











The Importance of Building Sustainable
Relationships: Publishing a Special Issue
on Asian Music

Yohei Kawada c&ditor

Yohei Kawada was at the time of the
symposium the director of STUDIO
VOICE, the influential Japanese maga-
zine that relaunched after closing ten
years ago. With each issue focusing
on a different main theme, it has re-
cently covered the music scene in
Asia. Preparing this series of issues
involved confronting the impossibil-
ity of seeing Asia as a single, unified
cultural sphere and, as an editor, the
difficult process of considering how
best to convey information about

complex and varied contexts. Kawada

discussed the cultural scenes in Asia Yohei Kawada (center), STUDIO VOICE editor Shunta Ishigami (right),
Kei Wakabayashi (left)

that his team could only discover
through on-site research and interviews as well as the necessity today, when sharing things easily and
quickly online has become the norm, for more careful, long-term dialogue and collaboration.

# Thinking of Asia as an Immense Cultural Sphere

Iam a freelance editor and work as a director for the magazine
STUDIO VOICE. In September 2018, I put together a special
issue of the magazine about music in Asia called “Flood of
Sounds from Asia: Music Emerging in Asia Today” (Fig.1). While
Idon’t know the exact numbers, the issue sold well and became
quite a talking point, and I have since frequently received invi-
tations to talk at events like this. I recently often see coverage
of so-called “Asian music” in the media, so it would appear as if
people are paying attention to this theme.

This symposium explores the formation of culture in
the post-Internet era, though STUDIO VOICE is a print media
and thus an example of old media. It is published only in
Japanese and comes out just twice a year. I would like today to

R R . . . Fig.1 STUDIO VOICE issue 413, “Flood
share some insights based on the experience of the editors in of Sounds from Asia: Music Emerging

in Asia Today” (INFAS PUBLICATIONS,
September 2018)

dealing with the question of what STUDIO VOICE should do as
a magazine facing various challenges. I think what I will talk
about will be most relevant to people working in the media,
especially editors, in Japan.

When lumping everything together under the label of “Asian music,” we were certainly
aware that this kind of naming or framing was in itself very brutal. In the grip of a sense of guilt
or despondency attendant on this, we arrived at the question of how can we grasp or interpret
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the immense cultural sphere that is Asia, where

so many nations of varying geography and his- STUDIO VOICE

tory are found, and then input this into our STUDIO VOICE is a culture magazine published by

bodies? And is it possible ultimately to take what | 'NFASPUBLICATIONS, INC. It was launched in Japan

in 1976 as a spin-off from Interview, the magazine

we absorbed and then, based on our accumu- started by Andy Warhol in New York in 1969. It

lated, highly personal experiences, somehow closed down in 2009 but relaunched in April 2015,

integrate itinto the pages ofa magazine? Itisin- since when it has been published twice a year. With
. . . . the September 2018 issue, it launched a three-part

evitably difficult to generalize about the media series focusing on culture in Asia.

today, so I would like to focus specifically on our http://www.studiovoice.jp/

thinking that led up to the special issue we pub-

lished last year.

# Localizing European and American Magazines for the Asian Market

Before that, though, I should explain how STUDIO VOICE itself
came about. As one of only a few comprehensive magazines
about culture in Japan, it launched in 1976 as a spin-off from
Interview, the magazine started by Andy Warhol in New York in
1969. Notwithstanding a circulation that is a mere fraction of
the big commercial magazines put out by the major publishers,
it has continued for over 40 years as a magazine able to extract
aspects of contemporary culture and subcultures through
hands-on coverage and issues highlighting one main theme
each time, in the process establishing a prominent reputation
in Japan among magazines of this type. And even outside
Japan, in Asia, whenever we work with creatives from Thailand,
China, or South Korea, STUDIO VOICE seems to be a magazine Fig.2 STUDIO VOICE issue 411, “Alternative
with which people in the creative industries of certain ages are Eroticism: Shifting Eros” (INFAS
. PUBLICATIONS, September 2017)
familiar to some extent.

The magazine closed down in 2009 but relaunched in
2015, with external directors like myself becoming involved from the September 2017 to
September 2019 issues. I put together the “Alternative Eroticism: Shifting Eros” issue through
trial and error, but the insight I could gain from this was that an editor should absorb and be
stimulated by subjects that are constantly in flux, and then record those changes from the in-
side (Fig.2). [ arrived at an image of an editor as like a single moving body that continues while
physically and mentally moving such elements as much as possible. From this time I started to
believe that editors should always be versatile and variable in order to engage with different
topics. I subsequently oversaw the “Documentary/Non-Fiction: Can we see if we try?” issue and
then the “Flood of Sounds from Asia: Music Emerging in Asia Today” issue.

When we were growing up, magazines served a significant function as ways to learn
about culture in Japan and overseas, from fashion to music and art. But today, in the so-called
post-Internet present, it seems in general that fewer people now obtain their information from
print magazines.

Among magazines that belong to culture and fashion categories similarly to STUDIO
VOICE, 1 think many are essentially published as localized versions of American or European
magazines. This is the strong impression you get if you walk into bookstores in other Asian
countries. It is certainly the case with Vogue or GQ, for instance, or even with WIRED, where this
symposium’s moderator, Kei Wakabayashi, used to work. There are many such global maga-
zines, particularly those originating in the Anglosphere. But when these are localized for Asian
countries, the local publisher contracted to produce the new version has to deal with many re-
strictions regarding what they can do. There are all kinds of stipulations and constraints, from
sharing concepts and reusing content to photographs, the tone and manner of text, and even
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font, layout, and other design aspects. And it is hard to imagine the inverse situation of an Asian
magazine being localized for European or American countries.

When we write about our own country’s culture in our own language, based on what ex-
periences are the cultural values determined, and on what basis do we then talk about other
countries’ circumstances? These are questions that I recently ponder. Whenever a magazine
talks about “Asia,” we as editors surely always need to pay attention to the position from which
that statement is being made.

# The Problem of “Asia” as a Grouping

When it came to putting together our special
issue, there wasn’t anyone well versed in Asian
music on the editorial team and, moreover, we
faced practical problems in terms of economics
that forced us to limit the area that we could
cover, arguably complicating our original mo-
tives for making the issue in the first place. In
regard to moving around Asia, it is possible to do
this relatively cheaply with flights by low-cost .
carriers and sometimes it is even cheaper than Fig.3 88NIGHTMARKET, a fashion ecommerce platform by
using the Shinkansen bullet train to travel within | 587sin

Japan. On the other hand, while K-pop and Asian

hip hop has attracted global attention of late through the likes of music platform 88rising (Fig.3),
a sense of unease quickly emerged during the comparatively early stages of preparing the issue
due to the realization that rather than this “Asia” enjoying attention from the global market,
there is a not inconsiderable number of artists and so on doing something quite different in
their practices.

Conceptually speaking, we fixed a theme of “music and place” from the start and planned
to do interviews on a per-city basis. But when we actually started to do this, we ended up not
including Japan or Tokyo. We hadn’t originally intended to narrow things down to only Asian
countries other than Japan, though we ultimately could not figure out how we should integrate
Japan and Tokyo into “Asian music.” While we did explore other cities in Japan beyond Tokyo,
when it came to grasping things within the larger framework of Asia, the position of our own
country of Japan was vague and not concrete. And that has seemed to remain the case even now.

For deciding the interviewees, we listened to as much we could by musicians from Asia
while still in Japan. We spent some one or two months searching widely regardless of genre or
rating using the same means as people normally use to find and play music—namely, iTunes,
Spotify, SoundCloud, YouTube, and so on. In this way, it took us around two months to attempt
an understanding of how the various musicians are interrelated and gain an overview. And then
we started doing interviews locally.

The editorial team shared some rules such as only interviewing artists who are based in
their own countries, impartiality in terms of musical genre, directly visiting all sites, not relying
on writers in Japan, not fixating on traditions and “native” elements, and bringing out some
kind of sense of the contemporary in the music. These were not stated explicitly but were rules
that became shared hazily as we internally discussed the process of continuing the research.

We eventually divided the issue into three main chapters. The first dealt with the music
scene in Shanghai and China; the second with the indie music scene that is emerging in Manila,
the Philippines; and the third on the present state of hip hop culture in Thailand. In addition, we
did interviews on the situation in other countries and introduced this elsewhere in the issue.

After doing careful preliminary research as much as we could from Japan, we went to take
a tentative look and do interviews in the local areas. Inevitably, of course, many aspects were
different to how we had anticipated and our awareness of things continued to evolve while we
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were there.

Howie Lee, a major presence on the
Chinese electronic music scene, for instance, has
effectively put his own label Do Hits on hiatus
and is exploring new possibilities while devoting
himself to Chinese folk music (Fig.4). At the
Shanghai club ALL, the previously central figure
and resident D] Tzusing has left and now a
younger generation of talent is emerging in the
local scene (Fig.5). In Manila, while the local indie
scene has extended on a concrete level, several
artists complained that the inner mentality of
the scene has become somewhat closed and is
one of the reasons that things are stagnating.

This may well be self-evident, but while
Asian music is today achieving attention and ac-
claim on the global stage, this is ultimately just
one side of things, and the actual local circum-
stances are developing more complexly and
fluidly depending on the country, city, and area.
This is what we covered from our very narrow
perspective when doing our interviews and so on
in 2018, and then collected together as one issue.
As the things we understood after doing inter-
views increased, so too did the things we didn’t
understand many times over. This was a task in
which we directly experienced the impossibility
of a definition of Asia and also, simultaneously, a
process by which we felt very strongly the poten-
tial for countries in Asia with different cultures,
histories, and languages to connect with one an-

Fig.6 STUDIO
VOICE issue 414,
“Self-Fashioning

S TG

i . from Asia:
other and with the rest of the world. e Undetermined
i i i i ; Style” (INFAS
From this experience, we decided not to &L PUBLICATIONS,
stop after just one special issue on Asia but rather e March 2019)

to continue thinking about this topic across a
more medium-term span. We are planning an
issue on fashion in Asia for March 2019, followed
by one on art in Asia in September (Fig.6).

# Changing Your Own Awareness and Body

I'd like now to share some insights we gained from doing this issue in relation to this session’s
theme of creating cultural scenes in Asia.

In the issue, the hip hop scene in Thailand was covered by Young-G and MMM (Triple M)
of the Yamanashi-based hip hop group stillichimiya, and the Japanese D] unit Soi48, which
mostly makes Thai music. Since first meeting to work on Bangkok Nites (2016) by the filmmaking
collective Kuzoku, they have frequently traveled to Thailand and developed sustained links to its
hip hop scene, continuing to conduct interviews with various local music figures by way of doing
a survey. Grouping these activities together as the One Mekong Project, or OMK Project, they are
excavating the rich music of the Mekong region from its relationships with the historical past,
culture, and old popular songs. Our coverage of the Thai scene in the issue was based on these
activities and approaches by the Japanese musicians. Within this, the exchange between Young-G
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and JUU, a rapper based in the Thai regions of
Isan and Khon Kaen, in particularly feels like one
ideal model when it comes to considering how
we can form networks in Asia in the future.

Like other countries, hip hop has become
mainstream in Thailand and young rappers ex-
perimenting with a range of styles continue to
appear. Among them, JUU is quite distinct in that
he takes old Thai words and essences of tradi-
tional Thai music like mor lam and luk thung, and
integrates them into current sounds in highly
idiosyncratic ways (Fig.7). Young-G was extremely
impressed by this approach and has traveled to Thailand on numerous occasions to gradually
develop his exchange with JUU.

When Japanese artists work in some way with artists overseas, I think it often takes the
form of releasing music created collaboratively. But in the case of JUU and Young-G, ever since
first meeting several years ago they have avoided just doing easy joint projects and have rather
focused on spending time engaged in careful dialogue. First visiting each other’s respective
bases and there understanding what music is like within local lifestyles and the kind of think-
ing behind how they approach their music, only then have they started to invite one another to
take part in events and gradually share things with audiences. While they have been working
together actively as OMK for just one year, their renown is steadily rising at home and abroad as
they attract new fans.

As time is limited, I will refrain from going into detail at this juncture, but suffice to say
they launched two events called Jyoto (“Shanghai and Tokyo”) and In & Out at the Shibuya live
music venue WWW last year, and are building an ambitious and sustained platform where
Asian artists can perform together. That a venue as large as WWW engages with long-term col-
laborations like this also greatly inspired us while researching and preparing the issue.

By someone who is involved in all aspects of content, we might mean an editor in the
case of the media, or a director in the case of a record label, or someone in the PR or similar
department for a regular corporation. Regardless, continuing to effect change on our own body
and perception seems absolutely key for changing conditions permeated by a sense of stagna-
tion or confinement.

Fig.7 Interview with JUU (STUDIO VOICE issue 413)

Yohei Kawada | Yohei Kawada joined an editing company after graduating from university. In
2013, he established TOmagazine, a culture guide for the 23 wards in Tokyo that introduced very local
sites. He was the editor in chief until the sixth issue. In 2015, he became a freelance editor, working
mostly on editing and direction for publications and advertisements. Prominent examples of his
output include YELLOW MAGAZINE with Gen Hoshino, jozo2o50 by Hakuhodo’s WHERE ART and
SCIENCE FALL IN LOVE lab, GO Journal, a para-sports graphic magazine supervised by Mika
Ninagawa, and the culture magazine STUDIO VOICE (issues 411-415).
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Reaching Young Asian Cultural Creatives
Across Multiple Platforms

Marvin Conanan Founder, Editor in Chief of PURVEYR

Marvin Conanan runs PURVEYR, an
online magazine that also has an an-
nual print version as well as events,
stores, and more. He spoke about the
local contexts in the Philippines from
which the project started and the
challenges and necessity for operat-
ing across multiple platforms in the
digital era, when a young creative
audience in Asia is hungry for con-
tent about cultural scenes.

Marvin Conanan

# Growing Cultural and Creative Cities in the Philippines

The Philippines is an archipelago of around 7,641
islands and, at 300,000 square kilometers, a lit-
tle smaller than Japan but with a population of
107 million. We're mostly known for our nature
and beaches, and a lot of tourists inevitably go
straight to the resorts. They tend to overlook
Manila or our cities, which I feel is actually a big
part of the Philippines. And this is what PURVEYR
focuses on. Fig.1 As abrand, PURVEYR has different departments: dig-

PURVEYR looks at culture in terms of | it printevents andrefail
urban culture and creative culture. When we
started in 2012, there was no media platform or media title with a focus on local culture, or at
least the way we wanted, which was to look at certain subcultures in fashion and music. These
areas are growing in the Philippines, with many new collaborations and artists emerging. There
is an exciting mixture of both contemporary and traditional practitioners.

This session is framed around “creating a cultural scene in Asia.” Personally, I don’t feel
like we can create culture itself. Instead, we can be an instrument to forge growth and changes.
And this is precisely what PURVEYR is trying to do (Fig.1).

PURVEYR operates on a small scale. The management team is just my partner, Sara
Martinez, and myself, and then the only other full-time people are the ones in the store. We re-
cently added a part-time online editor to help me in terms of putting out more content, but all
our contributors are working on a per-project basis. It’s really self-funded. The good thing with
starting with a website is that you don’t need a lot of money. And since this is not something
people are doing in the Philippines yet at this time, some writers are willing to work pro bono

BRAND DEPARTMENTS.

PURVEYR
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because there are no channels to write some-
thing like the kind of content we put out. PURVEYR

PURVEYR started as a digital media Based in Manila, the Philippines, PURVEYR is a
through a website and then, after three years, we brand that aspires to foster the creative spirit

] ) ] through Filipino stories, objects, and experiences. It
produced a print magazine (Fig.2). We felt that launched in 2012 as a culture and lifestyle website,
there wasn’t any magazine that was catering to but has since developed into an all-encompassing
what we like. Of course, there were a lot of gloss- brand across various facets—digital (PURVEYR.
. . . ., com), print (PURVEYR magazine), events and retail
ies like the monthly magazines, but they didn’t (PURVEYR Post)—that each reflects its philosophy.
cover what was available locally or produced lo- The PURVEYR brand continuously evolves to engage
cally. Our vision is to be at the center of a society deeper with the local creative community while also

, . establishing a platform that cultivates creativity and
that’s creative and cultural. The way we look at culture as a whole.
our media is a little different to a traditional http://purveyr.com
media. We envision our media as a brand that
can affect and engage audiences across different
platforms. Our mission is to foster the creative
spirit through stories, objects, and experiences.
The stories appear digitally, through the maga-
zine; the objects are the results of collaborations
with some brands and artists; the experiences
are events and art stores.

Paul H. Ray is a sociologist who has been
following a subculture of America that he feels is
now present worldwide. He calls the people in L
this subculture the “cultural creatives.” These are Fig.2 PURVEYR.com was PURVEYR’s first project when it

R : launched in 2012. It currently curates content according to
creatives who care deeply about ecology and sav- three categories: “culture,” “work,” and “lifestyle.”
ing the planet. They care about relationships,
social justice, self-actualization, spirituality, and
self-expression. They might comprise tens of millions of people in America and Europe. It is the
middle ground between the traditional and the modern. If we regard the “traditionalist” think-
ing today as dominant among baby boomers and “modern” attitudes among more recent
generations, cultural creatives are balancing both worlds. And these people seem to be the best
way to define our target for PURVEYR.

PURVEYR annan woar T a

An Overview of our
2019 and an Outlook
for 2020

# Working Simultaneously Across Different Platforms

As we have heard today about Thailand and
Indonesia, social media is very important to the THROUGH DIGITAL oS
way young people in Asia consume content and
media, and engage in political and social issues.
According to a recent study, the Philippines is
the top nation in terms of daily Internet usage.
The population is online for ten hours and 30
minutes a day, followed by Brazil at nine hours

BOCHAL MEDIA AEATOmALE

PURVEYR

and 30 minutes. Fig.3 PURVEYR's digital output includes not only fea-
Since pI'iIlt is only really popular with ture-length articles, videos, and other content, but also a

. . robust social media presence.

older generations, we have to engage as a media

and brand across different platforms. PURVEYR.

com launched in 2012. We also use social media because it taps our market in the easiest and
most convenient way possible (Fig.3). Our social media output is more constant and comprises
fast, aesthetic content, but our website features more long-form content and editorials. The re-
ality today is that many people don’t spend much time actually reading online. As such, we
produce a range of content, from fashion shoots to interviews and podcasts. When we started in
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2012, our pillars were the usual ones: music, art,
fashion, and so on. Now we have changed our
approach, since we can’t compete with the big
magazines for advertisers. Our three pillars of
culture, lifestyle, and work define every aspect of
the life of cultural creatives: how they live; how
they perceive culture; and how they work and
pursue things. The content on PURVEYR.com is
filtered through these three categories.

We started our print platform in 2016
(Fig.4). It was initially biannual, but this year
we're switching to annual because it’s really ex-
pensive to produce a magazine. People often ask
why we expanded to a print format when all print
magazines are doing the opposite—that is,
switching to web. It's because we look at it in a
different manner. Our print magazine is a mar-
keting tool, another medium to engage with
different audiences. Digital is very young; print
is older, but there is a physical aspect to it that
digital can’t have. A lot of our readers come from
Brooklyn or elsewhere in the United States be-
cause PURVEYR is available in places like New
York and London. There are also Filipinos who
yearn for a connection with Filipino culture and
see and relate to things in the magazine that they
won't be able to find online, simply because
there is so much out there online. It’s the focused
quality of print that we really like.

In terms of the kinds of events that we cre- $ l
ate, examples include a magazine launch or :
launching something in a store. An event like
Pursuit Fair (Fig.s), a bazaar featuring 50-70 local
brands selling things, is intended to create cer-
tain values with our audience: commerce,
creativity, and community. The participants can
engage with their consumers and our audience
as well, who are all interested in Filipino culture
and creative culture. Pursuit Fair is a one-day, Fig.6 Post Store Bankgai, one of PURVEYR's physical stores
twice-yearly event with brands you can’t nor-
mally see anywhere else because they are only online and don’t usually take part in bazaars. In
this way, it’s a special one-day event that allows people to directly meet the owners of these on-
line brands.

We started our retail platform in 2017, because we felt like we needed to do something
else after launching the print magazine. We were looking for further opportunities where we
can grow the brand. Pursuit Fair is only a one-day event, so many people will miss it. After orga-
nizing a few of the bazaars, we felt that we needed an actual store to have an avenue for people
who can’t always go to the event but want to support local talent or check out local brands and
art. The store is very small, just 20 square meters, but we have a patio outside (Fig.6). A lot of
people hang out there and it becomes somewhere for people, including kids, to interact and
discover likeminded people. We now have two stores that offer local products and services: one
that is focused on street culture and another on contemporary creative culture (Fig.7).
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Sound Fiesta is a concept that we created
last year with Cosmic Sonic Arts, an electronic
music school and production studio run by Jorge
Juan B. Wieneke V (aka similarobjects). We wanted
to promote Filipino music on YouTube because
we see a lot of music on YouTube that’s foreign. As
such, we put together a live music event for
Filipino music that’s diverse, not shy about in-
cluding mainstream music but also looking at
other genres (Fig.8). As realists, we also try to mon-
etize content, hence our tie-ups with sponsors
like Johnnie Walker or adidas Originals for events.

That being said, we approach and deal with
brands in a different way to a mainstream maga-
zine, who might just go after any sponsor. It can be
hard to explain what we are doing and why, but
when brands really understand it kind of clicks in
a way that they relate to and it’s then easier to cre-
ate content that fits to both their brand and ours.
We organize branded events, for example, hiring

. . Fig.8 Sound Fiesta music event featuring the hip hop artist
aspiring fashion photographers to take the photos Peaceful Gemini

and then publishing them online.

# Tips for Affecting Culture

My first tip for how to affect culture and build a scene is to create your vision and believe in it,
even if others won’t. In 2012, not a lot of people understood what we do. But we stuck with it and
for many years we were not earning a lot or even anything. However, we were passionate about
it and we stuck to our vision, and people eventually resonated with it.

Number two: build a brand to strengthen your message and communication. Consistency
is key in terms of making yourself more influential. Take big brands like CNN, Vice, or GQ, they
focus on something. Sometimes being too general really waters down your message. Knowing
about how your brand affects every aspect of your audience or how you engage with it is a big
part in becoming more influential or powerful as a media title.

My third tip: shine a light on stories that are in harmony with your vision. This is why we
shifted our direction as a media brand. If you just make content in order to build a readership, it
might not follow your vision and that taints what you’re trying to do. Always think about your
work within the framework of your vision.

Next: be present. That is, attend events, converse, and always connect. I feel like a lot of
editors or would-be editors are stuck at home or the office. I feel like if you want to know more,
know more stories, engage more people, you have to go outside and converse with others. And
that links to my final tip: collaborate and work with others in your community.

# Staying in the Philippines but Looking Beyond

We look toward Japan as the kind of level or audience we want to reach. The language barrier is
still a serious obstacle to this, though. We cannot afford to invest in translation, like some
American and European magazines do. Nonetheless, Japan is a culture—whether it is in Tokyo,
Osaka, or Kyoto—that we really look up to in the Philippines.

While we focus our efforts on promoting things taking place in Philippines, whenever an
outside group or organization comes to us, as long as there is a certain element that relates to
the Philippines, we are open to partnerships and collaborations. For example, a cultural festival
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happening in Singapore might invite us to cover its events. If there is some sort of connection to
Filipino artists, then we are excited to feature it and share this content with our audience. We
are always searching for new ways to relate things to our vision and the Philippines.

Marvin Conanan | Marvin Conanan is a passionate advocate of the Philippines and its creative
culture, firmly believing that its talent and creativity is worth celebrating and cultivating. Before
founding PURVEYR in 2012, Conanan worked for various companies in addition to launching a few
small businesses of his own. In 2015, however, he focused all his energies on PURVEYR as his full-
time endeavor. In six years, the project has grown to become a multidimensional brand producing
digital content and an annual print magazine, running two retail stores, and hosting several events
each year. All of these are done to make PURVEYR into an all-encompassing media/social brand that
engages with the creative community at different levels and in various aspects of people’s lives.
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Tetsuro Wada cEditor in Chief of FNMNL

An Online Media Collaboration
Sharing Local Culture Across National Borders

Choi jang-min + Kwon Hyuk-in Founders, Editors in Chief of VISLA Magazine

Japanese online platform FNMNL
(pronounced “phenomenal”) has re-
cently launched a partnership with
VISLA Magazine, a web media in
South Korea. In this presentation,
FNMNL's Tetsuro Wada joined
VISLA’s Jang-min Choi and Hyuk-in
Kwon to discuss their attitudes to-
ward their own and each other’s
cultural scenes as well as the respec-
tive media circumstances in the two
countries that led to this transna-
tional digital collaboration.

Tetsuro Wada (left), Choi Jang-min (center), Kwon Hyuk-in (right)

# Launching Online Media Platforms, Inspired by Music

Tetsuro Wada: In December 2018, FNMNL and
VISLA Magazine started sharing content as a form
of collaboration. Regarding concrete examples of
the new collaboration, we don’t have much to
present yet because our efforts have only just
begun. Instead, we would like to talk about the
process behind launching this collaboration and,
more generally, to share information about the
media circumstances in Japan and South Korea.
Choi Jang-min: To start with a brief introduction
to VISLA, the magazine was started almost six
years ago by Kwon Hyuk-in and myself. We've
been friends since we were 12 years old and we
launched VISLA as a web media as an extension
of that partnership we have built up over the
years (Fig.1). Since we have no money, doing it
online was the most realistic approach at first,
though two years ago we started publishing a
print magazine, too, which comes out every three
months. In terms of the format, the print version
is actually a pretty large size (Fig.2).

As a media we mainly publish content on-
line or in the print version but we also do a lot of
agency work, since money is always an issue.

Fig.1 VISLA Magagine website, featuring various categories
like “music,” “fashion,” “art,” “bodymove,” and “event”

Fig.2 Print edition of VISLA Magazine (dimensions: 310 x
460 mm)
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That being said, we focus efforts also on our own
branding for reasons I will discuss later. We are a
media platform but we’re also concerned about
our brand. As such, we make our own merchan-
dise and we do our own events. I met Tetsuro
Wada almost a year ago at my friend’s brand
pop-up event in Tokyo. And since then, Hyuk-in
and Tetsuro talked a lot about collaborating and
this is how we got where are today.

Iwas born in Seoul but I moved to America
when I was 17 years old. The one thing that I really
liked doing was sharing content. So what you
read in our magazine is all the stuff I like. I had a
kind of epiphany while I was a student America
and it led me to start the magazine with my best
friend, with whom I share very similar tastes,
back in Korea after I graduated. There were al-
ready some online magazines in Korea but mostly
about fashion, so I really wanted to do something
else. We're both big fans of music, so that got us
thinking if we could do something related to
music, skateboarding, street art, and so on.
Wada: I would now like to give an overview about
FNMNL. It wasn’t started by a media company.
We were actually working in music distribution.
As you know, digital downloads is now making it
very tough for the Japanese music industry, so
we expanded and launched FNMNL in 2016 as an
extension of our music activities (Fig.3). However,
we were worried that it would be too restrictive
and small in scale if it was only music news,
which led us to take on content about fashion
related to music and culture more generally. The
online content is one thing but, as you heard for
VISLA, we also do agency work and some client
projects within our business remit. In the end,

FNMNL

FNMNL (pronounced “phenomenal”) is a news
website launched in 2016. The team behind it range
from people with experience directing a music
website to photographers working domestically and
internationally. Together they bring their expertise
to bear on introducing the latest trends in music,
fashion, and art. Using their networks with local
artists, the team’s aim is to create a new culture
scene alongside the next generation of creative
talent who are quick to consume information via
the Internet. In 2018, it began partnering on projects
with VISLA Magazine in South Korea.
http://fnmnl.tva

VISLA Magazine

VISLA Magazine is an independent web magazine
launched in Seoul, South Korea, in 2013. In addition
to fashion, art, and music subcultures in Korea, it
also introduces culture scenes in Japan, the United
States, and Europe. Online since 2012, the platform
launched a free print edition, VISLA Magazine, in
2017, published four times per year. Working closely
with the street culture scene in Seoul, VISLA
Magazine’s team plans events, creates products,
and engages with audiences in ways that go beyond
the bounds of conventional media.

http://visla.kr
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Fig.3 FNMNL website, featuring categories like “music,”
“fashion,” and “culture”

those activities bring us the most profit, so we have to utilize that and invest it back in the plat-

form to create content.

# Different Scenes and Situations in Korea and Japan

Wada: Starting from 2011, I took an interest in K-pop and South Korean music. Right now, South
Korean artists often come to Japan, perhaps as many as one or more groups a month, but back
then not so many underground musicians or artists came here. A label or artist possibly orga-
nized something once per year, but that was about it. I thought I might be able to make a
contribution to this.

Choi: Korea is experiencing a rise in street fashion. Unlike in Japan, where this kind of street
culture happened a long time ago, it was really only a subculture in Korea until recently, when it
has become much more established. In fact, it’'s more or less part of the mainstream. The market
for sneakers has also really jumped. There is a lot of demand and hype about certain footwear,
and you can see long lines outside stores as people wait to pick up the latest sneakers. In terms
of music, Korean hip hop is really strong at the moment and I think one of the biggest reasons is
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a TV show called Show Me the Money. The result
is a lot of rappers are making money while re-
taining their originality. Hyuk-in and I grew up
with hip hop music but back then people thought
we were kind of weird because we listened to it.
Ironically, every young kid today wants to be a
rapper! In our magazine, though, we cover not
only hip hop but also other genres of music. The
scene is changing a lot and there is plenty of po-

Fig.4 “FORCE BY ME—RUDY LIM & KUSTOOL,” a video
from VISLA Magazine’s YouTube channel, featuring an in-

tential for crossovers and expansion, terview with Korean artist RUDY LIM & KUSTOOL, who
. . took apart a Nike sneaker and made it into an artwork
With respect to the infrastructure, Korean P
Internet speed has become really fast, meaning FNVNL o v s o

content has shifted to online. Instagram is in-
credibly important in Korea, much more so than
print magazines. We are living in an age when
the most significant platforms are Instagram and
YouTube. A lot of high-quality content is up-
loaded onto YouTube channels. And it’s no longer
the case that this content is made by a company;
it might be just one guy. I believe things are a lit- ] i i

. . . Fig.5 Example of an article on the FNMNL website about a
tle slower in Japan but the trend cycle in Korea is fashion and music collaboration project: t-shirts jointly
super fast. I think this is because so much of con- | created by Tokyo and Swiss skateboard brands, with

. . Japanese rappers in the lookbook

tent is now online and so easy to check and
consume (Fig. 4).
Wada: Many people overseas with an interest in Japanese street culture are focused on the street
fashion (Fig.s). But when I became interested in Korean street culture, my focus was much more
on music than fashion. In Japan, hip hop and other types of music are popular particularly with
young people, but this has not resulted in attention from consumers outside the country.
Though there are various reasons for this, Japan has continued to develop businesses whose
revenues come exclusively from the domestic market and, as such, it is only looking inward—at
the consumers and opportunities locally.

[42% £'2—] Diaspora skatabeards | From

# Views on the Scenes in Each Other’s Countries

Wada: In Korea, there is a large and structured
K-pop industry and hip hop exists as one part of
this. Show Me the Money, as Choi said, is now
serving as a gateway to mainstream success.
They have established mechanisms to produce
stars and built a solid growth model. There is a
negative side to this, of course. Originality may
end up sacrificed in the face of satisfying trends.
If you look at the playlist for Spotify in Korea,
there is certainly plenty of quality music but itall Fig.6 Website of the fashion brand MISCHIEF
sounds very similar. The quality, though, makes
it appear quite international. As such, the artists
are closer to the global scene than in Japan. Alongside this growth in music, street fashion is
developing. The brand MISCHIEF, for instance, has already gained a lot of fans in Japan (Fig.6).
We can also see significant growth outside hip hop in the club music scene.

Choi: The way I view Japanese culture is firstly affected by its long history. The Japanese know
their roots well. They know history. But Korea is more about what is trending right now. Secondly,
Japan has a strong domestic market. This has its pros and cons, for sure, but whether it is
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fashion or music, Japanese producers know how to make money from the local consumers.
Thirdly, when Japan adopts something from another country, you use your creativity to make
new Japanese stars. Hyuk-in and I were born in 1986 as part of a generation that grew up watch-
ing anime and playing video games. We are all very familiar with Japanese culture.

# Online Media Contexts in the Two Countries

Wada: In Japan, it’s tough to run an online media platform in terms of the business side of
things. If you're a media outlet that focuses on culture, it’s especially difficult to be independent
and profitable as a standalone business. We are trying to transition magazines from print to web
but the business model is radically different. As such, the transition has seemed slow so far. In
the case of culture-related web media, we have to produce content for clients to survive but
many brands and clients now create their own media, with the end result that there are just too
many platforms out there. Many media accordingly shutter in less than a year because they can’t
adequately monetize their content. Advertising revenue is increasing, though, and changing in
relation to the way digital media works. Clients are approaching and investing directly in
Instagrammers and YouTubers to promote their business. Just being an online media platform
alone is pretty hard if you want to make a living and sustain your content.

Choi: Japanese used to have a strong print magazine market but the Korean print media market
has already been dead for a while. The growth rate for print magazine advertising from 2015
until 2018 decreased but for online magazine increased. There are still many paper magazines in
Korea, of course, but most of them are globally licensed magazines with an established name.
The actual power of print media is really weak now. Being a print magazine has become merely
a matter of status and making money with a print title is really hard because people in Korea
don’t spend money on content anymore. Instead, we have to figure out other ways to make
money. What'’s different today is that brands have started to spend money on promoting things
online or making online content. There are lots of platforms today, each with different pros and
cons. One major drawback, though, is that if you put too much effort into a certain online plat-
form and it suddenly changes its system or shuts down, you might lose everything. Increasingly
we are seeing a new casual breed of media that does not even calling itself “media.” They’re just
like a Facebook page or Instagram account. After all, the social media influencers and YouTubers
make a lot of money these days. On the other hand, there is potential here for a new title because
of the decline in print media in Korea if you have the right approach.

# A Transnational Collaboration

Wada: Though I have been following Korean culture, I was never able to find an appropriate
partner to work with until now. When I looked at Korean web media and online magazines re-
lated to music, they were already strong with regard to content. What could a Japanese partner
like me offer them? When I actually met the team from VISLA, however, I realized that they were
interested in Japanese fashion and art, and that the Japanese and Korean music scenes were also
quite close. We each had the information that the other wanted. As such, before we started any
concrete collaborations and monetizing anything, we prioritized the content, which ensured
that our discussions proceeded smoothly.
Choi: VISLA is working with FNMNL primarily because of content and shared tastes. It’s also
about the perspective. FNMNL is talking about the local scene in Japan in a way that VISLA never
could. You can also tell that FNMNL really cares about what it features, which is important be-
cause it means the shared content will showcase precisely curated examples of local and
underground culture to a different audience.

Of course, there is the issue of translation and the language barrier, but digital tools make
that much less of a challenge, and we can be in contact so much faster and more easily today due
to the Internet. We will pick out articles that we want to share or produce together, translate the
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content, and then publish it on our respective
platforms. This might be an interview with an
interesting artist but it’s also lots of news con-
tent. This is a matter of efficiency, too, since it’s
tough on your resources to make daily news
content (Fig.7).

Wada: Moving beyond just sharing, our future
plans include collaboratively creating new con-
tent from scratch. For example, utilizing each
other’s networks to make content about local
scenes in Japan or Korea. FNMNL might, for in-
stance, go to Seoul to cover an artist with the help
of VISLA, and vice versa. Gradually this may build
into a platform and network between the two
countries. Likewise for client work, we might be
able to find further ways to collaborate.

Choi: I have high hopes for the future in terms
of not only making good content but also devel-
oping ways to share it better. And this may go
further than just Japan and Korea, but also in-
volve China and other parts of Asia. The
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Fig.7 FNMNL-VISLA content collaboration: an article (top)
in Japanese by the FNMNL editors about a Ray Kunimoto
release; translated into Korean and published quickly on
VISLA (bottom)

collaboration might result in pop-ups, merchandise, events, concerts, and more. In the end, I
hope what we can do is build a bridge connecting our two countries and cultures.

a music event organizer.

Tetsuro Wada | Tetsuro Wada was formerly the director of club music download website
WASABEAT, where he wrote articles and planned content. Since 2016, he has run and served as chief
editor of the online magazine FNMNL, which features content about cutting-edge culture with a
focus on music and fashion in Japan and abroad. As a writer, he has contributed to numerous
magazines, including EYESCREAM, Cyzo, and STUDIO VOICE. In addition to working as a DJ, he is also

Choi Jang-min + Kwon Hyuk-in | Choi Jang-min (left) and Kwon Hyuk-in (right) were born in
Seoul, South Korea, in 1986. Choi was brought up in Seoul and San Francisco, returning to Korea
after he graduated college. The long-time friends founded VISLA Magazine together in 2013. Though
started as an online magazine with a strong focus on hip hop and street culture, it now features a
wide range of content across multiple formats including a quarterly print edition.
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[Wrap-up Session]

Post-Internet and
Simultaneity in Asia B ce

To wrap up the symposium, a discussion was held between the moderators for each session. While attempting to
redefine what “post-Internet” might entail, the scope of the conversation extended to the relationship between
informatization and globalization as well as cultural trends and ways of doing business in our globalized society.

Speakers

Minoru Hatanaka | chief Curator of NTT InterCommunication Center [ICC] [Japan] (p. 04)

Kodama Kanazawa | Independent curator / Senior Deputy Director of Curatorial Affairs, Towada Art Center [Japan] (p. 36)
Kei Wakabayashi | Editor [Japan] (p. 53)

What the Post-Internet Shows Us

Minoru Hatanaka: We have just come to the end of a two-day symposium on the theme of the
“Formation of Culture in the Post-Internet Era.” Yesterday during the first session, we heard
from individuals in various fields talking about creativity in the age of the Internet. In today’s
two sessions, various speakers also shared their thoughts on how we can produce new forms of
expression as well as creating a cultural scene in Asia.

Kodama Kanazawa, what were some of your impressions over the past two days?
Kodama Kanazawa: While we concluded that the Internet and technology are just tools, we also
pondered a range of other issues that could not be covered by this particular theme. During Riar
Rizaldi’s presentation today, he mentioned that the Internet environment is completely differ-
ent depending on which country you are in.

I currently live in China, where you cannot use Gmail and Facebook without connecting
toa VPN. When you are in a situation where a different infrastructure leads to different sorts of
information being conveyed to you, your ideas are bound to be different as well. Even before we
start talking about the Internet environment, however, there are also differences in religion and
culture depending on the society in question. We are at a point where these divergent situations
are colliding with each other in both directions: my impression is that the level of creativity and
the nature of diversity has also changed.

Hatanaka: During Riar Rizaldi’s presentation, he mentioned that the “post-Internet” hasn’t ar-
rived yet, which made me think about the question of what sort of situation the “post-Internet”
is really referring to. The society depicted in Philip K. Dick’s novel Do Androids Dream of Electric
Sheep?, which formed the basis for the film Blade Runner, is one where people are surveilled by
a so-called Internet religion, something that was not clearly fleshed out in the film. In this
world, God becomes omnipresent thanks to network circuits. Moreover, a society that has been
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completely permeated by the Internet ends up as a total surveillance society, such as the one
found in George Orwell’s 1984. In reality, however, even if one strives to act freely online, there
will always be a degree of intervention by capital or influencers, for example: the Internet is
being used with certain biases in place, and it is dubious whether this can really be considered
a state of freedom. Whatever the situation in question, we cannot help but think about the issue
of how significant the Internet really is in terms of its independence. A completely post-Internet
world, then, is very likely not going to be free. Kei Wakabayashi, what do you think?

Kei Wakabayashi: In the beginning, the Internet was really based on the idea of creating a decen-
tralized world. However, what we have seen is the emergence of the Big Four tech companies of
Google, Amazon, Facebook, and Apple, without this decentralized vision being realized. Around
2016 and 2017, the view that the Internet itself had ended in failure reached something of a fever
pitch, particularly in Europe.

The reason for this is that the Internet was originally conceived as something of an asy-
lum: a space where one could become someone different from one’s real self. In this respect,
there was a lot of talk about being able to conduct a truly free peer-to-peer exchange of values.
When money was deployed into this situation, however, it became necessary to have contrac-
tors that functioned as intermediaries. The strict deployment of money entailed the problem of
currencies, which led in turn to the question of nation-states. Subsequently, there was the prob-
lem of being unable to make a payment to a party that could not be identified, which led to a call
for these identities to be made to conform. So it became necessary to verify that the “self” in
virtual cyberspace and the real world was identical, and this is where the issue of national juris-
diction came into the picture.

This is why the vision of connecting the world through the Internet becomes harder to
achieve, the more ambiguous the borders between the real and virtual worlds become. A new
phenomenon that is now taking shape is the splitting of the Internet according to spheres and
regions. China segregated itself from the very beginning, and Europe recently implemented its
General Data Protection Regulation, which has in effect created a kind of wall. The dream of a
decentralized world, on the other hand, still remains to be achieved: you might say that we have
returned to the starting line once again. Instead of the post-Internet, I think the discussion will
return to the question of what ought to be done about the Internet in the first place.

The biggest difference between then and now is the fact that virtually everyone today has

a smartphone in his or her hands. Moving forward, the significance of how the Internet has
evolved will become evident. We will need to think properly about what sort of governance will
be necessary in this respect.
Hatanaka: In our daily lives, technology functions as something that manages us, whereas the
Internet appeared as a sort of utopia in contrast to that. The idea itself of using technology in art,
however, has been around since the 1950s or '60s. The reason for using technology was partially
due to anti-technology ideas. My own reading of the situation is that the use of technology in art
moving forward is going to diverge into two extremes: using technology with an anti-technol-
ogy stance, or riding on the wave behind technology itself. As a global trend, you could also say
that it is something of a truism that large corporations and countries flatter technologists and
put them on a pedestal.

Reorganizing the Global

Hatanaka: The theme of my session in part one was creation. For Kanazawa’s session in part two,
the themes were production and curation, while Wakabayashi’s session in part three focused on
the question of how to understand, introduce, and disseminate these terms.

When we understand these three elements in terms of a single movement, we tend to
think of the capital involved, or the fact that influencers are making the most money out of
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this—at least in terms of what we just heard today during part three.

Roughly 20 years have already passed since the Internet became widespread and ubiqui-
tous. For this reason, I think it is necessary to think about what this world that has become
decentralized as a result, at least to some extent, ought to look like moving forward, and how we
might go about reorganizing it. Due to recent developments in information society, there have
also been certain reconfigurations in the Asian region. Something about the relationship be-
tween Japan and Asia has clearly changed.

Kanazawa: In my opinion, the changes in the contemporary art world in Asia have been partic-
ularly evident. About 150 years ago, various Asian countries imported the notion of contemporary
art—"“Western art,” so to speak. Despite a time lag, these Asian countries are going through the
same process. Everyone is experiencing this incredible turbulence that comes in the wake of
so-called cultural colonialism. Takashi Murakami sees this phenomenon in terms of a complex.
It’s an extremely complicated situation. What is the truth about the past? What should we pur-
sue? What was really interesting about the past? All these questions start to become rather
opaque. Under these circumstances, a particular coterie of people will continue to insist that
Europe represents the gold standard, while others will be opposed to this position. However,
there are certain points of confusion where these two positions become mixed. And I think that
other ways of looking at this situation have emerged, ever since we started to gain access to the
Internet. Even without looking to Europe, we discovered that there were many outstanding art-
ists in various places, whether it was Western Europe or Asia. In that sense, we might say that a
certain kind of geographical disparity has disappeared.

Hatanaka: It is tempting to think that this sense of simultaneity found in Asia has emerged as a
result of geographical and temporal disparities becoming nullified with the advent of the
Internet. If you visit the contemporary art museums in each of these countries, however, you
find that they all have avant-garde forms of artistic expression, for instance, in spite of the fact
that they emerged in different eras. There is a certain synchronicity to the shifts and changes in
art that occurred in Asia. At the same time, locality also naturally comes into play here, so if re-
search into Asian art starts to flourish, the avant-garde art in each country is certainly going to
become the object of that research.

Wakabayashi: When I was at WIRED, we did a special issue on Africa. The things I heard then
were the same as what I heard from my friends in Southeast Asia. There are wealthy people in
both Africa and Southeast Asia, and the sons of these families study abroad in Europe. Up until
now, almost none of them were able to return to their home countries. Or rather, even if they
did, there was apparently no work for them. Someone from Ghana I know called them “creative
refugees.” For example, there were many of these sons of wealthy families who worked in ate-
liers in Europe after studying architecture in London. But my Ghanaian friend also said that for
the first time a generation that is able to come back has emerged. I feel that this could actually
be quite a significant development.

Choi Jang-min from VISLA Magazine grew up in America, but these kinds of people have
been returning to South Korea of late and creating new kinds of media. In other words, they al-
ready have a network in place: they can connect the Korean music scene with the American
scene. An incredibly dynamic shift is underway.

There is also this phenomenon where major American rappers can hook Nigerian artists

up thanks to a network of Nigerian immigrants who were raised in the US. I think it’s not so
much that everyone is now connected thanks to the Internet, but rather that there is now an-
other layer that gives rise to situations where people can return to their home countries and find
work because of the Internet. We are seeing the emergence of an interesting situation where
people are reorganizing the “global” in the realms of both media and fashion.
Hatanaka: Music is an art form where a certain longing or aspiration for different countries and
ethnicities is particularly strong, isn’t it? It keeps evolving through exchanges with a diverse
range of different cultures. It’s not so much a desire to become someone from another country,
but rather a longing for a connection to that country.
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Wakabayashi: The phenomenon of a disappearing center has manifested itself in the field of
music in a way that is easily understood, in terms of both the music industry and from a cul-
tural perspective.

Post-Internet Movements

Wakabayashi: Allow me to share some of my thoughts.

I think what dj sniff said was really interesting. It’s the same in music or anything else. If
the relationship between those who produce art and those who receive it becomes decided, it
soon devolves into a relationship divided into those who consume and those who are con-
sumed, even if money doesn’t enter the equation. Take the example of musical improvisation:
despite the fact that not much money intervenes, if there is a customer and a performer in-
volved, you will always see a dynamic in which the performer seeks to make the customer more
satisfied. We face the same difficulty as well: as Yohei Kawada mentioned during the third ses-
sion, editors used to be the ones who held all the information, and this information was
supposed to be transmitted to those who were unaware of it. Naturally, monetary exchanges
take place, and a relationship of consumption emerges. I am wondering if it would be possible
to break free of this persistent relationship.

That’s when I realized that thinking about the acts of listening or reading was an interest-
ing issue. Listening and reading are not things that you actually learn from people, but everyone
does them. People who are good writers are definitely also good readers. By the same token, good
musicians are also good listeners. When it comes to musical improvisation, I think it’s crucial to
be able to “listen” to the space. If those who produce art and those who receive it are occupying
the same position, I think something will emerge from that—something that isn’t a relationship
based on consumption. There is a certain fundamental nature to these passive acts like listening
or reading: my sense was that they might be able to generate some kind of new value.

Hatanaka: We were just talking about a time lag in terms of information. The value of being able
to introduce something earlier than anyone else has largely been leveled by the Internet. In
order to generate value out of information, then, it becomes a matter of how to create move-
ments and trends using this information, whether it’s through a combination of approaches, or
creating a particular scene around something.

Kanazawa: Creating something together through collaborations, for instance.

Wakabayashi: That'’s definitely true. This is particularly evident in the fashion industry: even
though there is a complete saturation of information, there are still trends, just like before. In
Japan, though, I have the impression that we are continuing to see an absence of trends.
Kanazawa: In art, there are certain trends when it comes to the market. But otherwise, I really
wonder: perhaps it all depends on what the prevailing mood is. I think it might be rather diffi-
cult to launch a major movement, in a post-Internet context.

Wakabayashi: I think we are seeing two things happening at once: on the one hand, you have
specific trends that repeat themselves, while on the other hand you have underlying value sys-
tems that are undergoing major shifts. The act of lifting something up in terms of a grassroots
movement, as seen in social media, and the act of manipulating popular opinion in the style of
the mass media in order to create movements—these are the two main modalities. The circum-
stances that are able to produce a shift in values, it seems to me, are not going to occur easily in
Japan. Of late, my feeling is that what is also required is a certain ability to rally young talent
together who can embody these new values, and turn this demographic into a movement.

When thinking about the post-Internet, there are also people who can create bona fide
movements that further the discourse, as it were. A liberal contingent that can make this hap-
pen, however, has not been formed, in terms of either a historical phenomenon or a global
movement. My sense is that there must be a better way of making this happen.
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Hatanaka: Since, in a sense,
radicalism is individualism,
itisn’t really suitable for mo-
bilizing people or agitating.
It is fundamentally difficult
to mobilize for something.
There was a certain eager an-
ticipation that creating major
movements would help to dis-
seminate discourses that were
anti-ideological, thanks to the
way in which the Internet tol-
erated and cultivated a culture
of diversity. This potential is
still present, however. Now, From left: Minoru Hatanaka, Kodama Kanazawa, Kei Wakabayashi
the most important consider-
ation in the context of this Internet environment is what sort of mentality to have, and what sort
of technology should be deployed.

Also in this vein, I think that the past two days have been quite meaningful in terms of the
diversity of practices we have seen that operate within this Internet environment.

The State of Culture in an Era of Globalization

Hatanaka: Unfortunately, we are almost out of time, so perhaps we can take just one question
from the audience.

Xl Today, we are seeing various conflicts between countries erupt as a result of nationalism. At the
moment, | am wondering if culture can serve as an intermediary channel between such countries. What
do the speakers think about this sort of approach?

Kanazawa: Personally, I have been approaching my work with this constant expectation of what
culture can accomplish. The state of contemporary art in the past several years has been rather
fragmented. The Documenta from two years ago (2017), for instance, was held in Kassel in
Germany and Athens, and there were almost no Asian artists. This isn’t to say that it was there-
fore to be condemned: this particular edition of Documenta seems to have been conceived to
address the refugee question, and various other issues that Europe is urgently confronting. One
of the themes was that Europe’s spiritual roots lay with Greece, so this Documenta did not en-
compass Asia.

For a time, globalization reached an incredibly advanced stage in London, as well. My
sense is that it embodied how optimistically the world could become interconnected. That qual-
ity, however, has gradually dissipated. As you might expect, people are now focusing rather on
issues that are more imminent and pressing.

Different people have different issues that they consider to be urgent, and I think regional
disparities are undeniable. If I decided to exhibit works dealing with the European refugee ques-
tion in Japan, I think that a few steps would need to be taken first. In that sense, the situation in
which topics become divided and segregated has also manifested itself in the realm of art.

So how can culture serve as an intermediary channel? We cannot rely on the optimistic
globalization of the 1990s and early 2000s, so it may be necessary to deploy an entirely different
scheme. This is the tentative conclusion I reached through a process of trial and error, as I was
worrying about this question.

Hatanaka: Just to go back to the presentations that we just heard, we have things like Japanese
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hip hop and Korean hip hop, which are basically created by digesting an art form in one’s own
way, in the context of one’s home culture. In the same way, variations on all sorts of music, or
other art forms, can also emerge. On the other hand, I think the very act of labelling something
a “national culture” verges on the dangerous. The culture of one’s own country is no longer
something that emerges purely out of that one country. I think that understanding “culture” in
a wider sense ought to be an important premise.
Wakabayashi: As for me, my sense is that it would be important to make proper economic con-
nections. It’s not that collaborations between Korean and Japanese media would be beneficial
from a humanistic perspective or something like that: it’s because they would yield good busi-
ness possibilities. Conversely, it’s quite unfortunate that we don’t really regard China and Asia
as markets when we talk about “connecting” with them. In short, Japan only sees these coun-
tries as places to sell goods that we make. That’s only half of the equation, isn’t it? More vital is
the notion that we might have things to sell to each other if we produced things together. In that
sense, this is a kind of nationalism on the part of Japan. There are certain limits to attempting to
complete the cycle of production only within one’s own national borders.

I often have the chance to speak with developers. They say things like “We’d like to give
this redevelopment project a truly international character,” or “Diversity is important.” But I'll
often be thinking, “Isn’t this whole meeting just full of old Japanese men?” This is a huge prob-
lem. It will be disastrous if we don’t create an environment, even coercively, in which
non-Japanese can actively participate. We should start by creating a situation where we can ex-
change opinions in a casual way, and then move on to an environment where we can produce
things collaboratively.
Kanazawa: In his presentation today, dj sniff mentioned that it’s important to do things like
gather in the guest room and have meals together. Human connections are essential. During the
1990s and early 2000s, it seems to me that the notion of connection was based on this ideology
that building economic links was essential. If you really feel that someone is doing something
fascinating, will that mean that you will want to establish some visceral connection with them?
That’s easier said than done. It would take a steady, cumulative series of efforts, I think.
Wakabayashi: I don’t think we will see any long-term value emerge from short-term solutions.
Personally, I feel that Japan only makes a half-baked effort when it comes to thinking about is-
sues that don’t necessarily have a final goal, in an unstructured or undirected context. When
there is some objective that needs to be purposefully attained within a short period of time, we
also don’t proceed very rationally. We will say, “Let’s achieve something purposefully,” while
some other emotional consideration will subtly creep into the mix somewhere. So I think that
it’s important to have some kind of strategy that will help to define the scope of the domain in
question. All this is rather abstract, but recently I've been thinking that this is something that
always muddles things up.
Hatanaka: We've gone considerably past the time limit, so I'm going to close the discussion
here. Thank you to everyone for participating.
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