly binary opposition sustaining the
dominant discourses of social science and political economy, I will approach global/local
space as one that acknowledges the renewed social agency - with a spatial dialectic
disordering the prior binarism of global and local. What makes this global/local dialectic

significant is the emergence of a concern with the local as a site both of promise and

predicament (Dirlik,1996).

In fact, elements of a postmodern consciousness serve as enabling conditions
for a contemporary localism. Scepticism about modernist narratives for their demial of
difference allows for localized consciousness, and points to the local as the site for

working out “alternative public spheres”(in Dirlik’s term). This is the promise that the

! See Wilson, R & Dissanayake, W (1996) ‘Introduction’, in R. Wilson and W. Dissanayake,
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local offers. The local, however, also indicates predicament when we see the local as an
object of the operations of global capital. A counter-politics of the local, insofar as it 18
itself a result of the movement of global capital, is always open to commodification by
the cultural-ideological apparatus of global capitalism. In other words, an idea of locality

might be reduced to a mere mechanism for identity consumption.

In this sense, postmodern cultural criticism, it seems to me, fails to recogmze
this totality that is the creation of global capitalism. It is urgent, theretore, that
postmodern criticism restores a sense of the structures of inequality and oppression and
resistance to capital to “check its slide into political irrelevance upon the slippery slopes
of a fluid narcissism” (Dirlik,1996:36). In short, I agree with Dirlik that the significant
transformation within capitalism needs to be considered in any evaluation of the local as
source of promise and predicament. What the ‘local’ implies in different contexts 1s
highly uncertain. At this point, it is quite crucial to focus on ongoing processes and
forces of globalisation that are disrupting local communities, nations, and regions into
something else. In this regard, especially important is Giroux’s idea of “formative
narratives” in terms of “unity in diversity” which is derivative of postmodern/postcolonial

‘politics of difference’. Giroux explams:

“The postmodern attack on totality and foundationalism is not with-
out its draw-backs. While it rightly focuses on the importance of
local narratives and rejects the notion that truth precedes the notion

of representation, it also runs the risk of blurring the distinction betw-

P S

Global/Local (Duke University Press: Durham and London,1996), p.2.
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een master narratives that are monocausal and formative narratives,
that provide the basis for historically and relationally placing different

groups or local narratives within some common project.”

(1992:54)

The relationship between the local and the global is ubiquitous in critical
discourse and cultural studies. Zizek has suggested an understanding of this relationship
in Hegelian terms: “each pole of the antagonism is inherent to its opposite”’(1994:3).
Zizek’s observation of the local/global relationship is consistent with that given by Hall;
“what we call ‘the global’ is always composed of wvarieties of articulated
particularities... The global is the self-presentation of the dominant particular” (1991a:67).

In relation to this notion of the global as the local dominant, Hall goes on to argue:

“One of the things which happens when the nation-state begins to
weaken is...that the response seems to go in two ways simultaneously.
It goes above the nation-state and it goes below it...Global and local
are the two faces of the same movement from one epoch of globalis-
ation, the one which has been dominated by the nation-state, the nat-

ional economies, the national cultural identities, to something new.”

(1991a:27)

From this perspective, what seems clear to me is that the global and local must not be
regarded as dichotomies, and further “globalisation cannot proceed without learning to
live with and working through difference” (1991b.:3). Hall rightly has proposed that
local difference, as a contradictory terrain for the increase of global capital, is not only a

site of integration but also a site of resistance; the terrain of the opening ot history.
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According to Hall, we can rediscover the revolutionary potential of the local
through “the aesthetics of the hybrid, the aesthetics of the crossover, the aesthetics of the
diaspora”(ibid.:38-9). In other words, we can reclaim the terrain of politics which we had
thought was lost to globalisation. This is now immediately understood as identity politics.
Hall’s alternative, hybrid ‘ethnicity’, understood as a counter-politics of the local i the
new epoch of globalization, represents what has come to constitute a powertul
mainstream in contemporary thinking, particularly in postcolonial studies. Hybrid
ethnicity as a politics of the local is, however, not an unproblematic concept.” Here, we
need to distinguish clearly between the interruptive juxtapositions which objectity
hybridised ethnic and cultural differences and the violating ambivalence of racism.” The
familiar feature of ethnic politics differs radically from the essentialising processes of
public reification which characterize fixed cultural exclusions and subordination, namely,

the politics of racism.

‘Racism’ is challenged by a contemporary stress on the inherently ambivalent
nature of relations between racist and racialised, coloniser and colonised, in which “fear
and desire double for one another and play across the structures of
otherness””(Hall,1992:256). This seems to correspond with Fanon’s claim that “there 1S

no native who does not dream at least once a day of setting himself up in the settler’s

2 Gee Moreiras, A (1999) ‘Hybridity and double consciousness’, Cultural Studies, 13(3):385-388. He has
explored the concept of hybridity both in its positive and critical senses.

3 See Werbner, P (1997) ‘Essentialising essentialism, essentialising silence’, in Debating Cultural
Hybridity(Zed Books:London &New Jersey). She retlects on such critical differences between racism and
everyday ethnicity using Levinas’ contrasting terms of ‘reification’ and ‘objectification’ (Levinas, 1987).
According to Werbner, racism reifies and absolutises cultural difference while ethnic identities are
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place”(1961:30). The ambivalence of racist (or colonial) desire is mirrored by the
racialised subject’s dream of dispossessing and replacing his oppressor. In other words,
the ambivalence of racism is characterized by “a continual fluctuation between attraction
and repulsion”(Young, 1995:61). At this point, the danger of these claims arises: all 1s
ambivalence, so ethnic sentiments are problematised, while racist motivations are
exonerated in the same way. But the objectification of hybridised ethnic identity is
different from the violent essentialising of racism (however ambivalent). Very generally,
whereas racialised identities are fixed by a single dominant opposition, hybridised ethnic
identities are performed through gestures of individual identification. Not all collective
cultural representations and self-representations in the public sphere are essentialising n
the same way. The highlighting of a particular ethnic identity, as against racial essence in
the public sphere generates a field of relevant oppositional identities at a particular social

scale.

Increasingly, collective objectification of ethnic identity has been related to
notions of redistributive justice, in other words to political urgency in conformity with
the particular circumstances of the marginal countries. This objectification of ethnic
identity is not, unlike racist reifications, fixed and immutable. In contemporary, ethnically
diverse nation-states there are continuous compacting pressures: on the one hand, to
assert and embellish particular identities; on the other, to create broader, more
cosmopolitan alliances. In this regard, Werbner presupposes the recognition of “unity in

diversity” or “universal diversity” and further suggests that “political struggle does not

- L

highlighted pragmatically and objectified relationally and contingently.

26



have to be uniform or united, but must recognise continued differences of interest and
positioning: otherwise any notion of solidarity would be inherently racist, sexist and
classist’(1997:248; see also Anthias and Yuval-Davis, 1992:197). Developing my
argument from these lines of thinking, in this thesis I want to recover performative and

processual dimensions of ethnicity or locality.

(C) Debates on Cultural Hybridity in Post-Colomal Studies

In today’s globalised world, neither intellectual movements nor national cultures stay
within geographic boundaries. What interests me most here is that the terrain of culture
has emerged as a privileged site for transnational communication, organization, and
mobilization at a time when institutions such as trade unions and political parties are
locked into narrow minded national identities which seem to make those mstitutions
powerless to confront the inequities and injustices on international level. From a
postmodern perspective, it might seem self-evident that essentialising ideological
movements need to be countered by building cross-cultural and multi-ethnic alliances.
Here the constant tendencies are towards fragmentation, requiring a new form of seli-
consciously hybrid politics. In the case of identity politics, it was above all through the
Foucauldian analysis of heterotopic spaces in relation to the complicity of knowledge
systems, politics, and government that multiple resisting subjects appeared on the
historical stage. Like the post-structuralist thought to which it is often mndebted,

postcolonial discourse seeks the conceptualisation of cultural politics.
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Within this context, the most vigorous debates on the dynamics of cultural
identity in contemporary culture have occurred within the field of post-colonial analysis.
as Papastergiadis (1997) has argued, it is no coincidence that the most radical critics of
cultural transformation in modernity have come from places that have experienced the
extremities of social and psychic rupture by colonialism. Postcolonial theory is a result of
the interaction between imperial culture and the complex of indigenous cultural practices.
When colonised peoples had reason to express the tension which arises from this
problematic and contested, but eventually dynamic and powerful mixture of imperial

language and local practice, post-colonial theory came into being.

The post-colonial perspective can be seen as both an expression of
globalization and an actual strategy, part of current cultural resistance to essentialised
notions of ‘official or oppositional nationalism’ and a component of the contemporary
politics of marginality. The contemporary discourses of cultural studies and post-colonial
theory have embraced the supposed ‘newness’ of postmodern subjectivity along with the
productive side of hybridity and described identity as being hybrid. Post-colonial studies,
thus, is an ambitious field that foregrounds the racial and ethnic power dynamics of

global cultural relations.

Principally, a crucial question for postcolonial studies is how one can account
for the capacity of the subject in a postcolonial society to resist imperialism. In this
research aiming at exploring the dynamics of national identity construction in a country

like Korea as representing a marginal locality of the ex-colonised, it seems to be
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indispensable to look at the issues of cultural hybridity and essentialism in relation to the
theme of post-colonialism. This post-colonial perspective, which has been most
influential since 1990 within cultural studies, has stressed the multiplicity and
differentiality of identity through various versions of the concept of hybridity. To put it
another way, what such a perspective suggests is that what is now needed is “a sense ot
the concrete and multiple identities which might be represented in a concept like the
global(ized) human” which is “constructed by the processes of history and has not

sprung directly from the fingertip of God” (Papastergiadis,1997:193).

Recent writings within postcolonial theory routinely cite the work ot Hall,
Bhabha, JanMohamed and Lloyd, and Spivak as authorising hybrid identities. Following
this line of thought, I will look at how this theory of cultural hybridity can provide a
crucial starting point for understanding the contemporary crisis of identity-in-culture,
from the marginal point of view. At the broadest level of conceptual debate there seems
to be a consensus over the utility of hybridity as an antidote to discourses of essentialist

subjectivity.

According to Hall, cultural identity is always hybrid, but he also msists that
the precise form of this hybridity will be determined by specific historical formations and
cultural repertoires of enunciation (Morley & Kuan-Hsing Chen,1996:502). The
‘hybridity’ in Hall’s term is integral to the Bakhtinian-Gramscian perspective that he
draws on in his representations of social transformation. To understand Hall’s

theorisation of ‘hybridity’ we need to look at the semiotics of culture. According to
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Bakhtin’s theory the mixture of language within a text becomes a means for critique and
resistance to the monological language of authority and demonstrates a new level of
linking the concept of hybridity to politics of representation.® This clearly creates a

turning point in the debates on hybridity.

However, while there has been a greater appreciation of the subversive
potential of language, the attention to difierence within literary and critical theory has
been mostly confined to an analysis of its products rather than an engagement with its
processes. To overcome this limtation, Hall outhnes the dynamic process of
transformation. His representation of hybrid identities is always as unfinished and these
hybrid identities which are coming into being are directed by the flows of an ongoing
process, in other words a performative process. Moreover, according to Papastergiadis
(1997), “the space i1s open for the process of reidentification and reterritorialisation of
experiences previously deemed too marginal to be worthy of representation”.” Hall
examines this rearticulation of the symbolic order through the Gramscian theory of
‘hegemony’ and ‘counter-politics’ and suggests a three-pronged strategy of the margins

in order to challenge the centre: first, an opposition to the given order; second, recovery

of broken histories and the invention of appropriate narrative forms; third, the definition

of a position and a language from which speech will continue (Hall,1991a:395).

Taking his cue from this anti-essentialist perspective on identity, Bhabha also

* See Young (1995) Colonial Desire: Hybridity in Theory, (London:Routledge), pp. 20-22.
> See Papastergiadis (1997) ‘Tracing hybridity in theory’, in P. Webner and T. Modood (eds) Debating
Cutural Hybridity. (Zed Books:London & New York), p275. Hall presupposes that the history of the self
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uses the concept of hybridity in order to expose the conflicts in colonial space and
extends it to highli ght the psychic processes of identification and the cultural practices of
performance. According to Bhabha the colomial space 1s an agnostic space and the
‘hybridity’ with which colonised peoples cope with the mmperial presence becomes an
agency which represents these complex dynamics. By incorporating the Bakhtinian
notion of the subversive and dialogical force of hybridity into the ambivalence in the
colonial encounter, Bhabha (1994) suggests that hybridity is constructed out of the dual
process of “displacement” and “correspondence” in the act of translation. It 1s in this
tension that a ‘third space’ emerges which can effect forms of political change that go
beyond antagonistic binarisms between coloniser and colonised.’ Bhabha’s attention to
the process of identification requires a finer recognition of the strategy of negotiation.
Above all, Bhabha’s work 1s notable for on the one hand, the respect for cultural
difference and on the other, its persistent critique of the epistemology and politics of
cultural nationalism or cultural essentialism, which is what gives rise to his consistent
elaboration of concept-metaphors such as the ‘in-between’, the ‘hybrid’ and the ‘third

space’.

However, Spivak criticises the Hall’s and Bhabha’s assumption that hybridity
has occupied such an important place both in the Third World post-colonial arena and mn
the diasporic condition of minonties in the First World indiscriminately. She further
questions whether or not the possibility exists for any recovery of a subaltern voice that

1s not a kind of essentialist fiction. The use of the term ‘subaltern’ by Spivak is evoked by

is regarded “as composed always across the silence of the other”(1991:49).

31



the concept of minority status in the work of JanMohamed and Lloyd. By mapping how

hybridity 1s diversely defined by these postcolomal theorists we realize that hybridity

itself is not a stable concept in postcolomal theory at all.

Indeed, while hybridity seems to be a condition that is common to all those
colonised people who have sharp memories of deprivation, the emphasis on hybridity and
plural identities has raised new problems, that is to say, the issues of encounters mn the
process of identity formation. Thinking about process, we need to ask: what are the
consequences of the process of hybridity for the margins whose historical memories have
been damaged by the colonial encounter? How does a focus on hybridisation as process
reveal the cleavage in the margins? These questions are central to Spivak(1993) in
relation to the notion of ‘subaltern’. She is relatively reluctant to embrace a mapping of
post-colonials. She draws a sharp distinction between the diasporic communities in the
First World and the subaltern in the Third World. The subaltern and the diasporic are
incommensurable worlds, and projecting the concept of hybridity on to the former is not
only misleading but also akin to providing an alibi for global exploitation.” Spivak, unlike
Hall, does not presume that translation across cultural difference is always possible.
Taking rural India as her example, she asserts that the question of understanding the
Other is not confined to the linguistic problem of translation, for how you would
translate a culture whose “responsibility-based ethical systems have been for centuries

completely battered and compromised” into the Other culture’s notion of civil society.®

° For a critical comment on the assumption of Bhabha, see Werbner, P(1997).
' See Papastergiadis, ‘Tracing hybridity in theory’, p.274.
® Spivak, ‘The Narratives of Multiculturalism’, ICCCR lecture, University of Manchester, February 1995.
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According to Spivak, there is no prior space that can advance a dialogue between the

realities and experiences of the Indian subaltern and those of the West.

The ability to ‘speak up’ to the hegemonic forces which is the first stage for
representation and negotiation is a step towards becoming an organic intellectual. Yet,
for Spivak, the subaltern condition cannot even afford the privilege of its own ‘organic
intellectuals’, and the subaltern experiences cannot be texts which are available for
translation. In this sense, the intellectual must avoid constructing the subaltern as merely
another unproblematic field of knowing so confining to the very form of representation
(‘text for knowledge’). At this point, she reminds us of the need for reflexivity over the
precise position of who is speaking in place of the subaltern, because it’s impossible for

the subaltern to have a position from which to speak up.

The use of the term ‘subaltern’ by Spivak is provoked by the concept of
‘minority’ with which JanMohamed and Lloyd work in their book, The Nature and
Context of Minority Discourse (1990), in so far as both categories can be seen to
represent political resistance, absolute exteriority, and exclusive difference.” The authors
outline minority discourse as a way of speaking about minority cultures collectively and a
task that is bound up with the role of the minority intellectual. Minority discourse implies
a standpoint as well as a status. It necessarily evokes “a questioning or destruction of the

concepts of identity and identification, the rejection of representations of developing

Quoted by Papastergiadis, ibid., p.276.
? See Moore-Gilbert, B, Stanton, G and Maley, W (eds) Postcolonial Criticism (Longman: London &
New York,1997).
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autonomy and authenticity”’(Lloyd,1990:381). In his contribution to The Nature and
Context of Minority Discourse, JanMohamed takes Deleuze and Guattari’s ‘three salient
characteristics of minority literature’, that is ‘deterritorialization’, ‘political motivation’
and ‘collective values’.'” The life of an individual becomes an example of the generic
minority. Minority discourse has its roots in a Marxist critique of a perceived tendency in
post-structuralist thought to minimize the effects of class. In short, it is consist of three

key components: its attention to class, its insistence on a network rather than a hierarchy
of differences, and its stress on pedagogical innovation.'' JanMohamed and Lloyd
presuppose that the study of minority cultures cannot be carried on “without at least a

relevant knowledge of sociology, political theory, economics, and history; otherwise, the

specifics of the struggles embodied in cultural forms remain invisible”(1990:11).

For JanMohamed and Lloyd, culture still remains a central concern, since for
minorities culture is not regarded as a mere superstructure. But culture is regarded as a
substitute for action rather than as a transformative and liberatory set of practices. Thus,
they call for an activism that is both academic and communal. Minority discourse

requires new forms of solidarity, which focus on diversity. As JanMohamed and Lloyd

put it:

“It is a perpetual return of theory to the concrete given of domination, rather
than the separation of culture as a discrete sphere, that militates against the

reification of any dominated group’s experience as in some sense ‘privileged’.

19 JanMohamed, ‘Negating the Negation as a Form of Affirmation in Minority Discourse’, in A. R.
JanMohamed and D. Lloyd (eds), The Nature and Context of Minority Discourse (Oxford: Oxtord
University Press,1990), p.103.
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Just as domination works by constant adjustment, so the strategies ot the do-

minated must remain fluid in their objects as in their solidarity.”

(1990:15)

But one limitation of their argument here seems to be the assumption that the dominant
is singular while minorities are plural. This critical minority discourse also raises a central

question: whether to prioritize culture and the constructedness of mmority status, as
Dirlik and Wynter do, or to assert the significance of politics and experience the way
JanMohamed and Lloyd seek to do. Like JanMohamed, Dirlik put stress on ‘hved
experience’ or ‘praxis’ rather than theory. But, Dirlik has insisted on the necessity of
recognition of some autonomy, even priority, to the question of culture m any
meaningful hiberating practice”.'” Wynter also argues that minority discourse must be
part of an “opening on to new cultural forms in the context of a post-Industrial, post-
Western and truly global civilization” and warns of the risk of a “dictatorship of the
Minoritat”. > If we read postcolonialism as a minority discourse, a more convincing
caution will be the charge of ‘ethnocentrism’. Above all, the risk implicit in the assertion
that ‘facts’ are something other than cultural constructs is the familiar one of essentialism

or of insisting on infinite heterogeneity in the same way.

In recent postcolonial theory there is an awareness of class, but also of the

liberatory capacity of teaching, writing, reading and theory, and a recognition both of the

"' 1bid., p. 234.

12 See Dirlik, A, ‘Culturalism as Hegemonic Ideology and Liberating Practice’, in JanMohamed and
Iloyd (eds), 1ibid., p. 409.

13 Wynter, S(1990), ‘On Disenchanting Discourse: ‘Minority’ Literary Criticism and Beyond’, in
JanMohamed and Lloyd (eds), ibid., pp. 433-34, 461-2.

35



limits and the value of the traditional humanist project. * One way to orient
postcolonialism would be to place it between Marxism and existentialism, because many
of its practitioners combine political radicalism with a fundamental reconception of the
self, in what Fanon called a stretching of Marxism, and others have termed a new
humanism or a revolutionary psychology. Another approach would be to situate
postcolonialism in the space between literary and cultural studies. The realm of this study
should be characterized by an ‘in-betweenness’-between theory and practice, between
literary and cultural studies, between Marxism and existentialism, between localism and

universalism, between personal and public, between self and state.

Furthermore, the postcolonial study is preoccupied with ambivalence,
hybridity and migrancy as a conceptual framework for understanding identity-in-culture.
There is a division within postcolonialism between those who are happy with the
emphasis on culture and literature and theory, and those who - though they may
themselves be academics -see real politics as taking place outside the ‘teaching machine’.
In other words, two apparently incompatible modes of cultural identity and political
positioning exist. These, as Moore-Gilbert argues, reflect “the dilemma between respect
for difference and the desire to stress points of connection and to make common cause”
(1997:190). In terms of political orientation, postcolonialism, thus, can be marked as a

site of radical contestation and contestatory radicalism.

14 See Moore-Gilbert, B, Stanton, G and Maley, W (eds) Postcolonial Criticism, p. 49
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(D) The Post-colonmial Study of Identity and Some Impediments

As has been shown above, the different conceptions of identity in fact run through
postcolonial cultural history. As Hall has observed, through reconstitution of the
epistemic and power/knowledge fields around the relations of globalisation and
transculturation, the postcolonial has been able to become so sensitively attuned to
“questions of hybridity, syncretism, of cultural undecidability and the complexities of
diasporic identification which interrupt any ‘return’ to ethnically closed and centred
original histories(1996:250). In spite of its innumerable strengths, however, postcolonial
theory as argued by the postcolonial border-crossers, has been criticised for certain
limitations as a mode of cultural analysis even on its own ground of culture and
colonialism. “Fashionable terms like hybridity’’, in the local context, become something
like “a laissez-faire pluralism”, Chen comments, in this sense, “if one follows their
argument, 1mperialist cultural penetration 1s highly justifiable’(1996:53). This
postcolonial perspective tends to approach cultural power almost entirely in terms of
textuality and epistemology, and material conditions and the possibility of political
practices oriented towards changing them are sidelined. In addition, Dirlik has criticised
post-colonial perspective for a ‘“culturalism” which is preoccupied with questions of
identity and the subject and hence cannot explain “the world outside the subject”
(1992:336). Within this context, a consideration ot the relationship between

4

postcolomalism and global capitalism 1s overlooked, “a politics of location takes
precedence over politics informed by fixed categories”, and attention 1s shifted from

national origin to subject position (ibid.).
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In the postcolonial moment, the transverse, transnational, transcultural
movements, which were always inscribed in the history of “colonisation”, emerge in new
forms to disrupt the settled rélations of domination and resistance inscribed in other ways
of living and telling these stories. But, as Shohat (1992) argues, the anti-essentialist
emphasis in post-colonial discourse sometimes define any attempt to recover a communal
past as a form of idealisation, and often neglect its significance as a site of resistance and
collective identity. Following this line of critiques of post-colonial studies, the formation
of a postcolonial culture and society, in other words, the shaping of a ‘Global-
postmodern hybrid subjectivity’, is politically at stake. In short, according to Chen, who
expresses his scepticism about the empowering transformative potentiality of
postcolonial discourse, “it (postcolonialism) in effect obscures the faces of a neo-colomial
structure in the process of reconstructing global capitalism, and becomes the leading

theory of the global hegemonic re-ordering”(1996:50).

These have been the cause of some bitter Marxist polemics against the post-
colonial paradigm. Even one of its sympathetic proponents, Hall (1996) has described
‘post-colonial studies’ failure to consider the relationship between post-colonialism and
global capitalism as neglecting the prominent role of commercial popular culture within
systems of colonialism and neo-colonialism. In addition, from the point of view of the
oppressed subject positions - aboriginals, workers, gays, lesbians and women — Chen
(1996) has asserted that it is too early to celebrate a ‘post’-colonial era, because internal
colonialisation still operates. Moreover, as Ahmad(1992) insists, capital and 1ts

operations have been globalised, and the old centre/periphery model, on which some
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theories of hybridity continue to rely in theorizing the ‘in-between’, has consequently
ceased. The centre is just as heterogeneous and unstable, in terms of its class, gender and
even ethnic identities, as the periphery. As a result, the matrices of oppositional alliance

proposed in the discourse of hybridity have become potentially almost infinitely complex.

The appeal to anti-essentialist models of postcolonial identity also involves
another difficulty. Are all ‘fundamentalists’ or ‘separatists’ to be criticized in the new
dispensation that some theories of hybridity anticipate? Doctrines of hybridity do not pay
sufficient attention to those who resist the concept they insist on. The celebration of
hybridity seems to miss essential political points. Such factors have led many to look at
the concept of “strategic essentialism” as proposed by Spivak as an ‘intermediate’ model
of postcolonial identity. This raises crucial issues compared with some versions ot both
cultural nationalism and hybridity. In the first place, it allows a reassessment of cultural
nationalism in a positive light, both as a corrective to cultural pluralism of hybridity
thinking and as a coherent politics of resistance. In fact, we have to recognize that the
discourses and politics of cultural nationalism in the non-Western countries were
extremely effective in helping to end the era of formal colonialism. Further, while capital
may be globalised in the neo-colonial era, “the centre still tends to operate politically
through the medium of the nation state, or nation-state alliance”.”” To this extent cultural

nationalism can still play an effective role in resistance to the dominant global order.

However, one of the paradoxes of cultural nationalism is that “directly

15 See Moore-Gilbert, B (1997) Postcolonial Theory, p.197.
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oppositional or confrontational modes of decentring the centre might simultaneously
recentre it”.'® There is even a pitfall that in certain instances the ‘marginal’ will become
part of the ‘centre’. Above all, the inference of the essentialist approach 1s to accept as
inevitable the fragmentation of the postcolonial or minoritarian terrain into a series of
competing social and cultural formations. If the differences between these various
fragments are, indeed, essentially grounded, there can be little possibility of alliances

which organize on the basis of class, gender and so forth.

Within this context, ‘Strategic essentialism’ offers a way of considering the
importance or legitimacy of specific case histories focusing on different contexts of
oppression, but at the same time it provides “the possibility of allances mn a "war of
position’ in a way that cultural essentialism is reluctant to do”(Moore-Gilbert,1997:202).
In this connection, a “perspectival/relational notion of subalternity” or critical mmority
discourse - as opposed to its essentialist counterpart, whereby the position of the
subaltern could always be determined in advance out of some specific positivity - can
provide a more fruitful approach. ' However, what is sometimes over-looked by this idea
of ‘the war of position’ is that the multiple identities and ‘rainbow’ alliances which such a
strategy permits also offer a greater range of targets to the dominant. Obviously,
discrimination and injustice operates across a wide range of domains, from class and
gender to ethnicity and so on. Furthermore, in relation to the voluntaristic position-

taking that this involves, there are some doubts about its political eftectiveness.

16 See Derrida, J (1976) Of Grammatology, trans. G. Spivak, p.302.
'7 In relation to the concept of ‘perspectival or relational subalternism’, see Moreiras,A (1999)
‘Hybridity and double consciousness’. Also I’m influenced by JanMohamed and Lloyd’s concept of
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According to Moreiras, “subalternity 1s the site, not just of negated identity,
but also for a constant negation of identity positions: identities are always the product of
the hegemonic relation... and therefore not an autonomous site for politics”’(1999:377).
Hybridity has also today developed into a key word associated to a large extent with
hegemonic politics. For him, hybridity becomes “a reified notion as it assumes the
performative role of naming a space ‘where disintegration is elevated to diversity and

2%

inequalities... are reduced to differences’”’(1bid.). There are thus strong reasons to seek a
critical alternative to hybndity thinking from a subalternist perspective or minority
discourse. This viewpoint makes it possible to itiate a critique of the anti-essentialist

functions of hybridity thinking and at the same time to retain a pragmatic political

position.

Meanwhile, JanMohamed and Lloyd propose that “minorities, by virtue of
their very social being, must begin from a position of objective ‘non-identity’ that i1s
rooted mn therr economic and cultural marginalisation vis-a-vis the ‘West’”’(1990:16). To
be sure, the non-identity experienced by minorities i1s the persuasive reason that a
rigorously critical minority discourse, in its positive transformation of the discourses
emerging from that non-identity, does not merely fall back on the oppositional
affirmation of an essential ethnic or gender identity. In critical minority discourse, “the
abstract philosophical questions of essence and ethics are transformed into questions of

practice; the only meaningful response to the question, ‘What i1s or ought to be?’, has to

minority discourse. See JanMohamed and Lloyd, 1990.
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be the question, ‘What is to be done?’”(ibid.). Identity (however multiple, momentary,
strategic) 1s the base for political alliance and the most powertul political force moving in

the third world context.

At this point, I have to clanfy the perspective of my position. The question is
what a properly postcolonial conception of identity or positioning 1s. Here I am deeply
conscious that a choice between, or an attempted synthesis of, these different paradigms
of postcolonial cultural identity and positioning, is perhaps equally unnecessary “if one
applies an historical and differential perspective to the question of the heterogeneity of
‘the postcolomal™, as Moore-Gilbert suggests (1997:203). Because postcolonial histories,
and their presents, are so varied, the particular circumstances of their own development
must be considered. Consequently, a variety of interrelated models of identity,

positionality and cultural/critical practice are both possible and necessary.

The theory of hybridity has clearly gained in popularity, at least in the world
ot high-culture commentators on popular culture and, of course, in academia. However,
given both structural aspects and the concrete historical practices of subordinated subject
positions, the hybridity thinking in postcolomial studies certamly reveals its limitations.
Without self-conscious political identification, postcolonial analysis and research
programmes might slide only into established academic practices. As Ahmad has
suggested, hybridity fails to move beyond the momentary and the contingent. In the real
world, political agency is “constituted, not in flux and displacement but in given historical

293

locations” by having a coherent “sense of place, of belonging, of some stable
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commitment to one’s class or gender or nation”(1995:14-16).

Nevertheless, it does not mean that we can deny the enormous contributions
which postcolonial studies has made. Post-colomal cultural discourses foreground
questions of cultural and social identity, rather than direct struggle for political power.
They are pragmatic and “seeking to change life but putting forth no single blueprint for
the future”’(Moore-Gilbert,1997:32). For as long as the concepts of purity and
exclusivity have been central to an essentialised theory of identity, hybridity has served as
“the organizing principle for international cultural initiatives and entered the programmes
of local social movements”, as Papastergiadis (1997:257) has stressed. In this regard,
Clifford 1s right to insist that “setting up high standards for radical transformative agency

or narrow definitions of ‘real politics’ will only cut off potential allies”."®

Friedman 1s right to assert that identification is a practice situated in a
specific social context, a set of conditions that determine the way in which subjects orient
themselves in relation to a larger reality which they define in defining
themselves”(1997:88). In any case, the capability of shifting from one identity to the next
is seen as a performative phenomenon. In this sense, what is needed now is to develop a

“processual”’ theory of hybridity to replace the current stress on contingent hybridity, a

self-congratulatory discourse which leads nowhere, as Werbner(1997) has maintained.

The emphasis on ‘process’, as Hannerz has argued, is not to discern only

' Clifford, J (1998) ‘Mixed feeling’, in P. Cheah and B. Robbins (eds), Cosmopolitics. (University of
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change. But 1t 1s rather “a matter of destabilizing the privileged assumption of continuity
and timelessness, to make reproduction and change in principle equally problematic™
(1999:401). A more processual view on culture and 1dentity helps dismiss the assumption
of the umtary, integrated culture that 1s common to cultural fundamentalism. It could
also be, on the other hand, that such a processual stance may help resist a kind of
mystique of cultural difference and hybridity. In this regard, we must start from the
understanding that neither nations nor the nation’s ethnic ‘margins’ are homogeneous:
both are contested sites. Werbner goes on to argue that “a focus on hybridisation as
process reveals the fissions in the margin: strategies of co-optation, resistance or genuine
fusions divide the margins to create the crosscutting ties between centre and
margin’(1997:22). This attention to processes challenges any conception of the nation as
a cultural whole, mutating a single national subjectivity into hybridised cultural

subjectivities which can operate as a bulwark against racism or any cultural essentialism.

In this chapter, I am concerned with post-colonial approach within
contemporary cultural studies, and the attempt to critically apply it to a country like
Korea as representing a marginal locality. Indeed, as Chen (1998) has noted, cultural
studies 1s undergoing a critical phase of ‘mternationalization’. Cultural studies in the
Asian context, as an mtellectual and internationalist project, has been formed by the
postwar decolonization movement, and been a critical force to contmue that tradition. I

am concerned with and willing to engage in this current state of cultural studies as a

pedagogical project. In other words, I side with Chen that “our research and discursive

Minnesota Press: Minneapolis and London), p.368.
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practices have to become the critical forces of that incomplete project of decolonmization,

at least to decolonmize ourselves”(1998:29).

In fact, post-colonial discourse forces contemporary cultural studies to go
back to colonial histories, to decenter itself and to engage in the decolonization
movements such as “a new internationalist-localism project” (for details, see Chen,
1996:59). At this point, some crucial questions arise; what decolonization means 1n this
historical situation; an essentialist return to a ‘pure’ origin? or a postcolonial celebration
of hybridity? What are the possible alternatives? For Chen, the answer 1s what we might
call ‘critical postcolonial studies’, which is politically charged. ‘Critical postcolomal
studies’ must not simply attempt to attack capitalist neo-imperialism but also seek to
cross the boundary lines of nationalist entrapment. He continues to claim that cultural
studies has to be able to avoid the territorialization of subjective positions around the
axis of the nation-state, if we hterally want to abolish any form of colonization such as
oppression and domination. This kind of non-statist position or ‘a new internationalist-
localism’ seeks to investigate ‘global culture’ from locations identified with subordmate
subject groups. There are numerous possible ways of articulating more progressive lines
with post-national terms such as those grounded in subject positions and groups, and
around their intersections: gender/sexuality, generation, class, race/ethnicity. Within this
context, postcolomalism seeks, in short, to build transnational oppositional alliances.
The post-colonial situation does not indicate “a past-oriented redemption, but a future-

oriented unsettling of the settler’s colonization”(Chen,1996:45).
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However, with this kind of cosmopolitanism, the nationalist turn also reveals
itself mn post-colonial studies. It is often argued that the difficulty of handling increasing
levels of cultural complexity, and the doubts and anxieties often created when cultural
products transgress boundaries, are reasons why ‘localism’, or the desire to return home,
becomes an important theme - regardless of whether the home is real or mmaginary,
syncretized or mmtated. But, resistance that seeks to reclaim some ‘authentic’ local
culture 1s, it seems to me, doomed to failure. This so-called ‘authentic’ local culture is
daily interrupted by the global forces that seek to reconstitute it. Furthermore, the rise of
nationalist sentiment today has not so much to do with the progressive post-war
nationalism against imperialism (in opposition to imperialism) that formed throughout the
Third World, but rather is “an internal unifying project to assert a stronger voice and a
stronger share in the global formation of the super nation-state and
capitalism’(Chen,1996:40). Overall, what I am trying to point out here is how we can
deal with national culture without reproducing essentialism on an epistemological and
political ground in our analysis. A space of cultural production and national
representation 1s simultaneously becoming more globalized and more localized in
everyday practices. In this light, my primary concern i1s how the subjects of (post)modern
nation-states respond to such ambivalences ot cultural products, ethnicities and identities.
In concrete terms, I am concerned with Korean modes of response to global hybrid

culture, with regard to the processes of reconstructing ‘Koreanness’.

Cultures are not static, but dynamic: they continuously reform and

reconstruct themselves through tensions, often marked by ‘ambivalence’ and
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‘uncertainty’. We are not necessarily stuck forever with either our own cultures or those
of our neighbours. Within this context, in drawing on the dynamics and complexities of
identity construction mn contemporary Korean culture, I attempt to explore the
processual and performative dimensions of cultural hybridity from a marginal perspective.
It 1s this cultural construction of identities as a site of struggle that is crucial for my

purpose in this thesis, because there is evidence of this taking place in the Korean context.

In the following sections, I will focus on the study of popular music, in
relation to issues of cultural identity. Further, as the conceptual framework for
understanding the dynamics of identity construction in transnational Korean popular
music, I will outline the various trajectories of thought and traditions in which hybridity

has been inserted within a postcolonial perspective.

(E) Music and Identity

With regard to the theorisation of music and identity, there are two competing models -
so-called reflection and construction theories of identity. An older model of retlection
theory argues that music reflects underlying social relations and structures. The problem
of this model is to trace the links between a musical form or practice and its production
and consumption by particular social groups. This ‘homology’ model has often been
criticised for a deterministic mapping of the relation between social base and cultural
superstructure, whether in Marxian or Durkheimian terms. It is accused of reifying fluid

and processual dynamics i the formation of social and cultural identities. Conversely, a
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new model has emerged based on these criticisms. It implies that music has a formative

role in the construction, negotiation, and transformation of socio-cultural identities. "

In fact, the academic study of popular music has been lmited by the
assumption that, as Frith comments, “the sounds somehow reflect or represent ‘a
people’” (1996a: 269). What is at issue is homology, some sort of structural relationship
between material and cultural forms. And, as Middleton (1990) argues, this structural
homology is increasingly problematic when applied to the contemporary study of popular
music in culture. Within this line of thinking, musical meaning is socially constructed and
our musical pleasures are defined by our social circumstances. According to Middleton,
many of these studies tend to see social identity as a pre-formed thing which music
simply expresses. Moreover, if we apply this homology model to discussion of national
cultural identity and music, what might be missing would be “a more subtle appreciation
of the diversity contained within the nationalist music or discourse about music”

(Wade,1998:4). In such a homology model, the specificity of each practice 1s erased and

the characteristics of ahistorical structures define the practice.

The move that Frith and Stokes suggest towards seeing music as constituting,
rather than simply reflecting, identity would clearly work against such a tendency of

structural homology, since the relationship between music and identity becomes more

flexible and complicated. In relation to this, Frith claims:

' See Stokes (1994), ‘Introduction: ethnicity, identity and music’, in M. Stokes (ed.), Ethnicity, Identity
and Music. And also see Frith, S(1996), ‘Music and 1dentity’ in S.Hall and P. du Gay(eds), Questions of
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“All the personal terms I have been using (1dentity, emotion, memory) are,
of course, socially formed. But this is only part of the story. Pop tastes do
not just derive from our socially constructed identities; they also help to

shape them.”
(1996a:276)

What all music does, in the end, is “put into play a sense of identity that may or may not
fit the way we are placed by other social forces”(ibid.:277). In relation to music and
national cultural identity, my approach is to try to follow this sort of ‘social construction
of reality thinking’ which informs much current writing on the relationships between
ethnicity, place and identity (Jackson and Penrose,1993). From this point of view, as
McCrone makes clear, “the question to ask is not how best cultural forms reflect an

essential national identity, but how cultural forms actually help to construct and shape

identity, or rather, identities(1992:1935).

Yet, this construction model of identity alone cannot generate the conceptual
complexity adequate to the challenge of theorising music and identity, so there 1s a need
to acknowledge that music can both construct new identities and reflect existing ones. In
reality, the two perspectives are not contradictory. Cultural identities are not smmply
constructed in music; there are “prior identities that come to be embodied dynamically in
musical cultures, which then also form the reproduction of those identities”(Born and
Hesmondhalgh:26). In this light, I focus on ‘the mutual constitution’ of musical and

social self that might allow for retention of insights from both perspectives, and that are
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able to embrace less reductionist notions of how music may connect with, or be totally
irrelevant to our sense of community and collectivity. In other words, music
simultaneously involves reflection and construction, belonging and detachment, mn

relation to the formation and transformation of individual and collective identities.

Thus, the various allegiances, which the musicians of many hybrid (or
syncretic) musics have exhibited through their music practices, and the various
positionings, they have adopted in international markets, all point to the fact that
“cultural identities are not lodged somewhere or in something but rather emerge from
points of articulation” (Guilbault, 1997:41). As Guilbault has suggested, what has been
at issue, is “the relational and performative aspect of identity through music by focusing
on points of articulation in terms of the making and remaking of alliances between

communities as the crucial processes within popular music” (ibid.).

Overall, we need a new focus for examining the processes by which national
cultural identities are constituted and continually reformulating themselves. This new
focus should be on what has been called ‘points of articulation and rearticulation’, rather
than on fixed identity.”® Here if we reject any notion of essential ethnicity or fixed
identity, then we need to accept the contradictoriness and ambivalence of cultural,
political and representational practices. If music is seen as constitutive of, as well as
representing, social identities and positionings, then this opens up flexibility in grasping

its representational role. This perspective will be my point of departure in this thesis,

20 See Clifford (1992); Frith (1996a); Middleton (1990).
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from which [ will examine the formation (or transformation) of ‘Koreanness’ mn a world

of highly hybridized pop music at the beginning of 21" century of Korea.

(1) The Globalisation Thesis in Popular Music

With regard to the cultural impacts of globalization in the local setting, the local’s global
orientation is pulling its cultural identity in contradictory directions; it is simultaneously
to devalue and valorize traditional cultural forms. There is an extreme ambivalence about
the past. On this point, we need to examine debates about globalisation, time-space
processes, cultural imperialism, and cultural identity more thoroughly, i relation to

syncretic or hybrid musics.

The neocolonialism characteristic of the experience of many peripheral
nations is defined as ‘cultural imperialism’. Recent arguments made by many academucs
regarding cultural imperialism assume that the structure of cultural production
determines meaning. With regard to music, this argument of ‘cultural imperialism’ 1s
often defined as the imposition of Anglo-American music on the periphery (non-Western
countries), and the exploitation of national, culturally distinctive and often politically
oppositional forms of ‘roots’ music by globally dominant Western market forces,
recording industries and musicians. The studies of cultural imperialism have presented
theoretical analyses on the nature and process of the destruction and homogenization ot
the non-western culture at the hands of the culture of the advanced capitalistic Western

societies.
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The studies of cultural imperialism may offer a good explanation of the
production and distribution of cultural goods in a global system, or what
Appadurai(1990) terms a “global cultural economy”: a single market determined by the
needs of the core( Western industrialized countries plus Japan). But the major limitation
of the cultural imperialism thesis is that it lacks a practical explanation of the cultural
exchange in the peripheries and its nature. In this regard, some highlight the
‘globalisation’ thesis as an alternative to imperialism. For instance, Tomlinson(1991) has
argued that globalisation is a far more incoherent and far less purposeful process, rooted
more in interconnection and interdependency. The globalization perspective compels us
to rethink the definition of ‘national’ or ‘local’ culture as a self-contained space. Those
who identify cultural globalisation point to processes of cultural change occurring at both
an interstate level and transcending the state-society unit. In the thesis of cultural
imperialism, ‘“cultural struggle among ruling and subaltern classes, mobilizing as a tool of
social integration and oppression, and as a space of resistance”, is neglected, and “the
content of the traditional and national culture is mistakenly seen as a fixed entity that
must be preserved in its original forms” (Kang, 1998:1-2). In this connection, the cultural
imperialism hypotheses have failed to explain the relationship between culture and power
in the realm of nation-state, or the dynamic relationship of cultural formation of classes,

while they have provided a useful explanation of the worldwide consumer culture in the

framework of political economy, (Kang,1998).

In addition, in the process of actual consumption of Western culture in the

non-Western countries, the cultural imperialism hypothesis overlooks the possibility of
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resistant interpretation. It generally does not take into account the multiple interpretive
strategies used by audiences in different cultures. Relative autonomy in the sphere of
culture needs to be considered. Once rock is in the marketplace, recording companies do
not control its use. Fans appropriate 1t for their own uses and give it their own meanings.
For example, as Robin Balliger(1999) suggests in his research on Trinidad and Tobago
which focuses on the popularity of American rhythm and blues ballads among young
women, the adoption of foreign music like ‘ballads,” (or ‘lovesongs’) was a way to
protest against the dominant culture and policies blamed for increased suffering.
Importantly, these foreign commercial musics have become meaningful for women in
relation to domestic violence and social instability and they are a lifeline to get through
bad times. Balliger’s research on ballads in Trinidad and Tobago illustrates how popular
music marks new sites of meaning and identification. Meanings and uses of popular
music are multiple and contested. In this sense, the production and consumption of music

need to be examined in 1ts particular place at any historical moment.

Within this context, a new relationship between the periphery and the
centre(or the local and the global) has developed “in which the local should be seen as a
fluild and relational space, constituted only in and through its relationship to the
global”’(Robins,1991). In terms of cultural aspects of globalisation, the global reality 1s
defined clearly as a process of uncertain and mutually contradictory changes, and this has
led to the validation of forms of hybridity that grow out of contested spaces produced at
this intersection, offering a critical perspective on both sides of the periphery and the

centre.
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The theorization of hybrdity is found particularly in the work of Homi
Bhabha(1994). The term, ‘hybridity’ or ‘hybridization’ is based on transformation in
nature. Bhabha views hybridity as the product of what he calls “cultural translation™ and
as an articulation between dominant and marginal discourses associated with diasporas
and other forms of postcolonial cultural contact. Through the process ot ‘cultural
translation,” hybrid subjects negotiate cultural difference in a constantly performative
interaction between home and host. Bhabha’s concept of hybridity opens up a “third
space” for cultural strategies to become active forms of resistance to domination and

marginalization (1994:5-9). '

Although there are some restrictions of the theorization of ‘hybridity,” as in
the case of concepts of cultural translation or syncretism, - for example, the problem of
leaving aside the unequal structure of cultural production and distribution - the
global/transnational framework can be understood as a challenge to existing over-
simplified centre-periphery models. In terms of music, Frith(1991) argues that the
cultural imperialist model - nation versus nation - must be replaced by a post-impernal
model of an infinite number of local experiences of( and responses to) something globally
shared. Thus, these local practices and musical idioms are increasingly important, not just
in terms of providing expression for locality in music, but as agents of what Appadurai

has called “repatriation of difference” which adapt homogenized global musical forms

.

*! With regard to this issue of ‘hybridity’, see also, Clifford & Marcus(1986) Writing Culture: The
Poetics and Politics of Ethnography;, Appiah, K.W.(1992); Werbner and Modood(1997); and many

others.
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into “heterogeneous dialogues of national sovereignty’ (1990:16).

(2) Debates on ‘World Music’and Syncretism

“I wouldn’t want to define myself. But there are two ways I see myself.
One 1s to appeal to my African audience and the second 1s to leave my-

self open to other influences and other cultures.”

22
Youssou N’Dour

Problems of national cultural identity and of the relationship between First World
and Third World can be identified frequently in ‘world music’. The phenomenon
known as ‘world music’, which i1s often seen as a prominent musical indicator of
globalization, is both a reflection and an agent of processes of musical and cultural
interaction between widely disparate regions of the world.”> The dynamics of world
music, through issues such as representation and hybridization, create new,
complex subject and political positions. As an academic label, world music offers

an opportunity to explore both the limitations and the radical possibilities that such

a music category mught introduce.

Contemporary debates about world music can be characterized by a
tension between two competing approaches. On the one hand, there is a long

tradition of Marxist and neo-Marxist analyses of imperialism, in which culture and

** Senegalese musician. In the Interview with Kwaku, Reggae commentator. Quoted by
Taylor(1997:136).

%> The term ‘world music’ refers here to any commercially available music of non-Western origin and
circulation, as well as all musics of dominated ethnic minorities within the Western world. See Feld
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media are seen to reflect inequalities 1n the economic and political spheres.
According to Hutnyk (1996), world music as cultural capital in the global domain
is an illuminating example of the workings of neo-colonialism that is characterized
as a skillful deployment of the rhetoric of ethnicity and hybridity. In a similar vein,
Sharma (1996) asserts that the recent major industry promotion and distribution of
Asian artists such as Nusrat Fateh Ali Khan (Pakistani Qawwali singer) or Bally
Sagoo 1illustrate how particular cultural forms are articulated alongside the
expansion of new consumer markets around the world. The ‘new’ politics of
hybridity as manifest in the discourse of world music does not, according to
Sharma, merely essentialise Asian culture, it further ignores highly differentiated
racism and the exploitative relations of power between the overdeveloped West
and the underdeveloped zones of capital. In this line of thinking, hybridization is no
more than a tactic for the exploitation of cultural difference or ‘otherness’ and the
late modern project of Western hiberalism. Further, the paradigm of post-colonial
theory in which the underlying assumption is that hybridity produces new and more

progressive cultural formations is undermined as the guise of elite academic work

at the expense of the ‘“Third World’.

On the other hand, one can also look at the world music phenomenon
from another viewpoint and see this new music as a site “from which something

begins its presencing” as Bhabha has proposed (1994:4-5). He explains:

(1991:134).
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“If the jargon of our times- postmodernity, postcolomality, postfeminism-
has any meaning at all, it does not lie in the popular use of the ‘post’ to
indicate sequentiality... These terms that insistently gesture to the beyond,
only embody its ‘restless and revisionary energy if they transtform the pre-

sent into an expanded and ex-centric site of experience and empowerment.”

(1994:4)

In a related fashion, Chifford has focused on ‘hybrid cosmopolitan experience’ as

much as on rooted, native ones:

“I’m not saying there are no locales or homes, that everyone is or should be
traveling, or cosmopolitan, or deterritorialized...Rather, I’m trying to sketch

a comparative cultural studies approach to specific histories, tactics, every-

day practices of dwelling and traveling: traveling-in-dwelling, dwelling-in-

traveling.”

(1992:108)

My initial question on the issue of meanings 1n ‘world music’ practices
stemmed from my concern with the relationship between music and identity (or
locality). For my own part, I would like to look at world music from the angle of
post-colonial and postmodern perspectives. In this light, Hall’s assumption that
“new ethnicity speaks from a particular place, out of a particular history, out of a
particular experience, a particular culture, without being contained by that
position” echoes my perspective here (1992a:258). Questions of identity are a form
of politics rather than an inheritance. As Clifford asserts, ‘“cultural/political identity
is a processual configuration of historically given elements-including race, culture,

class, gender, and sexuality”’(1992:116). Overall, what interests me most here 1s

that the specificity and processes engaged i the construction of world music can
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invite us to look at “new questions that acknowledge the complexity and fluidity of

meanings involved in the act of constructing and rearticulating identities through

music”’ (Guilbault,1997:32).

H ybridity or syncretism characterizes contemporary popular musics
including world musics. Globalization is providing musicians all over the world
with new ways of making hybrid sounds and hybrid selves, even though this
cultural mixing is not a recent phenomenon. But, as Timothy(1997) notes, the
ways in which musicians make hybrid sounds have at least partially changed from
older modes of cultural interaction in modernity. This global/cultural mixing in
‘global postmodernism’ results in some new musics and subject positions. Instead
of the straightforward wiping out of indigenous music making, as the cultural
imperialism thesis has predicted, new popular musics and new manners of
Interpretations to musical practices are being made. For example, new music
sounds as if they could be increasingly Anglo-American, but their languages and
vocal styles are distinguished. As Timothy rightly points out, “old ones altered or
maintained, sometimes museumized and sometimes lost altogether”, (1997:197).
Similarly, Barrett has proposed that “it is essential to recognize that world music
artists possess a sense of agency’(1996:246). The choices made as to which
clements to borrow, change, or reject are a manifestation of local and national
cultural preterences. In this sense, the essentialist understanding of hybrid world
musics does not encompass either the process of producing music, nor its meaning

in the ears of consumers, in other words, the complexities of reception.
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In relation to the concepts of ‘appropriation’ and ‘authenticity’ on the
world music scene, it is interesting to see that there is a different expectation
among western musicians and musicians from the margins of the global economy.
Some western musicians, such as Paul Stmon and Peter Gabriel who collaborate
with musicians from other parts of the world, are hardly described as makers of
hybrids, and demands of authenticity are not made of them and their music.
However, musicians from the rest of the world face constant pressure to be
culturally ‘natural’ and ‘pure’- because of western demands for authenticity. At this

point, it 1S worth questioning: Whose authenticity? Or whose hybridity? Michael

Brooks who was Youssau N’Dour’s artistic advisor puts it this way:

“What’s exciting for me is that the band is right on the edge of establishing

a personal music. It has Senegalese elements in it, and it also has pop elem-
ents 1n 1t... They are Africans making music, but you wouldn’t necessarily

label it African music. It’s something altogether new.”
(Cullman, 1991:174)
On this point, thus, the question of ‘whose music?’ must be replaced by the
assertion of ‘our music’ that 1s now being constructed in a specific context. Put
differently, where music comes from is not an important issue anymore, in relation

to music and individual and collective identities.
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(3) Transnational Popular Music and the Multiplicity of Cultural Identities

“Since the mid-nineteenth century a country’s music has become a political
ideology by stressing national characteristics, appearing as a representative
of the nation, and everywhere confirming the national principles...Yet music,
more than any other artistic medium, expresses the national principle’s anti-

nomies as well”’.

Adorno (1976)

Most recent studies about processes of musical hybridization in the non-Western world
have tended to adopt a ‘world music’ paradigm that often focuses on “the politics and
aesthetics of the local as resihient articulations of opposition agamst Western
hegemony”’(Erlmann,1993:4). But this world music phenomenon tells us relatively little
about the Korean case, for contemporary Korean popular music does not really fit the
category of “world music.” According to Roberts (1992), ‘world music’ is not just
another name for musical hybridization. Rather, it is more appropriate to define hybrid
world musics as forms of ‘transnational popular music’- including, for instance, Algerian
rai, Cameroonian bikutsi rock, Chinese disco, Korean hip-hop, etc.-, which rely on the
idiosyncrasy of global music and fuse Anglo-American pop sensibility with preexisting
local traditions. Nowadays, almost all countries’ popular musics are shaped by
international influences and institutions, by multinational capital and technology, by
global pop norms and values. The contemporary syncretic musics of Korea that will be

discussed later in this thesis are indistinguishable from such transnational popular music.

In fact, the movement of musical styles and instruments across the world is
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nothing new, as the tradition of diasporic African-American music itself suggests. As
Keil notes, “American popular music has come to sound more and more like African
popular music’(1966:45). With regard to the issue of music and hybridity, recent years
have seen paradigm shifts in popular music studies away from a cultural imperialism
paradigm towards theories of postcolomiality and globalisation. The very complexity of
global musical-cultural flows has caused the abandonment of what was the dominant
approach during the 1970s and 1980s - ‘acculturation’. The stress on both transnational
cultural flows and deterritorialization in post-colomal cultural studies has influenced new

discourses on musical hybridity and new kinds of musical objects.

Writers such as Slobin, Gilroy, and Lipsitz have focused on ‘diasporic’ or
‘hybrid’ music.”* In relation to the concepts of musical dialogue and syncretism, Lipsitz
(1994) shows optmmism about musical hybridity. He has suggested a new kind of politics
which “takes commodity culture for granted”, but which produces “an immanent critique
of contemporary social relations”(ibid., p7, 12). For Lipsitz, post-colomal culture
provokes the impossibility of any national identity incorporating the diverse elements that
make up a nation into a unified totahity. Post-colonial culture also shows the inadequacy
of national ‘imagined communities’ in regulating and solving the explosive contradictions
of global structures of economic, political, and cultural power. Within this context, new

forms of domination also give rise to new forms of resistance. As Lipsitz puts it:

“Rather than viewing post-colonial culture as a product of the absence

** Slobin (1993), Subcultural Sounds; Gilroy (1993), The Black Atlantic; Lipsitz (1994), Dangerous
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of faith in yesterday’s struggles for self -determination, it might be better
to view 1t as product of the presence of new sensibilities uniquely suited

tfor contesting the multinational nature of capital.” (1994:20).

However, Lipsitz’s optimism seems to be overdetermined by a kind of
“internationalist class politics, ... as though there are no problematic essentialisms, or
antagonisms, or nationalisms being expressed in these musical forms”.” As another
approach, Stokes analyses the rise of hybrid urban popular musics in Turkey and other
Middle Eastern contexts in the 1980s in terms of three related conditions: economic
liberalisation, the end of statist promotions of a unified national culture, and the
increasing penetration of multinational capitalism. Yet this perspective, which tries to
read these hybrid musics as embodiments of a new and effective cultural politics from the

margins, as progressive ways of ‘writing back’ against the centre, seems to exaggerate

their relative cultural power, and neglect the global and flexible industrial complex.

Meanwhile, writers such as Erlmann and Feld express a pessimistic opinion
about the consequences of the intensified transnationalisation of music.”® For Erlmann,
influenced by Baudrillard’s postmodern pessimism, hybrid world music 1s not a sign of
resistance or opposition, but a postmodern pastiche which demonstrates the triumph of

the culture of the simulacrum and “a new aesthetic form of the global

imagination”’(1996:467). Smmilarly, Feld deploys the history of ‘pigmy pop’ in Central
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Crossroads.
*Born and Hesmondhalgh (2000), ‘Introduction: on its difference , representation, and appropriation in

music’, in Western Music and Its Others, p.22

*° Erlmann, V(1996) ‘The aesthetics of the global imagination: reflections on world music in the 1990s’,
Public Culture 8; Feld, S(1994) ‘From schizophonia to schismogenesis’, in C. Keil and S. Feld, Music
Grooves: Essays and Dialogues (Chicago and London: Univ. of Chicago Press).
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Africa to understand what happens when sounds become split from their sources. And he
concludes that there is the unequal power relations between the global corporations and
the pigmy people, in spite of claims that we have already entered a new era of
transnationalisation. This line of thought adds critical new dimensions to the politics of
musical appropriation 1n an era of the celebration of hybridity. But, it also treats ‘the
market’ as a homogeneous system and fails to differentiate the discourses and practices

embodied by the industry’s own vague term ‘world music’.*’

Then, how do we reconcile these contending models? I agree with Frith, who
resists both pessmmistic reading and more optimistic interpretation about transnational
popular musics, when he proposes particularistic analyses of the ways in which music
articulates identities in specific local contexts. For such micro-level practices can show
the role of music in the proclamation of multi-faceted national and cultural identities
‘from below’. Obviously, the significance of transnational popular music derives from the
lives and practices of musicians and participants and their formations of networks of
activity. To put 1t briefly, in order to understand how transnational music 1s created and
interpreted, we need to look at a set of interwoven vernacular and academic discourses,

rather than to read off the meaning of cultural practices from musical forms.**

From this viewpoint, focusing on post-colonial discourses about ‘hybridity’
or ‘syncretism’, ‘appropration’ or ‘localization’ within the Korean context, this thesis

aims to explore transnational musics ot Korea, and analyze them in their sociocultural

*’ See Born and Hesmondhalgh (2000), p.23.
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contexts, m relation to the formation and transformation of Korean identities. In Korea
today, in a turbulent context of change and media development, mass-mediated and
commercialized popular musics have developed. New styles, including derivative
imitations of primarily Western pop or Japanese pop, as well as creative fusions blending
indigenous traditions with diverse external influences from North America, Europe, and
Latin America, have proliferated. Just as many peripheral countries borrowed models
from outside, selectively adapting desired influences into their own distinctive styles and

beliefs, to create a merging of the old and the new to varying degrees, contemporary

popular musics in Korea have become a hybrid mix. But many Koreans still fear that
westernizaton and commercialization gradually undermine national culture and cultural
identity. Growing Western influence i many peripheral countries has recently become an

important issue and in this respect, the case of Korea is not exceptional.

In fact, anyone who tries to search for an ideal “Korean Sound” will be
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