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Abstract: This article will concentrate on three major topics. The first one will
be connected with the idea of globalization and universalism in relation to
national cultural and literary canons. The second one will discuss the
possibility of how the national language and literature can stay authentic and
universal, that how it can remain simultaneously appreciated as a work of
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Boris Skvorc: Translating Culture, Rather Than Language:...

difference and an artefact of universal value. This calls for the introduction of
the main topic which is the realm of translation, especially translation
understood as a trans-creation, that is the re-creation of one literary world
within (an)other cultural discourse, being it in a different language, or even
uttered in a new lingua franca, which today is English. That means that the
other nation can also be narrated in English, but in an English used by others
for their own purposes, sometimes only commercial but other times purposely
chosen as the tool of contra-hegemonic statement(s), having their own
purposes and ways. How we can trans-create that in reading is of the utmost
importance for interpretation. At the end of this essay we will see how that
reflects on both the otherness of authentic culture (in this case study Korean)
as well as English speaking discourse and English as an authentic language and
the tool of trans-creating and disseminating the idea of literature as a global
entity (or/and system).

Key words: global literary paradigm; world-literature; Korean literature as
world-literature; local and global identifications; translation and transcreation;
world-literature-system and canon; uneven development; inclusion(s); shared
identities; “in betweenness”; naturalization and appropriation.
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POZAJEZYKOWE ODNIESIENIA PRZEKEADU KULTUROWEGO:
OPISUJAC NAROD (KOREANSKI) W INNYCH JEZYKACH
(NA PRZYKLADACH TWORCZOSCI CHANG REA LEE, EUNY
HONG I KRYS LEE)

Abstrakt: Niniejszy artykut koncentruje si¢ wokot trzech glownych zatozen.
Pierwsze odnosi si¢ do idei globalizacji i uniwersalizmu w kontekscie
narodowych kanonéw kultury i literatury. Drugie analizuje mozliwosci
zachowywania autentycznos$ci i uniwersalnosci przez jezyk i literature
narodowa, z ich jednoczesnym docenieniem jako dziet powstatych w wyniku
réznic i jako przedmiotow o wartosciach uniwersalnych. Stanowi to
wprowadzenie do gldéwnego tematu — krolestwa przektadu, rozumianego w
szczegblnosci jako transkreacja, tj. stworzenie na nowo $wiata literackiego
wewnatrz innego dyskursu kulturowego, zapisanego badz wypowiedzianego
w innym jezyku, takze w jezyku angielskim traktowanym jako lingua franca.
Oznacza to, ze inne narody moga takze by¢ opisywane w jezyku angielskim,
jednak takim angielskim, ktory jest stosowany przez pozostate osoby dla ich
wiasnych okreslonych celow, czasem jedynie komercyjnym lecz czasem
celowo wybranym jako narzgdzie wypowiedzi kontr-hegemonicznych, z ich
okreslonymi celami i sposobami. Zatem dla przekladu najwazniejszym jest
ustalenie jak mozna oddaé te zalozenia w transkreacji tekstu. Koniec wywodu
prezentuje wplyw takiego zalozenia na zarébwno odmiennos¢ kultury
wyjsciowej (w tym przypadku koreanskiej) jak i dyskurs anglojezyczny, jezyk
angielski  jako jezyk wyjSciowy 1 narzedzie transkreacji oraz
rozpowszechnianie idei literatury jako globalnej jedni (lub/i systemu).

Stowa klucze: globalny paradygmat literacki; literatura $wiatowa; literatura
koreanska jako literatura $wiatowa; identyfikowanie si¢ lokalne i globalne;
przektad i transkreacja; kanon i system literatury §wiatowej; nierdéwny rozwoj;
inkluzja 1 inkluzje; tozsamo$ci wspotdzielone; ,bycie pomiedzy”;
naturalizacja i zawlaszczenie.

1. Introduction: Ideas of “dislocated” literature,
interviewing traditions and global citizenship(s)

Before we start discussing the first topic, it would be necessary to say
few words about the authors chosen as examples of this complex
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“dislocated” situation. They are both Korean and American, they both
belong and not-belong to two cultures. As Homi Bhabha (1994) wrote,
they are located “in the space in between”, as it will later be discussed
in connection to Chang Rea Lee who is very often considered a
“typical” dislocated author who does not belong “either here” nor
“there”. In this respect the examples for cases of not-belonging to either
literary-nation or world-literature 2 are one of the important
characteristics of the Korean global literary corpus (system) which is
both bilingual and bi-national. A number of authors belong to a couple
of discursive marked traditions while always being other in relation to
either language (usually American English and/or Korean) or the
discursive marked space of literary transcreation (translating the text in
an/other discourse, or the hegemonic order of a given system — being it
the literature-system or world-system). The examples in this work will
be from American-Korean literature and the authors are the above-
mentioned Chang Rea Lee and Krys Lee and Euny Hung. In respect to
globalizing the local paradigms of literary expression (the right to
remain different in the globalized hegemonic order) two Korean authors
will be mentioned and compared to their “in between” located
counterparts. These are Hwang Sok-yok 22143 (b. 1943), as the author
who, in my opinion, liberated the space of Korean literature from the
firm burden of tradition®, and the next generation author Kim Young-
ha 71 <3 3} (b. 1968), who used the formal and intercultural possibilities
of the tradition of western cannon (Kafka, Becket, Ishiguro) to
interconnect the tradition of “dark and complex” European prose with
the discursive possibilities of the Korean hegemonic order and trans-
create the possibilities of one tradition into the system of another. This
is very well followed by yet another generation’s author (Han Kang &+
7) in the 2010’s, but this is out of the scope of this research. What is
important for us here is the possibility of inclusion(s) into global trends
(patterns) which simultaneously survive as a locally determined agency
and a factor of the ability to change one’s own discursive environment,

2 These phrases; world-literature as a system equivalent to the system of world-system
in social anthropology is introduced to literary theory by Frank Moretti (2013) and
literary-nation by Pascale Casanova (2004) and reaffirmed by Vladimir Biti (2016).

3 This topic is discussed elsewhere. In the article in Knjizevna smotra (Literary Review,
Zagreb) | discuss Hwang as an author who begins a new trend in Korean literature:
write in the environment of Korean tradition, but with an emphasis on globalized and
politicized issues that open new possibilities for Korean literature as a part of global
literature-system. Compare with Lee (2003) and Park (2016).
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as well as the very discursive environment itself. This means that local
agency always is an important factor in the determination of Korean art,
but the above-mentioned authors contributed greatly to the fact that
nowadays Korean literature also contributes to global world-literature,
in the same way as other artefacts and popular culture outlets build the
narrative of the Korean “soft power” industry including arts, new media
and popular music. In that respect the Korean “cultural miracle” is now
seen as global player on the “cultural market” and a global citizenship
power broker as far as the influence on others goes: in film, K-pop, soap
operas and video games (see Kim Y. 2017; Kim E. 2017).

At this stage the argument | would like to put forward is
connected with how to locate the idea of global citizenship on a wider
scale, and the inclusion of difference in this concept, especially in
relation to new media and the idea of transparency. This discussion of
identity being simultaneously a local and global phenomenon goes all
the way back to the 1960s. In Hannah Arendt’s article on global
citizenship and her argument and comments on how global
identification works in the modern world and in an era that actually
started the age of postmodernism (Jameson 2007; see also Lyotard
1979), there is an ambivalent positioning towards this dual identity
politics of twofold identification (denotation). In her article where she
discusses the global citizenship concept of Karl Jaspers, this famous
Jewish, German and American philosopher argues the negatives and
positives of contemporary technological revolution and assigned
processes that are reflected in the humanities and communication in
general. The means of communications, she argues, and the export of
so-called “universal” (that is European) values contributed to the fact
that today we can talk about the joint, universal presence of the whole
planet (Arendt 1968: 73).

She said that this fact about a shared present “state of the world”
is based neither on shared history nor is the guarantor of a shared future.
Arendt also claims that the very technology which connected the world
can easily destroy it. When writing that article in 1968, she emphasizes
the fact that the means of global communication were developed in
parallel with the means of possible global destruction. In that respect,
she claims, the solidarity of humanity is exclusively negative; it is based
on the fear and unwillingness to change. Here, we are talking about the
fact that the present time is heavily burdened by the responsibility of
local governments towards the world community and the responsibility

11
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of each single individual for what our governments are doing in the
name of the country. This is where global responsibility starts.

That is the position from which the topics and problems of
Cross-Cultural studies depart. I will now mention three of these
problems in order to establish the frame for viewing locally marked
paradigms in a global environment as well as denoting local discursive
practices in globally connotated narratives. Firstly, solidarity carries a
burden which sometimes can be very difficult to handle and deal with.
This is why many nations, many groups and local religious
communities opt for isolationism and apathy, rather than for using the
possibilities of global networking for communication and a better
understanding of others and then, indirectly, themselves.
Simultaneously, this global trend of today (from United States to
Poland, from Israel to Korea) has its origin in a contemporary reading
of Kant and the hegemony of the school system (especially the
institution of the “university”) that changes the focus of its endeavour:
instead of previously asked (philosophical) crucial questions about the
self (and “us”) we now, as claimed by Peter Sloterdijk (1987: xxvi and
XXiX), thanks to the “cynicism of the masters”, in centre of “longing for
knowledge” have the concept of power. However, parallel with this
global cynicism there also should be noted the very prominent trend of
(commercial?) opening towards the other; sometimes in another
language (the relatively large number of Korean writers who narrate in
English while exploring very Korean topics: stolen women, alienation
in Korean cities, overdevelopment, struggles of a nation divided),
sometime in forms previously assigned only to others (K-pop, or the
Korean genre of horror movies which is based on well-developed
patterns from other “cultural circles”) and sometimes by intertextually
participating in the diachronic order of system-values developed
elsewhere (a substantial part of Korean literature which either uses or
is trying to fit within the tradition, both formal and stylistic, of “the great
canon”). While the above-mentioned openness simultaneously
presumes a better understanding of ourselves — nations, genders,
political options, local language communities, etc., the way
isolationism works is that it always produces some type of neo-contra-
hegemony that takes its forms through the processes of providing a
particular, defined group (nation, gender or ideological/language
community) with a certain type of selectively assembled information
that contributes significantly to the development and continuous
maintenance of a particular type of hegemony. In Gramsci’s Prison

12
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Notebooks (see the 2007 edition, vol 1), the idea of hegemony is closely
connected to the willingness of a particular community or society as a
whole to obey a particular set of rules as natural, non-questionable, in
other words “given” by some sort of “natural order”. At least, that is the
narrative produced by those who hold power (knowledge?) about the
world and the way in which it, in any given language and discourse of
contingency, works. In an environment where “going global” and
“export” local culture in the wider space of cultural interdependence (as
a mapping and miming of the capitalistic order itself) it is also an
opportunity to “play” as a global rather than local “player”. What
remains a peculiar “reminder” in this transaction though, is the fact that
locally produced “materials” (songs, films, books, games) withhold
some of its “internationality” in an attempt to naturalize various
elements of canon for its own advances. This is happening on the level
of a better understanding of one’s own culture and especially traumas,
but also at the level of distancing local vernacular from the uniformity
of the capitalist project.

The second problem is genealogical in its essence. While in the
unfounded optimism of some humanities the very idea of this
superficial and artificial unity was in fact yet another imperial idea of
the world market and the dominating power-driven centres imposing
already introduced (Western) values, they are now a so called “unity in
difference”, or, as some of the most optimistic researchers put it, we are
talking about “local projects” that are part of a “bigger picture”. Later
we will see that some of these processes of the power-struggle for
ownership in spheres of local and global paradigms will best be
represented in literature, especially in the literatures of others who
usually are aware of their position on the margin. Here, | find it
important to emphasize the crucial narrative assigned in literature to
global contemporaneity. This is found in the fact that the global present
“state of affairs” is not built on any common past. In that respect,
despite the fact that followers of unconditional globalism often
emphasize the importance of local identification, in the practice of the
capitalistic world both individual national pasts and traditions are
(re)considered as irrelevant. Instead of depth and diachronic continuity
in the development of concepts, forms and ideas, we now have a collage
of pieces that cannot be assembled to mimic the three-dimensional

13
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picture of “uneven” but steady development based on some sort of
consensus.*

The third issue which will be discussed here is closely
connected to the various problems of translation(s). Over the period of
the last thirty years it has become an important topic of theoretical
argumentation in both linguistic and literary theory. In the context of
this work it is important to emphasize that the problem is closely
connected to two issues: the first one dealing with problems of handling
the unevenness which results in erasing a concept of solidarity, and the
second is connected to the post-modernistic phenomena of the loss of
depth in order to achieve a unified surface. From these three areas of
discussion the questions of a transfer of cultures, meanings, and
positioning in between will arise as the most important topics. When
applied to contemporary Korean literature it will give a particular point
of view from the “unevenly treated” part of global discourse that is
fighting for both global-capitalistic and local-traditionalistic value-
preservation as well as their questioning.

2. The global universality of the language(s)-literature-
system, the local de/construction of a (maybe not)
“shared” vernacular

The whole contemporary unity of the world is based on the premises
that we do not only have a unified means of communication transfer
(which produces truths, or is a maker of the idea of truth, depending on
a postmodernist, or metaphysical approach) but also the differences that
can be bridged via the translation and transcreation of different content
(languages) which are simultaneously supposed to function as a mark
of difference and a potential to become something else (in translation).
That would mean that we, as a “unified” civilization, are also in a
position of defending the “last frontier” of difference, which is the idea
of one’s own language and its grammar as one of the most prolific
system of both difference and connection. This connection can be seen
in various forms of comparative possibilities. And these possibilities

4 One this type of problem, concerned with the “uneven and combined development in
literature as a world-system”, see WReC (2016).
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are usually agencies of the process of translation and transcreation, but
they are always framed within the limits imposed on the creation. These
limits (frames) are closely connected to questions of grammar. As the
saying which is attributed as an “urban legend” to Michel Foucault,
goes: everything else is in dis/order, we are left with grammar as a last
frontier of the mirage that is called the order of things. In same tone we
can mention the anecdote describing the situation when Ronald Barthes
was attending a meeting of the anarchistic fraction of Maoist
sympathizers gathering at the University of Paris 8. When the issue of
suspending all the Laws without exception was raised by the angry
crowd, with all that remained of his authority but also panic in his voice,
he asked in amusement: “And what are you going to do about
Grammar?” And when we talk about grammar, we are talking about one
of the best organized systems that is directly related to a number of
similar systems and has a development that is simultaneously unique
and opposed to other(s), but also shared with these same other(s), with
neighboring, genealogically related language(s)-literatures-nations, and
some connections can be assigned to distant language(s)-literatures-
nations/worlds. At the same time there has not been discovered and
introduced any better way of language/culture transfer than the process
of translation. That means that there is (still) no quality communication
nor the transfer of the depth of local meaning value system(s) (produced
by language and related discourses) without the inclusion of the process
of translation. When tackling this issue first it is necessary to distinguish
between two types of translation. The first is closely connected to the
transfer from one system of signs to another, with an emphasis on
Grammar, as understood by Jacques Derrida, that is an emphasis on “the
self-constructing” order of a particular language. But there is also the
other part of the process, especially if we are talking about the idea of
Cross-Cultural studies. That is the translation of a discursive whole, the
possibilities of transfer from one discursive realm to the (an)other. In
this context the world made from words needs to be re-created, rather
than transferred. This opens the following questions: when we talk
about translation, do we necessary only talk about the transfer of
semantic and linguistic values from one language to another, or are we
also looking for something more? Do we translate linguistic values or
discursive possibilities? How do we translate some particular
discursively connoted sets of meaning into a different discursive
environment and assigned set of cultural values without losing
“something” in both assigned discourses? Obviously, the answers to the
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guestions posed here are not simple ones. This is especially the case
when two cultures without a similar past (such as European and
Korean/East Asian cultures) are considered.

In the contemporary environment of the humanities, we rely on
two methodological approaches that deal with the issues of translation
and the creation of translated discursive options (see Katan 2016). The
first of them allies with the tradition of philology and the school of a
translation of the “set values” of sentences, phrases and textual
characteristics transferred from language to language, rather than from
one to another cultural discourse. Speaking in the plain language of
descriptive values, this is a traditional philological approach with strict
rules applied rigorously in a process of translation as (hard)
linguistically denoted labour.

The second approach is still in its development phase, even
though it is now more than thirty years old. It is built on the crossroads
of various disciplines in the humanities and social sciences and is
closely connected to new developments across the humanities, but
especially with theory.® It strongly relies on interdisciplinarity and the
inclusion of various disciplines in a process of translating culture to
culture, rather than translating linguistic values into their equivalents in
another language (and its system). At the speculative level, it is very
closely connected to the processes of globalization and democratization
in the field of literary and artistic endeavours. “Crossing the borders”
became the buzz word of both literary (artistic) production and the
industry that drives contemporary works towards a particular type of
writing, where in translations “something is lost” but “something else
is gained”, if not in added artistic value, then in added economic value.
In the focus of such a process, opposed to scholars who are trying to
locate the core problems of transcreation, is publishing and new-media
industries, their marketing and possibilities to be present in another
culture without the need to physically move the “product” (book). And
while one process of capitalism, which is to “perpetuate change”
(Jameson 2007) in its continuous pursuit for profit, is now dominating
the “horizon of expectations”, marginal voices are simultaneously
promoting their previously excluded sets of values to a global audience.

5 Here, | am thinking of theory as it was described by Richard Rorty: it is rather a genre
than a discipline, a way of writing (thinking) located at the crossroads between literary
theory, anthropology, psychoanalysis, philosophy and linguistics, while at the same
time not being any of them in particular (see Culler 2000).
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One should not forget to mention that same goes for the allied
propaganda and ideologies that also are naturalized into a different
space. The difference between depth and surface is that when describing
this twofold process, one should be aware of the fact that here we are
on the fragile field of metaphorical in/possibilities that theory is
producing as its language of description. As Rita Felski (2015) noted in
her book on the limits of critique (which actually means of theory) the
metaphors of space, of its depth and surface, are important ones to
consider in discussions of the penetration (yet another metaphor!) of
one cultural paradigm into the space of another/others. This penetration
can be just the individual attempt of presenting a particular author “to
the world”, or launching an important book into another space, without
a systematic plan to impose one nation’s (culture’s) “soft power” onto
another space. But it can also be the systematic transfer of local world-
literature (and culture in the wider sense of the word) into a wider
context with the purpose of achieving some sort of advancement: as a
nation, as a language, as an economy or as an ideological paradigm.

3. Transferring the local (marginal) into a global
(“unevenly structured”) environment: examples of (and
from) contemporary Korean literature

Here we shall provide two examples of the transfer that the local
(marginal), in its “uneven” position, projects onto the idea of canon.
After winning the Booker Price for The Vegetarian, Han Kang, a
Korean female author of the middle generation (b. 1970), became an
overnight, internationally recognized literary star. However, her
popularity was of limited scope. Only in the space of so-called “great
traditions” (the environments of power of new and formerly dominant
colonial entities), which means in the English-speaking world, all three
of her books were promptly translated. In other cultures, for example in
Croatian, Serbian or Hungarian, only a highly esteemed and awarded
novel is translated. It is also worth mentioning that its popularity was
of limited scope. Furthermore, to the majority of the so-called “small
languages” (and their marginal positions) the novel was translated from
English, and not from Korean. The question of limited success may also
be coursed by the fact that all of these translations were focused on
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philological aspects of meaning/language transfer, rather than on trans-
creations based on an adaptation of the contextual layers of the text.
They are also translated by “serial professional translators” rather than
devoted writer-translators. In that respect it may be said that the position
of the margin managed to marginalize an otherwise fantastic novel. On
the other hand, the persistence of K-pop, or new Korean film and tv-
series on the international scene (market), have different references and
tactics in winning over their audience, that they are in possession of a
possibility to colonize the international cultural space, which today is
very often called the global market. This goes as far as to the level
where formal colonizers (Japan) now became a consumer (receiver) of
“soft power” cultural colonization from the south of the Korean
Peninsula (Hong 2014). In both cases there is a set of problems present,
always connected with some sort of limitation, which usually is the
awareness of the margin from which space the penetration into the new
space (of others) is undertaken. Obviously, apart from this awareness
of the position of margin there exist other limitations; of the other
language, of the other culture, of a non-comparable canonized tradition
that stipulates marginalization, as well as the limitation of discursive
knowledge and of ideological misreading.

When we talk about these limitations and therefore the effects
on the acceptance of the artefact from another culture into some sort of
our space, some sort of stereotypes always come into focus. Here comes
the paradox: while trying to present one culture to another space, being
it on surface, or with the aim to present a deeply connoted set of values
into a particular and explainable context, instead of widening the
discursive possibilities and stipulating a better understanding of the
other, the text from the other culture very often reinforces the
previously held and very stereotypical view of the other culture and
discursive environment which already existed before the introduction
of the work of art (novel, film) into the other space. These stereotypes
stipulate the division which was forced upon us via a school system,
media, new media outlets and other types of cultural hegemony (see
Gramsci 2007; WReC 2015). This is not a new problem. In his book on
the relationship between literature and trauma in what is now known as
the “global democracy”, Vladimir Biti searches for ideas connected
with world literature, and opinions that may possibly include so-called
non-European traditions into what is known and studied as the great
canon. When researching the ideas of world literature, he traces the first
attempts to include others (into the “family of the world of letters™) in
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the periods of Romanticism and early materialism. This is connected to
the writing of Goethe and Karl Marx. In his concept of Weltliteratur,
Goethe in 1827 claimed that the concept of a national literature is losing
its importance and that the “epoch of world literature has arrived” (Biti
2016: 133). Biti pointed that only 20 year later Marx and Engels also
insist on the arrival of world literature and the idea of an international
market. Both Goethe and Marx are aware of the limitations of world
literature concept(s), but insist that this “planetary system” should
override the narrow-minded scope of a national context (and it system
of exclusive values and closed evaluation).

But Goethe on one side and Marx and Engels on the other did
not have the same maotivation, nor similar standing points regarding the
idea of world literature. For Goethe the question of world literature was
connected to the possibility to overriding narrow-minded local
hegemonic orders and introducing a wider context for the acceptance of
a particular work of literature in different contexts, both natural and
naturalized. He simply stated that the “epoch of world literature has
arrived”. At the same time his viewpoint was limited by what Jacques
Derrida later named but also criticized as Eurocentric vision, or, if you
want, the colonial spirit of the West. If we look into these issues from
the 21% century we can see that Goethe, obviously, is thinking about
French, British and German (as well as Austro-Hungarian) hegemonic
paradigms. On the other side, Marx and Engels have a different
motivation. According to Biti (2016) and Jameson (2007: 89), Marx
insisted that what will later be considered world literature is in practice
closely connected to the idea of the world market and its mechanisms.
Furthermore, national one-sidedness and narrow-mindedness (as
quoted by Biti 2016: 133) caused that world literature, as a market-
ready product and new phenomenon that was developed from selected
works from various national literatures. This is the basis for all later
work in the discussions on world literature as an independent world-
system, and not only a subject of the comparative study of “influences”.

If we look closely at the contemporary situation in the field, it
becomes obvious that there are three great advocates of the concept.
They have different viewpoints, but they all agree to consider the works
of Korean, Italian, Croatian or Indonesian traditions as a part of the
same system, at least on the level of speculative possibility. First of
these authors is Pascale Casanova with her idea of “The World Republic
of Letters”. We have been talking about her concept practically were
talking from the very beginning of this article, while discussing
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problems of transferring literature and questions of inclusion and
exclusion. The second one, a conservative (traditionally positioned) and
with an emphasis on the great works of the past, is the concept of The
Western Canon by American critic and literary theorist Harold Bloom.
Despite of his exclusion of non-European, and many non-English-
speaking others, his idea of canon still represents a reference point for
many writers and scholars. Here, | will only mention two of the best
Korean writers in the older and middle generations, first being Hwang
Sok-yong (b. 1943) and the second Kim Young-ha (b. 1968). In Kim’s
novel translated into English as | Have the Right to Destroy Myself
(1996) various western critics found (comparative) connections with
Kafka, sometimes Dostoevsky and in one instance Italo Calvino. In the
case of Hwang, often critics wrote about following the great tradition
of the Bildungsroman, and the social novel of the American and British
1970s. His latest novel, which was translated into English as At Dusk,
provides a play of narrative positionings and social hegemony critique
that was also compared with Western works of the last three decades
that are becoming the part of canon®.

Let us now consider the third author who, during his long and
far-reaching career, dedicated most of his research to tackle the
important conceptual issues related to world literature. In his works
during early 2000’s, Italian comparatist Franco Moretti not only
proposed a return to Goethe and Marx’s vision, but also insisted on the
establishment of new methodology in the study of world literature. The
first task would be to secure a position from which it would be possible
to consider works of various traditions, written in various languages and
translated (trans-created) differently into different languages as equally
important for consideration. Moretti is aware that in consideration of
the world literature corpus, one can not use the method of close reading
because the task of “mastering” the “literature of the world” is not
physically achievable. Biti suggests that Moretti argues that the close
reading of the texts (linguistic, conceptual, critical, historicist,
intertextual and stylistic) should be left to the experts in the fields of
various national literatures. Instead of close reading, in the realm of
world literature, he introduces the term distant reading. In its

6 The major criteria why | have chosen these authors for analytical part of the article is
their popularity in “world community” of readers, that is, not so much in their own
language, but in the ways how their status is achieved in translations and trans-creations
in other languages (Kim and Hwang) or in the other cultural environment (Lee and
Hong).
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“metaphorical sense” (see Felski 2015), this concept can be read as
similar to Pascale Casanova’s notion of James’s idea of “the
pattern/figure on the carpet” (Casanova 2007). But in Casanova’s
interpretation of Henry James, the particular pattern or figure represents
only one element of endless composition belonging to various literary
worlds, which in the end becomes one mega-system. In that respect, a
close reading of all the languages in which literary works are written,
as well as all the works ever published and writers ever considered by
critics, is impossible to even contemplate (even Borges would not dear
to contemplate this type of weaving). Instead, we should rely on a
network of indirect contacts: critics and scholars in various languages,
publishers, translators, the network of publishing industries, magazines,
web sites, promaotional brochures, book clubs. This would mean that I,
as a Croatian scholar, have knowledge of Han Kang because it was
mediated to me via three layers of expertise: firstly by Korean critics
and scholars who are experts in contemporary Korean fiction and
female (feminist) literature, then by the international publication
hegemonic order, and finally by the owners of grant nomination
schemes, translators (first the translator from Korean into English, and
then from English into Croatian, if | want to read the interpretation of
The Vegetarian in my own language). In this context | would like to add
a footnote here, directly related to this topic. | have found out that there
were three contemporary Korean novels translated into Croatian over
the last two years: the above-mentioned Vegetarian, Shin Kyung-
sook’s Please, Take Care of my Mum and | Have the Right to Destroy
Myself. The first two novels are translated from English into Croatian,
and only Kim Young-ha’s novel has been translated from the Korean,
which was the work of professor Kim Sang Hun from HUFS, with the
help of some of his Croatian colleagues. This means that “distant
reading” sometimes goes to even more than two languages and three
procedural layers.

From what has been said until now, it is obvious that there are
a number of serious problems which need to be considered here. The
first one is connected to the philological tradition of close reading. The
second one is connected to the question of languages. But the most
important one is the third problem. It is of a theoretical nature and
connected to locating the issues of the relationship between concepts of
translation and trans-creation, of the appropriation of texts in another
cultural environment and the naturalization of one linguistic
environment (with its assigned discourse) into another one. These
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problems produce two reactions: first there arises an opportunity to
naturalize a particular text and make it more locally embedded. This
may include its title, re-creation of the play of words, the appropriation
of a whole set of contextual issues (the treatment of women, particular
manifestations of nationalism, ethical values, etc.) and the
appropriation of a particular set of values into another environment.

Also, there are various limitations attached to the process of
trans-creation. In film, there is always a risk of not understanding the
ironic layers in fast moving scenes, of misunderstanding allegoric
layers or intertextual connotations. In the area of novel-reading whole
discursive macrostructural issues can be misinterpreted or appropriated.
For example, if Croatian or Polish readers are not familiar with the
problems of suicide in the contemporary Korean community, or of
concept of han, or in some situations the still very traditional treatment
of women and/or wives, for example, it would be very difficult to
understand some complex connotations in The Vegetarian or in the
novel | Have the Right to Destroy Myself. In that respect, a closer
acquaintance with Korean literature in Croatia, Serbia, Hungary,
Poland or Austria will be very much dependent on further reading and
the critical texts that support the novel. But since, on the literary market,
these critical issues of translation (or trans-creations) are practically
non-existent, that opens yet another set of problems.

4. Limitations of “local identification” and tactics of
(possible) changes: Korean and Korean-American
Authors

How are the contemporary academic and cultural communities (in a
wider sense) dealing with these limitations imposed by language
barriers and discursive non-inclusions? In practice, works from other
literatures usually are translated without any awareness of the
complexity that these problems impose upon the exegesis and other
types of interpretative practices (usages) of “foreign” texts/novels.
Instead they are consumed in a process of appropriation, which in
literature is labelled as a “control of meaning” (see Arrojo 2002) and/or
the “politics of translation” (Spivak 2012). There are a number of
options to approach these issues. In the 1990s the question of cultural
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identity (Brisset 2012) was in the centre of attention and in the mid-to-
late 2000s most of the studies in the field were connected to ideas of
interdisciplinarity within the humanities and transnationality in the area
of global citizenship studies (Snell-Hornby 2006). One of the options
that | will stipulate as relevant here is the idea of Cross-Cultural
research across the humanities that will prepare (or at least help)
translators to deal with issues embedded in a particular cultural
discourse where these topics are, more or less, self-explanatory. The
concept is already promoted by the Germanic studies community and
especially in the work of Snell-Hornby. She claims that we cannot talk
about a paradigm shift in the approach to translation, but for sure we
are in the age of “shifting the viewpoint” in the discipline. In a centre
of Snell-Hornby’s attention is the idea of “Blickwechsel”, which in
German means the “exchange of glances” (2006: 2). In her opinion the
central focus of this change of viewpoint should be on the interweaving
of discourse and cultural factors (2012: 134). As stipulated by Spivak,
this leads towards a new type of intercultural communication which is
now not Eurocentric in the consideration of the domination in space nor
Anglocentric in the sphere of language ownership, but also open to
views, judgement calls and manipulations from the “other side” as well
(since every hegemonic order has its counter-hegemonic opponents). If
a text is not conveyed (trans-created) with the thorough consideration
of most of the issues discussed here, in another culture (as well as in
another discourse and hegemonic order) readers/viewers may, and
probably will, miss subtle suggestions’ from some finely conveyed
layers of textual possibility, and sometimes can under-interpret or over-
interpret the underlayer(s) of crucial importance for understanding the
textual potentials, being it in a particular novel, poem, film or television
series.

In the context of what has been said so far, we first have to say
a few words about trans-creation as a process that is very closely
connected to cross-cultural research and teaching. This is not only a
problem from a “foreign”, “far away”, or “unknown” culture but it
represents a significant issue in connecting to a text’s discursive
anomalies (or un-globalized, locally connoted and suggested
issues/layers of meaning). These local issues are usually not understood

7On the questions of “overinterpretation” and “under-interpretation” see the book co-
authored by Umberto Eco and Richard Rorty. 1992. Interpretation and
Overinterpretation. Cambridge: Cambridge University Press.
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to the full extent in translations without footnotes, or without some sort
of departing from the traditional way of translating (as described by
Bandia 2018) and they engage in the process of trans-creation that we
have mentioned a number of times so far. To do so we shall peruse a
few works related to Korea and Koreans that are written either by
Korean writers or of Korean descent living in the United States. For
examples in this article I have chosen three writers of Koran descent,
or, if we look from (an)other perspective, Koreans who write and live
in another language, or we can also say discourse, cultural
environment; that is — they write in English and are positioned in
between two cultures. But they are still connected to their culture of
origin. One of these three writers’ lives in United States and writes in
English, two other female writers used to live in the United States, but
now they have returned to Korea while they still publish in English.
Looking from the perspective of the presentation and representation of
their narrated worlds, all three of them, to a certain degree, belong to
what nowadays is considered to be the realm of global literature. All
three of them are supporters of local, Korean themes and traditions
while at the same time they remain strong advocates of de-localized,
universally human issues. The writer living in the United States from
the age of three is Chang Rae Lee. He has received numerous prizes in
American “mainstream” literature, has been nominated for the Pulitzer
Prize twice and is well respected in “mainstream” American literature,
while still considered to be an ethnic writer.

In works of Chang Rea Lee these processes of delocalization
are taking a few different directions in his narratives. After publishing
his first novel, Native Speaker, he was labelled as the founder of
American Korean writing school (Page 2017: 16), even though there
have been a number of Korean writers in the States before him, for
example there was Younghill Kang with his novels The Grass Roof
(1931) and East Goes West (1937), or later Richard E. Kim with his
best seller The Martyred (1964). Being labelled “the first Korean
American writer”, he was often considered an autobiographical author,
and put in a position of Being of Two Cultures and Belonging to
Neither, as Pam Belluck (1995) wrote in the New York Times. Many
critics emphasize his “rapturous evocation of past life, viewed across a
great gap of time and culture” (Page 2017: 2). Insisting on the
autobiographical element, many American critics, as Amanda M. Page
in her book on Chang Rae Lee put it, undermined the author’s work as
a piece of creative fiction.
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Sometimes it is the destiny of authors with “ethnic” names and
literary topics to be simultaneously considered global and dislocated in
the space between their countries of origin and the cultures of difference
they are trying to bridge in their imaginary worlds. Homi Bhaba (1994)
speaks about this positioning “in between” as “being neither here or
there”. This is the position Lee uses not only in Native Speaker, but in
all of his later books. He will use this tactic to reconcile his double
folded identity: the position of belonging to “the great western
tradition” and simultaneously being the other in comparison to its
mainstream topics, issues, language and created world(s). Following
these tactics, he not only writes about (Korean) minorities, but also
other types and modules of otherness. In my opinion this can best be
seen and interpreted in two of his novels: On Such a Full Sea (2014)
and My Year Abroad (2021). The first book is set in some distant future
(maybe 150-200 years from now) and the division of the imagined
society is very much dependent on todays’ understanding of the
positioning between different cultures, and the domination of one
cultural paradigm over the expense of other(s). To be able to read this
in such a key, the interpreter has to be able to translate not only elements
of speculative space and chain of events, but the consideration of the
present being transformed (or changed) into a mostly upsetting and
destructive image of the future. Many elements of contemporary
Korean life and signs referring to Korean discourse are embedded into
the procedures of this imagined future and its ways of handling the
crises of the future to come. By not decoding these signs it is very
difficult to understand some of the textual layers. For example, even
though the novel is written in English and in the United States, when
talking about community responsibility in the joint households of the
future, one could not fully understand and appreciate the irony of this
social hierarchy in if the discourse of the Korean family is not familiar.

If we take a look into Lee’s latest novel, My Year Abroad, the
motive of being Asian, or especially of Eastern Asian descent, has an
important role in better understanding the motivation of the main
character and some of the elements of the “Asian way of doing
business”, of “being entertained”, which to outsiders may look
unconvincing or even grotesque. In other words, the whole not-trans-
created world of difference, either “in between” or of “the other”, will
not be understood and accepted in its complexity and there will always
remain something exotic, foreign or/and excluded, that to the “outsider”
(the other) looks and sounds artificial. This is exactly the way in which
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we read today famous Indian-British authors such as Salman Rushdie
or Aravind Adiga. The way that British critics have appropriated and
naturalized their works takes its framework from postcolonial studies
and the ways in which cross-cultural issues are settled in a process of
the negotiation between the so-called Centre (West) and the Otherness
of what is usually called the space of others (sometimes the Orient,
sometimes the East, sometimes the Edge or the Border, and sometimes
the Third World).

East Asian positioning in relation to the idea of the West and of
“being western” is different, both in the tactical approaches of authors
and critics and in the way otherness is treated. This is especially visible
in popular culture and film. A good example is Euny Hong. She is the
author of just one novel in English which had limited success. It may
even be better to say that this novel did not reach a wide audience, or
even better, that it was not read in the appropriate key®. Kept is
definitely a novel about being other in the United States, and by being
other I do not only think of being Korean, but of being some sort of the
third entity (similar to some of Lee’s or Shteyngart’s characters). This
third entity of Hong’s is neither Korean nor English, but also not one,
but many (things and not-possibilities) at once. It is about being pure
and tainted, being faithful to the family but also its black sheep. The
novel is set in both the United States and Korea, but | am of the opinion
that it would be read very differently in each of the cultures.
Furthermore, if the cross-cultural, and even transcultural context is not
an integral part of the reader’s horizon of expectations, it would be very
difficult to understand not only the ironic and allegorical levels of
communication, but also the very nature of the otherness presented in
the novel. When talking about Euny Hong, we must mention two books
which, contrary to her only novel so far, are great hits worldwide. One
of these books is especially popular. At the same time this book is a
popular reading and reference source for scholars. That is The Birth of

8 In my opinion in Hong’s novel (2006) there is more “ethnic-self-irony” by and
“otherness-destructiveness” which is a driven and inscribed potential than in today the
very popular and often-quoted book by Gary Shteyngart entitled The Russian
Debutante’s Handbook (2002) which was, on one paperback issue by Penguin,
proclaimed to be a “visionary” novel about a “Russian immigrant who is trying to find
himself”. The Korean ex-student and pseudo-prostitute in Kept in my opinion is a better
character. Nevertheless, it is an interesting fact that Shteyngart was Chang Rea Lee’s
student in his course of creative writing, and that Lee was instrumental in publishing
Shteyngart’s novel in 2002.
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Korean Cool, with its subtitle How one Nation is Conquering the World
through Pop Culture. The book is written from a personal perspective,
in its introduction it gives Hong’s personal story: after 20 years in the
United States her parents decided to move back to Seoul in 1985. Hong
was 12 years old at the time. That means she had a basic knowledge
about American culture (in America school kids called her a “Jap”, and
she “never made the effort to explain that she was actually Korean”).
When asked by other kids if she is Chinese, her answer was “yes”, so
not to complicate things. Already in this first chapter she changes the
perspective and starts the narrative about Korea’s journey from poverty
and anonymity to being the fifteenth largest economy in the world, and
discusses the scopes of popularity of Korean popular culture, being it
film, tv series, video games, cartoons or popular music. The style and
narrative positioning in which the story about “the Korean cool” is
narrated is very much located from the perspective that Bhabha would
label as “in betweenness”. Hong went back to the United States for her
university education, and then returned to Korea for a second time. She
always stipulates that her education is American, that she understands
what westerners “expect” from the/her story of otherness, from distant
others and their ways of living, thinking, acting. This is obvious when
she discusses the vernaculars of Korean life and consciously works on
a contextualization of these differences intensively using a frame of
reference that would be understandable to the Westerners. In other
words, she trans-creates the Korean other into the form and language
(English) in a way that is going to be understandable, acceptable and
palatable for this western frame of mind and its expectations; that is the
preconceived idea(s) of the East Asian other.

In the chapter on irony, for example, Hong explains how irony
was a foreign concept for the Korean frame of mind, while herself using
irony in a process of elaboration. She also explains (in very superficial
terms and with a strong ironic zest) the concept of han, the importance
of tradition, and later in another chapter the idea of hallyu as a neo-
politicized way of “conquering” the (at least Eastern) part of the world.
She completes the story of Korean Cool by exposing the “secret
weapon” of South Korea’s conquering of the world, which is video
games. In her second non-fictional book (The Power of Nunchi: The
Korean Secret to Happiness and Success, 2019) Hong continues in a
same “foreign but insider” style, now writing about the idea and various
perceptions of the concept of nunchi. At first glance, this book may be
conceived as belonging to the so called “self-help” genre of “world
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pseudo-literature”, while in fact this text is a very cleverly organized
continuation of the previous book. It exploits the concept of an original
Korean idea and the practice of difference as well as the usage and
possible tactics through which this difference can penetrate the
contemporary global environment (market). In brief, this book could be
a good example of what we said at the beginning in the theoretical
introduction: being locally identified, a cultural entity at the same time
strives to be recognized outside of its own discursive surroundings,
while also mystifying the origins and specificity of its own
differentiation tactics and locally shared experience. The purpose of this
“mystification” is the (postymodern urge to be different yet the same,
original yet the part of the bigger picture, a user but also a contributor
to the “wider course”. This ambivalent concept of difference-sameness
is what is “hardest to grasp” in the other cultural (or discursive)
environment® and it is not primarily of a philological nature. It can best
be denoted at the level of reading the tactics in which it can be seen how
the idea of otherness is used in the hierarchy of text and its manipulative
tactics, as well as in the wider practices of the poetics of the everyday.

This possibility is mastered in the prose works of Krys Lee,
which are written in English. She as well was educated in the United
States, but also in the United Kingdom. Just as Hong, she now lives in
Seoul. While Hong is a journalist, Lee is pursuing an academic career,
teaching creative writing. She is a well-respected author on the
international scene, as both of her fictional books are. Her collection of
short stories The Drifting House is situated in both the United States
and South Korea. This is a socially-aware literature and all of the stories
deal with problems of contemporary society. In the focus of her
narrative attention is the difference between the Far East (Korea) and
the West (United States). Through her narrative procedures, Lee often
remind us of the works of British sub-continent writers and their
specific, sometimes ironic, but most of the time emphatic view of the
difficulties with the concept of “being in between”. This authorial
intention is even more direct in her novel How | Became a North
Korean. In that very complex and complexly layered prose text she is
re/presenting at least two different spaces (the States and the Korean

9 This process is very openly visible in Korean society because the process of
modernization (and post-modernisation) in South Korea was very fast, planed and in
some respects forced upon communities. That can be seen very well in the novels of
Hwang Sok-jong, Kim Young-ha and Han Kang.

28



IJKHSS 7/2021

Peninsula), three nations (Koreans, Chinese, and Americans) two
systems (Capitalism and Socialist Dictatorship), the dichotomy
between religion and agnosticism, between the North and the South
(particularly in the case of the Two Koreas), but also between China
and North Korea as well as between Eastern Asian communism (and
the pseudo-capitalism of China) and American society (with all its
complex entanglement of opportunities, repression, inclusions and
exclusions). In this complex structure it is obvious that voices employed
by author stipulate what Mikhail Bakhtin labelled as polyphonic
consciousness. However, this is a very specific kind of polyphony. It
divides, rather than intertwines voices with different discursive
backgrounds and often remotely located spaces of identification. To
translate intentions and tensions between various cultural paradigms
and their discursive differences becomes an interpretative necessity,
despite the fact that the whole novel is written in English. This unique
literary work is very much embedded in the space of otherness (the
border between North Korea and China) but also has a form of a
contemporary global (read western, or stipulated by the western idea)
novel. Lee intentionally writes with an intention to be read and accepted
on the global literary scene, but even in this form that is common and
acceptable by Western reader(s), there are a number of semantic and
tactical layers that call for further cross-cultural references (active
engagement of the reader/interpreter) in order to be understood and
accepted as rounded and aesthetically completed, as “suitable” for
reception in the English-speaking world.

5. Conclusion: The other language as a tool thorough
which the “local” is becoming “global” (Korean
literature as World-Literature)

Our examples of three Korean writers who write in English show two
facts which are important for any cross-cultural studies project. The first
is that the translation of the text is not simply a question of transfer from
one language to another, that is an interaction with an/other language.
In order to better grasp the various textual layers and interpret the
textual connotations sometimes crucial for interpretative consensus, the
question of translation also involves consideration of the other culture
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and its discursive power games. This becomes a very demanding extra-
linguistic pressure, including cultural appropriation and ideological
naturalization, involving a number of intercultural and cross-cultural
tactics and activities that accompany the philological procedure of
“accurately” translating the text. These problems have been in the focus
of attention over the last thirty to forty years, especially in the domain
of interdisciplinary translation studies (see Katan 2016; Spivak 2012
and Snell-Hornby 2006). | mentioned some of these problem in the
description of Snell-Hornby’s term “glance of the eye” and the
dilemmas between a “paradigm shift” or a “new view of looking into
problem(s)”.

In my opinion working with texts and the extra-textual context
of Korean-American (or in of our two cases former-American, or even
better: global) writers provides a very good example of this process
where “cultural procedures” and “the other discourse” are not only the
focus of attention, but without them it is not possible to read a text
without a significant ‘“reminder” of un-translated discursive
possibilities. The beginning of this “process-solving environment” can
be established as a framing discourse while the dynamic and dialectic
process of interviewing one cultural and hegemonic complex with (or
against) an/other starts to take place in the practice of academic and
pragmatist communities. In the relatively brief tradition of intercultural
translation studies it is already consensually established that translation
is always also an interpretation (see Edwards 2010) and that while
translating, the question of “the right interpretation” is always
connected not only to the text, but also to the way in which signifiers
are interconnected (Derrida 2012). There are a number of scholars from
literary theory, semiotics and philosophy who have paved the way to
this “turn”: Umberto Eco with his book Experience with Translation
(2010), Spivak, Derrida, Rorty and others. Coming from this type of
background myself, 1 also argue for closer relationships between
translation and interpretation but also for a comprehensive cross-
cultural approach which will not only study various contextual
differences and “discursive exchanges” but also a much wider series of
interviewed phenomena and the models of their signification(s). The
question of writers who write in the language of a dominant culture are
introducing models of signification practices which are characteristic
for various “cultures from the edge”, or “marginalized cultural
practices” could play an important role in not only understanding what
in translation “is lost” and what “also can be gained”, as it was cleverly
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written by Salman Rushdie 1°, but also what are the conceptual
mechanisms in which this loss is substituted by what is gained. What
type of linguistic, discursive and critical language and methodology is
going to be applied here? How wide is the intervention that is going on
behind the “pleasure of the text” in Barthes’s sense of the word, and
should it be undertaken? And last but not least: would such an
interpretative action also be a political act, or only an academic
exercise?

These are very complex questions and for now | suggest that
they remain open to be “tackled” from various angles and
methodological standpoints. At this stage | will conclude that
translation (or the work of perpetual translating) is a necessary tool in a
process of interpretative practices, not only for foreign texts (ones
originally written in another language and another discursive
environment) but also in works written in seemingly the same language
(but in different discursive frames). Probably the major problems of the
above questions can be better detected and discussed if one starts with
the double fold possibilities of a text that represents some sort of
“foreign object” attached to the dominant language as if it were some
sort of weight. For trans-creation from language to language things will
become more complex and multi-layered.

It now becomes obvious that in the process of cross-cultural
communication (translation) we are dealing with two processes that
take place simultaneously. The first one is the process of appropriation.
That in fact is translation from language to language, but at the same
time it is a translation (interpretation?) from one culturally and
hegemonically distinguished discursive environment into another one.
This involves not only the traditional philological procedure of
translating words and sentences, but also knowing both the discourses
and cultural differences between them. The appropriation of the cultural
paradigms of another culture into the space of dominant others is one
of the major macrostructural tools in Chang Rea Lee’s novels. By
transferring cultural patterns from “excluded” cultures (Chinese,
Korean) into post-apocalyptic America, Lee also appropriates these
patterns into a possible world of speculative reality. With that tactic he
opens the possibility of viewing the other in imagined forms of
interaction and domination, offering alternative possibilities that in

10 This quote is paraphrased from the introductory chapter of Rushdie’s book Imaginary
Homelands (1991).
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different circumstances may not look convincing*. The second process
is naturalization. This is also a process where adapting the “content” of
the text into another environment is taking place. However, it also
mimes the re/creation of the situation and spirit of another language
and/or culture into the other environment. Instead of being introduced
to another culture as a text that can be understand to the maximal extent,
here the written utterance also has an ironic dimension. It is seemingly
adapting into the realm of (an)other space (and language) but also tends
to remain purposely different, at the same time tamed and untamed (but
not wild). How misleading that can be is obvious in the novel Kept. |
am aware of the series of metaphors with which I am trying to describe
metaphorical language, narrative tactics and the imagined world of
fiction. However, what is produced in the attempt to answer the
guestions posed in this conclusion is yet another metaphorical realm.
Rita Felski in her above-mentioned chapter on metaphors produced as
an answer (interpretation) of other metaphors claims that this
prolonging, or deferring of definite answer(s) is in fact the true nature
of our job as literary critics and interpreters. Nevertheless, | think that
the question of margin and the “edge” (as understood by WReC 2016)
is better seen and it is easier to approach it from the perspective of the
usage of the same language for the purpose of fighting one’s owns
battles, being it the preservation of a hegemonic order (in the imagined
and imposed order of “Global Culture”), or a counter-hegemonic
resistance fought in the language of one’s own other(s).
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as a characteristic that keeps recognition from falling into the oppressive traps
of one group only recognizing the pre-established modes of identity of another.
Cha’s novels insist on moments of bitterness within scenes of recognition, thus
showing how both characteristics, together, form an essential way for a positive
openness to another to be possible. Other Korean-American authors discussed
include Cathy Park Hong, Caroline Kim, and Theresa Hak Kyung Cha.

Keywords: Steph Cha; Korean-American literature; openness; recognition;
bitterness.
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CIERPIENIE I SWIADOMOSC: PRZESTRZEN DLA INNYCH
W POWIESCIACH STEPH CHA

Abstrakt: Powiesci Steph Cha umiejscawiaja dwa glowne zatozenia
otwarto$ci na innych: cierpienie i $wiadomos$¢. Artykut ten przyjmuje, ze oba
te zatozenia musza wspotistnie¢ by zaistniata otwarto$¢. Stworzona przez Cha
seria detektywistyczna z Juniper Song (2013-2015), a takze jej samodzielna
powies¢ Your House Will Pay (2019) uwypuklaja role, jaka cierpienie
i $wiadomo$¢ odgrywaja w otwarto$ci Amerykanow o koreanskich korzeniach
na pozostalych Amerykanéw o pochodzeniu mieszanym i o innych kolorach
skory. Zgodnie z pracami Jacquesa Ranciere i Axla Honnetha, cierpienie jest
postrzegane jako cecha charakterystyczna, powstrzymujaca $wiadomos$é
od przeksztatcenia si¢ w opresyjne pulapki jednej grupy, uznajac jedynie
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wczesniej ustalone sposoby tozsamosci Innego. PowieSci Cha skupiaja
si¢ na chwilach ukazujacych rozgoryczenie ws$réd scen u$wiadamiania,
pokazujac tym samym jak obie te cechy wspolnie ksztattuja podstawowe
podejscie do pozytywnej otwartosci na drugiego cztowieka. Inni omawiani
autorzy koreansko-amerykanscy to Cathy Park Hong, Caroline Kim i Theresa
Hak Kyung Cha.

Stowa klucze: Steph Cha; literatura koreansko-amerykanska; otwarto$¢;
swiadomos¢; cierpienie.

1. Openness to Others in Korean American Literature

In The World Republic of Letters, Pascale Casanova mentions Korean
literature almost randomly, saying that it is an example of the small
literatures (Casanova 2004: 191), meaning, in the words of Jongyon
Hwang, “a literature created to serve the cause of nation and people,”
thus occupying “a dominated position in the international world order”
(Hwang Jongyon 2010: 50). Although there may be an element of truth
in this statement, perhaps in relation to writers responding to a
perceived need to define language, state, and identity, some of the
literature written by Korean diaspora in America does much to counter
this claim.

The thesis of this work is that the diasporic nature of the novels
of Korean-American writer Steph Cha allow for an openness to the
issues, places, and people of non Korean-American immigrants. In
other words, put far too bluntly and much too simply here at first, there
is something about being in the position of an immigrant that creates an
openness to other immigrants. Initial arguments against this thesis
might be based on the isolation to which certain diaspora (especially
women) might be subject (Cho 2008: 2-3). Disagreement can also come
from the violence enacted by one minority group on another, for
example on Asian Americans in the wake of the COVID-19 pandemic.
On the other hand, initial support for the thesis might be based on an
“ethic of collaboration” (Nkhoma 2008: 96) that has been especially
developed by the oppressed. However, a more specific route is taken
here in order to delineate the mechanics of such an openness to the other.
The novels of Steph Cha are taken as a model because they portray
Korean-American characters who are inspired and angered by events
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affecting other American minorities outside their immediate situation.
The manner in which this openness is expressed is by coupling the
characteristics of bitterness and recognition.

In other words, when the diaspora are oppressed, this is not only
traumatic, but also a potent position from which to enact change. This
argument is similar to one found in Cathy Park Hong’s collection of
essays, Minor Feelings, in which she takes the immigrant’s
“unmastering of English” as a rallying cry, finding inspiration in those
who use their lack of mastery of the language as a mode of questioning.
She is interested in those “who queer” the language,

twerk it, hack it, Calibanize it, other it by hijacking English and warping
it into a fugitive tongue. To other English is to make audible the
imperial power sewn into language, to slit English open so its dark
histories slide out (Hong 2020: 97).

A powerful example of this can be found in “Mr. Oh,” the first
story in Caroline Kim’s collection The Prince of Mournful Thoughts
and Other Stories (2020). Told in the first person, Mr Oh is an
immigrant who speaks in a stereotypical Asian-English, as seen in the
story’s first sentences: “The doctor say he no can help me. He don’t find
any problem. He say:” (Kim Caroline 2020: 3). Yet despite being at a
linguistic disadvantage when talking to his American doctor about his
neck pain, Mr Oh does not give in to pressure to accept a psychological
reason for it

No, | shake my head. | know what he talking about. He don’t believe
this pain in my neck. Almost, | can no longer swallow. He think I’'m
crazy, have some kind of mental problem. What he know anyway?
Doctors, they just suppose to find place where pain start and fix it (Kim
Caroline 2020: 3).

This is what Mr Oh thinks at the beginning of the story, and it
is also what he thinks at the end. At least in part it is Mr Oh’s
“unmastering of English,” in Hong’s words, that allows him the
stubbornness to insist on his pain and expose the weakness of a medical
system that will not take the time to examine the real cause of his
discomfort. There are other examples of a similar theme in Korean-
American literature?, and the books delineated below also engage in

2 A key example is Chang-Rae Lee’s first novel Native Speaker (1995), in which even
the main character, who has lived in the US since he was a child, and who speaks
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such a linguistic hacking, although using various narratological
techniques.

That said, first there should be a note on methodology. My
argument will not be historiographical, although some references to
history will be made. What I will not argue, for example, is that the
novels under discussion mirror a current reception of the historical
relation of Korea to its immediate neighbors of China and Japan, say
beginning in the early years of the Three Kingdoms, thus arguing that
the country’s relative independence or dependence on its neighbors
(Hwang Kyung Moon 2017: 13-4) has had an influence on narrative
strategies. Instead I approach the texts of Steph Cha and a few other
Korean-American writers from a narratological perspective, noting how
textual space is made for one minority within another.

Examples of an openness to others is of course found in Korean
literature as well, yet within an immigrant experience the stakes of such
an openness are sometimes different, as shown in a number of works
from some of the most prominent Korean-American authors. For
example, Theresa Hak Kyung Cha’s experimental novel Dictée, from
1982, published just days before the author’s tragic murder, not only
features stories of Cha’s childhood, her mother’s forced immigration,
and a biography of activist Yu Guan Soon, but also the stories of Joan
of Arc and Demeter and Persephone. The book also includes non-
textual elements: family photographs, newspaper images, medical
illustrations, and handwriting. In addition, the way the text is presented
is also full of interruptions. For example, in the part on Joan of Arc,
some pages end abruptly, mid-sentence, only to continue on pages later.
It is up to the reader to piece the elements together. It is as if the
narration had to be torn apart in order to make room for the other to
enter. Or, in Juliana Spahr’s words,

By destabilizing reading practices that seek to conquer or master, a
reader-centered work like Dictée calls attention to — rather than elides

English fluently, can still be identified as a non-native speaker: “You look like someone
listening to himself. You pay attention to what you’re doing. If I had to guess, you’re
not a native speaker” (Lee Chang-Rae 2013: 13). Although there is a minor character
called Mr Oh in Lee’s novel, it bears no resemblance here. Another example can be
found in Cathy Park Hong’s first collection of poetry, Translating Mo 'um (2002), which
is in part concerned with the various ways the word mother can be translated into
different linguistic contexts.
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— all that is least assimilable about a reader's connection to a work,
making it an integral part of what must be ‘read’ (Spahr 1996: 24).

And there are other examples. The poetry of Cathy Park Hong,
who was mentioned above, reverberates with both a Korean-American
experience and many others outside that experience as well. Her second
poetry collection, Dance Dance Revolution (2007), is both centered on
the 1980 Gwangju Uprising and, although written in English, contains
words from over 300 emigré language groups. In her most recent book
of poetry, Engine Empire (2012), the horrors of American Manifest
Destiny and the greedy indulgence of China’s voracious construction
industry are also given prominent roles (cf. Willems 2020). In a more
recent example, Don Mi Choi’s National Book Award winning
collection of poetry DMZ Colony (2020) features a similar openness to
multiple forms, including oral history, scribbles, memoir, and
translation, although all with much more of a focus on Korean-
American relations.

The novels of Steph Cha, the main writer under discussion here,
both fit and do not fit into the above examples. Formally they are not as
experimental. Cha’s first three novels are quite standard detective
stories, and her last book is more of a historical reconstruction. However,
some of her work features interruptions by others just the same.

2. Early Cha

Cha’s first three detective novels form a continuous series, all featuring
the main protagonist Juniper Song (whose Korean name is Yoon-Kyung,
although only her mother uses it). Song is a young woman in Los
Angeles who accidentally gets involved in a murder investigation,
which turns her into a budding detective. Although all of the novels
feature a wide variety of themes and topics, from the perspective of this
work, as the series continues, the novels gradually begin to incorporate
more and more issues outside of Korean- or Asian-American concerns,
until Cha’s most recent novel (as of this moment), Your House Will Pay
(2019), is both not a part of this detective series and is equally divided
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between Korean-American and African-American issues. A discussion
of this novel will take up the largest portion of this essay?®.

Looking back at Cha’s detective fiction however, the first novel
in the series, Follow Her Home (2013), is the most “internally focused.”
It tells the story of how Song became a detective. She is obsessed with
Raymond Chandler and his Philip Marlowe, and when a friend of hers
suspects his father of having an affair with his employee, Lori Lim,
Song is more than ready to try and find out the truth. However, when
Song is attacked outside of Lori’s apartment, and then later finds the
dead body of one of Lori’s colleagues in her car trunk, her career as a
bonafide detective truly begins.

Most of the social issues addressed in the novel relate to the
manner in which Asian women are sexualized, as in this passage about
Lori and Song’s dead sister Iris:

Over the city was the miasma of sexual predation, with submissive
young Asian women as it eroticized target. Iris with her small feet and
long, almond eyes was a fetishist’s snack, and dollish Lori suited similar
tastes (Cha 2013: 126).

Later in the novel, when an erotic photograph of Iris is
discussed, a similar comment is made: (Cha 2013: 238). While both of
these passages highlight some of the strengths of the story Cha is telling,
they do not explicitly refer to an other outside of an Asian-American
experience:

‘She was so young, and she was putting herself on display as this Asian-
schoolgirl archetype. 1t made me feel sick, as her sister, of course, but |
felt like it reached and grabbed on to the Asian girl in me, too’ (Cha
2013: 238).

3 Of course Cha is not the first Korean-American author to deal with such issues.
Younghill Kang’s East Goes West (1937), which is generally considered to be the
carliest example of Korean-American literature, features many African-American
characters, and Leonard Chang’s The Fruit ‘n Food (1996) and Yongsoo Park’s Boy
Genius (2002, as well as his other works) are just a few other examples of novels which
deal with Korean-American and African-American relations. From an academic
standpoint, Claire Jean Kim’s Bitter Fruit: The Politics of Black-Korean Conflict in
New York City is essential, as is Jeehyun Lim’s 2013 article “Black and Korean:
Racialized Development and the Korean American Subject in Korean/American
Fiction”.
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Cha’s second novel, Beware Beware (2014), is somewhat
similar. Now working as an apprentice in a private investigator’s office,
Song is starting to take on actual cases. A woman named Daphne
Freamon calls asking for a tail to be put on her boyfriend who is a
Hollywood screenwriter. While this novel does include a number of
aspects of the Los Angeles movie industry, it is not until the third Song
book that we really start to find the mechanism of incorporating the
other into a text which is already about a diasporic situation.

3. Dead Soon Enough

The novel that will take up this third section, Dead Soon Enough (2015),
features the two main characteristics for openness to others: bitterness
and recognition. The novel also introduces two of its major themes in
the first chapter: motherhood in an Asian-American context and the
recognition of the Armenian Genocide. Song is in trouble financially
and she sees an Article in the New York Times that seems promising. It
is about

Asian-American egg donors. Apparently, our eggs commanded high
premiums for rarity on the market — Asian-American women waited
longer than average to have babies, chasing those professional dreams
with their biological clocks ticking softly in the background. It was like
a help wanted ad singing my name (Cha 2015: 2).

Yet the solution to Song’s financial problems do not lie in
donating her eggs, although this is not so far off the mark. At the same
moment that she is reading the paper a new client walks through her
detective office door. Rubina Gasparian wants Song to check up on her
cousin Lusig, who is the gestational surrogate mother for Rubina’s child
and seems to be leading a less-than-restful life. It is in this initial get-
to-know-you session that the first textual strategy for the intrusion of
otherness appears: recognition. Song wonders why adoption is not an
option for Rubina and her husband, but then realizes that her new
client’s last name gives the game away: Gasparian. ““ ‘You’re Armenian,’
I said. Armenian names were almost as easy to spot as Korean ones”
(Cha 2015: 4). Yet this is not just a moment of the recognition of the
origin of a name, but rather the recognition, in “Armenian names” being
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“almost as easy to recognize as Korean ones”, of the position of a
minority in one group by another.

This scene represents a moment of solidarity that is on the one
hand similar to Grace Kao’s call for thinking strategies of solidarity in
America outside the politics and the history of the white oppression of
native peoples (Kao 2015: 121). It also showcases an awareness of what
Juliet Hooker calls “racialized solidarity”’, meaning “how the social fact
of race shapes the practice of solidarity and the challenges this poses to
the project of achieving racial justice” (Hooker 2009: 4). The first
technique that Cha’s novel posits for such solidarity is recognition.

And recognition is at the heart of the role of the Armenian
Genocide in the novel. The Ottoman Empire’s murder and deportation
of Armenians during and then after World War I has been recognized
by many countries, although Turkey remains an important exception,
and there the event is often viewed quite differently (Suny 2009). In
Cha’s novel, Lusig, who is Rubina’s surrogate mother, does not lead the
quietest of lives since she is an activist for the Turkish recognition of
the genocide. The character of Tanner Kaymak, an assistant professor
of history at the University of Southern California, is a rare Turkish
supporter of the recognition of the genocide:

“This word — “genocide”,”” the professor says, “ ‘it was coined by
Raphael Lemkin in 1943, to describe what had happened to the
Armenians of the Ottoman Empire. It’s fascinating that there’s a
question today about whether this term defines the phenomenon it was
conceived to define (Cha 2015: 207).

Yet the question then becomes, to put it quite crudely, what is
the question of the Turkish recognition of the genocide ‘doing’ in a
detective novel that is also about Korean-American issues? In an
interview with the author, when asked why she was interested in such
an event, Cha says:

Two of my good friends are Armenian Americans, and my husband and
I ended up getting into a long conversation with them about the
genocide during a weekend trip to Lake Arrowhead. The genocide
happened a hundred years ago, but it has yet to be recognized by the
Turkish government or, for political reasons that have nothing to do
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with truth or justice, by the United States.* I’m Korean American, and
despite being born well after World War Il and having never lived in
Korea, every now and then, | get extremely angry about Japan’s denial
of its war crimes. | know the feeling of rage in the blood, and | guess
this conversation just called something out of me.

Later, when I interviewed them about their experiences growing up in
Armenian immigrant households, | was struck by the parallels in our
upbringings. The emphasis on education and family, the obsession with
food, our truly exemplary mothers (Pochoda 2015).

Here Cha is referring to the Japanese killing of hundreds of
thousands of Koreans after it annexed the country in 1910 (Hwang
Kyung Moon 2017: 129-137), although this was not the first time Japan
had invaded Korea®. Two failed attempts during the late 16th and early
17th centuries, which, according to historian Kyung Moon Hwang,
were the beginning of “a poisoning of relations with Japan that would
never disappear” (2017: 68).

Thus we reach the second textual strategy for incorporating the
other into an already decentered position: bitterness. And bitterness,
coming from the Old English bifer, meaning to bite, resonates with the
Cathy Park Hong quote mentioned above about the immigrant’s ability
to queer and hack the language they use in order to expose the dark
sludge underneath. The inclusion of the Armenian Genocide in Cha’s
novel thus strikes a resonance with the Korean-American experience:
both foster a need to bite back.

And there is some bitterness in Dead Soon Enough. For
example, Song mentions the “bitter truths” (Cha 2015: 46) that came
out in relation to her sister’s death (her sister committed suicide after
becoming pregnant as a teenager), and Song wonders a number of times
if she is becoming a “bitter” old hag. But more importantly for this
discussion, in the conversation with Professor Kaymak quoted above,
when he expresses the uncommon view for a Turk to support the
recognition of the genocide, the word bitter has an important role to

4 At the time of the novel’s writing the United States did not recognize the Armenian
Genocide, although President Joe Biden did so in April of 2021. This interview was
given in 2015.

5 Probably the most famous example of treating the theme of the Japanese annexation
of Korea in Korean-American literature is Min Jin Lee’s Pachinko (2017), which begins
in 1910.
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play. Discussing the how pro-Turkish supporters show up at almost
every Armenian rally for recognition, the professor:

laughed, loud and bitter, opening his mouth wide to a view of mashed
batter and onion. ‘Of course,” he said. ‘Of course of course of course!
It’s like the Turkish government has a Google alert for the phrase
“Armenian genocide”. And whenever it pings, they get their people
ready’.(Cha 2015: 210).

Although the word ‘bitter’ is not foregrounded in this passage,
it does indicate the anger of someone in opposition to prevailing
opinions, much like both Korean- and Armenian-American immigrants
in relation to those who oppress them.

Thus both recognition and bitterness stand as the first two
characteristics which are necessary for the inclusion of the other in a
narrative. It will take more time to develop the other strategies in play
in this novel from Cha, as well as those found in her next and most
important novel, Your House Will Pay.

4. Your House Will Pay

On March 16, 1991, 15-year-old Latasha Harlins was shot and killed by
51-year-old Soon Ja Du in Du’s convenience store in Los Angeles.
Harlins was African-American and Du is Korean-American. Du’s light
sentence of paying funeral expenses and 300 hours of community
service enraged many (Stevenson 2013: 18), and coming only 13 days
after the videotaped abuse of Rodney King, it was influential in starting
the 1992 riots in LA (Stevenson 2013: 278). While Cha’s first three
novels form a continuous story following Juniper Song’s development
as a private detective, her fourth novel, Your House Will Pay, deviates
from that trajectory by presenting a stand-alone story that lies outside
of this series. In fact, it fictionalizes the murder of Harlins as well as the
ramifications of this event on both African-American and Korean-
American communities in 2019. This multi-generational story
addresses the concepts of both reception and bitterness in the
recognition of others within the potentially violent relations between
various minority groups.
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The first chapter of the novel takes place in 1991 and tells the
story of a day one week before the murder of Harlins, who is given the
name Ava Matthews in the novel. Ava, her brother Shawn, and their
cousin Ray are waiting to get into the first-day showing of the film New
Jack City (1991). As they wait in the crowd they begin to feel something
strange: “There was something new and heavy in the air” (Cha 2019:
7). The movie gets cancelled because an uprising is starting, but the kids
do not know what it is about

‘Didn’t you hear about Rodney King?’ “ a man nearby asks, and
“Shawn nodded like he knew all about it,” but not really. “Rodney King
— he did know the name. A black guy the cops beat on last week or
something (Cha 2019: 8).

This “or something” is an indication of the distance between
Shawn and the concerns of the African-Americans around him. This is
a distance that will be crossed through the combination of bitterness and
recognition. Coming back to this scene, Shawn and his sister and cousin
are more worried about seeing the movie than the riots, although when
people begin breaking storefronts Ray does get a nice stereo.

Actually, it is in the breaking of glass of one of the storefronts
that we get a description of one of the most important elements of the
novel, that is of a breach. Shawn had

seen glass break plenty of times before, but never a pane so large and
clean, so invisibly solid. This was a breach between worlds, a pried-
open passage to another dimension (Cha 2019: 10).

The breach between worlds is one of the key aspects of the book.
It will be seen in the Korean-American characters struggling to truly
emphasize with the Black Live Matter movement and with Shawn’s
eventual niece and nephew trying to comprehend fully the murder of
their cousin Ava, who died long before they were born. This division
between words is all the more difficult to cross because it is both
invisible and solid, thus a prying open is necessary, a violent penetration
of one world into the other, here symbolized by the breaking of
storefront glass in what is often trivialized as mere looting, but now
taking on a more important dimension.®

6 In the scene describing Ava’s murder, a glass partition which is not broken is a symbol
of worlds which remain estranged from each other. Accused of stealing some milk she
probably intended to pay for, Grace’s mom reaches across the convenience store counter
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In 2019, Grace Park is with her sister Miriam at a rally
protesting the police shooting of a young black man named Alfonso
Curiel. Miriam has been estranged from her and Grace’s mother for
years. Grace does not know that this is because Miriam has learned that
their mother, back in 1991, was the woman who shot and killed Shawn’s
sister Ava Matthews. When their mother was let off with a light sentence,
that, along with the aftermath of the Rodney King beating, lead to the
LA Uprising of 1992. Yet since their mother had changed her name and
kept a low profile, her identity was kept secret for years, at least until a
day in 2019 when she is shot and killed outside the pharmacy where she
works with Grace.

As mentioned above, this story is based on the real-life murder
of Latasha Harlins. Although names and a number of details have been
changed, the basics of the story have remained. One of the reasons that
Cha chose this tragedy as the basis for her novel is that it directly
addresses the violent tensions that can exist between immigrant groups
in the United States, and between African Americans and Korean
Americans in particular. As Cha has said in an interview about the novel

I’m Asian American, and | feel solidarity with people of color in this
country. But I'm also aware that it's not the same struggle. And | think
there’s an impulse to consider it the same struggle, or part of the same
thing, but the reality is that Asian Americans are treated differently
from black Americans. It certainly shows up in the criminal justice
system (Chang Ailsa 2019).

The task here is to develop the narrative strategies for
incorporating such otherness in her novel.

The first chapter ends with Grace getting drunk after the Curiel
memorial and having to be picked up from the bar by her parents. On
the car ride home Grace’s “head hurt, pounding with shame and
gratitude, bitterness and love” (Cha 2019: 31). Here it seems that
perhaps if love was not enough to enact an openness to others, indicated
by Grace losing the initial rapture she felt at the memorial, bitterness
might be the missing ingredient that could, when coupled with love,
make the connection with another last. This idea is given some support
by the end of Chapter Four. Grace knows that there is something

and grabs Ava’s collar: “She pulled her like she might drag her over the barrier between
them, the wall of glass and plastic that was supposed to keep them safe, one from the
other” (Cha 2019: 107). The glass barrier here is a false barrier, separating two groups
of people while keeping neither of them safe.
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unsettling about her mother’s past, but she does not know what it is. Her
sister Miriam has been estranged from the family, after having a fallout
with her mother, but there has been no really satisfactory answer as to
why (they last had a quarrel when Miriam brought home a black
boyfriend, but Grace does not feel like that is the whole story (Cha 2019:
58)). At the end of the Chapter Grace does not get any truth out of her
mother. Instead, her mother tries to console her with food, in fact, even
feeding Grace like a child in order to keep her quiet. Grace consents:
“She opened her mouth and received the sweet bite” (Cha 2019: 61).
Here the key descriptive detail is the word sweet, which is the opposite
of bitter. If bitterness is supposed to be one of the necessary components
for getting at the truth, then sweetness here is being posited as its
opposite, as a means for concealing, hiding, smoothing over a hard truth
that needs to come out, in this case that Grace’s mother is a murderer.

4.1. Distance and Forgiveness

However, before we get to the role of bitterness and recognition in the
novel, a number of other characteristics are put forth which are
considered a hinderance to openness to the other. One of the most
important, as seen above, is that of distance’. One reason that Grace has

"In addition to showing the inadequacy of forgiveness, in the first part of the book Cha
shows another problematic strategy for connection. Grace is listening to the speeches
at the Curiel memorial, one of them given by Shawn’s Aunt Sheila. At first, Grace is
filled with a feeling of connection: “Her heart swelled with wretched humility and
righteous, motivated passion. It was a familiar feeling, one she knew from her church
days, the feeling of Christian revival. She was full of love, abundant and pure and
impersonal, enough to reach every fallen soul, to take part in the sorrow of all” (Cha
2019: 19). Initially this seems like a perfect quote for an article on the way in which
openness to others is enacted in fiction, with its “reach every fallen soul” and “to take
part in the sorrow of all”. The mechanisms for this openness would then be humility,
righteousness, passion, Christianity, and impersonal love. Yet we should not move so
quickly. This is an example of Cha setting up some assumed characteristics for openness
only to shut them down, which can be seen just a few pages later, when Sheila is giving
a speech: “It took an effort” for Grace “to make sense of her words over the noise of
the crowd, and after a minute, Grace stopped trying. She couldn’t find her way back to
her rapture; she was already starting to forget the feeling. It was like trying to fall back
asleep to dream the rest of a promising dream” (Cha 2019: 14). Grace not being able to
go back to the rapture that was caused by humility, righteousness, passion, Christianity,
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a hard time keeping up her anger about Curiel’s murder is that she never
met him:

she couldn’t force herself to keep caring about this boy she’d never met,
not with any passion, not when it seemed like the rest of the world was
moving on (Cha 2019: 53).

The same issue happens with Shawn’s family. Dasha and Darryl,
Shawn’s niece and nephew, are angry about the death of their Aunt Ava,
but Shawn feels that their anger comes from too far a distance:

Darryl and Dasha were angry, sure, but their anger was inherited,
abstract and bearable. They could indulge it without getting burned
(Cha 2019: 69).

The issue of distance comes to the fore when Grace’s mother is shot
outside of her pharmacy and it is learned that Darryl is the one
responsible. In confronting his nephew Shawn asks,

‘She was my big sister... When she died, everything I knew fell in on
itself. | used to dream about finding that woman, making her look at
me. Humiliating her. Killing her. Are you gonna sit there and tell me
you wanted that more than | did?’ (Cha 2019: 260),

thus showing that the closer connections to father and uncle are the real
causes of the violent act, rather than a sense of justice for a young
woman who died many years before Darryl was born.

Yet the difference between positive and negative characteristics
in relation to openness toward others really comes to the fore in the two
moments in the novel when Grace and Shawn meet. The first time is
‘unsuccessful’ because it is based on a false characteristic for openness:
forgiveness. The second is ‘successful’ because it is based on bitterness
and recognition, the combination of characteristics outlines in Cha’s
early detective novels.

The first time Grace and Shawn meet, Grace seeks Shawn out.
Grace’s sister Miriam, who had previously learned about their mother’s
past, reached out to Shawn and his family but they did not take her up
on it. But that means that Miriam had their address and Grace used it to
come over unannounced once she also learned that their mother killed

and impersonal love, shows that those are not the characteristics that lead to a lasting
openness.
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Ava. But Shawn is having none of it. He does not understand why she
has come. He is not angry at her because she has nothing to do with
what her mother did. On the other hand, just as Shawn knew Darryl shot
Grace’s mother because of his relationship to his dad (who just got out
of prison) rather than Ava, Shawn also knows that Grace’s visit is not
what it seems on the surface. “ “You want me to forgive you, don’t you?
That’s why you came” (Cha 2019: 191), Shawn says, but when Grace
says that no, she just came over to help, Shawn says “ ‘You did me no
wrong, and I have no reason to forgive you’ ”(Cha 2019: 191), thus
indicating that forgiveness, even if it is something that Grace feels she
needs, is not the correct path to connection. Forgiveness here is
problematic. It is, in the words of Jacques Derrida, “addressed from the
top down, it confirms its own freedom or assumes for itself the power
of forgiving, be it as victim or in the name of the victim” (Derrida 2005:
58), and Grace is quickly shown the door.

4.2. In Defense of Bitterness

The second meeting between Grace and Shawn takes place the day after
Grace buries her mother. She goes to City Hall where there is a protest
against the arrest of Shawn’s brother Ray for the murder of Grace’s
mother. Grace knows that Ray did not do it. She has video showing that
it was Ray’s son Darryl. However, she has not gone to the police. Ray
seems to be taking the blame in order to keep his son out of jail.

It is here that Grace and Shawn have their final interaction, and
it is the scene in which the characteristics for being open to another are
finally given form.

Grace is the one who wanted to come to City Hall, but the
reason is not to ask for forgiveness, or to prove that Ray is innocent:
“She wasn’t here to set him free. She was here for the boy. He had to be
here” (Cha 2019: 285). The boy is Darryl, and the whole reason Grace
came is to see the young man who killed her mother. Not to put him in
jail, but just to see him.

And see him she does. He is standing in front of the crowd with
his uncle Shawn and great-Aunt Sheila. Aunt Sheila. is speaking to the
crowd, and the first thing she does is offer forgiveness to Grace’s mother
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(Cha 2019: 290), but this is not the end of the scene. It is not really what
connects Grace and Shawn.

Shawn sees Grace in the crowd. Shawn’s main motivation is to
protect Darryl. He comes down and meets Grace. He says he is sorry
about the death of her mother, Grace’s sister says she is sorry about the
death of Shawn’s sister. But this is not the point. Grace says that she
wants to talk to Darryl, otherwise she will submit the evidence she has
that he killed her mother to the police. Shawn freaks out. He goes down
on his knee to beg Grace for mercy, even though he is incredibly angry
(Cha 2019: 292). Grace is not sure that this is what she wants:

She remembered the way he’d denied her before, withholding his
forgiveness, turning her away. Was that what she’d wanted? To make
him cough it up, now that she had the power? Now that she’d finally
been wronged? ‘No,” she said. ‘Please. Get up. This isn’t — (Cha 2019:
292).

This is a scene of recognition. Darryl comes down and Miriam
asks him if he knows who they are and he does, first using the name of
their mother at the time that she killed Ava, and then the name she used
when she change it after: “ “You’re Jung-Ja Han — voice cracking —
Yvonne Park’s daughters, Miriam and Grace.” He nodded at each of
them as he said their names” (Cha 2019: 294). Miriam then follows this
with a statement about how her mother still, until her death,
misrecognized Ava:

Miriam nodded. ‘One thing that’s haunted me since | found out about
my mom — she wrote a letter to the judge, and she got your aunt’s name
wrong. ‘Anna Matthews,” she called her. And she said she felt sorry for
her mother’ (Cha 2019: 294).

Grace’s mother, despite being sorry for what she had done,
never really recognized what had happened, she did not even properly
learn the name of the young woman she killed. This, in the final scene
between Grace and Shawn, puts recognition at the heart of being open
to another.

The etymology of recognition means to know something again,
to recall someone or something to mind. It means that you have met or
seen someone before, and now, seeing them again, you remember that
person. This is the strength of Grace’s request to see Darryl. She saw
him briefly at Shawn’s house when she came to visit, and she saw him
again in a blurry video from the CCTV of her pharmacy’s security
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system when he shot her mother. And now here, at the rally in front of
City Hall, she wants to see him again. Not to accuse him, or put him in
jail, but to recognize him.

And it is not that Grace felt any sympathy for Darryl, she is full
of bitterness:

Grace hated him. This fragile, pathetic, sobbing boy who’d had strength
enough to shoot to kill. Sixteen years old. The age his aunt had been
when she died. When a weak, frightened, angry woman, a woman
who’d never aimed a gun before, had landed the shot of her lifetime
(Cha 2019: 295).

Yet when the crowd realizes who Grace and Miriam are and
move in to attack, Shawn protects them (Cha 2019: 298). Recognition,
combined with bitterness, seems to be the reason why.®

5. Recognition

Yet recognition is a very heated concept. It encodes and disguises a
number of important assumptions. One way to approach this is through
the thought of Jacques Rancicre, who puts “the denial of recognition
experienced by the dominated” (Deranty 2003: 137) at the heart of his
thought. This falls in line with Ranciére’s demand for his particularly
pragmatic demand for a universal principle of equality, which, for
example, “confronts the discourse of the bourgeois denying the workers
the right to express their rights with the universalistic discourse of the
declaration of human rights” (Deranty 2003: 145), demanding that this
inequality be addressed. For example, the philosopher describes the
way that the common notion of recognition emphasizes “a relationship
between already existing entities” (Ranciére and Honneth 2016: 83).
This is where the “re-" of recognition comes into play, since recognition
in this sense is about both “the coincidence of an actual perception with

8 An example of Korean-American literature that has a different view of bitterness is
seen in the title of Yongsoo Park’s essay collection The Art of Eating Bitter, in which
part of the immigrant experience is swallowing the bitterness of life: “In hindsight, I
can’t help but marvel at my parents’ willingness to do without. They readily ate the
bitterest bitter without complaint. My mother rarely spent money on herself. She didn’t
shop for pleasure or simply to have something to do. She didn’t wear jewelry, and she
and my father wore out clothes until they were literally threadbare” (Park 2018: 145).

54



IJKHSS 7/2021

a knowledge that we already possess” as well as being a response “to
the claim of other individuals who demand that we treat them as
autonomous entities or equal persons” (Ranci¢re and Honneth 2016: 84).
At first this seems to be where this final scene from Cha’s novel lies.
Grace wants to confirm that Darryl is the young man she saw in the
video, Miriam wants to apologize for her mother not remembering
Ava’s name.

However, Ranciére goes beyond this position, and I will argue
that Cha does too. For Ranciére, recognition has another meaning, a
philosophical one, which “focuses on the conditions behind such a
confirmation” (Ranciére and Honneth 2016: 85). In this sense
recognition is “not the confirmation of something already existing but
the construction of the common world in which existences appear and
are validated” (Ranciére and Honneth 2016: 85). Philosophical
recognition is something which comes first, not after. It is about two
entities meeting and making sense to each other, not recognizing each
other from a previous meeting. Philosophical recognition is when
someone addresses me and I actually respond, rather than my knowing
this person from a previous encounter. Philosophical recognition “is
what allows us to know, to locate and identify anything in the first place”
(Ranciére and Honneth 2016: 85), rather than being a confirmation of
an identity previously understood.

Here Ranciére finds himself in the company of many others
who have taken the concept of recognition to task. For example, the
quotes from Ranciére are from a dialogue he has with Axel Honneth,
German philosopher and recent director of the Institute for Social
Research, for whom recognition is central to moral philosophy and any
thought on power (through his readings Michel Foucault and others). In
The Struggle for Recognition from 1992, Honneth seeks a way to retain
individual self-realization within the broader need to recognize
different groups in the development of an ethical life, mainly through
readings of Hegel and George Herbert Mead (Honneth 1995: 175).
However, in his later dialogue with Ranciére, Honneth calls for a need
to go beyond Hegel in the construction of an idea of social recognition,
in which it is no longer enough to extend the same notions of freedom
in the same way to every member of society, but rather there is a need
for individuals to be

equally able to participate in the institutionalized spheres of reciprocity,
that is to say, in families and personal relations, in the labor market, and
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in the process of democratic decision-making (Ranciére and Honneth
2016: 175-6)°.

On the one hand, Ranciére and Honneth aim to uncover some
of the important underpinnings and assumptions involved in the politics
of recognition, and these can have serious consequences. As argued by
Glen Sean Coulthard in Red Skin, White Masks: Rejecting the Colonial
Politics of Recognition,

in situations where colonial rule does not depend solely on the exercise
of state violence, its reproduction instead rests on the ability to entice
Indigenous peoples to identify, either implicitly or explicitly, with the
profoundly asymmetrical and nonreciprocal forms of recognition either
imposed on or granted to them by the settler state and society
(Coulthard 2014: 25).

In the Korean context, recognition can also be seen as a political
tool, as North Korea to this day refuses to recognize the country South
Korea, considering the whole peninsula to be under its own jurisdiction.

Just like her previous detective novels, this second scene
between Grace and Shawn is not just about recognition, but also about
bitterness. This is important because bitterness is a characteristic that
keeps recognition from falling into the oppressive traps outlined by the
thinkers above. Bitterness, meaning to bite, is an essential coupling with
recognition because it foregrounds the connection between what
Ranciére called the common and philosophical meanings of recognition.
Remember, the common meaning was both remembering something or
someone from before and a demand to be treated as an equal to someone
or something else, while the philosophical version was about being able
to make sense with someone else at all in the first place. Bitterness is a
way to see how the common and philosophical definitions of
recognition are not so far away from each other. Bitterness abstracts the
common definition into something more fundamental, while at the same

9Both Ranciére and Honneth are in dialogue with a classic text on the issue, Charles
Taylor’s The Politics of Recognition from 1992, in which he divides recognition into
three main types, a universal recognition of all people, a differential politics where only
one aspect of an individual is recognized, and a recognition of concrete individuality
(Taylor 1994: 25-73). However, Ranciére takes issue with the manner Honneth defines
recognition in terms of an individual’s ability to contribute to society when that society
is hierarchical (cf. Deranty 2003: 151).
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time grounding the philosophical definition in something more real.
And it works like this:

Grace is bitter because her mother is dead. No matter how
terrible an act her mother committed, Grace still hangs onto the fact that
she can mourn. She hates Darryl, as quoted above: “Grace hated him.
This fragile, pathetic, sobbing boy who’d had strength enough to shoot
to kill” (Cha 2019: 295). Yet at the same time, she reaches out to Darryl:

She reached both arms out toward the weeping boy. She found his hands
and took them in her own. They were warm and wet, and she felt the
life pulsing through the meat of his palms. She wrapped her fingers
around his and waited for something to happen, for some indication of
how she was meant to go on (Cha 2019: 296).

The combination of bitterness and recognition turns Grace’s
feelings into a kind of “politicized anger” (Coulthard 2014: 110), they
become part of a *“ ‘social struggle’ ”’(Fraser and Honneth 2003: 199).
This is not bitterness as failure, such as Albert Camus, through his
reading of Scheler and Nietzsche, sees it, meaning a “resentment
against oneself” (Camus 1991: 18). In Cha’s work, bitterness has a
different function. It keeps recognition real, so to speak, meaning that
it keeps the oppressive and colonialist aspects of recognition in play.
Bitterness functions as a ‘“breach”, as described above, or an
intervention into the potentially destructive aspects of recognition.

This is similar to the manner in which Cha herself describes
how Your House Will Pay works. In an interview the author conducted
in mid-2021, she stresses both bitterness and recognition. She says first
that

‘I imagine [conflicts between Korean and Black communities] will
continue wherever Black people are thrown into close quarters with
Korean people, especially when Koreans are praised as a model
minority in order to shame Black people,’

and then she says that

‘I also think there’s a lot of solidarity between Black and Korean
Americans, especially among the younger generation. It’s not all ugly,
and it’s not all good’ (Choi Jae-bong 2021).

When we read Cha’s novels this combination of bitterness and
solidarity does not come as a surprise, but is rather shown to be a
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necessity. It is an essential way for a positive openness to another to be
possible.
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KRYTYCYZM WOBEC LITERACKOSCI LAT 90. WIEKU XX
JAKO SZTUKI DLA SZTUKI
- ZE SZCZEGOLNYM UWZGLEDNIENIEM MUNHAKDONGNE

Abstrakt: Artykul, nawiazujac do niedawnych krytycznych opinii
dotyczacych literatury koreanskiej lat 90. wieku XX, sugeruje, ze podejscie
krytyczne powinno by¢ realizowane w sposob nieco bardziej refleksyjny
i skupiony na wnetrzu. Autor zamierza przeanalizowaé racjonalno$é
skomplikowanego zalozenia o ‘literackosci’ (zasada ‘sztuka dla sztuki’)
w latach 90. wieku XX ze szczegdlnym skupieniem uwagi na Munhakdongne
(Literacka Wioska), uznawanym za jej negatywne zrodto. Nie chodzi bowiem
jedynie o takg ‘racjonalno$¢’, ktéra jest powtarzalna i przekonujgca
we wspotczesnej literaturze, ale takze taka, ktéra dzieli si¢ doswiadczeniami
z perspektywy ocenianej krytycznie Munhakdongne. Autor, wyszedlszy
z krytycznego ujgcia natury owej ‘racjonalnosci’ prébuje definiowaé
wspoiczesng literaturg¢ koreanska, czynigc tym samym punkt wyjscia
dla dalszych badan.

Stowa Klucze: literatura koreanska lat 90. wieku XX; Munhakdongne;
literacko$¢ jako sztuka dla sztuki; ‘wiasne ja’; autentyczno$c.
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1. Introduction

Perhaps the approval of contemporary criticism of the inner nature of
literature in the early 1990s may be a signification for taking action
for self-defense, which was attempted somewhat hastily. Perhaps
criticism in the 90s excluded or tried to turn a blind eye to some
important aspects in order to overcome literature in the 80s and out of
a compulsion to prove that literature in the 90s was not a regression
from the great literature in the 80s. Therefore, did critics in the 90s
isolate the discourse of internality of literature in the 1990s into too
narrow and limited areas? Thus, through this series of processes, the
inner nature of literature may have acquired a kind of literary
hegemony* (Bae Haeun 1l 3} 2016: 553).

It is not difficult to sympathize with the view of the Korean literature
field in the 1990s as the product of “a signification for taking action
for self-defense, which was attempted somewhat hastily” and “a
compulsion to prove that literature in the 90s was not a regression
from the great literature in the 80s” (Bae Haeun W3} 2016: 553).
Even a brief look at the criticisms in the early 1990s makes clear that
terms such as ‘sociality’, history’ and ‘totality’, which were common
in the literature of the 1980s, quickly disappeared and were replaced
by terms such as ‘personality’, ‘innerness’, and ‘sincerity’, and these
substitutes eventually acquired importance. However, it seems
somewhat problematic to attribute much of this to certain Ecole critics
such as Seo Youngchae (%1% =l) and Hwang Jongyeon (¥+35<1),
rather than to share it with both writers and readers. These criticisms
not only have the risk of <“paradoxically overestimating the
capabilities of a particular generation subject but also allow us to

Leola 1990 o) & ske] wiwAel wigh g wigel $9le tha
AR A AR R)A v s o987t 80 A #8kae) A
aRA9 FBS ), 2l Ax2r) 9 g0 d ] Fato 2 e o] FH o)
ohdg ol vk el Azt oWl Fad ZWES w4
FWatsAL old SWME A oSz wEA 90 Wy Rt
g ol 2= %%8 AGA A gk AFHQ] JHoew Aims Ay
WA= AZSAI AL ofH &7k 1] 8to] o] A o) A& A A= 7Hed)
wate] g e dFe) ot AR D534 | o] ohda (wahe
2016: 553). All translations from Korean are by Author, unless stated otherwise.
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underestimate the opportunity for the emergence of the ‘internal’
discourse™? (Kang Dongho 75 % 2020: 262).

If so, in order to answer enough of the above concerns, the
‘series of processes’ must be explained about how ‘innerness’ came to
‘acquire a kind of literary hegemony’. According to earlier studies, in
the 1990s, the literature field was symbolically marked by
Munhakdongne along with “[T]he desire for recognition of the 386
generation as second mover in the literature field”® (Cho Yeonjeong
Z7 2018a: 224) and “the will to regain the original privileges of
the tarnished literature”* (Cho Yeonjeong %17 2018b: 26). In
addition, Munhakdongne finds ‘innerness’ as “the area of literature
that can sustain the value system of authenticity in the past in the most
literary way”, and acquires hegemony by assuming ‘pure self-
identity’, or ‘true authenticity’, for the novel’s “restoration of essence”
(Bae Haeun ¥l 3} 2016: 559-563). In the end, Munhakdongne forms
an ‘unknown myth of authenticity’ based on innerness and colonizes
the areas outside the Oikos called the literary world through a
true/false dichotomy (Lee Soyeon ©]2~<1 2017: 184).

However, the above explanations are not sufficient grounds
for their arguments. The above explanations repeat only negative
evaluations without providing sufficient explanation of how
‘literaturism’ based on ‘inner nature-sincerity’ won the confrontation
with literature in the 1980s and how it became the main origin of
today’s literature field. One previous critical commentator sets up
discussions by distinguishing between ‘depressed’ and ‘cynical’
writers and critics who want to convince readers that the ‘signs’ of
such writers are really ‘new ways to fight reality’. It also evokes the
fact that

the view of considering the disconnected narratives common in
literary history descriptions as products of discourse, and the view of
criticizing the desires and generational recognition of the subjects who

2eaid Aol Al 54 Ad] A o] A A A A ARt AvE vE
A7) ds¥HY, “YHA “%01 Zd3A | AVE AV E F
RAF 37| Wil th (35 5 2020: 262).

3« k221386 Al th) 2] 174 &1 (2214 2018a: 224).

e FEH T A EAS FHE A g o) A7 (A A 2018b: 26).
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invented discourse can also be returned to the subject of historical
description® (Kang Dongho 75 % 2020: 261).

In other words, the commentator indirectly argues that the
declaration of disconnection could not have been made solely by the
desire of the critics at the time by suggesting that what the
researchers’ desires are today should also be reflected on.

In short, if today’s researchers have no choice but to make
value judgments with specific desires, and if judgment on today’s
literature is being made based on this, it should also be critically
reviewed whether the value judgment of the researcher looking at the
research subject is justified. Otherwise, today’s research may not only
violate the ethics of historical descriptions related to ‘value judgment’;
paradoxically, the recent criticism of criticism in the 90s is also due to
‘a rather premature justification’ in relation to literature today, and the
obsession to prove that it is not a regression from literature in the 90s.

2. Methodology for Understanding Literature in the
1990s

This is commonly found in many critics of modernity discourse during
this period (90s) -+ the ultimate task of critics in the 90s, summarized
as living and thinking seriously about the paradoxes and
contradictions of modernity, is no different from thoroughly
experiencing the paradoxes and contradictions proposed by Hwang
Jongyeon. In the end, it is a repetition of the Berman-style frame.
(“Modernism for Berman is an attitude that fully embraces modernity,
full of tension and contradictions, and corresponding vision that
promises adventure, power, joy, growth, and transformation of
ourselves and the world, while at the same time threatening to destroy
everything we have, everything we know and ourselves”.) -+ In this
way, the discourse that actively raised modernity involves an
interpretation that expands modern capabilities close to infinite power
and expands modernity’s boundaries close to permanence. -+ By the

s«gaAl qgeld £8) o]FoA wad UdHRE BEel dEw
AN HES JAd FAGS Gy AU A9 G728 v
B4 G4 A} H2e] FAAR AEAd F vk AT (FFE 2020
261).
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reflection of aesthetic modernity, the impossibility of revolution is
replaced by the revolution of modernity itself and ultimately forgotten.
However, as such, the impossibility replaced by possibility cannot
help but leave some trace® (Hwang Jeonga 37 o} 2020: 123-133).

One commentator, who defines modernity as a narrative category and
metaphor rather than a concept, stipulates that the main task of
modernity is rewriting, but that the discussion of modernity in the
1990s is rewriting related to the ‘status’ of the category itself, and
critically approaching the discourse of modernity in the 90s. The
above criticism argues that concepts associated with ‘literaturism’
such as ‘sincerity’ and ‘inner self’, which are transformed into
‘aesthetic modernity’, only specialize in ‘self-identity’ of modernity,
but cannot escape itself. This is in line with earlier criticisms, but it is
meaningful in that it expands the scope of criticism not only to the
editorial committee of Munhakdongne of the time but also to several
critics who participated in (aesthetic) modernity discourse. In addition,
no matter how thoroughly aesthetic modernity criticizes and reflects
on modernity, such argument of aethetic modernity proves the
limitations of literature in the 1990s by revealing that it is only a self-
reflection of modernity. It should be fully explained how well the
power of each element contained in modernity is justly recognized,
and how well the contradictions and paradoxical tensions created by
different elements are maintained. Otherwise, ‘aesthetic modernity’
will only degenerate into a means of self-justification of ‘modernity’
along with mythical explanations such as along with mythical

S0l A7) ehg HES) 4 ol BEACR shel Au(h - A
QU g LROR B FASA AwsHe Ao, TFYA AR
1) =

FI3do] At F42 E#é AAs A= 43 b2 vk glvk A B
ZJEH A Y Folt - B, 9, 715, AR, 2ela -2 ARl
AA L] W& ks s Al -7 7E B E A, S 7) 0}” mE ﬁ,frﬂ
A BE G SHsL d¥sE 49 0T wEow A%

FOAE £43) S Esta 1) HEHE ML 2T ) o el el fﬂ
- O E AT LR R AN el ol o] el e A R
E20 Al Suhsha 2 BAE A GEAol A N Ll
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rir
N

)

N
O
)

66



IJKHSS 7/2021

explanations such as ‘reviving the contradiction of modernity
faithfully = restoring modernity’ (Hwang Jeonga 37 o} 2014: 142).

To summarize the above criticism, the loss of utopian
concepts which were popular in the 80s, such as ‘Revolution’ and the
‘Outside’ still applies not only to the ‘90s’ but also to ‘Today’, and it
argues that if we do not actively remember and present what we have
forgotten since the 1990s, both the criticism of the past and today’s
criticism will fail. The above criticism, which is very fundamental and
persuasive, is more intransitive than the previous discussions,
criticizing Fantasia, which romanticizes and mythologizes the
‘aesthetic modernity’ pursued by ‘literaturism’. This criticism evokes
the impossibility of aesthetic modernity and emphasizes that the
recovery of utopia in the 80s is a way to overcome the above pitfalls.
However, was this criticism and proposal possible at the time, and is it
possible today? This may be another disconnection and settlement
between the 1990s and today.

Whenever | look back on the acceptance process of post-discourse in
Korea over the past 20 years, | feel surprised. Such surprises arise,
above all, from the puzzling changes that took place in the late 1980s
and early 1990s when the acceptance of post-discourse was just
beginning. --- It was a change that could be called epistemological
disconnection or amputation. -+ Why on earth did this drastic change
take place? The most obvious answer to this question is that it is due
to the rapid changes in world history that took place at the same time.
For example, the Berlin Wall collapsed in 1989, and the Soviet Union
and other socialist countries in Eastern Europe fell one after another
-+ However, it is difficult to properly answer the question of why the
“change in external reality” had to involve such a rapid “internal
ideological change.” ---Rather, it can be hypothesized that the rapid
acceptance of post-discourse is a kind of expression of condolences.
-+ The hypothesis of post-discourse as a mourning discourse allows
us to explain why so many narratives of confession and conversion
became popular in Korea in the early 1990s. Post-discourse was
something that made it possible to endure the painful process of
mourning and replace an object that had already been lost” (Jin
Taewon 1 €1 2019: 35-37).

Texk 20 ] WA Fok Fjoll A o] R FE 8 S EolALE
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According to the discussion that analyzed the discourse of the
humanities as a whole beyond the literature field, the emergence of
new things in the 90s that felt disconnected from the 80s was
‘something that allowed us to endure the painful process of mourning
and replace the already lost loved ones’. The advantage of this
framework is that ‘post-discourse was at first and is still tied to the
bondage of its introduction conditions’, as well as that it connects the
1990s and today more closely to reflect on it, and that the 1990s can
be approached away from sincerity-based ‘value judgments’ (Jin
Taewon B 2019: 34-35).
When applying the above perspectives one by one to the
literary field of the 1990s, we can see that
1) critics of field of the 1990s continued their literary history
as a process of sincere mourning by using the works and
attitudes (scepticism, cynicism, masochism, etc.) shown by
depressing writers of the time as a ‘substitute’.
2) In addition, as for the response to the loss of mourning
[mourning/depression], we should be more cautious as long as
Derrida’s argument that a more ethical response should accept
the impossibility of mourning is still something unfamiliar.
Today’s gaze should be more careful in determining the value
of mourning work, which was common in the 1990s. To
continue the above application,
3) we easily confirm that the criticisms for the 90s literature
field represented by Hwang Jeonga belong to the category
‘depression’, another aspect of response to loss, and that

AAGT e 7he] AAEH Tl A detolgtal FE whgk skl -
ole] g A3 Wt moA o dold AU/ o] Aol It 7HE Hg
T2 g2 A7)0 doiwtd 5 AT A AIARA #stel] 11 glQle] gt Aotk
1989 | HE® o] ¥ A¥g W FH AEF] S7bES]
AAA QD E () o] 2 ol Ao Mep L o 3 a8 547
U] APSA st S Frblol gevbeke wkEel dis Ao gty
oHt. - 23]y E2E HEe 43 F5F F82 dF9 ke
Fdolghs 7HdE AYE v - o EHEOo RN XAE HEolghe

1L 9] 1990 W) Zoll o] 1ES @ awo] MAlel M Eke] wEo]
FaetAl HAdeA A9 F A sEth X2E 982 O aEsdd

S A9 F A SFaL oln] AAE AMgetE dids dAE &
A Bl olH Fol ATE (X e 2019: 35-37).
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‘depression’ as a different choice remains a moral criticism of

90s literarturism (mourning), and it cannot be an alternative.

Citing Derrida, Jin Taewon proposes a way to overcome the
(sorrow/depression) dichotomy. Mourning of mourning, or mourning
about mourning, are answers to ‘how to mourn ourselves’
(“narcissistic subject-centeredism’), and it asks for (re) mourning work
on the ‘sorrow’ work that ‘we’ have been performing since the 1990s.
In other words, we must truly mourn ourselves in the meantime,
looking back on ‘we’, which have expressed ‘inner self’, ‘sincerity’,
and ‘literaturism’ as mourning works since the 1990s. However, the
above way is somewhat unique. Looking at Jin Taewon’s work of
mourning for the discourse field of theory (the humanities as a whole,
philosophy), he performs ‘primarily’ ‘discovering and developing
unique insights into post-discourses that have not been properly
recognized or practiced despite the arrival of post-discourses over the
past 20 years’. However, such work, contrary to the ‘denial’ and
‘disposal’ of products that have been replaced and developed since the
1990s, clarifies 90s’ ‘benefits’ and ‘meaning’ once again. This is
because the author assumed that the main prospective reader of the
book, including himself in the past, was the subject of depression.
Depression is also an aspect of self-destructive ‘other mourning’, a
process of mourning as a larger category, and the author argues that
the subject in depression should not narcissistically adhere to his own
method, but should instead discover the ‘original connection’ from the
1990s. In other words, the depression of criticism, which rejects
mourning in the 1990s and insists on the recovery of what was in the
1980s, should start with the affirmation of what was in the 1990s and
move itself to the realm of mourning ourselves and dialogue with
others.

3. Criticism of Literaturism in the 1990s (1)

Jin Jeongseok: As you know, the active recognition of national
literature played a decisive role in the spread of the Shin Kyung-sook
phenomenon to the entire range of the literature field. This was a kind
of incident. To many people, Shin Kyung-sook’s novel seemed almost
contrary to the resistance image of national literature. However, there
seems to be an analogous resemblance and structural agreement
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between Shin Kyung-sook’s topic and the concerns of national
literature. Writing as a Confession is the medium. The essence of Shin
Kyung-sook’s novel is a confession, a desperate confession to oneself,
not anyone else. It is a common belief in literary history that the form
of confession is usually submitted in a crisis of identity, and that it is a
writing method that pursues sincerity. National literature in the 90s, in
a serious identity crisis, discovers a new meaning implied in the
writing of this confession in the process of seeking an alternative to
overcoming. This structure can also be found in Choi In-hoon’s “3}+
Hwadu (The Topic)”, a clear coordinate of confession novels in the
1990s. Doesn’t “3} Hwadu” also have a creative motivation to
overcome the impact of the collapse of the Cold War and reaffirm
one’s identity?® (Jin Jeongseok et al. ¥ %4 £]. 1999: 37).

First of all, the ‘loss’ of literature in the 1990s and the subsequent
‘serious identity crisis’ were quite common, and keywords such as
‘confession’, ‘inner self’, and ‘sincerity” were not only for critics of a
specific Ecole, but rather a substitute for the mourning process
borrowed from the entire literature field. Of course, the pattern will
vary greatly depending on how it is handled and how the relationship
is established in the future (e.g., as a confession of depression or as a
new alternative), but at least it can be seen that several keywords
assumed to be literary were somewhat inevitable in the process of loss
and mourning. One interesting fact is that several critics of the time
went through the above process of mourning after considerable
hesitiation. Therefore, the point to note today should not be the
judgment of the external value of the answer they eventually gave, but
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the work of verifying whether it was logical and effective from an
intrinsic point of view.

The problem is that it is relative and one-off, and that parody without
the original cannot exist, and lightness can only be established on the
premise of heavyness. Nietzsche’s Zarathustra also talked about the
lightness of a child. However, the child’s condition is only possible
after going through a painful camel and a violent lion. --- The reason
why nihilism is repeatedly mentioned at the discussion of feature
novels in the 1990s is because of the fact that a new generation of
writers is now naked in front of that huge nihilism. Disillusionment is
basically a form of self-confession, so it is difficult to repeat it more
than once in a writer. In other words, there is no continuous
productivity. --- How to acquire the vitality of serious cheerfulness
and lightness, which is not frivolous, is an exciting concern for
readers, but it will be an object of considerable struggle for them® (Seo
Yeongchae A %4 2| 1995: 34-40).

However, it is not an alternative to established culture by itself to
making something pitiable, that is, praise for deviance and immorality.
-+ If you believe that the corrupt reason that dominates society will be
broken down through the recovery of suppressed madness, it is an
innocent idea. --- It is correct to say that the carnival of madness has
the effect of helping reconstruction rather than destroying the
bourgeois identity. --- Unlike the interpretation of people who make
romantic beautifications about it, the “people’s carnival” is only a
temporary crack in the hegemony allowed by the established power
itself from the beginning® (Hwang Jongyeon 2+%<1 2001: 30-31).
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The novel driven by disillusionment, which is difficult to repeat more
than once in a writer, is simply in crisis. In addition, the carnival of
madness is more likely to contribute to helping rebuild rather than
destroying bourgeois identity. Looking at writers passing through the
90s as ‘depressions’, critics are critically aware of the limitations of
so-called 90s literature, recognizing that it cannot be the ultimate
literary answer. In particular, Seo Youngchae and Hwang Jongyeon,
both literary critics and Korean modern literature majors, commonly
felt similarly to those in their late 30s and early 40s, and agonized to
avoid repetition of ‘comic’ history. Seo Youngchae carefully took a
literary attitude, remembering that

Kim Nam-cheon wanted to take a step back and look at the world;
Choi Jae-seo went one step further, but Kim Nam-cheon took two
steps back and wrote a popular novel, and Choi Jae-seo went two
steps further and was awakened by the pseudo-modern fantasy of
fascism!! (Seo Yeongchae A <4 2| 1993: 41).

Through the above, we can talk as follows. The above critics
are those who live in universal historical times such as the world
history of the time and are obsessed with the time of the special field
‘Korean Literary History’. Furthermore, as literary critics (i.e, as
authorities in the field of literature), they would have thought carefully
with the writers of the time as they passed through a series of ‘end’
periods. For example, it is difficult to fully agree with the negativity
shown by writers in the literature field of the time, but by
deconstructing this negativity and paying attention to the innerness
and authenticity assumed to exist in it, they somehow denied the end
and continued history (literary history). If so, maybe critics wrote a
‘bildungsroman’ called Korean literary history, assuming writers at

HAE 53 gonelsn wihy e ol 0% Aoy -
g7)e] Fhre peFobd AAAE R s Gk sl Rk 23
A0S i B0 A o} Soh - 0F FAEE 249 %M
nghe dabs AlEE e 4w T2 dl2RE V14 A AAE 883
FARY L] AA A d e B33l (3E 1 2001: 30-31).

UG 3 vk B A AAS vigt R A} a1, FAAE 8 9 o] Loyt
A oz Hojgeta WA, “UdAe F i B 55248 A,
AAHE F g o doph HAFclekes Apolu] wme] gl
A ZE (L) (A9 20 1993: 41).
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the time as ‘characters’. If so, today we can find some problematic
points from a critical point of view as well as a historical point of view
over a ‘bildungsroman’ conducted by critics in the 1990s, if the
‘bildungsroman’ called rewriting of literary history is still inevitable
today.

4. Criticism of Literaturism in the 1990s (2)

Full denial in the 80s style falls into the trap of suicide. So literature
moves under the whip of a good mother. It is myself who is being
beaten and at the same time, a bad father hiding inside me. | am in
pain, but | feel a sense of pleasure in getting my father beaten. It’s a
painful and pleasant joke that happens inside us. Death and cynicism
appear in the text of the four writers, and furthermore, the big plot of
the 1990s novel is read in a fundamentally masochistic context for us.
The representative divinity of masochism is Jesus. -*- The masochistic
desire revealed through the divinity of Jesus is the will and desire for
regeneration or new birth. --- It does not seem to be lacking in telling
us the aspects and subject matter of the critical potential that literature
must have in this era. The forest of novels in the 1990s, where these
plots are intertwined, feels dense and deep?? (Seo Yeongchae A1 %3 A
2005: 150).

Of course, any generation has their own wounds, and they have their
own language of authenticity. The same is true of Kim Young-ha’s
generation. However, at least for them, literature is characteristic in
that it is not a suitable form for expressing or healing wounds. ---

12ego A o2 H A oz FAGE A2, 2] FA ok F2 Aol gk
A wA T 2 E32 A3 oy o) AH of = ozttt W&
SEaL gl ALy AAlel A E Aol W kel ot 3li= R opu AT s
s g Ant opmAE g sk v SAhe =itk a2 A
ol A Woj A= of i {3 FEelth Ul A7k HMAEd Uehe
S50 WAk o delrbAE 1990 Wo] Al 2 A el

cRdoR vadEH wWHom Atk rhEdF WEY e
dolet, - ek A S B Selibe aEH SUe A T

Aol o] el Aol 8t - 2A L S el of Aol Foko] AUk o=
WA A o] QRabal 24 S okel F 7)o ek R E el glo] 1elth, o] &
Z72)50] A= 13l whEol sl 1000 dn) 249 & 1 glo] &35
15847 =T} (4 A 2005: 150).
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Their literature seems to be serving as a mechanism of reflection
while paralleling with sexuality and the tendency to sublimate in
emotional life, which have gradually become the mainstream of the
entire culture since the 1990s. --- They appear to have taken another
dimension of authenticity in different ways, finding their own literary
language. -+ As Adorno said, if true depth stems from resistance,
literary resistance will now be resistance to oneself!? (Seo Yeongchae
X194 2} 2005: 99-103).

In contrast, Seo Youngchae, who could not hide his skeptical gaze
toward contemporary artists in the early 1990s, fully approved their
works by the end of the 90s. The reason why this was possible was
because Seo discovered an ‘enemy’. Critics confirm that writers are
continuing their struggles and resistance by discovering the ‘enemy’
hidden behind self-torment and suicide shown by writers in the 1990s,
and they approve such struggles as good literature. In fact, the
importance of ‘the enemy’ and ‘fighting’ is evident from the
beginning of Seo’s writing. For Seo, literature is a form of ‘fighting’
and ‘resistance’, and the inner self and authenticity exists as a ‘place’
as long as the fighting continues. In other words, for Seo Youngchae,
literature is form of a resistance through reflection; thus, even Kim
Young-ha’s novel, which seems far from ‘authenticity’, Seo captures
that it performs fighting functions (reflection and reflection) well for
the culture of the time, and approves it as another attempt to depth of
literature.

The order of the commander (Hwang Ji-woo) was not a desperate
battle, but a retreat. It means we have to be in seclusion. Caused by
what? Needless to say, it is because of the enormous power of
marketism. --+ But isn’t it too late? Aren’t there already such vivid

Begg oln AU AIER] A} Ul whleln & P4l o
A1 s wsa Qlolh sl shelelth, Aedeke] AUEE ShRsbA
e} A el Bote A E BASAY A fohs o A3 940)

ohjebs Reld 5Q el - 5] B9 1000 Y] olF AR 3
QA9 T 55 3l AR eelelsh 38 ARl ol Brst A9 L
FFRA] Aol Lol ThE whedah W o] A1) RS Bha gl Ao nalt,

Se the Paoz AR EoE A9, 47150 £ohH QlojE
Fohbd oz melth - ohm=we WAY AR ol Aol
HEEE Aolehu, BaA AFe oAl A7 Aol e A% Rol

(1% A} 2005: 99-103).
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traces of the struggle (fighting) that literature walked in the 1990s in
front of our eyes? -+ How remarkably different are the socialities of
literature in the 1980s. Aren’t these the literary expressions and
responses to the cynicism and duality of the proud market?'* (Seo
Yeongchae A1 %4 2| 2005: 111).

Therefore, literaturism, unique to Munhakdongne, which is
distinguished from existing literaturism, is a head-on confrontation
with marketism of the time, as previously confirmed in the approval of
Kim Young-ha’s novel. In short, ‘enemy’ as an object of struggle and
resistance to literary neighborhoods is not an ‘idol’ (false hope, false
reconciliation), but an obvious ‘enemy’ of the time.

The news that the ego is fiction now has no feeling of scandal. If you
decide to use the word fiction like that, the whole human culture is
fiction. Saying the self is a fiction does not exempt you from the task
of contemplating and exploring the self. We must learn something
from the post-structuralist correction that the ego is built in linguistic,
cultural, and political connections, but we must also remember the
historical fact that the ideal of the ego played an important role in
human self-liberation. --- If so, the inner-self literature we have
discussed so far is also responsible for reflecting on and renewing
itself. Shin Kyung-sook and Yoon Dae-nyeong’s novels have realized
the principle of aesthetic subjectivity that builds the self after the
neutralization of national-popular identity, but pending issues
surrounding the self continue to be born, and the principle of
introversion that meets the self truthfully remains valid® (Hwang
Jongyeon 351 2001: 136-137).

A A )] 9
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In addition, in relation to Munhakdongne’s struggles, it can be
confirmed that ‘individuals’, ‘inner self’” and ‘sincerity’ are truly
places of struggle and are never ideal, safe, or pure spaces. The inner
self, rather than a resistance base agaist the colonization of capital, is a
place of struggle in which battles take place, and it is necessary to
‘reflect and renew itself’ repeatedly. Hwang Jongyeon carries this out
in his own way, referring to the criticism of ‘post-rescueist
correction’. In other words, as the neoliberal drives of the 1990s
transformed individuals, the inner self, and authenticity into ‘products’
and tools of ‘product aesthetics’, Munhakdongne’s struggles can be
seen as efforts to somehow protect and re-examine values such as the
inner self and authenticity. In short, authenticity itself is not a weapon,
but a battlefield. For example, Charles Taylor emphasizes that
authenticity culture has many problems, but it is a ‘non-reversible’
culture that cannot be discarded and should be re-dedicated (Taylor
2001: 40). Therefore, it can be concluded that literaturism in
Munhakdongne, including concepts such as the inner self and
authenticity, existed as a bastion of struggle in the confrontation with
marketism, the ‘enemy’ of the time, rather than being materialized in
itself. Therefore, as literature struggled with neoliberalism in the
1990s, the literaturism of Munhakdongne is an attitude that is difficult
for us to criticize today, and criticism of this needs to be carried out
more accurately.

5. Conclusion

This paper reviews 90s literaturism as represented by Munhakdongne,
and Chapter 3 revealed that the inner self and authenticity were
somewhat inevitable universal concepts in the process of mourning at
the time, as critics and literary history continued to write their
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‘bildungsroman’ using those writers of the inner self as characters.
Chapter 4 confirms that their literature is literaturism that seeks its
essence in the struggle, and thus argues that the inner self and
authenticity were truly a battlefield of struggle against the market.
These points are difficult to criticize easily today, but this paper
critically — approaches  whether  ‘bildungsroman-criticism’  was
sufficient as their struggle. Through the above inherent criticism, this
article tries to confirm the possibility of today’s literature-method,
which is different from the 90°s.

As Franco Moretti points out in his book <The Way of the World>,
the bildungsroman is a genre with an epochological origin for
modernity’s experience. --+ Growth only takes on a problematic
character as autonomous abilities become inevitable and justifiable for
individuals. --- Anxiety that one does not have a firm personal and
social identity, and nervousness that constantly wants self-renewal and
rise, like an unruly chronic disease, afflicts modern individuals. The
universal experience of modern people who hide their inner anxiety
and go on the path of wandering and speculation gave birth to an
unusual human figure in modern European novels. --- The complex
inner and arduous aspects of such characters constitute an image of
dynamics and variability characteristic of modernity in themselves,
while clearly showing the pastoral, comedy and tragedy of life
contained therein. In this regard, Moretti’s argument that European
liberal arts novels or bildungsroman are “symbolic forms of
modernity” makes sense!® (Hwang Jongyeon 3+%-<1 2001: 55-56).

One of the peculiar points that can be found in Hwang Jongyeon ’s
writing, which critically reviews ‘bildungsroman’ in the 1990s, is that
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Franco Moretti’s reading of The Way of the World is not distinct from
Lukacs’ The Theory of the Novel. For example, like critic Seo
Youngchae, it is somewhat understandable to name the struggles of
writers in the 90s as Lukacs’ Finding the Way and make it the essence
of the novel. But the bitter reflection of the cracking of the European
bourgeois capitalist society, which is mainly conveyed by The Way of
the World, is hard to find in his writings. In other words, against the
background of the contradiction of the bourgeois capitalist society in
the early modern era, the work of having the main character of ‘youth’
deal with the contradiction was bound to result in a bitter adaptation to
the capitalist society. Therefore, the work of rewriting a
bildungsroman called ‘literature history’, using young writers of the
1990s as characters, should have deeply considered the historical
precedent pointed out by Moretti. But Hwang did not give enough
answers to Moretti, saying, ,,I tend to believe that the ideology of
aesthetic modernity is still productive in Korea, unlike in the West”.

Hwang Jongyeon: Thankfully, Jin Jeongseok reminded me, but | tend
to believe that the ideology of aesthetic modernity is still productive in
Korea, unlike in the West. The desires, oppressed desires, and insulted
hopes that have been illegalized by bourgeois rationality still have
vitality on the outskirts of the capitalist world system here, and I think
their artistic expressions should be protected and encouraged in the
name of aesthetic autonomy. --- However, adhering to the ideology of
aesthetic autonomy is also likely to remain in modernism. 1’m saying
this at the same time as self-criticism, but | don’t think it should be
assumed that the alienation of literature on the premise of aesthetic
autonomy, that is, alienation from science or morality, is natural.
Doing so is, in the end, neglecting literature-art in favor of superstition
and dogma, and withdrawing the right of literature-art to truth by
itself. --- Shouldn’t we now explore the cognitive and moral powers of
literature-art rather than blessing the aesthetic alienation of literature-
art? In Adorno’s way, we have to think of "the reconciliation between
Art and Truth." Somehow, it became a little speculative, but I hope
that it will be accepted as meaning that aesthetic modernity is not a
concept that guarantees the creative path of literature” (Jin Jeongseok
etal. 1794 9], 1999: 71).
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In the sentence “Shouldn’t we now explore the cognitive and moral
power of literature-art rather than blessing the aesthetic alienation of
literature-art?” we confirm that Hwang Jongyeon is trying to take a
step forward like Seo Youngchae, not a step back. In addition, it can
be understood that Hwang will actively struggle with the world, that
is, the market, by modifying the aesthetic modernity based on the
autonomy of closed art. He argues that aesthetic modernity becomes
active through ‘remaining negativity’, which can again serve as a
mechanism of reflection on negative modern times. However, in his
writing, it is difficult to find a specific way to protect himself or
repeatedly reflect on himself in that enormous struggle with the
enemy. Above all, the above struggle against reality and participation-
oriented literaturism are questionable due to Adorno’s inappropriate
citation, and according to Adorno, the above reconciliation is exactly
‘false reconciliation’.

Art works cannot be separated from sinful materialism, just as all
sinful things are. This is because in a world mediated by a universal
society, nothing is located outside the relationship of sin in this world.
-+ Art works that want to give up materialism through extremely
suspicious political intervention are intertwined with socially false
consciousness without exception through the inevitable simplification
(Adorno 1984: 352).

While advocating for literaturism, Seo Youngchae and Hwang
Jongyeon, who cite Adorno at a decisive moment, emphasize the
‘negativity’ of 90s novels about the world and seek repeated

3t ZAHEFO] AA A W el A obA &S 2Ea QAL ARE Y] oA
A A A& o)Fo R BEE I WAE ool grfa AAF T -
g v A A& ol ds aFsteE AL WA A HHY

A7 B Aol7e Funh Ao wE AA sk TP, w1 A
Agrdol AR dh= k-] 49, ad Y7t oyt R o R 9
29l E AT Ao VP sA = 2Eeithe AU E FUTh 18 A g A2
A oh-deS v A3 vk WA ek Aol 7|k shal Kl ejo] gk &8t
d=e] AelE 2aw H3jsks Aol7| = ) L oAl Eoh-d= o v H
295 FHEVIRGE E£o-dee] 4%, =Y4 dAsHTelol &4
BE7ha. obEE A 0 7 WA <o =3} el 9] shel>E Aok et A &
oA TtR U g AFHAA QL of 717} A EkF Tk, v A 2o o] #35to
Az G285 GG B T2 ld S ofHEhe Ko g wolEo sl oW
Yok (1A 4] 9], 1999: 71).

M-S

79



Soonmo Yang: Criticism of Literaturism in the 1990s:

expression of aesthetic modernity and modern reflection through
them. However, through their reflection, the ‘bildungsroman’ seems
more Hegelian (as a negative evaluation commonly used in discourse)
than Adornian. Even if they stick to ‘denial’ to the end, if they ‘want
to give up materialism through extremely suspicious political
intervention’, their conception of the inner self and authenticity as a
battlefield will already have become something ‘meaninglessly
praised’. In short, when they claim that ‘truthfulness is dialectical’, it
will be difficult to avoid countless criticisms imposed on the so-called
386 generation unless sufficient devices have been prepared to prevent
the consequences from leading to paradoxes such as ‘the dialectic of
enlightenment’.
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Abstract: This paper empirically analyzes the social status of film critics in
the Korean film industry. Film critics contribute to the creation of films as
producers of specific values in film art by producing cinematographic
discourse. Then how does one become a film critic? How does the film critic
space operate — which can be understood as structured based on the
development of the market for film magazines in the 1990s? The result of
quantitative and qualitative analysis of the social recruitment of film critics
from 2000 to 2020 shows that those who attained the legitimate status of film
critic by winning awards in contests possess a high level of academic capital.
It was also found that the location of higher education among these laureates
was mainly concentrated in Seoul. Although film critics are not fully
institutionalized and have an artistic mission to some extent, to access the
profession of film criticism, they need to be controlled by established film
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critics who share similar cultural and symbolic capital each other. This
suggests that symbolic power exists in the world of film criticism and that the
structure can be reproduced through gatekeeping by the owners of symbolic
power.

Keywords: film critic; film criticism; Korean film; field; subfield; cultural
capital; academic capital.
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SPOLECZNE UWARUNKOWANIA KRYTYKI FILMOWEJ
W KOREI POLUDNIOWEJ W LATACH 2000 — 2020

Abstrakt: Niniejszy artykut stanowi empiryczng analize spotecznego statusu
krytyki filmowej w potudniowokoreanskim przemysle filmowym. Krytycy
filmowi, bedacy jednocze$nie kreatorami okreSlonych warto$ci w sztuce
filmowej, przyczyniaja si¢ do powstawania filméw tworzac dyskurs
kinematograficzny. Zatem jak zostaje si¢ krytykiem? Jak funkcjonuje
przestrzen dziatalnosci krytykow filmowych, ktéra pojmowaé mozna jako
strukture wyrostg z rozwoju rynku prasy filmowej w latach 90. wieku XX?
Wyniki z analizy jakoSciowej i ilosciowej naboru spoteczno$ciowego
krytykéw w latach 2000-2020 pokazuja, ze ci, ktérzy wygrywajac nagrody
w konkursach osiagneli formalnie status krytyka filmowego, posiadaja tzw.
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kapital akademicki w wysokim stopniu. Ustalono réwniez, ze ci Krytycy-
laureaci wywodzili si¢ glownie z seulskich uniwersytetow. Mimo, ze zawod
krytyka filmowego nie jest w pelni zinstytucjonalizowany i w pewnym
stopniu pelnia oni misj¢ artystyczna, to by sta¢ si¢ zawodowymi krytykami
muszg oni podlega¢ kontroli juz uznanych postaci, ktore dziela podobny
kulturowy i symboliczny kapitat. Sugeruje to, ze w $wiecie krytyki filmowe;j
istnieje symboliczna wladza oraz, ze struktura moze by¢ wykreowana przez
tych, ktorzy owa wladze symboliczng posiadaja.

Stowa klucze: krytyk filmowy; krytyka filmowa; kapitat akademicki; kapitat
kulturowy; film koreanski; dziedzina; specjalizacja.

1. Professional development of film critics in South
Korea

In the 1990s, Korean cinema flourished both industrially and
artistically. With the political democratization in South Korea in the
late 1980s, consecutive revisions to the 3 3}% (Yeonghwa beob,
Motion Picture Act) contributed to a relative autonomization of the
field of cinema! from the political field. These revisions? liberalized
the market for film leading to an increase in the production of films
and intensifying competition in the market. Film critics have played a
crucial role in the social consecration and cultural legitimization of
cinema. Cinematographic work, as a symbolic good, requires the
production of symbolic values. It is therefore film critics who have
produced and emphasized the specific value of cinema and who have

1 The notion “field” refers to the concept developed by Pierre Bourdieu. Regarding
cinema as field of cultural production, Julien Duval (2016) conducted an empirical
study on the world of cinema in adopting the concept of field, demonstrating the
validity of this notion in the analysis of cinematographic world.

2The fifth revision of the Motion Picture Act in 1984 introduced a registration system
for film production replacing an authorization system, resulting in an increase in the
number of film production companies. The sixth revision of the Motion Picture Act in
1986 opened up the market further: according to the Film Agreements between South
Korea and the United States in 1985, Hollywood studios were permitted to distribute
films through their branch offices, instead of indirect distributing through Korean
companies.
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contributed to making films worthy of being created and viewed as art
(Bourdieu 2014: 422-425).

This paper aims to empirically analyze the social status of film
critics in the field of cinema in South Korea. How does one become a
film critic? Who are the legitimate film critics? If a film critic is
regarded as an occupation, it is, like that of an artist, a complicated
object to treat in terms of the sociology of occupations (Freidson
1986; Moulin 1983). While the profession of a film critic is
recognized as an “economic activity that an individual carries out for
income” according to the Korean Standard Classification of
Occupations by 7|7 (Tonggyecheong, Statistics Korea), a public
central organization under the Ministry of Economy and Finance, only
a handful of renowned critics can subsist on their incomes from
criticism. Many film critics carry out related activities, such as
teaching at universities or private institutes or programming at film
festivals. Some also do additional work that is not related to their
profession as a film critic, but which provides them with a stable
income. Like the profession of a writer (Sapiro 2007), there is no
mandatory academic degree or official license which can ensure a film
critic’s competence in the world of film criticism. Despite this, to
publish texts that can be read by others, film critics must compete with
other critics in the film critics’ space where each occupies a different
position from the others. In this situation, the concept of
“professionalization” used by American sociologists of professions,
which considers a profession as a “sequence of development”
generating a “career” pattern, is not an appropriate tool for
understanding a profession or an occupation of heterogeneous groups,
with little or no codification (Abbott 1988).

2. Conceptual tools and methodology

Considering the heterogeneity arising from different conditions of the
performance of vocational activities, it is necessary to understand the
status of a film critic through a configuration of objective relations
between positions and social conditions: that is, the concept of field
(Bourdieu 2015 [1992]: 351-384; Denord 2020: 731). In addition, the
concept of subfield allows us to understand the intermediaries whose
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activities are related to the field of cinematographic production. As a
microcosm, subfields have their own logics that do not necessarily
conform to those of the encompassing field, while they share
oppositional principles with the latter. The the notions of symbolic
power and symbolic violence forged by Pierre Bourdieu are further
mobilized in the analysis because the definition of the field, or the
frontier of the field, which acts on the social recruitment of film
critics, is closely linked to these two concepts.

In order to examine the “entrance fee” to the subfield of film
criticism in South Korea, the social characteristics of contest winners,
which is the main modality of access, will be analyzed (Mauger
2006). For this purpose, data on all the laureates of three contests
between 2010 and 2020 were collected (N=38): the Film Critic
Contest of A U] 21 (Cine 21), a movie magazine; the annual spring
literary contest of 5 °} X (Donga-ilbo), a national daily newspaper;
and the annual spring literary contest of -2+ X (Busan-ilbo), a
regional newspaper.

Moreover, the social characteristics of the members of
sh=rod s} 2719 8 (Hangug Yeonghwa Pyeonnonga Hyeobhoe,
Film Critic Association in Korea, a.k.a. FCA) (N=59) and the juries of
these three contests (N=23) will be examined to understand the
conditions of the dominant players in the subfield, those endowed
with symbolic capital. A qualitative analysis of interviews with the
winners and their acceptance speeches published in the press as well
as the juries> comments enables an understanding of the required
values for the participation in the critics’ symbolic struggles.

3. Control of legitimate access to the subfield of film
criticism by peers

The Film Critic Association (FCA) in South Korea has played an
important role in the professional development of film critics.
Founded in 1960 by six members through the initiative of two young
critics, ©]9 ¥ (Lee Young-il) and 759 (Kim Jong-won), the
association was dissolved by the regime of Park Chung-hee in 1961
and re-established in 1965. Although there were a few active members
until the mid-1970s, the creation of the FCA Awards in 1978
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contributed to the public promotion of the FCA in the film industry.
Under the auspices of <3 3}%13-3-A} (Yeonghwa Jinheung Gongsa,
Korean Film Corporation), the first FCA Awards Ceremony was held
in 1980 in the screening room of the Korean Film Corporation. Eleven
awards were presented, including the Best Film Award, the Jury
Award, the Best Director Award, the Best Actress Award and the Best
Actor Award. The FCA’s activities have since gained legitimacy
through the government support allowing the FCA to cumulate
symbolic capital through the recognition of film creators.
Furthermore, it launched the FCA Film Critics Contest in 1997
serving as a breeding ground for professional critics while other
contests were also held by film magazines and newspapers (Kim,
2010).

If the FCA consolidated the legitimacy of film critics as a
body of recognition, the development of the market for film
magazines led to a structuration of a film critics’ space. The film
magazine market began to develop in the mid-1980s with two
magazines, 2~= ¥ (Screen) published in 1984 and ==+ (Road
Show) created in 1989. In 1995, the publication of three specialized
film magazines - Cine 21, 7] %= (Kino) and 2] 7|o] (Premiere) —
contributed to the formation of different discourses between the two
extreme poles, the popular, commercial pole and the erudite, artistic
pole. The competition among critics gave rise to belief in the specific
values of the critics’ game, the illusio (Bourdieu 1971: 52-53;
Bourdieu 1996 [1994]: 149-167).

It was at that time that control over access to the critic’s space
was introduced. In 1996, the weekly magazine Cine 21 and the
monthly magazine Kino respectively launched the Cine 21/ Kino Film
Critics Contest. In 1997, the FCA also launched the FCA Film Critics
Contest. Although Kino stopped organizing its contest in 1998 and the
FCA relaunched its contest in 2009 after the first competition, the
Cine 21 contest has established itself as an institution in the
reproduction of professional critics by giving awards to one or two
young critics each year.

This modality of access to the work of criticism is part of an
entry system into the literary field for writers, or 5%+ (Deungdan, <&
J#), which refers to the beginning of a career as a writer. This system
is represented by the annual spring literary contest launched by daily
newspapers and literary magazines. Among the newspapers, the
national daily Donga-ilbo has been giving awards for the film
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criticism in its annual literary contest since 1998. In addition, Busan-
ilbo, a regional daily, give awards in the category of criticism which
includes literary criticism, but it mainly awards film critics: among the
nine winners from 2010 to 2020, there was only one literary critic.
Overall, among the four institutions that sustain contests for film
criticism — Cine 21, FCA, Donga-ilbo, and Busan-ilbo — Cine 21 is the
oldest as well as the only film magazine capable of continuously
providing editorial content dedicated to film criticism, which
reinforces its symbolic power.

Winning contests brings economic benefits to aspiring critics,
and also guarantees symbolic and professional recognition to aspiring
film critics. Indeed, the selection of the laureates is made by judges
composed of established professional critics. The judgments of
established critics form the nomos of the subfield, that is, “the
principle of vision and division that defines the artistic field as such”
(Bourdieu 2015 [1992]: 366). These dominant critics evaluate the
critical writings of aspiring critics from their perspective. The
principle of division, which is shared by the dominant critics in this
subfield, applies to the criteria for defining what is good criticism. The
aspirants need to understand the rules and interests of the film
criticism space to be able to produce good criticism that corresponds
to the specific values of the film critics” world. An aspiring critic must
share a vision of the world more or less in line with that of dominant
critics or one must be willing to invest in the game of criticism based
on a belief in these specific values. The judge with symbolic power
grants laureates permission to call themselves film critics. Then, they
obtain the professional title that facilitates the publication of critical
texts. Moreover, the fact that certain figures participate as judges for
successive years, and that the members of the panel of judges are
those who have previously competed in the contest, allows us to
observe the reproduction effect of the structure.

4. Objective conditions for the profession of film critic

Our analysis shows that education capital is a crucial resource for
entry into the subfield of film criticism. Firstly, the very high level of
education required is confirmed by the educational capital of the
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laureates (N=38)° : most laureates hold an undergraduate degree, with
the exception of three students who were studying for a bachelor's
degree when they participated in the contest. Approximately 40% of
the laureates were graduate students and/or doctoral candidates at the
time of the contest (see Table 1). This shows that amont competition
entrants, a higher proportion has completed tertiary education
compared to the national average*. Secondly, the academic disciplines
of laureates are concentrated in film and audiovisual studies as well as
literature. In our population, 28 laureates had studied the
aforementioned majors. Specifically, 11 laureates learned film studies
for their final academic degree, while 11 others studied literature, such
as Korean literature (n=9), English literature (n=1) and creative
writing (n=1). The majors in the audiovisual and media field
(communication studies, visual cultural studies) account for about
21% of the laureates. In addition, disciplines requiring critical
thinking and logical writing skills such as law and philosophy are
evident (see Figure 1).

Table 1. The level of education of laureates of Cine 21, Donga-ilbo, Busan-ilbo
between 2010 and 2020.

Degree® ol % Female Male
High school graduate 3 7.9 1 2
BA 15 39.5 7 8
MA, MFA 15 39.5 8 7
JD 2 5.3 1 1

31 was unable to collect data of one laureate among the sample of 38 laureates, other
than the sex (male) and profession (broadcasting journalist).

4 According to OECD data, 69.80% of 25-34-year-old South Koreans had a tertiary
degree in 2019. See OECD, 2021, Population with tertiary Education (indicator).
https://data.oecd.org/eduatt/population-with-tertiary-education.htm (accessed
December 1, 2021)

5For the variable of degree, the English designations are used since the university
systems in South Korea are comparable to those in the United States. The “JD (Juris
Doctor)” degree has been isolated because of its elitist property in the social field,
which is awarded by a law school for the legal professions. In terms of academic
fields, Korean and English literature, as well as creative writing, are listed under
“literature”. “Visual culture” includes visual cultural studies and visual arts.
“Philosophy” and "aesthetics" are categorized together, taking into account their
common philosophical root.
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PhD 2 5.3 2 0
N/R \ 1 25 0 1
Total | 38 100 19 19

Source: Author’s own compilation.

Figure 1. The majors of the laureates (N=37)5

Philosophy, Sociology Communication
aesthetics 3% 5%
(3)

8%

Law, law school
8%

Film studies
30%

Source: Author’s own compilation

Higher education is linked to another social condition: the
geographical factor of university education. While the laureates’
places of birth are relatively scattered over the South Korean
territory—there is nevertheless a concentration in the Korean
capital—the majority studied for their higher education degrees in
Seoul (see Table 2). First, this attests to the academic profile of film
critics as quality cultural capital. Higher education institutions exist in
a geographical hierarchy, between Seoul and the provinces, at the top
of which are institutes in Seoul in most subject areas, except for a few
specialized institutes for science and technology and a small number
of national universities in the major provincial cities. It is, therefore,
reasonable to assume that those who study in Seoul are in closer
proximity to a milieu of intellectual elites. Second, given the cultural
centralization in Seoul, it is likely that those studying in Seoul have
access to a greater range of cultural offerings, particularly in film, art,

6 This figure excludes the non-response (n=1).
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and the performing arts, compared to the provinces. Thus, the
geographical constraint affects the accumulation of cultural capital in
these two ways.

Table 2. Geographic concentration of aspiring critics in large cities during their
university education’.

Geographical distribution Place of birth Place of higher education
Seoul 6 24
Busan 3 5
Province 9 1
NR 19 8
Total 38 38

Source: Author’s own compilation.

Meanwhile, a parity between women and men is observed in
the social recruitment of film critics between 2010 and 2020 (Table 3).
In terms of age, more than half of the laureates whose ages were
released (n=26) are in their thirties. There are also three awardees in
their forties. Those with a master's degree or a doctorate account for
half of the total number of laureates; thus, it cannot be said that the
relatively late age of beginning their career is unrelated to the
accumulation of cultural capital.

Table 3. The age and gender of the laureates of the Film Critics Contest of Cine 21,
Donga-ilbo, and Busan-ilbo between 2010 and 2020.

Age Total Female Male
20s 9 4 5
30s 14 6 8
40s 3 3 0
NR 12 6 6

Total 38 19 19

Source: Author’s own compilation.

" This information is not systematically provided in award acceptance speeches and
interviews. For the grouping, | separated ‘Busan’ from ‘Province’ because of its
representativeness as a city of film. Indeed, it is in this city, the second largest in
terms of population in South Korea, that the Busan International Film Festival has
been held every year since 1996. Public institutions concerning the cinema have been
concentrated there since the 2010s in order to develop a national balance.
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The affinity among the laureates as to the possession of
cultural capital is not arbitrary. The need for this capital can be seen in
the juries’ comments. First, juries value “knowledge” of history of
cinema and film theory.

To do film criticism, one must have the knowledge of film theories
and aesthetics first of all. One must also have knowledge of the
humanities. One must have objective and reasonable judgment. Given
that the critic communicates through a text, the skill of writing is
essential® (Donga-ilbo, 2018)

This critic points out in detail the cinematic context of the work Roma
in the face of the changing media environment, as well as deeply
analyzes the aesthetic significance of its own (film) text.® (Donga-
ilbo, 2020)

His/her intellectual journey into the nature of film as a medium is a bit
rough, but very fascinating. The fact that this text is rich in film
history also drew attention.!® (Busan-ilbo, 2020)

In addition, one must clearly understand the specific values of
film: new entrants to the subfield of film criticism should be able to
perceive film as a unique art form that is distinct from other arts.

The award-winning work shows that the laureate has a good
understanding of cinema as a composite art of camera, light, editing,
and breathing'! (Donga-ilbo, 2014).

sedstg S o] Al = -4 dstelE R m gkl tigh x4 o] A= of of
ot EshA AA = Hulsjop vk Aol FeH AdEE glojof
dr) FET F2 e AbgholV] wite] #4ee V) Rolrhy (ol
2018). All translations from Korean into English are by Author, unless stated
otherwise.

Seg b Al ] wistel AHwlste] ‘mwh' ek HFo] s JsAbA

Mehg AAEHA A Aot FH R BaE AA| o) wshA ofu] kA 4% 21

A8kl T (S ok B, 2020).
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(This awardee) is very aware that his/her object of analysis is not a
novel, but a film*? (Busan-ilbo, 2017)

It is a pity that he/she only went into the details of the narrative and
interpretation, never mentioning the sound and visual that are the
signifiants of cinema®?® (Donga-ilbo, 2013)

Third, one must already be able to “write well”: “writing
ability is an indispensable element” ** (Donga-ilbo, 2017); “the
winner’s writing style is certainly incomparable”® (Cine 21, 2011);
“the strength of this critic lies in his/her stable writing in addition to
his/her solid theoretical foundation”'® (Busan-ilbo, 2011); “his/her
critical text has neat sentences and precise terms, and it is well
structured”?’ (Busan-ilbo, 2010).

If these three qualifications are articulated with social
conditions in terms of academic capital, the emphasis on both
subjective characters in relation to ethos and creativity is observed in
the judges’ comments. First, the stress on sincerity and consistency is
most noticeable among the comments in Cine 21: “we chose him/her
thinking that his/her pertinaciousness would be the foundation of
creativity”® (Cine 21, 2010); “we can trust his/her text that shows
meticulousness and sincerity in structuring his/her thought and, above
all, his/her text shows his/her laborious reflection on film criticism”*®
(Cine 21, 2012); “we discovered his/her potentiality in his/her

LexA), Al o] A thde] el obd stk e 7HE 2ol oAt
AT (FAF B, 2017).

B «ogglo] 71®Ql H|FLY ALE=o] diaiME dd AFEA oA
‘Folep o] YHEIH Y oju] Lozt 3 A% f7hoth (BoF Y, 2013).
Ve e e 22 G EVFY I 9Ty (Sold K, 2017).

By N w3 oS AARRE §88 B3] v ok
(Al 21, 2011).

o] Fro] 7hA= A2 wekek o] 24 Ul gl Yk kA A1 F247] o QT
(F-2Fd =, 2011).

Terelel [(AE]S wdel dgetar gol 7k Ausk A1 AF]A] o A
TS FAT (FAFY E, 2010).
B o] X g oo wA g gl (K v 21, 2010).
BocelgNe 2 ARl ArE 2ASe g FETH AAEe]
WA 25, 8 FolETE gshAl F2A7]d gk 4o EA o]
SH TP (K4 21, 2012).
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particular sincerity and accuracy”?® (Cine 21, 2014); “his/her text
secured the support of all the jury members in the sense that he/she
deepens the question thrown at the beginning in a sincere and dense
way until the end”? (Cine 21, 2020).

Creativity or originality is also valued, especially by Cine 21
juries: “while it is unfortunate that his text has a logical discontinuity,
the essay topic is remarkably well established”? (Cine 21, 2020);
“while it is an adventurous endeavor not to be based on any theory,
his/her eye mediating the film and the audience is original and clear”?
(Cine 21, 2015); “we noted logical discontinuity that appears here and
there, but we value his future more than his present given his
originality and insight”?* (Cine 21, 2011).

5. Gatekeepers: reproduction of the game, reproduction
of conditions of access?®

It is worth noting the composition of the judges for the three contests.
The judges, composed of film critics and the chief editors of the film
magazine, contribute to the reproduction of the social conditions of

0 «5.5-9] 45 34

o
ry

12 gtk (N 21, 2014).

57 ol A 7V & sty
2er o] W RS whA v EXEA] A AR QA g ey ths
Aol Al AL 2] A A& A Th (A U] 21, 2020).
2«53 FAe} BAES ZF oy e TRzED} H]E?}HE o 2]
A o] Woj x| ol thAi AbslthE Wakek A o] 9l woloh (A v 21,

2020).

2 “E)Jé @ olgel JlulA @ A ks Aol 4e REH AmEgent,
dshoh YAG v 7fahiz o A Ho) el g A o] ek (M Y] 21, 2015).

2 «7}7bo] ol i=glo] nleko] wrE o XA =FAy 27 o
s AR Y= vzt ZldEvs 7 A (A 21, 2011).

% This formula is borrowed from Bourdieu (1998: 51): « (Re)produire le jeu et les
enjeux, c’est (re)produire les conditions d’accés a la reproduction sociale qui est
assurée par un échange agonistique visant a accumuler des statuts généalogiques, des
noms de lignées ou d’ancétres, c’est-a-dire du capital symbolique, donc des pouvoirs
et des droits durables sur des personnes (“(Re)producing the game and the stakes is
(re)producing the conditions of access to social reproduction, which is ensured by an
agonistic exchange aiming to accumulate genealogical status, the names of lineages or
ancestors, that is to say, symbolic capital, and therefore lasting powers and rights over
people”) ». Translated from French by Author.
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film critics through the contests. The jury for the contest of Cine 21 is
composed of three or four members each year, including a chief editor
and a film critic who was also a laureate of a previous contest?®. For
the contest of Donga-ilbo, the submitted texts are judged by the single
member of the panel. The Busan-ilbo contest also has only one judge
although in 2010 and 2011 there were two members. The difference in
the number of judges on each panel is related to the differences in the
number of texts submitted. For example, the number of critiques
submitted to the contest of Cine 21 in 2019 was 82, and 110 in 2018,
while the contest of Donga-ilbo in 2019 featured only 33 critiques,
and that of Busan-ilbo in the same year, 22 critiques.

This gatekeeping power, to control access to film critic
profession, is granted to some critics or journalists for a longer period
of time. Four out of ten (9 out of 23) jury members in all three
contests between 2010 and 2020 were a member of a jury panel more
than twice. In particular, three examiners of the Cine 21 contest
played this role more than five times. Moreover, this power of
professional and symbolic recognition is concentrated in men: one out
of four members is female. While the social recruitment of film critics
is not gender-biased, the structure of male dominance in the subfield
of criticism is confirmed by this analysis.

Box 1. Social Characteristics of members of FCA

The analysis of the social characteristics of FCA members provides an
indirect understanding of the resources and dispositions of active agents in
the subfield of film criticism, rather than those necessary for entering this
subfield.

Data were collected from 59 profiles among 82 members on the
website of FCA in January 2021, supplemented by other sources such as
journals and university websites. Not all profiles are available, and the types
of data available to the public are different: for some, their gender, education,
and professional careers are all listed, while others display only their
academic degree or professional experience. Therefore, it is possible that data
biased in favor of the highest level of education have been collected.

Despite this, the quantitative analysis clearly shows that film critics
who have joined FCA hold higher educational capital. Of 59 individuals, 47
hold a doctorate, at least 57% of the total membership. Nearly half of the
sample majored in film studies (n=31). This result provides evidence of the

% There is missing data regarding the Cine 21 juries for 2010, 2011 and 2013.
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importance of legitimate scholastic capital not only for accessing the
profession of film critic but also for maintaining one’s position in the subfield
of film criticism.

Table 4. Educational level and gender of FCA members.

Degree Total Female Male
BA 7 1 6
MA/MFA 5 2 3
PhD 47 25 22
Total 59 28 31

Source: compiled by the Author, raw data obtained from FCA website

Table 5. The majors of FCA members.

Major Number
Film studies 31
Literature 14
Theatre studies 3
(Visual) cultural studies 3
Political sciences 2
History 2
Business 1
Psychology 1
Sociology 1
Theology 1
Total 59

Source: compiled by the Author, raw data obtained from FCA website

6. Conclusion

This study has examined the social conditions of film critics in South
Korea by analyzing the objective and subjective characteristics of the
laureates who participated in contests for film criticism from 2000 to
2020. Those who dream of becoming a film critic accumulate cultural
capital through their higher education and use it as a critical resource
in the field of cinema and in the film criticism subfield of film
criticism. They also learn the specific rules for the world of cinema.
Normative dispositions as a critic and originality make access to the
space more probable and more legitimate. Yet these values are not
defined. The definition of good criticism is itself an issue related to
symbolic power in the game of film criticism. Although the lack of
data makes it difficult to generalize the analysis, age does not appear
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to be a decisive factor in accessing the profession, knowing that the
laureates in their forties demonstrate their belief in film criticism.
Indeed, some of them have participated in contests from two to four
times, and already held high social status positions such as university
professor or journalist. One had changed her career to become a film
critic after 21 years of professional experience in another domain.
These people attest to the existence of illusio, or the initial formation
of vocation as a film critic.

For a better understanding of the operation of this (sub)field,
an additional analysis of the socio-cultural characteristics of the
gatekeepers—judges of contests could be conducted. The analysis of
critics’ texts, both laureates and established critics, will help further
elucidate how their aesthetic judgments are shared, reproduced, or
contradicted®’.
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visuality, smell, touching, being touched and contagious contact in
contemporary South-Korean cinema through Bong Joon-ho’s (%5-5=%.) Oscar-
awarded 7] X% (Gisaengchung, Parasite) (2019) and his earlier film 3| =
(Gwoemul, The Host) (2006), films that, I would argue, are the most prominent
examples and a culmination of the embodied visuality within the contemporary
South-Korean cinema. Both films operate as the studies of the internalized
forms of capitalism, a phenomenon that, according to Bong Joon-ho (-5 %),
“before it’s a massive, sociological term, is just our lives”. This paper looks
into the manifestations of internalized capitalism in the everyday lives of Bong
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Joon-ho’s (&5=3%) characters, as well as spatio-temporal structures that, |
would argue, best reflect the process of internalization.

Keywords: smellscapes; contagious touch; filmic space; embodied visuality.
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HOST-PARASITE KOEVOLUCIJA: BONG JOON-HO,
OLFAKTORNI PEJZAZI I ZAZRAZNI DODIR

Abstract: U ovom se radu istraZuju modaliteti hapti¢ke vizualnosti, mirisa,
dodira, dodirivanja i meduljudskog kontakta kao izvora zaraze u suvremenoj
juznokorejskoj kinematografiji na primjeru Bong Joon-hoova (%&<-3%)
Oscarom nagradena 7] A} % (Gisaengchung, Parazita) (2019) kao i filma 3| =
(Gwoemul, Domacin) (2006) istog redatelja. Rije¢ je o filmovima koji se u radu
razmatraju kao najreprezentabilniji primjeri, ako ne i sama kulminacija
hapticke vizualnosti te kao studija internaliziranog kapitalizma, ali i
vremensko-prostornih struktura koje ponajbolje odrazavaju navedene procese.

Kljuéni pojmovi: olfaktorni pejzazi; dodir; filmska arhitektura; hapticka
vizualnost.

KOEWOLUCJA HOST-PARASITE: BONG JOON-HO A MIEJSKI
KRAJOBRAZ ZAPACHU | ZARAZLIWY DOTYK

Abstrakt: Niniejszy tekst opisuje badanie niektorych rodzajow widzenia
haptycznego, zapachu, kontaktu, bycia dotykanym i zarazliwego dotyku we
wspolczesnym potudniowokoreanskim kinie na przyktadzie filméw Bong
Joon-ho — wezesniejszego The Host (2006) i oskarowego The Parasite (2019).
Filmy te, zdaniem Autorki, stanowig najbardziej znaczace przyklady
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kumulacji uciele$nionej wizualno$ci wspotczesnego potudniowokoreanskiego
kina. Obydwa filmy stuza za studium uwewngtrznionych form kapitalizmu,
zjawiska, ktore, zdaniem Bong Joon-ho, “nim stanie si¢ uogoélnionym
terminem socjologicznym, stanowi po prostu nasze zycie”. Artykut przyglada
si¢ zatem manifestacjom uwewngtrznionego kapitalizmu w codziennym zyciu
bohateréow Bong Joon-ho, jak i strukturom przestrzenno-czasowym, ktore,
zdaniem Autorki, najlepiej odzwierciedlajg proces uwewnetrzniania.

Stowa Kklucze: krajobraz zapachu; zarazliwy dotyk; przestrzen filmowa,;
ucielesniona wizualnos¢.

1. Damps, sewers and staircases

“As soon as we renounce fiction and illusion, we lose
reality itself; the moment we subtract fictions from
reality, reality itself loses its discursive-logical
consistency”
— Slavoj Zizek et. al, Tarrying with the Negative:
Kant, Hegel, and the Critique of Ideology (1993:
47)

The first part of this paper focuses on the movie settings, and Bong
Joon-ho (“&<=%) has, intriguingly or predictably, opted for similar
spaces in films discussed here. The spaces at work in the films of one
of the most prominent Korean directors are mostly low-level
apartments, damps, sewers, and symbolically loaded staircases that
allow for the vertical exchange of meaning to take place between Bong
Joon-ho’s vertically superimposed characters. Logan Baker points out
to similarities between Hitchcock’s Psycho (1960) and Bong Joon-ho’s
71 A% (Gisaengchung, Parasite) use of stairs (Baker 2021), and it’s
rather obvious that Hitchcock was a great influence on the South
Korean director in the treatment of filmic space, which, in 7] %
(Gisaengchung, Parasite), operates as a host inhabited by vertically
arranged sets of parasites, representatives of different social classes
who, on the other hand, display more similarities than it appears at a
first glance. South Korean director’s outstandingly depicted spaces
further emphasize the impossibility of advancement within a rigid
system.
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| called Parasite “a staircase movie’ [...] So even in pre-production, my
set directors and | held a staircase team contest, where we each selected
a staircase scene from our favourite movies. | told Kang-ho Song, who
plays the father of the Kim family, that if | were to summarize the story
of one guy, especially from his character’s perspective, I would call it
a story about a man that wants to go up the stairs, but ultimately ended
up going down the stairs (Bong Joon-ho gtd. in Caicoya 2019),

said Bong Joon-ho during Q&A at the Toronto International Film
Festival Lightbox in 2019 and he was, obviously, referring to the Kim
family, to the financially underprivileged individuals who have already
undergone a form of symbolic death and what looks like an opportunity
for them to be symbolically born again slowly deviates into a panic
attempt to avoid the absolute and actual death as well. Analysing
Hitchcock’s Birds (1963), Zizek points out how

the attack of the birds can be viewed as embodying Hitchcock’s vision
of the universe, of the (human) cosmos as system—peaceful on the
surface, ordinary in its course—that can be upset at any time, that can
be thrown into chaos by the intervention of pure chance. Its order is
always deceiving; at any moment some ineffable terror can emerge,
some traumatic real erupt to disturb the symbolic circuit (Zizek 1992:
),

and the same (Zizek would call it “cosmological”) reading is applicable
to both of Bong Joon-ho’s films discussed here. The monster from 3| =
(Gwoemul, The Host) and an “illegal immigrant” from the 7] %
(Gisaengchung, Parasite) might as well be perceived as manifestations
of the traumatic real disrupting the symbolic circuit, and the traumatic
real usually disrupts or erupts from the depths, it is a vertical process,
just like Bong Joon-ho’s narrative structure and spatial organization. At
the very first hint of the dismantlement of a play that the Kim family
has staged for the Parks, the reality loses its logical consistency and the
anticipation of a complete collapse raises the sense of unease,
provoking laughter at the same time. Bong’s filmic space cannot sustain
what’s inside and what’s inside, consequently, expands beyond the
frame itself.

Thus, the basement is a space in which dirty and ugly masses of
contradiction cohere, not revealed on the surface but hidden away in the
depths. It is in the basement that the kidnapped dogs are butchered and
boiled for stew in Barking Dogs Never Bite; it is in the drain pipe, buried
away under the surface, that the gruesomely butchered corpses of
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women are laid out in Memories of Murder; and it is in an underground
sewer next to the Han River that the bodies of victims kidnapped by the
monster decompose in The Host. In Incoherence, the apartment
basement is already a metaphorical place where excretion and appetite
(the rice dish) are merged into one objet, and where that junction leads
the viewer not to feel seriousness but to explode with laughter (Jung Ji-
youn 2011: 21)

Jung Ji-youn delivers an apt commentary on South Korean
director’s filmic spaces. Architecture indeed seems to be the
fundamental site of Bong Joon-ho’s film practice. Space, frequently
viewed as dead and static comes to life and conscious expression.
Reflecting on film and Scheffauer’s “sixth sense of man”, his feeling
for space or room, Vidler speaks of a filmic space that is “no longer an
inert background, architecture now participated in the very emotions of
the film; the surroundings no longer surrounded but entered the
experience as presence” (Vidler 1993: 47). Bong Joon-ho’s spaces
come alive, host a whole range of “parasites”, devour them and spit
them out, just to devour them again. Keen on real monsters and monster
metaphors as he is, | would argue that Bong Joon-ho’s architectural
designs, even those that appear calming and comforting, display a high
degree of monstrosity, and act as an embodiment of a system that
Bong’s characters are desperately trying to inhabit, only to become
inhabited in turn. South Korean director’s filmic spaces make a noise,
and noise is what makes Bong Joon-ho’s filmic spaces. Moreover, not
only do they make a noise, but they smell too.

1.1 The Introduction of discomfort: Bong Joon-ho’s
Smell-0-Vision

Meglio puzza di merda che di povero.
(Better to reek of shit than of poor)
— ltalian proverb

In his foundational work entitled Le parasite (Parasite, 1980), French
philosopher Michel Serres explores human relations reducing them to
the concepts of the parasite and the host body to rethink the basic
categories in social science. Bong Joon-ho’s 7] % (Gisaengchung,
Parasite) takes place in deeply personal spaces, whereas public spaces
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are not as represented. Referring to private property and its genesis,
Serres points out:

Those who see only public space have no sense of smell. As soon as
you soil it, however, it is yours. Thus, the dirty is one’s own [propre].
The first one who, having shit on a terrain, then decided to say, this is
mine, immediately found people who were disgusted enough to believe
him. They distanced themselves from his territory, without war or treaty
(Serres 2007: 144).

The Kim family slowly possesses the Parks’ family home, their
“parasitic” invasion takes place smoothly and none of the Park family
members is aware of it, except for their youngest child who is the first
to notice that all of their household helpers smell alike. This, in my
view, is the precise moment of the introduction of discomfort into a
seemingly calm environment and the viewer is the first one to feel it
because the youngest member of the Park family expresses his
observation to his mother who does not take them seriously, but the
viewer does and the mood is irrevocably changed. The introduction of
smell signifies a significant change in tone and a breaking point in the
cinematic event as a whole. Park family aseptic home is suddenly filled
with an unfamiliar smell and a sense of anxiety. It is, all of a sudden,
making a noise, so to speak, but, at the same time, it’s the noise that
makes the house.

The parasite doesn’t stop. It doesn’t stop eating or drinking or yelling
or burping or making thousands of noises or filling space with its
swarming and din. The parasite is an expansion; it runs and grows. It
invades and occupies. It overflows, all of a sudden, from these pages.
Inundation, swelling waters. Noises, din, clamour, fury, and
noncomprehension. Asymmetry, violence, murder and carnage, arrow
and axe (Serres 2007: 144).

Bong Joon-ho’s treatment of a very Alien-like monster from
the 3] &= (Gwoemul, The Host) corresponds to French philosopher’s take
on the nature of a parasite. South Korean director’s monster is an
expansion, running and growing, invading and occupying. The process,
however, extends beyond the body of the monster itself. It overflows
and inundates the city in the form of a deadly virus that is, out of a
sudden, feared more than the monster itself. The virus, as the extension
of Bong Joon ho’s monster, provokes fear of proximity and touch in the
residents. In 7] A% (Gisaengchung, Parasite), the parasitic invasion
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takes place on a micro-level, and a very intimate one. Parks’ family
home is being invaded by a parasitic expansion that runs and grows,
instilling fear and uncertainty into Bong’s film fabric and the viewer’s
mind. However, the Park family themselves don’t seem to be aware of
the parasite and this is mostly because of the fact that they, in a sense,
parasitise whatever is parasitising them.

And it’s not just the poor family that are the parasites, it’s also the rich
family as well,” Bong observed. “Because they leech off the labour that
the poor family provides: They can’t drive for themselves, they need to
hire a housekeeper, so everyone is our parasites, including the third
family (Bong Joon-ho gtd. in Caicoya 2019).

As the director himself states, everyone is our parasite in the
film and it is, arguably, the architectural element that acts as a host, a
backdrop of a class struggle that exposes the deeply flawed vertically
designed system. The monster from the 3] &= (Gwoemul, The Host) is a
direct result of parasite-host-like evolution of a relationship of two
nations, parasitising and harassing a city from the depths. What Bong
Joon-ho is so brilliant at is demystifying both the poor and the rich.
Poverty does not make a character noble, and abundance only makes a
character naive. Compared to the Kim family, the Parks seem to be the
nicer ones but it is only because they can afford to be nice, whereas the
Kim family is forced to constantly be coming up with ways to make a
living. Just like the family from the ¥]%&(Gwoemul, The Host).
Inundation and swelling waters that fill up their basement apartment are
nothing but a metaphor of hardship they face on a daily basis, a
metaphor of a struggle to remain floating. It is not the poor that
parasitise the rich or the other way around. Man, according to Serres, is
a universal parasite and

everything and everyone around him is a hospitable space. Plants and
animals are always his hosts; man is always necessarily their guest.
Always taking, never giving. He bends the logic of exchange and of
giving in his favour when he is dealing with nature as a whole. When
he is dealing with his kind, he continues to do so; he wants to be the
parasite of man as well. And his kind want to be so too (Serres 2007:
24).

So why do the observations of the youngest member of the Park
family pass unnoticed, why aren’t they taken seriously? Is it the
narrowmindedness of the adult Parks who simply attribute Ki-taek
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smell to his class and think of it as, simply, the smell of poor, a smell
they are to be exposed to to keep their household in a functioning state?
Smell is, I would argue, a pivotal force, in Bong’s 7]A%
(Gisaengchung, Parasite). Not only does it instill discomfort into filmic
space, but it has the potential to, haptically, introduce discomfort into
the viewer’s mind as well, if not even invoke a slight change in the
spectator’s perception of the Park’s beautiful family home. But what
kind of function do 7]X % (Gisaengchung, Parasite’s) constant
references to smell perform in the cinematic event as such?

To provide at least a partial answer to a similar question | will
touch upon Chion’s reflections on the era of silent films that led to
cinema which “enabled spectators to hear with their eyes” (Stam 2020:
37). French film theorist takes Stam’s argument a step further claiming
that

The very absence of smell should allow spectators to smell with their
eyes and ears, as well. While it may be tempting to base the plausibility
of an olfactory cinema solely on one’s ability to accurately experience
the physicality of smells, | argue on the contrary that it is this inability
to physically smell in films which welcomes an effective olfactory
response to cinema (Chion 1999: 27).

On the other hand, Marguerite Duras, for instance, was rather
sceptical when it came to the new form of cinema because, in her view,
the talkies closed of the imaginary. The spectator was no longer allowed
to imagine the voice of Greta Garbo. The talkie, according to the French
novelist, limited this silver screen icon to one single voice. However,
when the youngest member of the Park family exclaims that their
driver, their chef, and their tutor all smell alike, or when his father
complains to his wife about the smell of his driver, the spectator’s
imagination is allowed to run wild. Bong Joon-ho brilliantly uses
dialogues to open up the haptic.

Addressing the lack that was taken away from cinema with the
introduction of sound, Chion talks about how, from the moment they
became heard, the voice and synch sound brought a certain degree of
disappointment to film, the disappointment that comes from “the “oral”
filling of an absence or lack over which desire has built its nest”,
claiming how, “once heard in reality, even the most divine voice had
something trivial about it” (Chion 1999: 13). However, | would argue
that the lack Chion is referring to is still there and the viewers are
allowed to fill it imagining smells, odors, etc. The audio-enforced image
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has the potential to stimulate an even stronger haptic response. The
“new lack” is haptically induced, the viewer is still given black spaces
that are to be filled with her/his imagination. However, when it comes
to contemporary Korean cinema, the haptic forms of contact seem to be
rather strong but they are, by no means, pleasurable.

This paper looks into less pleasurable aspects of the haptic form
of contact between the film and the viewer. The American academic
Steven Shaviro reflects on proximity as a source of disgust, disease, and
infected perception (Shaviro 1993), and in Bong Joon-ho’s films
proximity is perceived as such: highly contagious, and results in the
infected perception: the viewer’s perception of filmic space and, as is
the case with Ki-taek, a change in auto-image. Furthermore, smell often
parasites both the sound and the image in the Korean director’s intense
sensory landscape. His films do not seem to lack a lack, but in this case,
the lack is not a cozy space for the spectator’s desire to nest in but rather
adamp, cold, and dark place that turns out to be the source of discomfort
and disgust.

What takes place inside Bong’s filmic spaces is a sort of a
primal hide-and-seek game. Human vision, just like that of cinema,
Chion points out, is partial and directional (Chion 1999: 17). Bong’s
characters are either hiding or seeking, sending Morse code signals to
make their location known or working on a perfect cover. Korean
director’s characters align with Serres’ views of blocked
communication. We are, “buried within ourselves”, states French
philosopher, “we send out signals, gestures, and sounds indefinitely and
uselessly. No one listens to anyone else. Everyone speaks; no one hears;
direct or reciprocal communication is blocked” (Serres 2007: 121). This
seems to be the case in Bong’s movies as well. Violence turns out to be
the only way to communicate. The Kim family has to convince the
Parks that their housekeeper is contagious in order to overtake the
house. It’s only when the father of the abducted girl from ¥ =
(Gwoemul, The Host) threatens the medical staff with contact and
infection that he manages to do what he has been struggling to do all
the time: to get out of the hospital and continue looking for his daughter,
and it’s only when violence escalates in Park family home that everyone
comes to understand or at least to begin to understand the severity of
the situation.

Bong Joon-ho’s 7148 % (Gisaengchung, Parasite) and ] &
(Gwoemul, The Host) brilliantly address the communication block,
partial vision, and partial visibility — and fill it with a smell, a stench
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that is the only thing that the Park family seems to notice, because,
unlike seeing, smelling is omnidirectional. It creates a mental tension
that stifles the image. Body smell in 7] A %= (Gisaengchung, Parasite)
and the institutionalized fear of proximity in 3| = (Gwoemul , The Host)
slowly take over the image and the sound and, arguably, over the whole
cinematic event, turning it into an intimate experience, establishing a
close connection with the viewer as well. The linguistically euphemized
and psychologically repressed erupts in the form of body smell or the
threat of being touched/infected that (first slowly, then suddenly) fills
out Bong’s filmic spaces. Parks’ remarks on the way he smells, act as a
form of an olfactory mirror for the father of the Kim family, whose
humiliation is further amplified by the fact that his children could hear
their remarks as well. He is not ashamed of encouraging his children to
deceive others, just like he is not ashamed of his deception because
that’s, in a way, his seo-ri? right. However, it’s only when he sees his
image in the olfactory mirror that the Parks have linguistically painted
for him that he starts feeling shame because of what he is and how he
is.

Discussing urban smellscapes, Henshaw dwells on the
difference between our visual landscape as separate from our bodies,
which makes it controllable, and our olfactory landscape, which is more
immediate, less controllable, and, since we are immersed into it, also an
integral part of our bodies (Henshaw 2013: 13). When Park Dong-ik
complains about his chauffeur’s smell it is because he feels that his
employee is crossing the boundary: Kim Ki-taek’s body odor invades
the interior of his car, his posh family home, and ultimately his body
and there’s nothing he can do about it, except maybe fire him, just like
they fired their former housemaid due to fear of infection. Mr. Park can
either put up with it or look for another driver and the latter is not really
an option since the Park family is struggling with finding adequate
household staff.

Furthermore, the father of the rich family does not even
approach his driver directly and complains to Mrs. Park instead,
performing what Pallasmaa would term suppression by the code of

2 According to Encyclopedia of Korean Folk Culture, the term, used in Bong Joon-ho's
] &(Gwoemul, The Host), refers to the stealing of grain, fruit, and poultry for fun
among children to satiate their hunger when there was food shortage during the
agricultural off-seasons.
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culture. “Vision and hearing are now the privileged sociable senses”,
claims the Finnish architect and former professor of architecture,

remnants with a merely private function, and they are usually
suppressed by the code of culture. Only sensations such as the olfactory
enjoyment of a meal, fragrance of flowers and responses to temperature
are allowed to draw collective awareness in our ocularcentric and
obsessively hygienic code of culture (Pallasmaa 2005: 10).

If there was such a thing as an anti-ocularcentric director, Bong
Joon-ho would make a great example of one. ] & (Gwoemul, The Host)
is @ monster movie, but the alien-like monster is rarely shown both in
the intradiegetic and the hypodiegetic part of the narrative structure.
After its appearance, the characters seem to be more afraid of each other
than the monster itself. It literally causes a war between its potential
victims. 7] A% (Gisaengchung, Parasite’s) basement dweller who
took refuge there not to be seen is what moves and directs the plot and
disturbs the balance between the superimposed set of characters.

Vision, according to Pallasmaa, displays a very strong tendency
to

grasp and fixate, to reify and totalize: a tendency to dominate, secure
and control, which eventually, because it was so extensively promoted,
assumed a certain uncontested hegemony over our culture and its
philosophical discourse (Pallasmaa 2005: 10-11).

Bong Joon-ho challenges vision in a visual medium and reverts
the order of senses, and with it the entire philosophical discourse of
vision, which disorients both characters and the viewers. The very
architectural design of the Park family home enables each family
member to enjoy full privacy and isolation (should they wish to isolate
themselves from the others, as is the case with the youngest member of
the Park family who camps in the front yard) but it also enables its
owners to have full visual control over the interior and exterior which
ultimately makes them feel safe. However, the body odor of the Kim
family member challenges their ultimate power over their personal
space. It crosses the boundary, as Mr. Park puts it, and the cultural code
forbids him to confront his driver on the matter.
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2. 3 E(Gwoemul, The Host), 7] "% (Gisaengchung,
Parasite) and the Impossible Climb

“Today’s history comes deodorized”

— Roy Porter, Preface to Alain Corbin’s The Foul and
the Fragrant, Odour and the French Social
Imagination (1986: v).

7 & (Gwoemul, The Host) reaches its culmination point plot-wise,
violence explodes in horrifying ways but the calm after the storm is,
according to the film critic Chung Sung-ill, realized in a form of a return
to point zero:

When the monster is dead, the film does not actually end, but returns to
zero. In the process, the vicious cycle returns once again to its starting
point, and after the film is over, the first scene (of the sequel in real life
as it starts again) can only be the moment in which the 81" Unit of United
States Forces Korea once again empties its dusty bottles of
formaldehyde (Jung Ji-youn 2011: 55).

By the same token, when the Park family basement dweller is
chased out, the film does not end, it merely returns to zero. The
basement dweller is simply being substituted because the system needs
its ‘parasite’ and is completely and utterly unable to overcome the need
for one. To put it in Serres’ words:

We parasite each other and live amidst parasites. Which is more or less
a way of saying that they constitute our environment. We live in that
black box called the collective; we live by it, on it, and in it. It so
happens that this collective was given the form of an animal: Leviathan.
We are certainly within something bestial; in more distinguished terms,
we are speaking of an organic model for the members of a society. Our
host? I don’t know. But | do know that we are within. And that it is dark
in there (Serres 2007: 22).

What Bong’s characters, regardless of their social standing,
have in common is their complete ignorance when it comes to the
system they all inhabit, their ultimate host, a system in which, Serres
would argue “we don’t know what belongs to the system, what makes
it up, and what is against the system, interrupting and endangering it”
(2007: 16).

According to Gabilondo:
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71X% (Gisaengchung, Parasite) is an overworked and convoluted
narrative about the impossibility of overcoming, dismantling, or exiting
neoliberal capitalism. Literally, the South Korean film is a cinematic
version of Fredric Jameson’s infamous dictum that “it is easier to
imagine the end of the world than to imagine the end of capitalism”
(Gabilondo 2020: 1).

Bong Joon-ho’s characters naively try to overcome or
dismantle whatever is making it impossible for them to climb the stairs
that the director so frequently makes references to in the interviews, but
that turns out to be a rather difficult, if not completely futile task since
the system has internalized them and they have internalized the system
in return. It’s precisely what makes it hard to set an individual apart
from the system, his/her host, and the ultimate parasite, it makes it hard
to tell where one ends and the other begins, since, to go back to French
philosopher, we do not know what we’re within but what we do know
is that it is something bestial, and it’s rather dark inside.

South-Korean director’s characters are the epitome of what
Polish sociologist and philosopher Zygmunt Bauman termed “human
waste or wasted humans” or, more precisely,

the population of those who either could not or not wished to be
recognized or allowed to stay), an inevitable outcome of modernization,
and an inseparable accompaniment of modernity (Bauman 2003: 10),

reduced to trash, a by-product of socio-political processes manifesting
themselves both on macro and micro scale. And trash is something that
is supposed to be hidden away from sight, thrown, or chased out. It is
no coincidence that 714§ % (Gisaengchung, Parasite’s) privileged
characters describe “the others” in terms of smell and avoid contact due
to fear of contagion, as is also the case in ¥]%& (Gwoemul, The Host).
Corbin (1986: 143) points out, reflecting on the fetidity of the labouring
classes and the danger of infection in their presence, that “[ T]he absence
of intrusive odor enabled the individual to distinguish himself from the
putrid masses, stinking like death, like sin, and at the same time
implicitly to justify the treatment meted out to them”. However, Bong
Joon-ho won’t allow for “the trash” to simply be taken out and will not
settle for a deodorized filmic space. Despite opting for an architecture
of exclusion and separate spheres, the Park’s family home is
impregnated with smell. The trash belonging to damps or sewers
explodes in the face of the South Korean director’s characters and
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viewers, and the cinematic event, turning systems taken for granted into
systems that ought to be dismantled or at least questioned.
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Abstract: This paper deals with the definition and characteristics of poetic
drama, and attempts to clarify the significance of poetic drama works during
the time when the poetic drama movement took place. Unlike drama-poetry
or plays, poetic drama is an independent art genre. It presents artistic vision
through the conflict of poetics and dramas. The unity of poetic and dramatic
things, which is facilitated through music, internal necessity, stage image,
sound effect, and visual auditory indication, poetic drama is a part of
complex art. The entire work functions as a poem and must be realized on the
stage. For Choi ll-soo, in order to develop the characteristics of these poetry
plays, the innatrhythm of the free verse should be embodied within these
plays. He accepted Eliot’s theory and tried to establish the position that
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Western poetic drama works and theories are unique to Korea. This
deepening perception of theory led to a poetic drama movement with the
creators. In this paper, we classify its characteristics by focusing on
approximately 18 poetic drama works. From 1920 to 1999, 18 representative
works were classified, focusing on the completeness of the works and the
remarkable artists. The characteristics of works can largely be divided into
historical, narrative, reality, and philosophy. The meaning of this
classification can serve as an opportunity for poetic dramas to advance into
more diverse topics or forms. The poetic drama movement was dominated by
critics and poets with the aim of pursuing independent Korean art works, and
although it failed in performance and popularization, it was an achievement
of the times to give a glimpse into the possibility of poetic drama. Poetic
drama can act as a new element in the genre of poetry and drama that are
losing original literary character, and there is a need to revive in Korean
literature.

Keywords: Korean poetic drama; T.S.Eliot; Choi Il-soo; the poetic drama
movement; the history of Korean poetic drama.

HEREBEY DS RETE BRI
golsl =4g tEE, A%

FEol oo pwstad .
PE

sgold, A4l

T
RS
>
Ju
=2
o

>0
H

e
N

P
n}

ol

B

o & o
ft i
2

=

off
o

z

g2
= oo

)

AL L [ L BN
O O
2

do, 1o, > X i

)

ol
> A > Ho
LN L ol

o i
)y
I o
LS e o o

e
o,

4oz
> I

o, Mt fotr
2 ¥y

E

ok ofy
offl
[o
offl oo
e
>

()

lo
e
=
2
=
R
dlo

37 A A
HAA 7} gk €]
HdgE o)~
ol st of
A el Al SRt
Mste olge] QA FAaE 3
BaelA s oF 18 W] A5 AES TAHS
ghoth. 1920 AF-E] Al #Fel A 1999 W 7hA] 23
A7rE FAoRE Al AE 18 WS
S3E A A, A, A4y, det

ojul= Aol & U g Ay

Y
3

o '@ REoln
ksl

i

>
fr
x
NE
olr
ol
=7

Mo W,
o o,

=2 "1

1

f
off 2
r 0
lo
Jm
o
il
ne -~
r>~1
N
N
o
o 0, ot (2l iy
B
o
>,
lo
=
ol

i R

o

13
o
> 2
>,
all

o 2t

o

ro, M
oX,

oX,

o
il you
b ¢ &
r_11>i
> ol
y0, 2
N
(] r‘\:
L

A

HT0 e AFL

ofl
>,
o

] E'_., ?l' o= A=T
A A ARt A2 5342 TS A E A9
FEo|E N2 842 28T 4 glon, o T8 A ThA

TP o m s
A

o U 30 2 2 HE
et 10, 7 of <4 N, Hu



IJKHSS 7/2021

A o]: g A= T.S.Eliot; L <; Al =&-5; F=7 A AL

ROZWOJ KOREANSKIEGO DRAMATU POETYCKIEGO ORAZ
ZNACZENIE RUCHU DRAMATU POETYCKIEGO

Abstrakt: Niniejszy artykul mierzy si¢ z proba definicji i charakterystyki
dramatu poetyckiego, jak i usituje ustali¢ znaczenie dziet dramatycznych
w czasie funkcjonowania ruchu dramatu poetyckiego. W przeciwienstwie
do sztuk czy poezji dramatycznej, dramat poetycki jest odrebnym gatunkiem.
Wizja artystyczna jest uwidaczniana w konflikcie poetyki i dramatu. Jedno$¢
poetyki i dramatu, osiggana przez muzyke, wewnetrzny przymus, obraz
sceniczny efekty dzwickowe, wizualne odniesienia publicznosci sprawiaja,
ze dramat poetycki jest czgsécia sztuki ujmowanej kompleksowo. Cate dzieto
funkcjonuje jak poemat i musi by¢ realizowane na scenie. Zdaniem Choi I1-
$00, by rozwing¢ opis tych sztuk poetyckich nalezy zachowaé¢ w nich
wewnetrzne zasady wolnego wiersza. Przyjal on wiegc koncepcje Eliota
i podjat probe opracowania podstaw zaktadajacych, ze zachodnie dramaty
poetyckie oraz teorie sg atypowe dla Korei. Ten poglebiajacy si¢ odbidr teorii
doprowadzit do wyksztalcenia si¢ ruchu dramatu poetyckiego, W artykule
dokonana zostanie klasyfikacja cech charakterystycznych na podstawie okoto
18 dziet dramatycznych. Wybrane osiemnascie dziet, ktére powstate w latach
1920-1999 sklasyfikowano wedhug kryterium ukonczenia i petnosci pracy jak
i ze wzgledu na uznanie artysty. Opisy dziet moga by¢ ogélnie podzielone
na historyczne, narracyjne, realistyczne i filozoficzne. Klasyfikacja ta moze
sta¢ si¢ punktem wyjscia dla dramatow poetyckich do przeksztatcenia
W bardziej zréznicowane formy lub tematy. Ruch dramatu poetyckiego zostat
zdominowany przez krytykoéw i poetow, ktorych glownym celem byto
popularyzowanie niezaleznych dziet sztuki koreanskiej, i mimo, ze nie zyskat
on wielu odbiorcow ani na popularnosci, to uznaje si¢ go za znaczne
osiagnigcie Owczesnosci, pozwalajace na wglad w mozliwosci dramatow
poetyckich. Moga one by¢ traktowane jako nowy element w gatunkach
lirycznych i dramatycznych, tracacych swoj pierwotny charakter literacki
a ktore nalezy odzyskac¢ w literaturze koreanskiej.

Stowa Kklucze: koreanski dramat poetycki; T.S.Eliot; Choi 1l-soo; ruch
dramatu poetyckiego; historia koreanskiego dramatu poetyckiego.
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1. Introduction

This paper deals with the definition and characteristics of poetic
drama, and attempts to clarify the significance of poetic drama works
during the time when the poetic movement took place. Unlike drama-
poetry or plays, poetic drama is an independent art genre. It presents
artistic vision through the conflict of poetics and dramas. In addition,
it becomes a work by combining various genres such as acting of the
actors, conflict, directing, music, art, and dance. This paper examines
the existing definition of poetic drama and the discussion on the poetic
drama theory. Among them, | would like to criticize the differences
and commonalities, focusing on the discussions that took place
between Choi ll-soo and T.S. Eliot. Why did they continue their
persistent exploration and creation of poetic dramas? The reason for
this is that they thought of poetic drama as a genre that could complete
the peak of art by maximizing the characteristics of poetry and play.
For Choi ll-soo, in order to develop the characteristics of these poetry
plays, the innatrhythm of the free verse should be embodied within
these plays. He accepted Eliot’s theory and tried to establish the
position that Western poetic drama works and theories are unique to
Korea. This is because, Choi Il-soo thought of the art of poetic drama
as something that can be achieved through poetic necessity and
dramatic necessity, and that it could become a genre based on the
absolute spirit and globalization of art.

This deepening perception of theory led to a poetic drama
movement with the creators. This paper aims to examine the
development and meaning of the poetic drama movement in the late
1950s and the 1960s, the most active period in the history of poetic
drama. Korean poetic drama began in 1920 with Kim Myung-soon’s
Wik’ 2] 7E2 (Morning Dew’s Happy Dream) (published in % £/
i2%). This work deals with the jealousy, conflict, and love surrounding
the relationship between the characters. Following this work, the
creation of and research on poetic drama have had a history of about
100 years, continuing until the 2000s. While the creation of and
research on poetic drama works have not gradually expanded, they
have continued little by little. However, poetic drama theorists and
researchers are rare to come across, and it is somewhat difficult to find
literature data because poetic theaters are rarely staged. In this paper,
we classify its characteristics by focusing on approximately 18 poetic

120



IJKHSS 7/2021

drama works. From 1920 to 1999, 18 representative works were
classified, focusing on the completeness of the works and the
remarkable artists. The characteristics of works can largely be divided
into historical, narrative, reality, and philosophy. The meaning of this
classification can serve as an opportunity for poetic dramas to advance
into more diverse topics or forms. In addition, research on and
creation of poetic dramas can function as a new path to the quiet
world of modern art. With the development of science and technology,
humans and the world have started to lose creativity and imagination.
In Korea, where the individuality of poetry and play has seen a
decline, the role of poetic drama as a comprehensive art (including
music, art, and dance) is important.

Existing studies on these poetic dramas have often been
published as academic papers, rather than as degree papers. While
most of the academic papers on the subject have been studies on
individual writers, there have been papers that were identified to bring
out the perspective of poetic drama history and identified as being
comparative studies that drew a comparison of poetic drama with
other genres. Even though poetic drama works have a history of 100
years, there have been very few studies conducted on the subject.
Researches centered on individual writers are being conducted,
focusing on the content analysis corresponding to the situation of the
times. The existing papers focus on domestic writers such as Park Ah-
ji, Shin Dong-yeop, Kim Myung-soon, Park Se-young, and Jang Ho,
who are known to be poetic drama writers. The study of poetic dramas
is focused toward some writers because of the narrowness of poetic
drama works. Studies analyzing the history of modern poetic drama in
Korea include papers written by Park Jung-ho, Lee Sang-ho, and Lim
Seung-bin.

Park Jung-ho studied the characteristics of poetic drama along
with its formation process (¥} % Park Jung-ho 1997), and Lee
Sang-ho studied the works of poetic drama in a chronological order
and analyzed the historical situation and contents of the poetic drama
movement, which had been insufficient (¢]“J <. Lee Sang-ho 2013).
Lim Seung-bin analyzed the verse and dramatic form of the work,
focusing on the poetic dramas of the 1920s (¥)<%-%1 Lim Seung-bin
2002). Lee Hyun-won focused on the visualization of poetic dramas
and analyzed their development. In particular, he identified the
dialogue of poetry dramas by dividing it into poetry-centered dialogue
and drama-centered dialogue. It is characterized by analyzing the
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process of dramatization, by dividing it into dramatization by content
and dramatization by visual media (°]&d < Lee Hyun-won 2009).
Kim Dong-hyun sought the genre characteristics of poetic dramas by
focusing on the poetic dramas of Shin Dong-yeop and Choi In-hoon
(315 & Kim Dong-hyun 2013).

Specific theory books on poetic dramas include the books of
Lee Seung-ha and Choi Il-soo. Lee Seung-ha’s writings are very
small, and his theory and work analysis of poetic dramas contain very
popular content (©]<%3} Lee Seung-ha 2014). In this paper, the
discussion is focused towards the theory of Choi Il-soo, who
participated in the study of poetic dramas during the 1960s along with
the writers. However, his theory contains content that analyzes and
agrees/refutes the theory of poetry put forth by T.S. Eliot. However, in
his attempt to refute Eliot’s theory, Choi Il-soo failed to provide
specific examples and evidences (¥ €<= Choi Il-soo 1976). The
discussion will be brought out in detail in this section.

2. Definition of poetic drama and the theory of poetic
drama in Korea

2.1 Definition of poetic drama

Poetic drama is a completely new art form. It is distinct from poetry
and drama. A poetic drama requires two things, namely poetic and
dramatic, but focuses a little more on the dramatic things. A dramatic-
poetry does not presuppose a performance, but more of poetic things.
Raising awareness about the definition and value of poetic drama is
key tovisualizing a new future and grasping the various literary
worlds. Poetic drama is a literary genre in which two different genres
—poetry and play— swirl and collide with each other.

However, poetic drama is not a combination of poetry and
plays, nor is it an attempt to seek novelty with the help of other genres
of art, such as movies or plays. Poetic drama is a new genre of drama
that is completely different from dramatic-poetry, which is
characterized by the presence of dramatic elements in poetry (% &4~
Choi Il-soo 1976: 870). In addition, the difference between poetic
drama and plays is that plays are characterized by the conflicts and
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events of characters, while poetic dramas must have internal
inevitability and dramatic inevitability in dialogues, characters and
situations in addition to possessing narrative conflict (2| & <= Choi II-
soo 1976: 370-371).

Through Theory of Poetic Drama, T.S. Eliot discussed the
process of poetry appearing on the stage and the importance of the
value of completing a performance. His works also critically
embodied the “modern civilization breaking away from tradition and
order’! through poetic dramas, such as The Cocktail Party, The
Confidential Clerk, and The Rock (7 Al 3} Kim Jae-hwa 2010: 214).

However, in ¢/&/29/ {3} The Literature of Reality, Choi II-
soo argued that Eliot’s theory is far from that of the Koreans. Choi Il-
s00’s statement about T.S. Eliot’s Theory of Poetic Drama is as
follows: “His visionary view of poetic drama that led the poem to the
stage can be accepted but in the end, he couldn’t go beyond stageing
the poem™? (%] & 5= Choi 1l-soo 1976: 368). However, it should not be
considered that the concepts of poetry and play are simply a
combination of poetry and play. Poetry is ultimately done in the
pursuit of poetic lines and a dramatic composition.

According to Kim Dong-hyun, “In a modern society where
totality is divided, ‘Poetic drama’, a genre in which individuals dream
of restoring totality, was born™3. Poetic drama is a historical genre in
which a play, a problematic style characterized by a sense of problem
with the future and a will to the future, meets a lyrical genre
containing ‘poetic vision’. This view is directly linked to the organic
worldview. The definition of poetry plays differs slightly in this view
(3= & Kim Dong-hyeon 2019: 342-343).

In this paper, the standard for the theory and concept of poetic
drama is Choi Il-soo’s “comprehensive artistry”. The content and form
of a poetic drama cannot be simply distinguished by proses and
verses, instructions and non-instructions, stage images, dramatic
structures and character relationships, and performance results. While
a poetic drama is a fusion of poetic and dramatic, its plot composition

Lexd g3t Aol A ol el 7k A i g (31 A1 3t 2010: 214)
2N S F R A hlRE b ol Al 71X 8 9l= hlil o= A T1o] Al 5k
3E QAU AR 1= A= q]g}zﬂ A(e]th)” (3 ¢ 4= 1976: 368).

SeA ol EEE o AFg] el A M T]el A7, A A Aol FAALE
sl 5et71E W B AFS GAAIK Aotk (1 EE 2019: 342-343).
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must have an internal inevitability. Just because the sentence is a verse
and has the form of a play, it does not constitute a poem. Even prose
lines create a poetic path through internal inevitability, with there
being an interaction between the acting of the actor, stage direction,
visual image, music, and dance, making poetic drama a
comprehensive art. Poetic drama as such is a comprehensive art,
which is realized on the stage through text and actors, conflict events,
stage installations, poetic situations, and the aesthetic effect process.
Furthermore, a poetic drama is created by taking into consideration
the the emotions the audience will feel after the performance and the
changes in the quality of life after the performance. “It’s like a destiny
to live in a community”* and human life, along with all art, is
established as a new “genre” (©|4}& Lee Sang-ho 2016: 17-18).
Critic Choi Il-soo accepted and criticized Eliot’s theory of poetic
drama and sought to establish a Korean poetic drama theory.

2.2. Discussion on the poetic drama theory: focusing on
Choi Il-soo and T. S. Eliot

Poetic drama is not a product of the conflict and harmony between the
poetic and dramatic. Mere utterance of poetic lines on a stage does not
mean that the performance becomes a poetic drama. As discussed
above, poetic drama as a “comprehensive art” has complex
characteristics such as actors, conflict structures, music, dance, and
visual stage devices. Poetic dramas have a variety of artistic
personalities or genres that deal with the conflicts that exist between
history and reality. What distinguishes poetic drama from plays and
reading of plays is the inevitability of the work. In other words, it
depends on how much one has a poetic necessity and dramatic
necessity.

At the limit of contradictions in which opposite heterogeneous
elements such as justice and injustice of human society, existence and
futility, freedom and dictatorship, peace and war are presented at the
same time, this inevitable and special situation in which justice,

(o0

e AL vk T AEEE shhe] 2 AIX H (014 E 2016: 17-18).
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existence, freedom, peace, and tomorrow are historically promised
becomes a world of poetry® (3] &4 5= Choi 1l-soo 1976: 414).

In other words, the contradiction between the characters and events in
the work creates conflicts, overcomes problems, and has a dialectical
attitude to live. Therefore, the inevitability of a poetic drama is not
accidental; it must consist of a meticulous poetic composition and a
dramatic composition.

As a result, poetic drama is a comprehensive art with this
inevitability. Poetic drama is also an art of participation in the reality
to the fullest.

Among the situations that caused this inevitability, the lyricism that
sings the eternal present and the narrative that constitutes the historical
flow are unified. This unification is a new dramatic reality that acts in
today's most inevitable moment when tomorrow can be promised, and
thus, becomes art® (2] & 5= Choi 1l-so0 1976: 415).

In poetic drama, the poem’s lyric results in the shape of poetic
lines. It is not just a line that represents the reality of the situation, it
should implicitly bring out the feelings of characters and the situation
of reality. In addition, lines with a good poetic shape can bring out the
tension, rhyme, rhythm, and image phenomena that lead the work and
the breathing of lines with other characters. The play’s “narrative”
inevitably creates the composition of the work and the structure of
conflict, and has the function of directing history, mythology, tragedy,
and imagination. In order to establish this concept of poetic drama as a
comprehensive art, Choi ll-soo accepted Eliot’s theory and criticized
and discussed it.

S eQAZpAEl o] oot Eof, EAsk 8%, Aok HAl, el A, ol
gutohe] o] A A el 87k FAICl AAH AL gl K] S Aol M A eojs)
EA ek Aot Byt 2o WdS A o m ofgtks o] I H ol
S Aol A=) A7 Ak (] L 1976: 414).

SN FL ol WAN S H& FFH AL SolH 44 AAE =
A7 ARl 5 FUhehE AA o] Fdo] Ho] WL oSS
e o5 7P dAHd RedEddA @Fsts shue] MR
Aol aapdo] dEma tolrba = o3t acle FH o ¥
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In 1959, when Al = $1-3] sigeug yeongu-hui ‘The Poetic
Drama Research Society’ was formed, the Korean poetic drama
movement came into existence through creation and stage
performances. However, the poetic drama movement did not achieve
great results because of problems such as the completeness of the
poetic drama work, the financial situation of the stage process, and the
response of readers. At the time, Choi Il-soo actively published a
paper on poetry drama as a researcher. His biggest critical work is to
push forth that Korean poetic drama should be established as a
comprehensive art that combines music, art, and dance production, not
simply a unity of poetry and play. Subsequently, through the
inevitability of poetic drama, it should become an important genre of
art that allows spectators or readers to experience the historical
problems or contradictions in life, overcome real-world situations, and
move forward.

To do this, Choi Il-soo was of the position that Eliot’s theory
of poetic drama, which emphasized only the verse and lyricism of
poetry, should be revised. Poetic dramas do not only have the verse
characteristics of poems, but also possess the narrative characteristics
of plays, which should also be included. According to him, in order to
achieve the narrative of plays, the prose nature of a poetic drama
should affect the other areas of art, music, and dance, thus, resulting in
it becoming a comprehensive art.

However, he repeatedly expresses that his outlook for
comprehensive art is very new. This was also the goal of the poets
who led the poetic drama movement alongside him. Choi Il-so0’s
poetic drama theory also included a political character that actively
defended their poetic drama. The question then is, what is the
prospect? The first thing to read in the previous argument is that he is
not criticizing Eliot’s “three sounds”. At first glance, it can be read as
though he had to allocate sound to lylicism, narrative, and play,
respectively, and integrate the three sounds. By reading in that specific
fashion, he submits a different proposal from that of Eliot, who
wanted to integrate lyricism and narrative into the play. However, that
is not it. According to him, the three sounds in the question are “a
voice directed to the poet himself, a voice directed to the audience,
and a voice coming through the mouth of a fictional character”, which
“must inevitably be integrated on the stage”, the same as that put forth
by Eliot. If this is the case, the emphasis is laid on “a richer and more
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dimensional world”” (©]@ % Lee Hyeon-jeong 2020: 23-24). This
vague word can be analyzed in the following statements:

(1) Eliot’s theory, although it spoke about the inevitability of poetry
appearing on the stage, never mentioned how poetry is expressed
through dramaturgy in the complex and coherent sense of the stage,
along with the “genre” of all other arts on the stage® (2] & <= Choi Il-
s00 1976: 368).

(2) Until now, various arts participating in plays or movies, which
have claimed to be comprehensive arts, have occupied only one
effective position. However, this is not the case with poetry dramas.
The various arts participating in poetry plays are synthesized on one
stage with such an independent character that, even if they are
separated under the one theme of poetry works, they can become an
independent work. Therefore, it forms a situation as a complete
comprehensive art, and under one theme, the “images” of “genre”
engage with each other and combine to create a high world at a new
level® (2] & <= Choi Il-soo 1976: 371).

(3) In a poetic drama, “poetry” is the beginning of the fundamental
opportunity of creation, and “play” is a plaza of complex senses that
forms the source of a comprehensive “image”’® (3] d 4= Choi Il-soo
1976: 37).

Ter o) FH5 A B Y =2 AlA” (01§ A 2020: 23-24).

8(1) ‘A9 o] & A7} Frf = Cﬂo}ﬂl & 1 FAN S ooprlE =
ol Ax A7F Fof HelA e BE A% ‘A2 oE Oi TEAQ
FEE olFa E ojEA A Foie] HedHa wHEE 77 1 17P
‘CgnpFEI)E Bato] A =T A E AdFEHA Eo}oﬂﬁ}”( Hds
1976: 368).

042 oA FFelER AATE A=olv Gt A E o7 Folste
o 2] ol shvhe] @A A vl A ekA Zeakql [ ey FolAl=
227} ok ATl sl o dE&ES AT 2] 7HA = ghvhe] A
o] 747] W& "HolA Folk 1Alo] shtbe] HyE FEo] 4 e st
SHE A4S 93] 2t g o 14011 T = Aotk Wi
IR A FEjo] FF om0 S Pk shbe] A e 7]
Faol folm A7}t Hi WAL o] Ho] MRE A e AATL
AP (H D5 1976: 371).

0 «3) AJFel ow Ale Zxe 293 AT AL, 52 TFAY

9] =
‘olm ]’ o] YL o] Fi= B3 717}e] Fo|th (H U4 1976: 37).
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(4) This is because, the “image” is formed only by the integrated
“tone” of the entire poem, and the language selected by the formed
“image” becomes such a poem that has a fundamental creative
opportunity. But what | want to add here is that, no matter how the
poetry talks about the source of creation, if its language does not carry
an inherent flow when it comes to the “image” it creates, it becomes a
philosophical predicate to study the unified laws of creation!! (2 ¥ 4=
Choi Il-soo 1976: 378).

The above statements are his own definitions of the “high
world in a new dimension”, which are aimed by the critic as indicated
at the end of the quote above (2). First, the quote (1) reveals that, in a
poetic drama, poetry is not an element of the stage, but a “what” of the
entire stage. (2) presents a similar perspective. He once instructed that,
“something” is a “situation as a comprehensive art”, and explained
that this situation is the result of the “image” of “each genre” being
“coupled” with each other. It is noteworthy that the word “image” was
used here. This is because of the quote (3) redefining that “situation”
as a “complex sensory plaza,” stating that it is a “source of creating a
comprehensive ‘image’.”

As a result, images are perceived as a synthesis, not as the
“images of each genre.” Finally, in the quote (4), “image” becomes
the premise of a “fundamental creative opportunity”. This statement is
cyclical. First of all, what was previously referred to as a “plaza of
complex senses” is re-stated here as “an integrated tone of the whole
poetry”. The integrated tone forms an image. In other words, Choi Il-
so0 shows that the poetic image contained in Korean poetic drama
works has a comprehensive character. Comprehensive senses such as
poetry, play, music, art, and dance can create a comprehensive image
of the stage. His discussions indicate the significance of the Korean
poetic drama movement.

In Korea, poetry plays discovered the possibility of being based on the
intrinsic rate of free poetry rather than the verse theory claimed by

1) Alofel 5L AAATE AU F3HE Bl oste] s fo]w A7}
B AL 1L A s o foul Ao fgte] HEE QlojGol Al FEA
AZ1E WAL Sl el g Alof7h 5 7] waolth [ 1] o714 dheiy
SEolal A& AL obve] A3 29l & olopr| gt sk T1A10] foln] A9
BEol tAlF o] A &= dojeb a2 Fxo] BAHd WAL Ay
AsHA gol7) ¥ aL vtk A ol (3] 247 1976: 378).
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T.S. Eliot, and the experimental work of staging the intrinsic rate was
set in the direction of the movement of Korean poetic drama?®?
(219 <= Choi ll-soo 1976: 436).

In other words, the prose he refers to is another name for free
poetry. He also argues that the function of prose is “exercised freely in
free poetry”*® in other places (# €<= Choi Il-soo 1976: 400), and
states that the intrinsic rate of free poetry should be staged. Through
this work, the poetic drama movement led to there being a
comprehensive art and a comprehensive sense. So, what did Eliot say
about the verses of poetic dramas? We can summarize Eliot’s theory
of poetic drama, which serves as a clue for this methodology, as
follows:

1) The verses of poetic dramas are not a common function of

poetry.

2) The verses of poetic dramas help the plays function.

3) The verses of poetic dramas pursue a change in daily life.

According to Eliot, when poetry rhymes are introduced into
poetic dramas, the original unique function of poetry changes. A
typical poetry expresses a landscape or psychology and embodies a
rhythm or symbol. However, in a play, the poetic verse can lead to the
anticipation of conversations with other characters or create unfamiliar
scenes through unexpected conversations. In addition, the verse of a
poetic drama presupposes the literary story that leads the play and can
maximize the structure of conflict or the psychology of the actor.
Simple general lines do not give the audience or readers a moment of
thought or emotion. In addition, this verse can connect the situation in
the play to the real situation.

The essence of poetry is to accurately capture one’s voice.
Therefore, integrating the poetic verse and poetic form into the play
can connect the situation of the play to a real problem. This is
because, the lines written in poems impress the audience by arousing
feelings, tension, and emotions. This influence of verses causes a
change in the lives of the audience. Change in people through poetic

2e9ajujebo] gloia A
WA Sl ¢1z+a 4 9= 7]_
A& A o] 2k o] © a

Al
1B ez} A o A w2 W3] (H A

Hrhs AFrA 9
° & FuistA7=
A Aol I:‘r” (2 Q4= 1976: 436).
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drama has become a positive factor in life. Choi ll-soo failed to bring
out Eliot’s argument in more detail.

He just states that Eliot laid emphasis on the verse of poetic
drama and failed to expand its scope as a comprehensive art. While
Choi Il-soo actively accepted Eliot’s theory of poetry and imagery, at
the same time, he pointed out the limitations of Western poetic drama
theory. Choi Il-soo is interested in free poetry because he wants to
pursue the theory of poetic drama as a comprehensive art. The reason
for this is that the inevitability of poetic drama can be found more in
the prose of free poetry.

This analysis served as an opportunity for Korean poetic
dramas to deal with various topics. This was a common theme and the
experimental topic for Korean poetic drama activists. Poetic drama is
a common square where various ‘genre’ of arts are gathered at a
comprehensive level. In addition, the combined sense becomes the
core, and a new level of poetic drama can be achieved.

3. The history and personality of poetic drama

The history of Korean poetic dramas has a history of about 100 years
to date, starting with Kim Myung-soon’s #/#% </ /£ 2 (Morning
Dew’s Happy Dream). Poetic drama was a field where the
participation of citizens was passive when the creative, theoretical
research, and performances were performed on the stage rather than
other genres, but it has continued without completely losing its
context. Among them, creating works and performing on the stage
was the reason for neglecting the study of poetic drama. In particular,
comprehensive  research and analysis conducted on the
“comprehensive artistry” of poetic drama were insignificant. Poetic
drama is a genre that should also be noted in the fields of poetry and
play that require individuality and artistry.

The place of poetry, which requires human history, war, and
revolution, is creating a different path. Poetry that reproduces reality
the way it is reflects and expresses the lessons directly. However,
modern poetry, which deviates from these problems, is a personal
generalization. In other words, poetry dealing with individual
emotions and daily life is similar to an online text that handles and
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sympathizes with the present without becoming art itself. In other
words, poetry is complacent when it comes to the fear of
experimentation and failure. What about plays? With the advent of the
era of image imaging and the amplification of global virus problems,
opportunities to see works performed in the actual stage have
decreased. As the possibility of having stage performances has
decreased, the creativity, imagination, and experimentation in plays
have started to weaken. While foreign works or Korean classical
works are performed sometimes, they are not close to the general
audience. This is because, the subject or the content of the plays have
not been diversified.

Therefore, the development of poetic drama can serve as an
opportunity to overcome the limitations of neglected poetry and play
and open them anew. Since Kim Myung-soon in 1920, most poets
have created poetic dramas. However, this is because they focused
only on poetic necessity, poetic lines, and symbols. It can be
concluded that the success rate for the stageization of a poetic drama
was low because it was not possible to think about the dramatic
necessity.

In this paper, poetic drama works are not classified based on
the passing of time, but classified based on the characteristics of the
works. The characteristics of poetic drama works can be classified
into historicity, narrative, reality, and philosophy. To understand
Korean poetic dramas, it is necessary to consider and analyze the
situations of the different times in Korea and the emotions of citizens
together.

First, it is a poetic drama with historicity. Hwang Ji-woo0’s
2 g9 2 Bride of May (3A]%-, 2000, &€ A, A&,
=8+ 312 A A1), which deals with the 5.18 problem, and Park Ah-ji’s
o} %] 9} @ Father and Daughter (2}o}#], 2015, BFo}#] 2FEH 3,
A&, =2 2"l =) are dialogue poetic dramas of the generations
who inherited the pain of history. There are also Shin Dong-yeop’s -Z
9Jz=o] #9] 7% Shade on Its Lips (X159, 1975, A& 4,
e, ZAAIE|FHAD or Kim Jung-hwan’s E& 2L mjz)o)
t}2} Open, Future Country (A4S} 1999, HASAIH, A<,
o] &3} 3), which are poetry dramas for children created on behalf
of the KAPF literature during the colonial period.

Second, it is a poetic drama with narrative characteristics.
These works were recreated based on the tales and legends appearing
in the classical literature. He also paradoxically expressed the sad love
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between men and women or the desire to escape the harsh reality and
wait for the hero. It symbolically brings out the fear and wounds of the
ruling class and the tragedy of our poor people. Moon Jung-hee’s
L}H]e] EFY Birth of Butterfly (3=743], 1994, 74:2& A&,
&R FA) and =7/ Domi (A3, 1994, F2F AL,
EAMEF A, Choi In-hoon’s e 2o $Jofo] F/o] Long
long Time Ago, Whai Whai (2] ¢1&, 1976, 9/ 5=/ of $/o]o] 8] o],
M2, wSHRA AV, of b A] Falo] H o] thA] EEF Where, in
what form, shall we meet again (1, 1976, T I =/ o] $/o/o]
Fof, M=, ZSHAAAEA,  HAHF AIE  EHF
<512} First Night Jajang Second Night Jajang Jajang (& %1%,
1976, AGAF ] Fofo] Fo), M=, wHAEAL, TE
455 Dungdung Naknakdung (3 1-&, 1976, Y20 #/o]o]
Fof, A&, LA AL, gof gol BRE Yol Oh, The Bright
Moon (3Q1&, 1976, G ole] Fo), A=,
w822 4d A}, and Jeon Bong-gun’s %% Muyeong Pagoda
(R13-371, 2013, #4171 #8141, A&, F3HA).

Third, it was a practical poetic drama. There are Kim Myung-
soon’s #ikE <] 7£4* Morning Dew’s Happy Dream, Hong Yoon-
sook’s o &, “z7S] Afif7 Eden, and the Subsequent Capital City
(1967), Jeon Bong-gun’s radio poetic drama Z*5~2} Flower Sora
(1964), and Jangho’s A£%F722/ /7] Diary of Hunters (1960s). These
works symbolize the love and jealousy that exist between men and
women, the inner sense of futility, waiting, and real problems.

Fourth, it is a poetic drama that deals with philosophy. g/-=<}
72 & Hans and Gretel (1981) is a highly completed work of Choi
In-hoon. It is a work that embodies the consciousness of reinterpreting
and rediscovering the concept of existentialism in the days when
Korea accepted Western theory as a loss of individual existence and
conflict. Although it has both historical and philosophical
characteristics, it is classified as belonging to this category because of
its development having more philosophical reasons and compositions.

In short, Korean poetic dramas have established various
aspects in terms of form and content, despite the lack of creativity and
research. However, when faced with the limitations of data collection
or not applied to the standard form of poetic drama, it was not
considered a poetic drama. In addition, the classification of research
works was applied from 1920 to 1999. Among them, | will examine
the era in which the most poetic drama works were actively created in
the next chapter. Poetic drama works in Korea were actively created
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and studied in the late 1950s and the 1960s through the poetic drama
movement.

4. Development and significance of the poetic drama
movement

In September 1959, the Poetic Drama Research Association
(A1=-417-3]) came to be founded by Gowon, Jangho, Hong Yoon-
sook, Shin Dong-yeop, Han Jae-soo, and Choi Il-soo. However, on
June 29, 1963, the Poetic Drama Society went on to be re-established
as a more experimental and performable practical Poetic Drama
movement. The members of this Poetry Society are Jang-ho, Choi Il-
su, Go Won, Hong Yun-suk, Shin Dong-yeop, Oh Hak-young, Shin
Bong-seung, Yoo Hyeon-mok, Park Yong-gu, Choi Jae-bok, Hwang
Hwi, Kim Kyung-ok, Choi Myeong-su, Lee In-seok, Kim Won-tae,
Kim Yo-seop, Choi Chang-bong, Cha Beom-seok, Kim Jong-sam,
Lim Seong-nam, Park Hang-seop, Park Chang-don, Kim Yeol-gyu,
Jang Gook-jin, and Kim Jeong-ok, a total of 33 members (¢] & <! Lee
Hyeon-won 2000: 79).

The first poetry drama recorded in Korea is Kim Myung-
soon’s @&l 7£24 (Morning Dew’s Happy Dream), tracing back to
the Joseon Dynasty. Later, in 1923, Park Jong-hwa’s work on poetic
drama, namely =57 &} ¢35} Hurt Than Death appeared. In 1937,
Park Ah-ji’s o/ 7/ 1]} @ Mother and Daughter were present for the
drama. In the 1950s, a number of poetic drama works, including
Jangho’s 77} §+= &F* Port without the Sea, were published or
staged. 1960 saw the creation of a number of poetic drama plays by
writers, which was the most active period. In 1963, along with the
active movement of the Poetic Drama Society, research on the poetic
drama of critic Choi Il-soo, and writers such as Shin Dong-yeop,
Hong Yoon-sook, Jang Ho, and Jeon Bong-gun created and staged
many works. The activities of the Poetic Drama Society raised the
level of poetic drama works and flexibly moved the exchanges with
readers and audiences. | would like to examine in detail the
background and value of the times in which the Poetic Drama Society
was formed and the expansion of the realm of poetic drama.
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First, there was an active sense of resistance from writers and
a longing for novelty. In 1960, the April 19 Revolution and the May
16 incident occurred, with writers showing resistance to the world and
revolutionary attitudes through their works. We attempted to create
“newness” through various materials and forms. This attitude caused
the spread of the genres of general stage poetic drama, opera poetic
drama, and radio poetic drama, and created works that applied
omnidirectional artistry.

Second, it represented the form of accepting the diversity of
works and the influence of the stage theater. Jangho, who actively
participated in the poetic drama movement, discussed the necessity
and effectiveness of theaters in ancient Greece, citing Aristotle,
Dionysus, and Max Reinhardt of Germany. He appreciated
Shakespeare’s creation with the stage in mind. Shakespeare wanted
the audience to watch the play on their own and enrich their
imagination. Shakespeare’s consciousness can be said to have
supervised the characteristics of the stage and theater considered when
setting up works and performing plays. The limitations of stage play
are that of time and place constraints. However, Jangho analyzed
Shakespeare’s work and focused on the way he worked to make
himself “free” from the audience (7“3 % Kim Jang-ho 1983: 28),
beyond the constraints of time and space. Therefore, the Korean poetic
drama movement was not only carried out by activating the poetic
drama works and performances, but by also analyzing the stage
performance method, theater structure, theater place, and audience
characteristics of the times.

In addition, Shin Dong-yeop mentions Shakespeare’s work in
his lines in =z ¢/ <] ¢/ 2% Shade on its Lips (1966). Choi II-
soo analyzed Hamlet in earnest in his review book. As such, the
Western plot structure and materials had a great influence on Korean
literature at the time.

It can be said that the full-fledged small theater movement began at
the production theater that was founded in 1956. Prior to that,
Seorabeol Theater and Experimental Stage Donginhoe were
performed during its founding. Since the establishment of the
Production Theater, many research groups have been established, but
they were canceled because of one or two performances. However, the
“Production Theater” continued to conduct performances and research
activities despite difficult conditions, becoming a sample of small
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theater movement groups that emerged in 1960 (*d <= Jung Ho-
soon 2002: 41).

The full-fledged activities of the Poetic Drama Society began on
September 28, 1963, with a research presentation and a joint review
meeting held at the Central Public Relations Center. At this time,
Jangho announced the broadcasting poetic drama play "The Key
Longevity." Soon after, the first performance was held at the National
Theater for two days from 21st October to 22nd October, 1963, less
than a month later. The contents of the performance were largely
categorized into three types: -2 Revival (written by Kim Won-tae
and directed by Kim Jung-ok), Original Color of Love (produced by
Shin Ki-seon and directed by Choi Jae-bok), dance poetry: Choi Il-jak
(directed by Choi Jae-bok), and poetic drama: Port without Sea
(directed by Jang Ho-jak and Park Yong-gu). All three forms are
characterized by visualization based on poetic things in accordance to
the stage performance. It was the first performance of the Poetic
Drama Society and was the first work centered on poetry in Korea.
However, it did not achieve great results!® (©]“3J % Lee Sang-ho 2016:
184).

Third, it led to the establishment of the theory of poetic drama
in Korea and the development of poetic drama creation. Choi 1l-s00’s
theory and practice, who performed the most in the the Poetic Drama
Society, influenced the development of the poetic drama. He analyzed
and studied Korean poetic dramas through Western theories and

UeR AR ~2TFF $52 1956 W FHI ﬂlﬂlﬂ o A f\lﬂ%E} i
At 2 olde® ‘AMEFEF3 9 AFIFNEAI T FHITAS o
Y o]F Be A= A} H%El"*oﬂr S zg_.q TAoR
FAbE T ey AZFE E e o ol E A &HQ F
S ANFoZN AA o]F 1960 Aol o|27| /A AAG &=
TGAES R E Ol H b (B 4= 2002: 41).
A0l 52 1963 d 9 ¥ 28 Yol FoFHTA
x = o2 AZHAJY. ol FZr} W All
A4, & 2asksich Zo]o] 3k Zo] A < ¥ 1963 10 ¥ 21~2 Y
& 3] Flo] o] Fojzt) A W& AF U= l.
AE), D‘]'a/] OJ}‘HJ (/\ 714 2} ZV‘H% ?i?);

FH 02 FH(t})” (o] /4= 2016: 184).
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works such as Eliot and Shakespeare. The article below shows that
Choi 1l-so0 used Eliot’s theory as an example to establish his theory of
poetic drama. In addition to Eliot’s argument about poetic drama,
Choi ll-soo is unfolding his own theory, claiming that poetry is a
comprehensive art.

Unlike T.S. Eliot, for Choi Il-soo, poetry is inevitably
accompanied by all arts and comprehensive situations, and all arts, as
well as modern poetry, are already heading toward higher and new
dimensions through this comprehensive situation. This historical road
is the theater, and this theater is the only comprehensive square that
forms a new dimension of poetic drama and theater. At the same time,
it is also the source of opportunity. However, the inevitable reason for
the city's unity with the play is that there is no territory except for the
play that can be properly recognized in the heterogeneous “genre” as a
city. Therefore, poetry, which is the most important factor in the
formation of the comprehensive dimension, cannot help but be united
with the play in which the parent body of the comprehensive
dimension is made up of language (%] ¥ 5= Choi 1l-soo 1976: 380).

In addition to the unity of poetic and dramatic things, which is
facilitated through music, internal necessity, stage image, sound
effect, and visual auditory indication, poetic drama is a part of
complex art. The entire work functions as a poem and must be
realized on the stage. Despite these activities, poetic drama activities
have become increasingly difficult to conduct.

After many twists and turns, the Poetic Drama Society lasted for about
four years (from June 1963 to July 1968), except for a six-year hiatus
in the middle, marking a major milestone in the development of
Korean poetic dramas. A comprehensive summary of the
achievements of the Poetic Drama Society, which has been active for
about four years, is as follows: research presentations and joint
reviews — eight times (seven theoretical presentations and 11 work
reviews); topics — prospects of the poetic drama movement, the
personality and rhyme of the poetic drama, the relationship between
the poetic drama and the play (line), the dialogue of the poetic drama,
the intonation of the Korean language, etc.; forms of the work
assumed — poetic drama (eight pieces), Cine forum (one piece), and
monodrama (play, two pieces); number of presenters for the work —
eight people (three presentations in two works and five presentations
in one work); and distribution by presenter field — five poets and three
playwrights. Among the 11 poetic dramas presented at the
Happyeonghoe, there are three confirmed texts currently (the 2nd
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performance): Shin Dong-yeop’s “Shade on its Lips,” Lee In-seok’s
“Doll on the Ladder,” and Hong Yoon-s00k’s “Park.” Despite these
achievements, poetic drama activities have been left with regret?6
(©]’4 & Lee Sang-ho 2016: 191-192).

Considering that the creator was almost a poet, there was a
lack of understanding of the play, and the actors did not complete their
understanding of the poetic drama. Further, the audience did not
highly enjoy the poetic drama or had awareness. The poetic drama
slowed down for a while because the specific measures were not
strategically presented in the poetic drama performance technique.

However, in the 1970s, poetic dramas by Jang Ho, Moon
Jeong-hee, Lee In-seok, and Lee Seung-hoon appeared. The subject
matter of poetic drama works became more diverse. In the 1980s,
Moon Jeong-hee actively worked on the work, and the works of Kang
Woo-sik and Ha Jong-oh appeared. In the 1990s, Hwang Ji-woo’s
work and poems of Jin Dong-gyu and Lee Yoon-taek appeared. As
such, the value of the poetic drama movement of the Poetic Drama
Association, re-established in 1963, continued with the history of
poetic dramas such as Kim Kyung-joo’s t/#/ %/ Butterfly Sleep in the
2000s, and developed new perceptions, subjects, and forms of poetic
drama. We hope that the new perceptions and discoveries of poetic
drama continue in the future. We also hope that the various studies on
it will also continue.
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5. Conclusion

This paper has dealt with the definition of poetic drama and its
distinction from other genres. There are more research papers on
poetic drama than degree studies, and among them, the theory of Choi
II-soo (who participated in the 1960 poetic drama movement)
deepened the definition and characteristics of poetic drama. By
accepting Eliot’s theory, he criticized the verse of poetic drama that
Eliot claims to be important. It has been argued that Korean poetry
plays should focus more on the intrinsic rate of prose-free poetry, than
on verse, in order to imply poetic necessity and dramatic necessity.
However, for Eliot, the verse of poetic drama does not simply mean
poetic. In poetic drama, verse is different from verse, which functions
in poetry. The role of the verse is more helpful for dramatic things
than poetry. In addition, Eliot says that the verse of poetic drama
should be centered on the “change” of human life. While Choi 11-so0
accepted Eliot’s views, he criticized Eliot’s theory of poetic drama,
which failed to secure the “comprehensive artistry” of poetic drama.
In addition, poetic drama focuses on the conflict and occurrence of
poetic and dramatic things, as well as the combination of genres such
as music, art, directing, acting, and dance.

The perception of the theory of poetic drama led to the history
and characteristics of poetic drama. It deals with the characteristics of
Wik 2] 72 (Morning Dew § Happy Dream), which began in 1920,
and Hwang Ji-woo’s Father of May (1999). Poetic drama works are
difficult to find these days, and the research is insufficient as they are
rarely staged. In this paper, the characteristics of poetic drama works
were analyzed in content and classified into four categories. It can be
divided into historicity, narrative, reality, and philosophy.
Representative writers with outstanding historical characteristics
include Shin Dong-yeop, Hwang Ji-woo, Park Ji-ji, and Kim Jeong-
hwan. Choi In-hoon, Moon Jeong-hee, and Jeon Bong-gun are
examples of writers with well-represented narratives. The works of
Kim Myung-soon, Hong Yoon-sook, and Jang-ho can be distinguished
from the works of poetic drama. Finally, the works of poetic drama
that disseminated philosophy can be classified as the works of Choi
In-hoon.

With the arrival of the results of such various poetic drama
works, the influence of the poetic drama movement that began in the
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late 1950s can be found. The poetic drama movement was dominated
by critics and poets with the aim of pursuing independent Korean art
works, and although it failed in performance and popularization, it
was an achievement of the times to give a glimpse into the possibility
of poetic drama. Poetic drama can act as a new element in the genre of
poetry and drama that are losing original literary character, and there
is a need to revive in Korean literature. Poetic drama does not have a
limitation of simply putting the story on stage. Poetic embodiments
composed of poetic dramas, Korean history, historical situations,
tragic Korean inner psychology, and contradictory social phenomena
are combined. In addition, comprehensive artistry with other art
genres such as music and art dance can be maximized to the audience
and readers.
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Abstract: The 2016-2017 candlelight vigil was a very important event because
it led to the impeachment of an incumbent president for the first time in South
Korea’s constitutional history. Above all, it was a remarkable phenomenon in
that it unfolded peacefully and acted like a festival even though many citizens
gathered on the streets to demand the president’s impeachment, which is
essentially an extreme argument under institutional democracy. Violence,
which was common in previous mass movements, was impossible in the 2016-
2017. Some emphasized the heightened sense of citizenship, while others
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understand it in a historical context, but it does not see the dynamics of change
that exist within the mass movement. Moreover, peaceful and festive
gatherings have received a lot of attention, especially in the 2000s. And this is
highlighted as a strategy for citizens who voluntarily come out on the street to
keep their distance from activists. The existence of a movement dealing with
various political agendas was seen as a risk of distorting the purpose of the
manifestation. For citizens, distancing from them is an important strategy to
preserve the purity of the movement. Therefore, the “flag’, which is a symbol
of the movement, was excluded from the square. However, the so-called ‘Any
Flag Festival’ that appeared at the 2016-2017 candlelight vigils bridges the gap
between the movement represented by the flag and the general participants.
The group play using flags relieved the tension between the movement’s
organization and the citizens, which was an internal conflict factor in the
manifestation, which coincidentally led them to be together. As a result, this
formed an important social context for mass movements such as festivals,
which became important in the 2000s, to be completed in 2016 and 2017.

Keywords: candlelight vigil; festival; violence; manifestation; activist;
demonstrator; symbol; conflict; flag.
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RELACJE AKTYWISCI-OBYWATELE - WEWNETRZNA SIEA
NAPEDOWA RUCHOW SPOLECZNYCH W FORMIE FESTIWALLI:
NA PRZYKLADZIE ‘RUCHU CZUWANIA PRZY SWIECACH’ LAT

2016 — 2017

Abstrakt: Ruch protestacyjny czuwania przy $wiecach lat 2016-2017 byt
znaczacy dla Korei Potudniowej, gdyz po raz pierwszy w historii
poludniowokoreanskiego panstwa konstytucyjnego doprowadzil do usunigcia
z urzedu prezydenta. Byl jednak przede wszystkim niezapomnianym
zjawiskiem, ktére przebiegatlo w sposob pokojowy i w formie obchodow,
mimo, ze na ulice wylegly rzesze ludzi, domagajacych si¢ usunigcia
urzedujacej Owczesnej prezydent i stanowigcych powazny czynnik
w warunkach demokracji instytucjonalnej. Przemoc, tak wszechobecna
w poprzednich ruchach masowych, nie miata miejsca w latach 2016-2017.
Niektorzy podkreslali zwigkszone poczucie przynaleznos$ci obywatelskie;j,
za$ inni skupiali si¢ na kontek$cie historycznym, z pominigciem dynamik
zmiany obecnych w ruchach powszechnych. Co wigcej, szczegdlnie w latach
2000. pokojowe i radosne zgromadzenia przykuwaly uwage, stanowigc
element podkreslany jako rodzaj strategii dla obywateli, ktorzy wylegli
na ulice, zachowujac jednoczesnie dystans wobec aktywistow. Istnienie
ruchow, powiazanych z réznymi agendami politycznymi, postrzegano jako
zagrozenie dla wypaczenia celu demonstracji. Dla obywateli, zdystansowanie
si¢ wzgledem tychze jest wazng strategia zachowania ‘czystosci’ ruchu.
Sprawito to, ze na placu manifestacji nie byto flagi — symbolu ruchu. Jednakze
tak zwany ‘Festiwal Kazdej Flagi’, ktory zaobserwowano podczas czuwania
przy $wiecach lat 2016-2017 wypetnit luke migdzy ruchami demonstrujacymi
si¢ flaga, a uczestnikami pozostatych. Zbiorowe wystepy z flagami rozluznity
napigcie na linii organizatorzy ruchow — obywatele, co paradoksalnie stato
si¢ czynnikiem scalajacym mimo, ze bylo czynnikiem konfliktu
wewnetrznego w demonstracjach. W efekcie uksztattowat si¢ wazny kontekst
spoteczny dla takich masowych demonstracji jak festiwale, ktore zyskiwaty
na uwadze w latach 2000., az do ich zakonczenia w latach 2016-2017.
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Stowa klucze: czuwanie przy S$wiecach; festiwal, przemoc; aktywista;
demonstrant; symbol; konflikt; flaga.

1. Introduction

South Korea witnessed an amazing event where the people gathered in
masses to silently protest through a candlelight vigil for the potential
outcome of an impeachment for the former President Park Geun-hye
(hereinafter referred to as ‘2016-2017 candlelight vigil®), which took
place for nearly half a year from 2016 to 2017. Thus, this event became
a milestone for Korean society in many aspects.

First, the collective power of the citizens led to the institutional
impeachment of the incumbent president. This is the restoration of the
power granted by citizens under the institutional democracy established
after democratization in 1987 through the method of impeachment
rather than elections. The impeachment of former President Park
proved that sovereignty comes from the people, and therefore citizens’
judgments about power that have lost their legitimacy can intervene
immediately. In other words, it reaffirmed the basic core of democracy:
sovereign citizens. If democratization in 1987 solidified —
institutionally — the position of citizens as a power-giver the social
movements in 2016-2017 showed that citizens are the subjects who
recover power in cases of an emergency. Also, although there are
already countless analyses, the peaceful and festival-like assembly
culture has been clearly established in 2016-2017. In general, the
‘Memorial Rally for Hyo-sun and Mi-seon’3, which took place in 2002,
is mentioned as an important inflection point for the peaceful and
festive assembly culture represented by the ‘candlelight vigil® to take
root in Korean society (Lee, Lee and Seo 2017). Citizens gathered on

3 The accident, which was caused on June 13, 2002, by an armored vehicle of U.S.
troops stationed in South Korea since the Korean War (1950-1953), was the subject of
a military trial in the U.S. court under the SOFA (Status of Forces Agreement). After
an acquittal in November 2002, the anger of South Korean civil society exploded. Since
late November 2002, candlelight vigils have been held to commemorate the victims. In
addition, citizens have demanded a complete revision of the SOFA and the transfer of
jurisdiction to the South Korean government. This has led to widespread awareness of
the status issue between South Korea and the United States, and candlelight vigils have
become a major mode of protest in South Korea (Lee, Lee and Seo 2017).
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the street holding candles to commemorate the two middle school girls
who were brutally killed by American armored vehicles. In a space
where ordinary citizens gathered to commemorate the victims of
violence, violence as an antithesis of violence was difficult to achieve.
And in the 2000s, candlelight vigils became the mainstay of organizing
mass rallies.

This does not mean that violence has disappeared from social
movements in the 2000s. The so-called ™8 }4F4d Myeongbaksanseong
(Myung-bak Castle), which appeared at the 2008 protest against US
mad cow diseased beef*, clearly shows the perspective of how the
government and public authorities at the time looked at the crowd
gathered in the square. Attempts to physically block the will of the
crowd gathered in the square who went beyond the installation of the
barricades showed that violent means such as the use of force to disband
the crowds were used. Hence, violence against violence was advocated
in the square, and the violence from the authorities trying to subdue it
again was repeated. Violence itself, whether as a means of active
political expression or as a response to the violence of power, has never
completely disappeared in mass gatherings in the 2000s.

In contrast, during the 2016-2017 candlelight vigils, the most
radical slogan under institutional democracy, the impeachment of the
incumbent president, echoed in the streets, but there was no forced
arrest by the police for violent acts. Of course, tensions between the two
factions were heightened as the impeachment rallies and support rallies
were held at the same time, but it did not lead to a major physical clash.
There have also been cases of self-inflicted suicide or accidents.
However, the slogan of the so-called ‘violence struggle’ was practically
not heard at the candlelight vigil for the impeachment of the former
President Park.

In that sense, the 2016-2017 candlelight vigil is viewed
essentially as a complete form of the ‘candlelight vigil’, which is
connected to the realization of the complete non-violence festival. Of
course, as mentioned earlier, the police’s assembly management tactics
are very important. During this time, the police had a conflict with the
organizers of the rally over the march route and the access distance to

4 The South Korean government decided to import U.S. beef on April 14, 2008, even
though it was considered a potential mediator of mad cow disease — bovine spongiform
encephalopathy. The first demonstration against this decision took place on May 2,
2008, and other demonstrations followed until August 15, 2008 (Hong 2008).
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the Blue House. However, the basic principle at the time was not to
stimulate the assembly crowd as much as possible. The core of the
police strategy at the time was not ‘repression’ but ‘management’. And
this was an important variable for the 2016-2017 candlelight vigil to
proceed peacefully.

However, if we simply understand the non-violence of the
2016-2017 candlelight vigils as a result of a variable called police
response, we will miss the dynamism of the Korean mass movement.
In the past, there was a camp for nonviolent struggles in the June
protests in 1987, and in the 2000s, the principle began to be heard more
clearly within the mass movement. That is why it is important to
understand the changes in the Korean mass movement to see how the
mass movement as a peace and festival has adopted and developed
overtime.

Regarding the festive characteristics of the 2016-2017
candlelight vigils, some analyses see them as a social historical
consequence of South Korea. They highlight the g (Nan-Jang) as a
contextual cause that generates the festive social movements. The Nan-
Jang is the traditional market irregularly organized in the cities. The
market, which traditionally took place every 5 days, is regularly held 6
times a month, and it was open for one day — from morning to evening.
On the contrary, Nan-Jang was organized irregularly, and the opening
period was also irregular — from 10 days to 2 months®. Since the Nan-
Jang provided an opportunity for unexpected meetings and gatherings
amongst the people, the atmosphere in this market was livelier. In
addition, many entertainments such as games and sports were also
organized. This also brought a festive atmosphere. Considering this,
some analyses find the origins of the festive characteristics of
‘candlelight vigils’ in the social context of South Korea as the
traditional irregular market (Lee 2017).

This approach risks falling into the result-based hypothesis, as
it cannot explain why this phenomenon appeared so prominently at that
time. It is obvious that not all social movements or previous
demonstrations were violent. However, serious clashes between
demonstrators and law enforcement were frequent, at worst, it is not

5 http://encykorea.aks.ac.kr/Contents/SearchNavi?keyword=%EB%82%9C%EC%9E
%A5&ridx=0&tot=5, accessed November 11, 2021.
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difficult to find some cases of death during the demonstrations®. Since
Nan-jang already existed throughout the history of this country, this
approach cannot explain why the festive atmosphere could particularly
dominate the 2016-2017 candlelight vigils.

This paper seeks to understand the internal driving force that
made the 2016-2017 candlelight vigils both peaceful and festive. For
this work, we want to analyze not only the characteristics revealed at
the candlelight vigil at the time, but also on the continuity with the
protest against the import of US mad cow diseased beef in 2008. This
paper was conducted by referring to video interviews in February 2021,
due to the Covid-19 pandemic, via Facebook and KakaoTalk, which is
the most popular messenger service in South Korea, with participants
(n=3) who directly participated in the 2016-2017 candlelight vigils,
media reports, and online data such as individual or group pages in
social networking services such as Facebook and Twitter. All
translations from Korean are mine.

2. ‘Put down the flag’

Charles Tilly insists that social movements are a social phenomenon,
and he refines the notion of ‘repertoire’. According to him, it explains
a set of practices available to organize social movements in order to
achieve a collective goal. The repertoire thus consists of the selection
of choices made by protesters during social movements. In other words,
participants organize protests or petitions because the social context or
environment provides the opportunity to organize these forms of
engagement (Tilly and Tarrow 2007). From this perspective, it can be
understood that social movements are affected by the existing social
context.

Moreover, demonstrations help shape collective cultures and
identities that in turn condition the way individuals behave (Neveu

6 For example, g 7] (Baek Nam-ki), a peasant activist, was attacked by a police water
cannon within a nationwide protest on November 14, 2015, which was organized by a
grouping of activist organizations with the aim of fighting against the government’s
industrial policy. For the activists, the government’s measures at that time were
worsening working conditions, labor’s and peasant’s rights. Baek died on September
25, 2016 (Ko 2020).

149



Doo Hyeong Lee: Relations Between Activists and Citizens ...

2019). In relation to this, the demonstration is also seen as a moment
where the concrete and symbolic interactions of different actors coexist
(Fillieule and Tartakowsky 2008). To organize a demonstration, lots of
actors must participate and interact with each other in order to achieve
their political goals. The demonstration is both a social outcome and a
space for social relations.

During the manifestations in 2008, individual participants asked us to
put down union or organizational flags. In fact, there was a tension
between the ordinary participants and the participants affiliated with an
organization. The ordinary participants did not want it to look like there
was someone behind of them?” (Park, interviewed by the author on
February 17, 2021).

Park is a professional activist of ¥ &< T3t
Gonggongunsu nodongjohap (Public Transport Unions) which is a
subgroup of one of the largest unions in South Korea called
AT s 23EdY Jeonguk  minju  nodongjohap
chongyeonmaeng (Korean Confederation of Trade Unions). He has
been working in the unions for more than 20 years, so he participated
in the protests in the 2000s as a union activist.

According to him, the existence of flags, including those of
activists, in the protests at the time was seen as a potential risk of
distorting the demands of citizens. In the 2008 protests, individual
participants spontaneously mobilized to oppose the import of U.S. beef
that posed a risk of mad cow disease. However, it is natural that unions
or activist organizations would at the same time demand better working
conditions and higher minimum wages, etc. The problem was apparent
that individual participants were not united in making these demands.
Thus, for the citizens, these different demands degraded the purity of
the demonstrations.

The exclusion of activists or antipathy towards activism within
protests was clearly presented in the slogan ‘Put down the flag’ during
the commemorative manifestations in 2002 (Park 2016). Indeed, the
flags present at the demonstrations were seen as a militant symbol,
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because unions, university student councils, and even political groups
hold their flags to show their collective identity and their political
messages. For the ordinary participants, the flags could distort their
goals and the general atmosphere of the demonstration. They
spontaneously went down to oppose the decision of the American beef
import and to pay tribute to the two victims killed by the American
armored vehicle. They didn’t come out on the streets because they
sympathize with activist organizations. From this perspective, the flags
stigmatize the activist and are a symbol of rupture between activists and
ordinary participants (Kim 2005).

During the protests in 2008, | was a target of the police, because | was
only holding a flag. At that time, the meaning of the flag was very
negative® (Sim, interviewed by the author on February 14, 2021).

Sim is a participant in the manifestations in 2008. Indeed, he
never joined any activist organization or group. Despite this, he took to
the streets to fight against the South Korean government’s decision to
import American beef. He thought that the decision was not made in a
democratic way, even though it threatened the daily lives of citizens.

According to Park, people holding a flag were considered
‘radical activists’ not only to police, but also to ordinary participants.

During the protests in 2008, the participants asked us for help when the
police cracked down on the demonstration. They told me “why don’t
you do something! You hold a flag, that means you have to fight the
police in the lead, right?”. They thought we should do something to
break the violent repression of the police, because we were holding a
flag. | didn’t know what to do. They didn’t want the flags in the
demonstrations, but at the same time they needed them to fight the
police® (Park, interviewed by the author on February 17, 2021).
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Thus, people holding the flags, which is called the %! 2F4-tj
Gitbalbudae (Flags unity) in South Korea, was practically and
strategically necessary to resist the governmental authority during the
protests in 2008. As Park explains, the tendency to push Flag unity to
resist the suppression manifests a social image of flags within the
protests. Specifically, the people holding the flags were seen as those
who are used to reacting violently, and their role in the demonstrations
is to fight in the front row.

In fact, on my flag was written ‘DP’, that means ‘DVD Prime’ to which
I belonged. It’s an online community for people who watch DVDs. We
needed a flag because there were too many people in the street. Since it
was useful for us to find one, we did it using the logo of this community.
When we travel abroad, we use a flag a lot to avoid losing people. That’s
what it was. [...] Other demonstrators asked me like “what is your
group? A political club?”. When | said “it’s just a club”, they asked me
again “Democracy Propaganda?” Really, that was a very common
question!® (Sim, interviewed by the author on February 14, 2021).

Regarding Sim’s case, he accompanied his friends in the online
community called ‘DVD Prime’ during the protests in 2008. He
explains that this community is a site for people who watch DVDs as a
hobby, so it is not a political space. Because the protests were a large
series of collective activities on a national scale, many of the members
of this community paid attention to the events. Some users wrote a post
proposing to participate in the mobilizations together.

The use of his flag was purely practical: to indicate his
position. The flag was a sign of recognition for the members of the club.
While there were many protesters, the flag painted with the online
community’s logo could attract the attention of the site’s users.

On the contrary, to other demonstrators who were not familiar
with this logo, it seemed to be the flag of an activist group. Indeed, the
flag was the prerogative of activists during demonstrations. The
existence of flags is synonymous with activism. From this point of

0 «xla Zldbol = Sdujul o2 ‘pprElal A3 Yol
Zekel ol & @ = AbEEe] U Bl 553 ma s &
53 A ET e A doba oyt a. sl el g 2w 2l
2gota. a7 AQog, [L] AE Bil ‘Y3 o= Ao &
golg. ‘FTIITPEHE AP TII] Folupr 1wl oopr|kE
‘ol T epA] TRk 2 2 ko] 3 wel /lflel £ (4 00, A Akt
2021129 14 %),

z R
o o

%0,
J¢ kol ol

oy oM
T3 e o

152



IJKHSS 7/2021

view, the flag itself was a main factor that could cause conflicts between
the simple participants and the organizational participants, because it is
also a sign that clearly divided them.

3. Advent of the collective game of flags

While the conflict between the two groups became more or less a visible
issue in South Korean society, it was not seen as a circumstance
requiring immediate action. The protesters, whether activists or
citizens, were confronted with a more important social issue, such as
the importation of American beef. In this context, although the conflict
between the activists and the simple participants indicates an internal
gap between the demonstrators and the splitting of the protest
movements, this was not a primary task.

In addition, no institutional modality to mediate the conflict
between the two actors, such as an organization or arbitration process,
existed to resolve the conflict. Above all, one of the most important
issues for the individual participants was their autonomy. Considering
this, it is impossible to reach a consensus among the individual
participants and to create an organization in order to find a solution with
the activists. An institutional or official way to solve this internal
conflict was not possible. This conflict has continued even though the
demonstrations are no longer organized.

However, at the candlelight vigils in 2016 and 2017, a
significant trend can be found. Participants proudly waved the flags
even if they were not activists. The flags were used in a different way,
in the name of %3} Al %13 o 3] Cheonha jeil gitbal daehoe (Best
Flag Contest).

This was obviously not an official contest. It was considered a
collective game created by the participants of the 2016-2017 candlelight
vigil. According to press reports, a flag was at the origin of the
collective game at that time. Indeed, some participants held a flag
Z4=F o] <1°3] Jangsupungdengi yeonguhoe (Beetle Research
Institute) at the manifestation on November 12, 2016. However, this
institute never existed. Furthermore, the participants waving this flag
had no connection to the study of the insect. This was just a friendship
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group, and the members drew this flag so that individuals could easily
participate in the protests (Ko 2016).

The photo of this flag was quickly spread on social networks.
A lot of people responded to this image, as it was obviously different
from the pre-existing flags within social movements. This flag was not
the symbol of an activist group, and it also had no relation to the social
issues at that time. The feature of ‘nonsense’ caught the attention of
others.

I saw a tweet that said “Korean Confederation of Trade Unions” is also
participating in the protest. “Should we participate by organizing the
confederation of people who love the cat or the dog?”. | thought it
would be fun to parody the logo of the Korean Confederation of Trade
Unions to make the logo of ¥15=X.% Minjumyochong (Korean
Confederation of Cat Union). My first work was just a parody using
Photoshop. When | posted it on Twitter, a lot of people liked it, a TV
news contacted me to report about my work. [...] Actually, the flag of
the “Beetle Research Institute” inspired me too much to create a flag.
We thought it would be too much fun to hold a real flag printed my
work!! (Yoo, interviewed by the author on February 18, 2021).

Yoo is a university student, and he has never joined an activist
organization or political group in his life. For him, the 2016-2017
candlelight vigil was his first participation in a demonstration. He
parodied the logo of the largest national labor union to create his own
flag. Yoo borrowed the symbol of an activist organization, so we can
assume that he had some intentions regarding this confederation of
trade unions.
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4. Blurred boundaries among demonstrators: the
‘nonsense’ flags

Regarding the motif of individual flag holders at the 2016-2017
candlelight vigil, the characteristic of ‘nonsense’ found in the flags is a
decisive element. This means that they were not related to the social
issues of the time, as can be seen with the case of the flag of the ‘Beetle
Research Institute’.

The demonstrations were filled with flags of which variations
can be found. For example, some of them show the characteristics of
‘nonsense’ well. A flag was just written with an onomatopoeia ©.¢]
(Oh). Another flag was only represented three times a Korean
consonant —tt- (DDD). The last one is a Korean Internet
terminology that expresses the shivering of a body. Therefore, it can be
inferred that it has allowed citizens to show their anger and express their
emotions and feelings since they are shivering because of social
problems.

Despite this, it is difficult to match the exact meaning of these
flags with the social issues of the time. A flag best expresses this lack
of legibility of claims since it contains just one drawn character.

A remarkable phenomenon is that the ‘nonsense’ presented on
the flags functioned as the antithesis of the activists’ discourse. More
concretely, activists generally use the flags to show their membership,
identities, and specific demands on the street. Thus, they choose certain
words that correspond to the expression of their objectives. In this way,
people who agree with these words can only aggregate under one flag.

However, participants in the 2016-2017 candlelight vigil
holding the ‘nonsense’ flags emphasized that anyone could participate
in protests, as the flags do not necessarily express a specific goal. In
other words, regardless of the objective or identity, the street is open to
everyone. Moreover, it indicates that the demonstration is no longer the
exclusive playground and priority of activists. Even if the flags
apparently have no meaning, they form a very important and strong
discourse at the demonstrations.

On the other hand, other flags show both a way of parodying
the use of flags and making them more playful. First, they use the words
‘union’, ‘alliance’, ‘syndicate’, and ‘confederation’ which are usually
applied to name traditional organizations. Yet these organizations do
not exist. As a game, they borrow codes used by activists such as Yoo0’s
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‘Korean Confederation of Cat Unions’ flag which imitates the symbol
of the ‘Korean Confederation of Trade Unions’.

However, we can say that a trend emerged and dominated the
atmosphere of the manifestations in 2016 and 2017. Participants,
especially individual participants, held the flags to show their own
identities and waved them to enjoy a collective moment.

Actually, I chose this logo, because | thought it would be fun. [...] T had
no prejudice against this union!? (Yoo, interviewed by the author on
February 18, 2021).

He insists that there was no particular intention in his parody —
the Korean Confederation of Cat Unions. The joking motive was the
only element he considered. Fun was an essential element that provoked
this collective game. The flag written ‘Beetle Research Institute’
showed another way to use the flags and encourage people to create
their own symbols.

5. Coexistence of militant and ‘nonsense’ flags

Even though ‘nonsense’ and activist flags were waved together in 2016
and 2017, this does not mean that a consensus was formed between
individual and organizational participants. On the other hand, this trend
could also cause tension between the two actors, as some participants
parodied and distorted the flags of activist organizations. Flags have
important meanings for their members as they allow them to express
their identities, collective goals, and existences. From this point of
view, some ‘nonsense’ flags can be seen in a negative way by activists.

The conflict between activists and individual participants was
not visibly mentioned. On the contrary, positive views of the ‘nonsense’
flag can be found among traditional activists.

The reaction of the unions was very positive. When we held the flag of
the “Korean Confederation of Cat Unions”, they said “you are a cat
union? We are the confederation of unions! Let’s go together!”. It was
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a good atmosphere!® (Yoo, interviewed by the author on February 18,
2021).

Indeed, this way of playing using flags has had an impact on
the way traditional organizations have behaved.

I saw many individual participants holding flags in parody of the
unions. | was very interested in these flags. | thought “who are they?”.
[...] It shows that a lot of people knew our union. It wasn’t a criticism
or a mockery. It is true that almost everyone has some prejudices about
unions. For example, they are too serious or very heavy, etc. So |
thought it would be great if we organized an event with these flags. It
would help improve the image of unions* (Park, interviewed by the
author on February 17, 2021).

As a member of a professional union, he organized an event
called o} 7213k t) =] Amu gitbal daejanchi (Any Flag Festival).
This event was held on behalf of his union and the purpose was to invite
the ‘nonsense’ flags. To do this, the union sent a direct message on
Twitter to individual accounts that held their own flags to ask them to
participate, and this event took place on December 31, 2016. This
festival is an interesting case, since the so-called ‘nonsense’ flags
coexisted with the traditional flags in the same place.

The idea of this event was that “flags meet flags”. This means that the
flags of traditional organizations, which are the symbol of unions, and
the flags of individual participants, which are flags for fun, meet. |
thought it would be important considering the antipathy towards the
organizations’ flags in the 2008 demonstrations!® (Park, interviewed by
the author on February 17, 2021).

Berlouhs A A8 AE B UFeE FEo] 588 ol dlF4lo 8.
BASFUTH A3 w3208 1% HFolA 8 ojga M= ‘slolgr ot
sta a1gd Lw]@om”(w 00, A 2k o} AAE 7, 2021 1 2 ¥ 18 %),

14 eoj IRE wxEY ALE A Q% 9o AlSe] B3 U AW
weiol 8, 17 BB A WUA A AR T2 AR 8. ] 0
w=z0] olux|, -7 w=F9 940l 4 Jul= A H|Fdol) xEo=E
o5 gksrol Q. wmzo] tiE APl 91%;0}0 offaL 3 v st
D5 7 Ae oW A AU £ i F2 01552 Azsielar (o 0o,
A 2kek QI 20219 29 17 9).
15« Q1 uksl Zluke] whrh i Zo] A4lolglol &, 279 33 oz el Atz
Y 2227t 3471 5= Rk 0@ AlQle] sE Ruk ) gl



Doo Hyeong Lee: Relations Between Activists and Citizens ...

Although this was a one-time event, it shows the changing
relationship between activists and individual participants within the
protest movements. Although the individual flags in this festival,
organized by the traditional union, did not represent all individual
participants, the fact that they accompanied the traditional unions to this
event indicates that the conflict between the two actors is gradually
diminishing. This means that the union officially admits flags of
‘nonsense’ that distort their symbol.

Moreover, this event was also an internal issue within the
union, especially concerning the meaning of the ‘Any Flag Festival’.

It wasn’t that we wanted to say that our union plays an important role
in the 2016-2017 candlelight vigils, but | wanted to show an image of
the union reaching out to citizens. [...] I heard some small discussions
in the union about this event like “what is it? what is the meaning?”. Of
course, they also understood the basic purpose, but for some, who think
that the activity of the union must have some essential intentions, it was
a little incomprehensible® (Park, interviewed by the author on February
17, 2021).

While some activists have questioned this event, he points out
that there has been no serious controversy among union members.
Nonetheless, there is a ‘nonsense’ approach to flags among union
members. Even if they were not suitable for their essential purpose —
the union movement — unions saw the crowd of ‘nonsense’ flags as an
opportunity to increase the social perception of the union. From this
perspective, unions chose to coexist with or exploit the nonsense flags.

By articulating the characteristic of ‘nonsense’, the pleasure
motif, the flags are no longer an object of exclusion and a target of
attack. Moreover, by accepting the collective game that distorts their
logos in the flags and by organizing a public space for the flags of
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‘nonsense’, the activists voluntarily recognize the transformation for
the meaning of the flag.

6. Conclusion

The common threshold for protests has always been seen as violent and
abrupt. However, the protesters in South Korea throughout notable
events have spontaneously and unconsciously found an arbitration to
resolve the conflict between individual and militant protesters: to
trivialize the flags at the places of demonstrations and mutually
recognize the existence of the other. Of course, it is also possible to take
up the conflict between the two, as their alliance was a particular
phenomenon that took place during the 2016-2017 candlelight vigils.
Thus, if citizens still see the existence of activists as a risk of loss to
autonomy and purity, the attempt to exclude them will return.

There are two main axes of violence in Korean mass
movements. One is the clash between the police force and the
protesters, and the clash amongst the protesters. Whereas the former
corresponds to the police’s tactics of mass gathering management, the
latter is due to the atmosphere and culture that is formed within the
manifestation. However, the two are reciprocal, because the police’s
management depends on the atmosphere of the manifestation, and
conversely, the atmosphere of the manifestation also depends on the
response from the police.

The collective playing of flags at the candlelight vigils
contributed to resolving the conflicting elements of both sides. This
intensified the festive atmosphere of the candlelight vigils, the tension
between individual and militant participants, and also the tension
between demonstrators and police, was then replaced by a celebration
where both actors participated together enjoying an extraordinary
moment.

The activists, who were previously excluded by general
protesters with the image of violence and the extreme, were able to play
an important role in the social movement again by sharing the flag,
which was their symbol. On the other hand, general participants
strengthened the common experience of assembly as a festival through
collective play, completing the festival and peaceful assembly they
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advocated. In the end, the 2016-2017 candlelight vigils was a
diachronic and one-off event that appeared in response to the social
background of the time in the flow of the Korean mass movement. This
movement not only symbolized what true democracy represents but the
voice of the people can overthrow a corrupt political leader with only
candles and silence.
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Abstract: The historic event of the Korean Youth Independent Movement
during the Japanese colonial period in Indonesia, which involved soldiers
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Indonesian millennials and historians. Since Indonesia’s independence from
the Japanese colonial rule in 1945, Indonesia has gone through various
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Indonesia. Applying the desk review method, this research finds a great
interest among Indonesian millennials to study Korean history. One of the
encouraging factors is the role of Korean history reviewers who bring Korean
historical sources closer to Indonesian audiences through seminars that are
intended for not only scholars, but also other millennials and the general
public. The growth of Korean language users should be an important
instrument to further develop not only the study of Korean history, but also
diplomatic relations between Korea and Indonesia.

Keywords: sociocultural factor; Korean history; Indonesia millennial
generation; Korean studies; Korean language.
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FAKTOR SOSIAL-BUDAYA DALAM KAJIAN SEJARAH
KOREA DI INDONESIA

Abstract: Kisah sejarah Gerakan Kemerdekaan Pemuda Korea masa
penjajahan Jepang di Indonesia, yang baru dikenal luas setelah tahun 2010,
memupuk hubungan diplomatik lebih era antara Korea dan Indonesia.
Keterlibatan tentara Jepang dari Korea menjadi daya tarik masyarakat
Indonesia, khususnya kaum millennial, termasuk para sejarawan Indonesia.
Sejak merdeka dari penjajahan Jepang tahun 1945, Indonesia dan Korea
melalui berbagai kesulitan dan krisis. Oleh karena itu, sejak akhir tahun
1990-an masyarakat Indonesia membuka wawasannya untuk lebih mengenal
budaya dan sejarah Korea. Artikel ini membahas tentang faktor sosial-budaya
pada kajian sejarah Korea dalam konteks minat dan aktivitas kaum millennial
di Indonesia. Dengan menggunakan metode desk-review, hasil analisis
menyimpulkan bahwa secara umum minat kaum millennial Indonesia untuk
mempelajari sejarah Korea cukup besar. Salah satu faktor pendorongnya
adalah peran para pengulas sejarah Korea yang mendekatkan sumber-sumber
sejarah Korea dengan mengadakan seminar sejarah Korea yang tidak hanya
diadakan untuk warga kampus, tetapi juga terbuka lebar bagi millennial dan
masyarakat umum Indonesia. Pengguna bahasa Korea seharusnya menjadi
instrumen penting untuk lebih mengembangkan studi sejarah Korea, dan juga
hubungan diplomatik.

Key words: dimensi sosial-budaya; sejarah Korea; kaum milenial Indonesia;
program studi Korea; bahasa Korea.

CZYNNIKI SOCJOKULTUROWE WPLYWAJACE NA NAUKE
HISTORII KOREI W INDONEZJI

Abstrakt: Wydarzenia dotyczace Koreanskiego Niepodleglosciowego Ruchu
Mtodziezowego, ktore mialy miejsce podczas okupacji japonskiej
w Indonezji 1 dotyczyly koreanskich zolierzy, staly si¢ obszarem
zainteresowan Indonezyjczykow, a zwlaszcza historykow 1 pokolenia
milenijnego. Od czasu wyzwolenia si¢ spod okupacji japonskiej przez
Indonezje w roku 1945, , Indonezja, tak, jak Korea, doswiadczyta wielu
trudnosci 1 kryzysow politycznych. Niniejszy artykul skupia si¢
na czynnikach spotecznych i kulturowych, szczegélnie na dziataniach
indonezyjskiego pokolenia milenijnego oraz ich zainteresowaniach, ktore
wplywaja na indonezyjska edukacj¢ w zakresie koreanskiej historii.
Pod wicloma wzgledami tekst ten ukazuje, jak wazne dla rozwoju
koreanistycznych studiow historycznych w Indonezji jest poglebianie
umiejetnosci jezykowych w zakresie jezyka koreanskiego. Artykul bazujac
na metodzie przegladowej, wskazuje na duze zainteresowanie edukacja
w zakresie koreanskiej historii wykazywane przez indonezyjskie pokolenie
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milenijne. Jednym z czynnikéw zachecajgcych do tego jest rola krytykow
historii Korei, ktorzy przyblizaja koreanskie zrodta historyczne odbiorcy
indonezyjskiemu w drodze seminariow nie tylko skierowanych
do naukowcow, ale i innych millenialsow i ogdtu. Zwigkszenie si¢ liczby
uzytkownikow jezyka Kkoreanskiego stanowi¢ bedzie wazny element
do dalszego rozwoju nie tylko edukacji historii koreanskiej, ale i relacji
dyplomatycznych miedzy Koreg a Indonezja.

Stowa Kklucze: czynnik socjokulturowy; historia Korei; indonezyjskie
pokolenie milenijne; studia koreanistyczne; jezyk koreanski.

1. Background

This paper focuses on the social and cultural dimensions which
influence the development of the study of Korean history in Indonesia.
By applying the desk-review method, this paper focuses more on the
influence of external factors on the study of Korean history in
Indonesia, especially how these factors are generated by Indonesian
people. Studies on Korean history that have been conducted in
Indonesia have tended to focus on theoretical perspectives. However,
how Indonesians perceive the study of Korean history still needs to be
discussed more objectively using certain indicators.

As stated by Kartikasari (2018: 24), diplomatic relationships
are tangled with cultural development. She mentioned that cultural
development, especially information and communication technology
affect the world of diplomacy in delivering the message. In relation to
this case, the author views that it is important for diplomatic relations
to not only synergize with the nation’s foreign policy, but also include
an agent (or some agents) who contributes to the dynamics of the
diplomatic relationship. Applying a historical point of view on
diplomatic relations, the work of %33 %l Choi Kwang-Jin (2019: 5-
53) focuses on Korea’s soft diplomacy, which is said to have been
initiated since 1948.

166



IJKHSS 7/2021

2. Korea in the History of Indonesia

Despite being a country in the East Asian region, South Korea
(hereinafter ‘Korea’) has never appeared in the history of Indonesia.
Instead, the two prominent countries frequently mentioned in the
history of Indonesia are the Netherlands and Japan. Both countries
have made a very important impact on Indonesian people’s lives.
Spanning over hundreds of years, the influence of Dutch colonization
in Indonesia can be found in the world of automation, law, education,
plantations, and trade (Kartodirdjo 2016; Igbal 2012). Compared to
the Dutch occupation, the Japanese colonization of Indonesia occurred
only for a relatively short period of time (3.5 years, from 1942 to
1945). However, the aftermath of the Japanese colonization can be
found in several aspects. For example, the use of Bahasa Indonesia in
formal and informal settings started during the Japanese occupation
(Rohman 2018; Permadi 2015). Meanwhile, during the Dutch colonial
period, Bahasa Indonesia speakers were quite limited to the upper-
middle class.

Different from the two countries above, the influence of Korea
in the lives of Indonesian people can be found more recently, along
with the worldwide popularity of Korean popular culture, otherwise
known as Hallyu or the Korean wave. Even so, as third-world
countries at the end of World War 11, Indonesia and Korea shared the
same experience, as both countries were colonized by Japan. More
specifically, Korea was colonized for 35 years, while Indonesia was
colonized for 3.5 years. Historical research that has been done in
Korea shows that behind the similarities of experience as a country
that was colonized by Japan, these two countries apparently had an
encounter with each other during the independence movement from
1944 to the 1950s. The two countries’ first encounter occurred in early
1945, when "% gunsok (army assistants) from Korea became
EZ27A1 phorokamsiwon (guardians of prisoners of war) in
Indonesia. This encounter proved to have united them together to fight
against the Japanese colonials. Although the two countries had
separate post World War 1l political development, the two countries
were able to establish diplomatic relations in 1966. However, the
Korean language was not known by Indonesian people. Korean has
only started to become a foreign language that is formally and not
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formally studied since the first establishment of Korean studies in
Indonesia in early 2000.

While addressing various issues related to the study of Korean
history in Indonesia, this article focuses on the social and cultural
factors and emphasizes the function of language in historical studies.
The author intends to argue that the need to master a foreign language,
in particular Korean, is important not only to produce a more
comprehensive perspective on Korean historiography, but also to
make a significant contribution toward the diplomatic relation
between these two countries. In relation to the study of Korean history
in Indonesia, the mastery of the Korean language, which is becoming
popular among the Indonesian people (especially among millennials),
will certainly support the growing intimacy in the relationship
between Indonesia and Korea.

3. Discussion

3.1 An overview of Korean Studies in Indonesian
Universities

An encounter between nations is always accompanied by historical
stories which start the establishment of international relations. With
the experience of being a Dutch colony for hundreds of years since the
17th century (Sudirman 2014; Kartodirdjo 1973), Indonesia
recognized the Dutch in its education system. The department of
Dutch Language and Literature, which was established on February 1,
1949 at Universiteit (emergency university) — Universitas va
Indonesie, was the first foreign language department at the university
level in Indonesia. Along with the political developments occurring
between 1950 and 1954, Dutch officially became a foreign language
department at the University of Indonesia, along with other foreign
languages, such as English, Chinese, and French. In the early 1950s,
the number of foreign language teachers in Indonesia was still very
limited, so a few foreign language departments were established.

After the Dutch colonization, the Japanese colonization of
Indonesia started in 1942. Japanese language education in Indonesia
began in the 1960s, and Japanese Studies has been around since the
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1980s. Based on historical records, Indonesian people spoke Japanese
during the Japanese colonization. Despite the troubled past between
Japan and Indonesia, the relationship between the two countries has
been improving, especially in the field of education, thanks to the
services of Prof. Dr. | Ketut Surajaya, a former Professor at the
Faculty of Humanities, University of Indonesia. Prof. Dr. | Ketut
Surajaya was awarded The Order of the Rising Sun, Gold Rays with
Neck Ribbon by the Japanese Embassy for Indonesia in 2016 (Dewi
2016).

Different from the historical traces of the establishment of
foreign languages in Indonesia, the establishment of the Korean
Studies Program in 2006 in Indonesia was prompted by the popularity
of Korean popular culture, which has been growing since the late
1990s. However, the millennial generation’s interest in becoming
students of the Korean Studies Program at universities is prompted by
not only the popularity of Korean culture in Indonesia, but also the
presence of Korean companies, which have made their presence in
Indonesia since the 1960s.

At the university level, Korean Studies in Indonesia focuses
on Korean language, culture, literature, and history. As the Korean
study program was founded in Indonesia in the early 2000s, its first
students belong to the millennial generation. The term millennial
generation has become popular since the American historian William
Strauss and American writer Neil Howe (2000) introduced the term
Millennials in their writings. Although experts have not reached a
consensus on the millennial generation’s birth period, the author
understands that the millennials were born in the period between the
1980s and the early 2000s.

The term millennials is closely related to the concept of
generational grouping initiated by Mannheim (1952), which was later
developed by Ryder (1965). Both authors marked the millennial
generation based on the same age and historical experience (Ministry
of Women’s Empowerment and Child Protection 2018: 13). Some
reference sources mention that the millennials are a digital generation
born between 1976 and 2000 (Ministry of Women’s Empowerment
and Child Protection 2018: 15; Putra 2016:125). As for the millennial
generation in this paper, students of Korean Studies in Indonesia are
classified as millennials due to not only their year of birth, but also the
development of diplomatic relations between Korea and Indonesia.
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With the establishment of the Korean language and culture
study program in Indonesia, the cooperative relationship between
Indonesia and Korea improves as the Korean language and culture
study program expands Indonesian people’s understanding of Korean
language and culture. However, in each university, the Korean Studies
Program in Indonesia has a notably distinct character and purpose. For
instance, the Korean Studies Program at Universitas Indonesia (Ul)
uses the name ‘Korean Language and Culture Study Program’, which
affects how the curriculum engenders courses with an orientation to
Korean language and culture. In this regard, the courses offered by the
Korean Language and Culture Study Program at Universitas Indonesia
can be divided into 4 fields, namely language, literature, culture, and
history. The department’s courses would be different from that of
other universities, such as Universitas Gadjah Mada’s Korean
Language and Literature Study Program. As the field of history is
integral in external courses, it is very possible that Korean Studies
Program students at Universitas Gadjah Mada, Universitas Pendidikan
Indonesia (UPI), and Universitas Nasional Indonesia (UNAS) do not
receive specific Korean history materials. The names of the study
program described above constitute a very important database for this
research, especially when examining the relationship between the
department names and the Korean Studies students’ interests and
motivations at Universitas Indonesia, Universitas Gadjah Mada, UPI,
and UNAS.

After conducting a study tracer and interviews with the heads
of Korean study programs at the aforementioned universities, it was
found that the students had different motivations for studying Korean.
The head of UNAS’ Korean Studies Program stated that their students
tend to focus on Korean language proficiency aimed at practical
needs, namely getting a job in a Korean company. Meanwhile, 20-
30% of Korean Studies Program alumni who graduated from Ul and
UGM continued their studies to master’s degrees (either overseas or
domestically). Their databases suggest that 20% of their alumni work
in Korean companies, 30% work in non-Korean companies, and the
remaining 10% choose to be self-employed. The similarity between all
Korean Study Programs in each university is that there is far less
interest in the field of history than literature and culture, with a ratio of
about 2 to 10. This condition more or less reflects the conditions at Ul
and UNAS. In UGM, where historical studies are integral to other
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subjects, writing in the field of Korean history is also said to be non-
existent.

3.2 Indonesian Student’s Interest in Korean Studies

The establishment of Korean study programs in Indonesia described
above illustrates the existence of a cluster in Korean studies in
Indonesia, where each university has a different educational focus. At
Universitas Indonesia, the study of Korean history looks more
comprehensive when compared to the study of Korean history at UPI,
UGM, and also UNAS. In terms of publication, Korean Studies
departments of Indonesian universities have produced academic
writing with several topics, including -] ¢F5- jungun wianbu and
problems during the Japanese colonization, the Korean War, Women
and Confucianism in the Joseon period, Korean diplomatic relations,
Christianity in Korea, and the student democracy movement in Korea.
Japanese colonization is the most popular topic among students of
Korean Studies, due to the shared feeling of being a nation that was
once colonized by Japan. Among various specific issues prompted by
the Japanese colonization in Korea, issues related to the life and fate
of Japanese women, Jungun wianbu, has been a topic that sparked the
research interest of many students.

The students of Korean Studies are interested in the historical
life of Korean women in not only the Japanese colonization period,
but also the Joseon era. Kisaeng's life and the feudal education system
implemented in this era, for instance, are considered research-worthy
by Indonesian students. Students are also interested in the lives of
Korean women in more recent historical periods. The role of Korean
women in the Korean War, 7+4~% “J 3] gansobok jeongchaek — the
Gansobook Policy of Park Chung-Hee’s era, and the lives of Korean
women workers during the Park Chung-Hee’s era are topics
frequently researched by the students of Korean Studies. To map
possible future trajectories of Korean Studies research in Indonesia, it
is necessary to identify recurring topics researched by Indonesian
students of Korean Studies.

Although Korean Studies can be considered a new academic
discipline in the world of research in Indonesia, it seems to have
attracted the attention of certain social institutions. In 2020, the think-
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tank agency Habibie Center, in collaboration with the Korea
Foundation in Indonesia, succeeded in conducting research on the
topic ‘Three Reasons Indonesia and South Korea Establish a Special
Strategic Partnership’.

Another organization named Historika also actively introduces
Korean history to Indonesian millennials. Historika has succeeded on
several occasions in collaborating with the Korean embassy (Korean
Culture Center — 3+=&3}¢] Hankuk Munhwawon) and local
governments in Indonesia to provide a space for historical discussions
regarding the Indonesian national hero from Korea, Yang Chil-Sung.
Korean history had a special place in the general Indonesian audience.
There are various reasons for this circumstance, one of which is these
events’ extensive yet casual method of describing Korean history, as
the organization does not heavily rely on academic approaches in
informing their audience. In other words, Historika’s presentation of
Korean history with a more casual manner so that their audience could
learn more about the topic in a way that they listened to a story.

In addition, a media institution called Han.Guk.Sa also holds
free webinars and discusses various topics related to Korean history.
Through this media institution, Korean history is also conveyed in a
more casual manner so that it is easily accepted by the general public,
especially the millennial generation, the majority of whom are fans of
Korean culture. The audience of Han.Guk.Sa comes from different
backgrounds, namely students, historical researchers, and the general
public. The Korean institution KSIC Indonesia (Korean Sejong
Institute Center Indonesia) similarly holds webinars on Korean history
and culture for Indonesian KSIC participants. Mainly focusing on
Korean culture, KSIC’s webinars are accompanied by historical
insights.

The explanation above shows Indonesian millennials’
enthusiasm for Korean history study forums, and this opens up
possibilities for the development of studies related to Korean history.
Additionally, the interest of Indonesian millennials in the study of
Korean history confirms the need to further support the development
of Korean language skills in Indonesia. If the mastery of the Korean
language is further expanded among Indonesian millennials, it will be
easier for students and historical researchers to use Korean historical
sources and compose Korean historiography, which will also enrich
the repertoire of Indonesian historiography, especially from the
Japanese colonial period to the independence movement.
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In an interview with Johari (2018), a speaker in one of
Historika events, he mentioned what he called ‘the universal value’ of
the Indonesian independence movement, namely the participation of
foreigners to join the Indonesian people in fighting for independence.
This statement pertains to the history of the involvement of Koreans in
Indonesia’s independence movement, which marked Korean people’s
entrance across the boundaries of Indonesia’s historical space. Despite
the increasingly massive currents of the Korean wave in Indonesia
today, such historical reality is not easy to replicate, let alone
document in the form of writing. Therefore, it is necessary to review
the themes of Korean history (such as Korean Youth Independent
Movement in Indonesia) and link these themes with Indonesia’s
historic events. By pointing out the similarities and links between
Indonesian and Korean history, writers and researchers can not only
build a shared discourse for the younger generations of the two
countries, but also contribute to improving the diplomatic relation
between the two countries.

3.3 The Historical Development of Diplomatic Relations
between Korea and Indonesia

From the point of view of diplomatic relations, both Korea and
Indonesia in the 1960s period were in a complex condition. Many
agents interacted with each other, thus giving rise to foreign policies
that are different from previous periods. Through international
negotiation with America and Japan, Park Chung-Hee outlined the
policy of expanding diplomatic relations with Southeast Asian
countries. The decision is considered a means to achieve Korea’s goal
of becoming a politically and economically strong nation. Korea’s
expansion of diplomatic relations with Southeast Asian countries in
the 1960s eventually affected the social and cultural dimensions of
Korean Studies in Indonesia.

During the reign of Rhee Syngman (1948-1960), diplomatic
relations between Korea and Indonesia had not been established at all.
Both Korea and Indonesia both faced a new situation where each
country had to strengthen its ideology, with the goal of aligning with
developed countries. Because of the new situation, even though Korea
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and Indonesia had already had an encounter through the Korean Youth
Independence Movement during Japan’s colonial rule of Indonesia,
Korea still viewed countries of the Global North as an important
factor of the nation's diplomatic relations.

The early period of 1960 was a time when Korea needed an
evaluation to reorganize its diplomatic strategy. The April Revolution
that erupted in 1960, which resulted in the beginning of Park Chung-
Hee’s government in 1961, became a gateway to the diplomatic
relations between Korea and Indonesia. Park Chung-Hee highlighted
the important role of the Information and Culture Bureau in
supporting the establishment of Korea’s foreign policy, so the Bureau
was put directly under the auspices of the Minister of Foreign Affairs
(Choi 2019: 9-10). Korea’s trade field policy in the 1970s was to
expand trade for all countries of the world. Therefore, it is no wonder
that countries in the Southeast Asian region, including Indonesia,
suddenly became important targets of Korea’s expansion of export
trade.

The diplomatic relationship between Korea and Indonesia has
prompted cultural production in the academic space as well as the
public space. For instance, as a response to globalization, the
segyhewa policy should be recognized as a deciding factor in
delivering the Korean wave. The ramifications of the policy have
caused a mutualistic symbiosis in the diplomatic relations of Korea
and Indonesia. In addition, historical records have shown the presence
of a Korean youth figure named %24 Yang Chil-Sung, who was
involved in the Indonesian independence movement in the Garut
region of West Java. His existence inspired many works in Korean
and other cultural products created by Indonesian millennials. Beyond
the historical research conducted by scholars of the Korean studies
program in Indonesia, other Indonesian millennials have creatively
made products resulting from the acculturation of the two countries’
cultures. A notable example of this would be Hanboks with batik
cloths and patterns, which have proven to be profitable commercial
products.

From the above-mentioned cases, it is clear that Indonesia’s
current socio-cultural landscape allows its people to continuously
nurture the diplomatic relations between Korea and Indonesia. In
relation to this, Indonesian millennials occupy a strategic position for
their fluency in Korean and their knowledge about Korean culture. As
they hold an important role in nurturing future diplomatic relations
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between the two countries, Indonesian millennials need to occupy
strategic positions in documenting and maintaining Indonesia’s
diplomatic relations with Korea. Although Korean Studies in
Indonesia has only been around since the early 2000s, there have been
social agents who have made social and cultural contributions to the
development of Korean history studies in Indonesia. Subsequently,
their contributions to Korean studies affect how the two countries
understand each other and maintain harmony in their diplomatic
relations.

4. Conclusion

The development of Korean studies in Indonesia cannot be separated
from the role and influence of at least two parties: Korean investor
groups and Indonesian intellectuals. Further insights on this topic can
be found in historical evidence beyond the diplomatic relations
between Indonesia and the Republic of Korea. Consequently, in
subsequent developments, since 2018 the study of Korean history in
particular has transformed into a discipline that is studied by not only
university scholars, but also the general public, especially the
millennial generation.

Although initially, there was skepticism on whether the
possibility for the study of Korean history could develop in Indonesia,
several survey results and observable audience interest at every
Korean history seminar organized by several non-academic parties
have presented evidence that suggests otherwise. The study of Korean
history, which is characterized by obstacles in mastering historical
sources, needs to be reworked for the millennial generation, especially
in the sense that the studies cover the development and expansion of
Korean history in Indonesia. Due to shared historical experiences
between Korea and Indonesia, Korea’s position in Indonesia’s history
certainly engenders an outlook that is different from how Indonesia
views the Netherlands and Japan in its history. Korea’s presence
during Indonesia’s independence movement can be emphasized as the
first historical point that initiated Korea’s existence in Indonesia’s
historiography. Additionally, Indonesian millennials’ mastery of
Korean language is a valuable asset for not only developing the study
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of Korean history in Indonesia but also improving the diplomatic
relations between the two countries.
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