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Introduction

This paper will examine K-pop reterriterialization and questions of culture and territory for
the transnational production and cansurmption of Hallyu. | will briefly discuss Hong 1I-5ik's
theory of "‘Cultural Territory’ as a theoretical background and then mowve on to Appadurai’s
theory of globalization (1990} and Lull’s theory of reterritorialization {1995/2000) to discuss
how we could understand Hallyu as part of the global cultural economy and the creation and
reception of K-pop in terms of cultural reterritorialization. This paper will introduce some of
the recent developments associated with K-pop production and consumption in the UK as
specific examples and they include K-pop fans, composers, preducers and performers as well
as local media in the UK. This is to discuss how these specific transnational contexts and
influences, of the UK for example, give shape to K-pop and Hallyu as part of the glohal
creative industries, while Hallyu and K-pop, in Wwrn, encourage wo-way cultural Nows and

transactions.

Culture and Territory in the Era of Glohalization

I would like Lo begin with Hong 11-5ik's theory of ‘cultural territory”; Hong posited Lwo
oppositional concepts of territary, namely, the ‘ideology territory” which supports the
interests of state and its politics and laws, and the ‘cultural territory” which respects peace,
harmaony and compromise. A third concept is the ‘'market territary’, created by competitive
transnational capitalism which transcends the geopolitical borders {cited in Kim 2020: 99).
Hong deemed that the concept of cultural territory” will promote ‘cultural cosmopolitanism’
and ‘cultural nationalism’ and they will bring the western cultural imperialism and
hegemony of the past Lo an end, and promole a peacelul coexistence of different nalional
cultures which, in turn, converge into a3 non-competing universal cosmopaolitan culture. This
‘cultural territory” is also deemed to promote ‘new humanism’ {ibid.) However, | wish to
argue that at the same time, this theory founded on idealism, takes little account of the

carriers of a culture and the associated interactions and processes within and between the



ideology, cultural and market territories, 5o, we may ask whe are in the territories, and how
they interact and communicate and even compete to create a territory, be it ideological,
cultural and market? Additionally, we could also question the notion of territory itself as it
rmay not be fixed ar contained, but fluid and imagined subject to different perspectives and

interests.

In this context, Hong [I-51k's concept of ‘ideology territory’, ‘cultural territory’ and ‘market
territory” may be complemented by Arjun Appadurai’s theary of globalization {1990), which
maore critically examines the glabal dynamics of the political, cultural, economic and
technological changes. Building on Anderson's theory of 'imagined communities’ [1983),
Appadurai proposed a theary that helps us to understand the ‘new global cultural economy’,
which itself, according to Appadurai, is 2 product of ‘disorganized capitalism’ and a complex
of fundamental disjunctures between economy, culture, and politics” {Appadurai 1990:
328). Motably Appadurai theorised “scapes’ because of their fluidity and their dependence
on perspective. In this respect, Appadural’s five ‘scapes’ (ibid.,7-10) could be applied very

well to Hallyu and Hallyu as below:

Ethnoscape refers 1o the ever-changing landscape of persons who constitute the shifting
world in which we live ({bfd.,7). For example, the K-pop ethnoscape constantly changes and
expands through the recruitment of transnational artists, international producers and
composers and global audience. In the UK context many K-pop singles and albums have
heen written and produced by British artists; BTS's fist English language song ‘'Dynamite’
{2020) was co-written by David Stewart and lessica Agombar and produced by David
Stewart. This song also was the first South Korean single to become number one on the
Billboard Hot 100 chart and also topped many international pop charts and streaming sites.”
Another example is Arcade, a British preduction and writing duo, whao have written and
produced a number of singles and alburms for various K-pop acts, including BTS (Big
Hit/HYBE), Tormorrow X Together (Big Hit/HYBE), Taemin {5M), Enhypen [Belift Lab/HYBE),

Got7 (JYP), SHINee (SM) and Key {SM).? Many European songwriters and promoters are now

U Oynamite’: https:/ Swwwyoutube.comywatch fv=gd ZLi%c WM 2z, official MV, viewed over 1.8 billion times
since 21 Aug 2020,
T Official wehsite of Arcades: https:/ wwwe.creadesuk.cory/,



based in the UK, especially the greater London area, which has now become an impaortant
music industry hub for the K-pop and international music markets, including 1 pop, C pop
and Eurovision pop. Some UK and European K-pop composers have chosen to move to South
Korea, or to travel frequently to Korea to work for the Seoul based production companies,
Tracks of K-pop songs written and co-written by UK composers can be found on Spotify,

Soundcloud and Instagram and other social media platforms.?

Another important aspect of the l(-pop ethnoscape is its global fandom which has been vital
to K-pop's success across the warld. K-pop fandom has also been empowered and mobilised
by digital technology and social media (see Technoscape’ and ‘Mediascape” below). K-pop
fandom can also be understood in connection with Henry lenkin’s concept of ‘pop
cosmopolitanism’, which refers to the ways that transcultural flows of popular culture inspire
new forms of global consciousness and cultural competence (lenking 2004: 117). This pop
cosmopolitanism has also become an identity marker for global K-pop fandom. UK K-pop
fandom is characterised by its multicultural and multi-ethnic compositon reflecting the
demographic and cultural diversity of contemporary UK society and this is also a comman
feature found in other European countries such as Germany (Fuhr 2013} Austria (Sung 2013)
and France [Cicchelli, Octobre and Riegel 2019). The ‘ethnoscape’ of K-pop fandom in the UK
consists of East Asian, Southeast Asian, South Asian, Afro Caribbean, White and mixed
nationalities. Notably non-UK born and short-term residents, such as overseas students and

contracted employees, make a visible contribution to this K-pop demography (Um 2013: 31).

hany of the fans are young and female, in commen with other global K-pop fan
communities, One unigque leature of K-pop fandom in the UK is the development of
university K-pop societies across the country since 2011, What is significant here is that
theze K-pop societies operate as part of the student union which accommaodates a wide
range of student sociefies and clubs. Many K-pop societies enjoy a multicultural and multi-

ethic membership and this demography in turn reflects the international recruitment of the

* For example, Spotify playlist of the Liverpool born K-pop sorgwriter Jess Flerpoint
hitps/foper.spolifcom/playlistf2aGHoU Ry 22 muSORIN3LARNFsi=Raw L TpiTradrfycd 2 802 wlpi=a-
hOTINAz MOsgm&nd=18&dlsi=2feall7ad15c4ch2.




LK higher education institutions. In this context the Korean Wave and K-pop are now
hecoming part of the cosmaopolitan tapestry of the contemporary UK university cultural
environments. It therefore follows that K-pop society members are no longer just a
marginalised group of Asian popular music fans who are separated or isolated from their
peers, but they contribute to the diversity of contemporary cosmopolitan student culture

(Um 2019: 7-8).

Technoscape refers to the 'global configuration of fluid, of technelogy, bath high and low,
both mechanical and informational technology that mowves at high speeds across various
kinds of houndaries. It is driven by complex relationships between money flows, political
possibilities, and the availahility of both unskilled and highly skilled labour’ (Appadurai 1990;
2). Digital technology has been vital for K-pop and the Karean music industry in general since
2006 when South Korea became the first major music market to become more than 50%
digital. Global K-pop landom, in particular, owes a greal deal Lo this Llechnoscape. Mare
recent developments of new technologies, including Al, 5G, VR {virtual reality) and AR

(augmented reality) have been integrated into various Hallyu products and K-pop.

It is notable that the concept of 'Culture Technology' [CT) was first introduced in the late
15990s by Soo-Man Lee, the founder of SM Entertainment. This talent agency created a
manual of ‘Culture Technology’, wilth Tour core slages Lo popularize K-pop artists abroad:
Casting, Training, Producing and Marketing/Managing. During the 2011 SM TOWM in Paris’,
Soo-Man Lee proposed three steps for successful Hallyu development: (1) exporting the
product, {2) collaborating with international companies to expand the product's presence
abroad, and (3) creating a joint venture with international companies (Chung 2011). And for
the joint ventures with international companies, South Korsan talent agencies should hire
foreign composers, producers, and choreographers to ensure K-pop songs feel ‘local’ to
foreign countries {Chang and Choi 2011). Soo-Wan Lee announced a ‘New Culture
Technology’ [MCT) in 2016 with a 5h-specific system which extended their artists
recruitment to overseas. 5o, what we understand as the K-pop production system was
developed over time, from the mid 1990s {when 5M's first boyband H.O.T. debuted in 1996}
through the mid 2010s {when 5M's boyband NCT's debut in 2016) (Lee 2022). Itis also

notable how the concept of technology is conceived and presented in such a way, that



technologies of thought and culture could be used to produce practical knowledge for the

production of music.

Finanscape refers to the flow of capital, currency markets, national stock exchanges, and
comrodity speculation across national borders and territories. (Appadurai 1990: 7). Many
Korean entertainment agencies collahorate with the aoverseas major labels for their
international distribution: in fact, these intermnational and transnational collaborations are
crucial to K-pop industry development, as Soo-Man Lee’s Cultural Technology proposed.
Moreover, HYBE acquired a US hip hop label QC Media Holdings in 2023 and a Latin music
label Exile Music in 2024, bringing K-pop, Hip-hop and Latin music under the same

management.

According to the 2023 IFPI Global Music Report (2024), South Korea was the /™" largest
music market in the world in 2023, And six K-pop acts were in the 2023 IFPI Global Artist
Chart Top 20 including: Seventeen {2™), Stray Kids {39), Tomarrow X Together {71,
Mewleans (8, IVE (12"} and NCT DREAM {15"). Mareover, 13 of the Top 20 albums came
from Scuth Korean acts in 2023, demonstrating Korea's global dominance of the physical
album format. The only non-Korean artist present in the Top 20 was Taylor Swift {(6"]. This

success of K-pop in the global album sales also reflects the rise of the fandom economy.

IWlediascape refers to the distribution of electronic capabilities to produce and disseminate
information, including bhoth old media and new media. It tends to be image-centered,
narrative-based accounts of strips of reality (Appadurai 1990: 9. The development of K-pop
and Hallyu ewes rmuch to the mediascape of the local {Korean), regional {inter-Asian} and
glohal entertainment industries. Mew media and transnational digital platforms, in
particular, have been vital for the distribution of K-pop products and the development of the
glohal K-pop fandom. As with many other parts of the world, the first encounter of K-pop
far the general audience in the UK was Psy's ‘Gangnam Style’ music video. This
entertaining music video went viral on a global scale and saw the proliferation of

consumer-driven parodies of video productions online. British media compiled scveral



parody charts, including the top 6 by the broadsheet newspaper The Guardians® and
the top 10 by the tabloid paper The Sun.” Pey's ‘Gangnam Style® made an indelible
impression on the UK general public and global audience alike. Its enduring legacy as a

global pop scnsation in the internet age is still relevant today.

In August 2024, three doecumentary programmes on K-pop premiered, one in the UK and
two globally. They are: Mode in Korea: The K-pop Experience (6 parls) by Lhe BBC,® Pop Star
Academy: KATSEYE (8 parts) by Netflix” and K-pop Idofs |6 parts) by Apple TV+. It could have
been a coincidence that all three series on the K-pop industry came out in the same month,
but this signifies how the topic of K-pop production systems became a popular subject for
the global media. The BBC documentary Made in Korea: The K pop Experience was created
through a UK-Korean collaboration of Moon & Back Media, SM Entertainment, and S5 &
Kakao Entertainment America. Five young British musicians, aged between 1% and 23, were
selected through auditions in Britain to form a boyband. They spent 100 days in South Karea
to be coached and evaluated by SM Entertainment’s specialists as if they were K-pop
trainees with their official debut due during the last guarter of 2024. This series offers an
interesting insight into the perceived differences between K-pop and mainstream Anglo-
American music industry practice. For example, the British band members gel Lo choose
their own band name, rather than the managing label. The Korean mentoris also seen to be
tormal and strict, while the British manager comes across as being informal and relaxed. At
the same time, this programme combines the British and Korean formats of TV reality shows

farirs narrative and plot.

|deoscape: For Appadurai, ideoscape is concatenations of images, but they are often directly
political and frequently have to do with the ideologies of states and the counter-ideologies

of movements explicitly oriented to capturing state power ar a piece of it. The idecscape of

TiGangnam Style parodies: six more of the best!, The Guardion, 19 October 2012,

hittpe feewwr guardizn.co.uk/ muosic/musicblogf2012/0ct/ 19/ gang nam-style-viden-paradies-psy.

* Top 10 Gangnam Style parcdies show our funny Psyde’, The Sun, 24 October 2012,

hittgs: e Lthesun,co.uk/are hives/rews AA0SE6ETop-10-gargnam-sty le-parodies-show-our-fun ny-psyde.
8 byt s funanoe b eo. ul fiplayerfepisnde o/ miON2 23( 7 made-in-korea-the-kpop-sxperience

* https:/ fwerw. netflix.com/gb/title /81587828




K-pop and Hallyu are shaped by the Korean state interests to promaote them as a soft power
generator [Mye 2004} and as part of its nation branding project and cultural diplomacy.
The Korean Cultural Centre UK [(KCC UK} has been running the K-pop Academy, whichis a
semester-long education programme on Korean traditional and contemparary culture
since 2012, For KCC UK the K-pop Academy is its ‘flagship cultural programme’ which
affactively promuotas Korean culture by way of using K-pop as a catalyst. While
enhancing the image of Korea, this programme has been producing a number of
graduates who hopefully take an the role of ‘cultural ambassador’ for K-pop and
contempaorary Korean culture. Other K-pop related programmes and events organised
by KCC UK included: ‘k-pop Might', ‘kK-pop Competition’, and 'K-pop Auditions’ (by YG
and I¥P). These K-pop related programmes are interesting examples, in which South
Korea's cultural diplomacy through popular music meets the *pop cosmopolitanism’ of

the K-pop fans inthe UK.

I'he state cultural policy far Hallyu has been supporting the Hallyu ideoscape. On the 27 of
September, the South Korean government passed the Framework Act for the Promotion of
Hallyu industry. This new legislation will further reenforce the government’s influence on the

creative industries in South Korea,

Cultural Reterritorialization and K-pop

As described above, Appadurai’s theory (1990) allowed us Lo think aboul the process of
production and consumption of K-pop and Hallyu in the context of globalisation. Now |
waould like to apply Lull's theary of reterritorialization [1995,/2000) which affers us a useful
model for our understanding of the cultural mobility and fluidity of music genres and
creative industries. Reterritorialization, according to Lull {1995/2000: 159), embraces two
coactive phenomena. Firstly, the foundations of cultural territory (i.c. ways of life, artefacts,
symbaols and contexts] are ‘all open to new interpretations and understandings’. Secondly,
reterrilorialization also implies that culture ‘is constantly reconstituted through social
interaction, sometimes by creative uses of personal communication, technology and the
mass media’. This theary of Reterritorialization also echoes Appadurai’s ‘scapes’. Further, the
process of cultural reterritorialization, according to Bennett [2001:94) ‘recasts cultural forms

as malleable resources that can be inscribed with new meanings relating Lo the particular



local contexts within which such products are appropriated’. And the process of
appropriation of various internationzal popular music forms, including hip-hop and rap, R&B,
rocl, electronic dance, pop, regzae and disco, may come about through multiple selective
strategies of adoption and adaptation with respect to its associated cultural, musical and
linguistic components of the genre. In this context, what is known as the characteristics of K-
pop songs have been created, narmely: a distinct song structure; focus an haaoks for global
appeal; chord progression; its acoustic treatment in compasition, arrangement and
recording; lyrics in a mixture of Korean and English, etc. South Korean entertainment
agencies may have borrowed certain production logic from the Jimusho system of the
lapanese entertainment industry [see Marx 2012) but adapted it in accordance with the
Korean business environments and sales strategies for the global markets. Soo Man Lee's
methods of ‘Cultural Technology® and 'Mew Cultural Technology’, for example, can be seen as

an example of cullural reterritorialization associated wilth business praclice,

Conclusion

In this paper, | described how K-pop and Hallyu are shaped by transnational contexts and
influences and how their success and position are defined by the global fan econamy.
Appadurai’s five ‘scapes’ including: ethnoscape, technoscape, financescape, mediascape and
idenscape, are useful concepts for us to better understand the dynamics of the political,
cultural, econamic and technological changes which influence K-pop and Hallyu. These five
‘scapes’in turn, are closely linked to each other to affect their flows and interactions. Lull’s
theory of cultural reterritorialization is based on the two linked premizes that the foundation
of cultural territory is open to new interpretation and understanding while culture is
constantly reconstructed through social interaction. Examples fram the UK showed how K-
pop can bring pop cosmopolitanism and cultural diplomacy together, while the engagement
of UK artists in K-pop, as compaosers, producers and ‘K-pop trainees’, contribute to the
cultural reterritorialization of K-pop. Finally, | would like to argue that ‘cultural territory’
alone would not be able promote ‘cultural cosmopolitanism’ and ‘cultural nationalism’ as
suggested by Hong. But rather that the cultural territary is a creative domain which is fluid

and imagined and sometimes contested.
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Moving beyond trends in K-Food content:
how stories, authenticity, and regionality create lasting and
meaningful cultural impact

Austin Givens (KAIST)

Good afternoon, everyone. Before | begin, | would like to say thank you to the RICT for inviting
me here today for such a prestigious event. This topic is certainly one that is constantly on my
mind as a student and content creator of K-food and | am honored to be considered to speak
today.

So, | am here today as a student of K-food. | came to Korea to work as a professor of Science Writ-
ing, but | fell in love with the deep culture of Korean food shortly after moving here.

| document my discoveries on my YouTube channel, which now has about 130,000 subscribers. |
have been featured on several TV programs in Korea, worked with government agencies to
promote regional foods, and was even awarded an official commendation from the Ministry of
Food and Agriculture, as well as became an official cultural ambassador to the City of Daejeon.
My main focus is exploring every region of Korea to find authentic experiences in every corner of
the country.

As you know, Hallyu has remained a phenomenon since the turn of the century, capturing the
globe with cultural trends such as K-pop and K-dramas. And K-food has been no exception.

In fact, according to a recent poll by the Seoul Tourism Organization, K-food has become the
main reason for people to return to Korea. That means as of 2023, people who come back, again
and again, cite K-food as the most important reason for returning.

The more superficial trends certainly cast a broad net to capture the widest audience possible.
But how do we convince people to explore beyond the trends? Especially because, as we know,
trends can be fleeting and changing constantly.

So, I'm here today as a foreigner who, well...I'm not that into K-pop to be honest. And K-dramas
have never really been my thing. And most K-food trends, such as the buldak craze, never really
caught my attention. But guess what? Despite my disinterest in these things, | still fell madly in
love with Korea. Especially Korean food!

As a K-food content creator, | have dedicated myself to exploring every region of Korean food,
gaining an understanding of the deep and vast differences to be found

across the country. | spend most of my time outside of Seoul, trying to go to the furthest reaches



of Korea to find what makes each region’s food unique and special.

Today, | want to share how my experience as an outsider who fell in love with Korea apart from
the more trendy aspects of Hallyu, led me to become obsessed with learning more and more
about the deeper aspects of K-food culture. | want to share how Korea has led me into a lifelong
journey to engage with a culture apart from my own.

Today, | want to focus on 2 aspects of Korean food that | feel are lacking in the current conversa-
tion about Korean food: | hope that | can act as a case study to show how rich authentic stories
and understanding the regional significance of Korean food can lead to a more lasting culture

impact on outsiders, especially when trends fade.

1.

So first, | want to focus a bit on how | have come to understand Korean food as a regional cuisine.
When you ask most people about Korean food, they are of course going to mention Kimchi,
bibimbap, or BBQ. In my opinion, Korea has done well in spreading the most essential staples
across the globe, and almost everyone knows these things. But what is the next step?

After traveling all over the country and visiting many matjip in every region, | can tell you that the
most exciting discoveries | have are when | find something regional and specific to a single com-
munity. As you can see, we try to travel as far and wide as we possibly can. My wife and | try our
best to understand Korean food regionally.

Certainly, it is this regional understanding that helped me see Korean food beyond the simple
K-food lists. In my opinion, a push toward learning about regional Korean cuisine will help Korea
move beyond the more superficial trends into a more serious and longer-lasting understanding
of the culture.

| hope that Korean food will someday be understood as a cuisine with regional variety, and that
people from all over the world will travel here to taste, not only the insane banchan dishes in
Jeolla-do, but also the incredible spices and herbs used in Geyongsan-do.

But there is a huge crisis: these traditions seem to be dying now! Even Korean people are
unaware of some of the most interesting flavors you can find across their own country! Many
people rarely leave Seoul to discover what’s hiding just a few hours away.

For example, this is actually Jeju-style Sundae. Does anyone know about traditional Jeju sundae?
(ask the audience). This is sundae made with maemil-garu instead of

chapssal, because Jeju, traditionally, could not grow rice. Now, there are just one or two restau-
rants left serving this amazing unique dish. And the main reason for this dying tradition is from
the demand of mainland tourists who expect “sundae” to be made to their taste.

And how about 1 more? This is called “hap-ja jeot-guk.” Has anyone here ever tried this sauce

before? This is a special jang made in Tongyeong by boiling massive amounts of mussels



(hong-hap). Even 1 bottle can take 170kg of mussels to make. The broth of these mussels is
boiled for 4 days to get this thick reduction that tastes better than any soy sauce (in my opinion).
But according to Tongyeong locals, almost no one under 50 even knows about this sauce.

Now, for someone like me, discovering these regional specialties is really what made me fall in
love with Korean food. Now, | dedicate most of my life to documenting these discoveries on my
YouTube channel and TV shows, in hopes that more people will show excitement and under-

standing.

2.

But certainly, another aspect of K-food that can have a lasting impact on outsiders is the rich
history and stories connecting modern Korean food with history. This one may be the most
difficult because, unlike historical recipes from Korea’s Joseon era, not much is written about the
origins of modern Korean cuisine. But it is these stories, often wrapped in mystery, that push me
to explore more and more.

Now, most modern Korean food has two stories: one that is tragic and tied to hardship and
another that is more uplifting and, to be honest, less believable. Let’s look at dwitgogi, for exam-
ple. This is a style of Korean BBQ that is often less talked about compared to samgyupsal or
hanwoo beef.

Does anyone here know the origins of dwit-gogi?

One story is that the butcher hides the best pieces of the pig in the back of the store, giving it the
name dwitgogi. The other story is linked to the Korean War.

So, Gimhae has the highest concentration of dwitgogi restaurants in Korea, which is also the city
to that had the first large meat processing factory in Korea after the war. Even today, Gimhae
processes more pigs than any other region in Korea.

One spoken word story I've heard is that people who worked in the factory would take some of
the small pieces from the pig’s head that might have been discarded, and then sell them for a
very cheap price out the back door of the factory. In fact, the original

name of this may have been “dwit-mun gogi.” In this way, Koreans survived the incredible hard-
ship after the Korean war.

But these stories can be nearly impossible to find outside of Korean language websites. These
stories, tied with food, can create lasting impressions on outsiders about the hardships faced and

overcome by the Korean people, and | believe they should be promoted, more and more.

(Conclusion)
In conclusion, | want to briefly show the impact these factors can have on people discovering

Korea for the first time. In November, | had the unique opportunity to host a 1 night, 2 day food



tour in the Haenam region of Jeonam.

My goal with this tour was to connect the unique culinary culture of Haenam to anyone curious
enough to learn. We opened our tour to foreigners and Koreans alike, and we were sure not to
separate them in any part of our tour.

| also recruited local food experts to lead the tour. | simply could not envision being the one, as
an outsider, to lead these food experiences.

The tour consisted of focusing intensely on the regional tastes of Haenam, without concern for
catering to the taste of foreigners. Nothing was dumbed down. We made sure every dish served
was authentic as possible.

We served dishes such as chicken yukhoe (raw chicken), honghoe muchim, and maguniji kimchi
with thick and strong Haenam makgeolli. But the main event was a private outdoor dinner party
where a chef cut fresh shamchi hwe, a Haenam delicacy, for all our guests. Here is a short video

clip of the event.

(video clip will show with translation)

In conclusion, our food tour showed how remaining authentic, cooperating with local experts,
and highlighting the regional qualities of food can have a significant impact on the perception of
Korea food. In this way, we can move beyond trends, beyond what may fade in and out of popu-
larity, year after year, and into a world of true cultural exchange. It worked for someone like me
in Korea, and | am sure it will capture millions of others who have yet to experience the incredi-

ble K-food world outside of the capital. Thank you!
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K—-pop Reterritorialization:
Questions of Culture and Territory for the
Transnational Production and Consumption of
Hallyu

FK-pop2| MY ES}:
stRo| HAMAA it AHIE Sot ‘B2t FE'0 Cist E2s 0ff CHSt

[E2F]
5{ot3| (422 |0

317 AAE o) MK-pop®] AGEs: SHRel WAAH QAT A0S 5t walet G of tht
g7RE ZU4e) EIlYEE | of2z okubFetol(Arjun Appadura)®l AIAS: ol |
T3 BLul)e] AHPESO|E 2 obSEHA 31T, 53] K-pop?] G ol e] BAT EAL
AAESF eHe 71YER Boln i Fu|R e oyt Qo AT 4 Qi olef AR
ARE FA 2748k Gleld B% AuA Helsuth E2AL AIH0E SolERaxESu
DF7E NG A, ol AeF APOR B thig B B oop|E Soluul
SadofMe] A7 Q718 ARt e HeIFch Aol B ARHEC] K—foodE WEL
K-pop& 5084 K-dramad] th3] olop/|she mele] Zislo} chie A4 2@t oleiat
Aol A gt S0l 5] ekl 412l HAHEY F el A K-culture?} o £ 21717} 9l
£ olalshd] Bt g4 ok Setew Rk ofel hx SHoly EEAS 5742
2ejdonsUth 93 Aelelx K-popel 91718 A B Felo] Folela I ALk Zop 4
WERo] 33 o ofn] A ke BEUTh olelgt S AAYY

LY E"‘
2 7 371 AES Sell R0 ofd Wof gl FFES Sas B ek

[1[e]

J}ﬂ
i1/

L BU4e] RAGER 2 o2 om MBSt AL TAH AS ol B HYE A ke
Zwo] giguch el AAEAN B Ao ths ol 7116} Oli oletar

A&l Suah 4] Fg0] Yo Ak IRskax) ofubretolop S0} o] - gyt



waby NEFole] LAstet AAEe WFHS
AAA Q) B AAS AWk ol 24 Eroh darS ATHTHE SHol A o= FE oju|S shusta
oleha Bol7)= Gk MY WEAT, “GEeks Y DA e 4 glow, o B
oAl et fEAoR W 4 9l7le] FULe) o] o5le olgH o SgE 4 gt
Fs Aol YA Ghe7ka? BEF el Y AAE Ashe o] whet chaket golt stk
A8 A wegich, eln ofwhiEetol ] thil Ao AlASH o2 BateEels B AR H

o A Erbe FAAe] A mabEE Ade] Gl 9 ALY, AR Aestal ¢

a}4] ofejgromt U] Aokt Bha AAFolel Boby uEEoE AT 4 YlF 1

2. AAEAA A2 SEstal A4l ofufEete] o] 7 A2 S917F thAlE A WEA QLo
FE AlEersto] sl 2710 mif- gols) AU 12y K—popo] #F I=RELEo|EoR
= 7 = AA7F ke A EAA Hakskal A4l AA"”), K-pope| oFE|AES| ghy o)A e
ot =219 ofe|AER |FHns HEF Tl o] Fol 239 ot AE HFo| Alse 27I=
b, 7123 A2k kol 24 A et 71 A27Heol Hofshe Y olso] wARt=
A, 3 2 A Skl gt 5ot B =8 SAth= A, HE o] o
aH|ShE WAo] vl thEA Aststar lvks A0, A 44H ofels ] gof2 =l -
e Pl ok 553 WHeRE FAHIL dsUh S 7 999 scape®
Agshrlole TR 2Estal e ol o] YUk Ay AN S AYES de=
olget S-S FATALAR shAl R, A W83 2ol tha AEfsto] ofof tigk 27 AHE =L
Asyrh

3. EthnoscapeE A3l 2ol A= K-pop®] H= AJ=3 A 2ol dofet =2 =274
Am7} Z2nE S 20 XS 2 WA “Go] e ZArtel TR RESo] o B3
Aol 7]0he F1L 9lon] =to] WA K-pop R =) Lot Aol ad goh 4kl 88" 7} H1
Aok shasUTh B3 YR 53§99 K-pop 7S] S OR o]t AL A&
A Al AU, K-pope]
BrHEe] oo FE-e B gl £ A A, o] o] A
oA WESHAL Rl Bobd s5d EdXOA o A wEom A dhe
Folgiguch TPohE o el FB TR B9 ge] Folut FRAA BB
AP Qe whok itk 933 ofEl AE S 0] ojWs 2helo] Holshn Qi o Hm Ayt
WY S5 57 F shhe 20119 olF G Aol thak K—pop
Yot Js] gt g A= K-pope] AHAIshL 9=

N

T
I,
o
=i
ok
~
>
K3
o)
me
ol
ol
N
o
%
e
Al
fllo
N
by
N
ok
Mg
ot
Ko
fr
A
g
H

<
N



HS 0 o2 gy 1
WollAl K-pop ©FEJAEZ]
OFE|AE7} 2iE=
OFE|AE R 17 H I Y
olof thaf| A4 o= T

z), £

._YL _l

& cowA hRelsag gt A ARV @ Fasha
SoEl glo| Baka AAZY (3AP, Newo oyl

/)
o 7bg ARAolwA Y|EAel ARS Fvhe Seluchy,

ZolAE sl 7} vstolq SeE Al e A T
1% ke vevHen 4 Ggud oo deel o
ole|2E7L @ o] fist FAe] FAPEAA A FHhot)
by, o] diskSel A K-popS el BEe] ke ojHA]
3 Auyt

1012)2}a 2 ), o]ef3t 2ol 7|thA K-pop
%49 B % Kopopel Wel AU
AAAAA A2t

TEEH.

fr o o i 4>

=48 wololehn AZSIAEA B



Rt olle] eh=0] W=
ot=0] eSXt SVIE %’é!oi’gl

[EE2E]
i (Tt

Qo] ghgollA ShEAtY] F71= Shgell tigh wol A=, a5 73] AHA ol FFE vAl=
2% a2yt g=olE XﬂlOJOE AREBH= @It oF 7700%HY hekolal, wSR 20209
71202 A AA ghero] SR 5 167 1 oo & mtorsiar QlHu Tt Al1d o] 2 A o] ARE- Q1o
Hlaf ko] shEAe] e %ola}i 4 9lon ko] skl 2020 ) o] F R IE R4 Q)
S7HIE Holal UFUT oeeh gkl a5ALY] Ftel e W AwrtE o] =74
Qo] Wizt elof e SR FFS FL o oA AMNY AYPUh Tyt TR} gho] Sk

34 5700 M| S Wk MO wrs] A SHgirke FolA FulRe Aol o] Wk
Aol AAH AAEE F A0 g EUT 2 Aol fa EES WE A0} pud Arow

A, B ATl BF FuEehL o] S, 5 9ol suxt B Yt f ghol
Sh), F3 et W dHte] SRt § @ b bR AmelAe dhtel Bt 5718 2Abll

1 ggUch AAE WES BA oY Shs F717t 3~47kAE chersA faskE 4
oS BT 4 Yglout o] F ofd o] Hrh HFUA LrertEAe] dalAE AAHe] 9A)
U S 2 5715 F th2 Al us) AthE .oz BabA ( ‘ﬂsw ehs Edo] 45|
ofeh Wk thpol Al ) Uekd $7] fg0R ofwdl o] UsA FEU

X
)
-2
-
Y
)
s
rlr
(e
2
-
1o
i)
(i
fllo
o
=il
U
rO
o
L
oy
ot
N
rr
o
N
iy
rO
fi
2
L
o
>
o
oX
=2
o2
ot
o



ol
i

HA A

1

_th

s 23 o A48 e

&2} oFAo] Wadltia B AAE Aoz ===
F ¥ of thel e1gstar A

.



Moving beyond trends in K-Food content: how
stories, authenticity, and regionality create lasting
and meaningful cultural impact

Panel discussion for Austin Givens’ presentation

Jinju Kwon (Korea University)

e Last night | happened to watch the program called $F=2Q12| £f4f on youtube which
was uploaded 4 days ago and on the thumbnail image | saw a familar face and |
thought maybe... austin? Indeed it was you and | felt very fortunate that | found this
video just a day before | met you.

e In that program and also several other videos you posted on your youtube, no one can
doubt that you are more like a korean than most of koreans and you have a greater
knowledge of Korean food than most koreans.

e Thank you for your efforts in promoting the diversity and excellence of Korean food to

people worldwide.

e When authenticity is blurred, then it lose its cultural vitality.

e Many Westerners actually first learn about Korean food through media.

e When they watch eating-scenes in dramas or movies, they eat the exact same food and
post and share it on their social media.

e The first encounter with Korean food is often through the media.

® Asyou suggested, what kind of roadmap do you think is needed to guide foreigners to
the stage of understanding the regionality and unique historical and cultural back

ground of Korean food and appreciating its diverse flavors?



After watching your videos on YouTube and also listening to your presentation, | believe you have
a greater knowledge of Korean food than most Koreans, and you hold a deep appreciation for
Korean cuisine. | think this is why Koreans have become your fans.

Thank you for your efforts in promoting the diversity and excellence of Korean food to people
worldwide. Your presentation conveyed a strong sense of sincerity in your desire for the Korean
food trend to continue as more than just a passing fad. You also emphasized the importance of

highlighting the authenticity of Korean food, particularly in terms of its regional variations.

| agree with your point that authenticity matters. | believe that authenticity has the power to
draw people from different cultures and is the essence that can sustain a long-lasting cultural
heritage. In my view, when a culture loses its authenticity and becomes a blend of every trendy

thing, its ability to capture people's attention diminishes.

However, to help people appreciate authenticity, certain steps need to be taken. Setting aside
personal taste preferences, it can be challenging for many people to enjoy makgeolli with
% o] 3] (fermented skate) or 2}H] 7| (gwamegi) just overnight. It requires taking steps to appreci-

ate these flavors.

So there are my questions. Have you ever conceived a sort of roadmap for foreigners (especially
westerners) to become high-level fans of K-food who could appreciate regional diversity while
being willing to learn the history and cultural background of what they eat? What could be the

first step for us Koreans(including government or media) to get them started on this journey?

The second question can be related to the first one. Although everyone has a varying level of
acceptance of different cultures, what do you think is the biggest appeal of Korean food to West-
erners, especially Americans? (A variety of flavors? Unfamiliar visuals? A combination of unfamil-
iar ingredients?)

On the other hand, what do you believe are the biggest obstacles preventing them from explor-

ing more about K-food?

It would be of great help to us if you tell us the perspective of a foreigner.

Thank you for your presentation.
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