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2) Christina Klein, "Why American Studies Needs to Think about Korean Cinema,
or, Transnational Genres in the Films of Bong Joon-ho", American Quarterly,
60, 4, 2008, p. 872.
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N.C.: Duke University Press, 2005; Gina Marchetti and Tan See Kam (eds.),
Hong Kong Film, Hollywood, and the New Global Cinema, New York:
Routledge, 2007; David Desser, “Global Noir: Genre Film in the Age of
Transnationalism”, in Barry Keith Grant (ed.), Film Genre Reader IlI, Austin:
University of Texas Press, 2003, pp. 516-36; Wimal Dissanayake (ed.),
Melodrama and Asian Cinema, Cambridge: Cambridge University Press, 1993;
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9) Christina Klein, op. cit., pp. 871-898.
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10) Andrew Higson, "The Concept of National Cinema", in A. Williams (ed.),
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14) David Bordwell, Making Meaning, Cambridge, Mass.; London, England:
Harvard University Press, 1989, p. 35.
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Minneapolis: University of Minnesota Press, 2001.
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New Korean Cinema, New York: New York University Press, 2005, pp. 92-105.



daasle] xIH 48 JeRE o 41

“BHAQ ZFA| universal theme”E 71 3tz A5 YIS 77199
PE2002), & FAISHIY E2 IR <P A o] F 3}
Aol thgk AHA Gl FAl g Ablel]l HA e el i 344
Ql BuAretal avfEo] Qe vhE AMEN) 2 The Japan Timeso A& “Ab
3= og P Al S & AFAQ 1At AL 3 a typical
big-budget potboiler disguised as social commentary” 2+l A sHH 717]
g 5ol 24 7uts] Joel Schmacher2 AT FYPCL19) e F3HA ]
& Aoleks FYU Gt e dolet olsf & Hol7|x dtt THIA,
A% 43 259 FA% 55D 2AYAe) 23S 5 9= AN
714 ¢Ju|& 13 promote an organic sense of Korean identity”dh=
B7HE 71 SRR gske] AlthA o] A = Ero ARA
F3E olallhs Ul =5 Zefoks AoR IFH7® k2D o]A
33te] ool Tiakg DAl A s Wekah

greo) o2d oo $4AYEA B 29 oHa A5e) Tl 25
©]E ¥ Stuart Hall®] o] 202 Ad 4 vk &2 Algsc] deuld =2
9L F83l= S Aely] Yste] “R33l/8]| = encoding/decoding”
RAS AR 2L 2E LA YAEE o)=Y = A5 preferred
o)z 2E3jEo] glEnl, RE Bl 1 HEH sl4e) E <o HaEe)
ofn| & oldfisle AL ohga el Ik AL HAEE FEdh=
Ag A 7= ANk 2A, A4 6% dominant (= hegemonic)
reading & 542/ EAY/ B o] BAES Fol7 E3le] B QoA |
ou|z X3t HEEE & preferred readingS ItHE A=
AL et EA4, EldA 3|5 negotiated readingS 8471 A|uj A 2jn| ]
Qe WolEolL} e SJujEe ARelAY Alel Agd] WA WA

o 2 s o lo ify
1 o
fo fu

18) Ibid. p. 100.
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32) Will Higbee & Song Hwee Lim, op. cit.

33) Soyoung Kim, "Postcolonial Film Historiography in Taiwan and South Korea:
The Puppetmaster and Chihwaseon", Inter-Asia Cultural Studies, 9, 2, 2008,
pp. 195-210.
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d3te e FFA imagined community” EE A FEFA
community of sentiment”3)& wWEo]FL nj7jAolt}. ofFE ofu}Fglo]
Arjun Appadurai= A A 3¢} FhA modernity-S AZ3FE= A fdo
2 njtoi g} o]F migrationE ETh mlt]o] 7]&e] W Ao BE i<l
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ol AR F oz Btk AlRFELS HtoE Bl 22 FAEE e
A A3 derht e ESAT =AW 33 ES 2 =7 Wi
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Turkish guest workers in Germany watch Turkish films in their
German flats, as Koreans in Philadelphia watch the 1988 Olympics
in Seoul through satellite feeds from Korea, and as Pakistani
cabdrivers in Chicago listen to cassettes of sermons recorded in
mosques in Pakistan or Iran, we see moving images meet
deterritorialized viewers.35)

=04 Lol B7] 2419 o|F wFA} Sdo] Y= A9 o}
EdlA B7193E B epd ool AFdhs il Eol dErellAl 9
Be B AEHe 88&HI S At AlFbaelAd déke 1A

34) Arjun Appadurai, Modernity at Large, Minneapolis: University of Minnesota
Press, 1996.
35) Ibid. p. 4.
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36) Jeeyoung Shin, op. cit., p. 56.

37) Andrew Sarris, "Notes on the Auteur Theory of 1962", in Leo Braudy (ed.),
Film Theory and Criticism, Fifth Edition, New York: Oxford University Press,
1999, p. 515-6.

38) Wiliam Goldman, Adventures in the Screen Trade. New York: Warner Books,
1983.
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Auteurism, like many other features of cinema, is a matter of
supply and demand. It is a way of both making and experiencing
films, and increasingly of selling them, in which the largest part of
the control of the intellectual and creative work involved in the
filmmaking process, or of the responsibility and credit for this, is
actively taken up by or ascribed to the film’s director. Contemporary
auteurism comprises a complex series of interrelated film production,
marketing, and reception practices and discourses which are all
underpinned by a shared belief in the specific capability of an
individual agent — the director — to marshal and synthesize the
multiple, and usually collective, elements of filmmaking for the
purposes of individual expression, or to convey in some way a
personal or, at least, "personalized" vision. 39)

P)zele Ao 4 Be /55AY 489 B Balolth
FgoldNE Qaldagel BeE 4, BelAel 4] E old] 1
@AY} 229 13 Be HES Jalo] QA See, IR
Qe e sk sl WHel FAO AR G3E s ol
7|= stk @] Arhrels Az AREode d3AE, sHE, 78
59 B3e EAE 33 Utk T IR YA SlojA] B
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39) Catherine Grant, "Auteur Machines? Auteurism and the Dvd", in James Bennett
and Tom Brown (eds.), Film and Television after Dvd, New York: Routledge,
2008, pp. 101-15.
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Aol the GEoz xg&ata vy d=9 d3HA 1A The Guardian
o] J3}g 27} 3E] B S4 Peter Bradshaw= T 31,9 ol2the #o
719l el 7rebslu(“beautifully shot and paced”), G331 “TEE A%
o] AR AU JAF Aol ti AEe|dee] S84l A 37te]
Ao oz #HAS ZHEg exhilratingly confident, combining a
miniaturist's concern for detail with a storyteller's assurance with grand
historical narrative” 7}=2] dj&2 A0 =R el “ol=t}e 4 .. [&
A HAS] TolEo]= olokr] lovely landscapes .. a thoroughly
involving story to tell”40Z A|F3tctz AH et 78 ez The New
York Times2] A .O. A7t Scotte] Hx o]} mj-¢- FA}sith

Mr. Im's own aesthetic command is evident in the movie's wealth
of beautiful, perfectly framed images of nature--shots so full of passion

and perception that they could almost be painting themselves.4D)

40) Peter Bradshaw, "Chihwaseon", Film Review, The Guardian, June 6, 2003.
http://www.guardian.co.uk/culture/2003/jun/06/artsfeatures6.
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Chihwaseon, his portrait of 19th century painter Jang Seung-Up
(known as Ohwon) is both a biography of an inspired, difficult man
and as close as Im is apt to come to autobiography.42)

Jej(dAEEe), edow 4l 19417] 3t Aol 2 A
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AAETE 59 ded 28%5YS F4CR o|FoA 1L Ytk d=¢ o
PAEA] AlolE 9l ALRE Sight & Sound®] E#HY ZAE Trevor
Johnstone Jsle] e IYTE A3 ol& T3 =] Asoz
B 7}yeict

Since Lee's enviable level of accomplishment seemingly precludes
diacticism. Here's a filmmaker with a conscience, that's for sure, but
one who deploys it in an astringent challenge to our assumptions
rather than sentimental pendering. ...It's fair to say that the subject
matter, encompassing poetry, dementia, sexual abuse and suicide, is
likely to be a hard sell, but the quality of the film is such that is

simply demands an airing.43)

41) A. O. Scott, "In and Out of Trouble in 19th-Century Korea", op. cit.
42) Richard Corliss, "Cannes Kiss Off", Time Magazine, June 3, 2002.
http://www.time.com/time/magazine/article/0,9171,257165,00.html.
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Somehow it's at once a moment of liberating individual release and a
bleak recognition of an intransigent status quo”o|@}al BAFsla, 19} 2
up| et o] “olw] FQFIL Avlo] 7HER Y3tE ofd vt AAZ
t7H wHET) it lifts what is already a rich and compassionate film
into something approaching greatness”3 &3lt}.44)

o] 2 el Y= e FES wE 1 PEY AER vw s
Hsp) BRI, mekre) eol) Bl op =AY Abus de cince)
g2julo] Hl&elE Olivier Bachelard: T&EHo| ;2 e g w
Quentin Tarantino®] <33}¢} v] w3t}

Comparer Old Boy a un film de Tarantino serait facile. Entre action
débridée, morceaux de bravoure a la limite de suréalisme et
personnages au sadisme affiché, Old Boy, fait comme les films du
réalisateur américain, la part belle & une action stylisée et un certain
humour, trés noir.

FEErol, &= Blete ] g3tet A vlug & 91& Zlolth ImE
A A4, 2@AF0H AA e =3F oz 718 & 83
FEEHo|, & BE g s 2 Aede]A e 43} vf ¢ Wiz
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Q1 ggle] folo] g $ES Fohgrhe

43) Trevor Johnston, "Poetry”, Film Review, Sight & Sound, August 2011.
http://www.bfi.org.uk/sightandsound/review/6365.

44) Tbid.

45) Olivier Bachelard, "Old Boy", Critique du film, Abus de ciné.
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Méme s'il creuse le théme du deuil, le nouveau film de Lee
Chang-dong représente par bien des aspects le parfait négatif de son
précédent, Secret Sunshine : quand ce dernier montrait comment, au
terme d'un long et douloureux parcours, un «ensoleillement secrety,
mais opinidtre, pouvait venir illuminer les décombres d'une vie,
Poetry décrit un univers ou I'horreur - tue, cachée, niée - couve sous
des apparences sereines.

E o 59 ZAIE AL ARE o] 3FY AF T of] HellA
J(e1B)e] AR Mg, ks gekich Thekol 23 15Ad o439
Eol oBA L AHAT 2A7 o] Yeht ko] HEidl 2e vl
T UEAE BAFAT, Ale 2HA0R 29 o ol &3t
A, 2HE 12 FgE FATe] ARl e AldE BARITHO)

wajolojEle] A A8l & Justin Chang2 o] Y3y} 7150 WAL 273
sk ® 71 Aozt BT

Solidifying Lee's reputation as one of South Korea's most gifted
writing-directing talents, pic will lean heavily on critical kudos to
secure offshore sales.4”)
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http://www.abusdecine.com/critique/old-boy.

46) Sébastien Chapuys, "Poetry", Critique, Critikat, 24 aott 2010.
http://www.critikat.com/Poetry.html/.

47) Justin Chang, "Poetry," Film Review, lVariety, May 19, 2010.
http://www.variety.com/review/VE1117942817.
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Emile Zola meets New Age vampirism in South Korean helmer
Park Chan-wook's "Thirst," an overlong stygian comedy that badly
needs a transfusion of genuine inspiration....Some major surgery could
help its specialized offshore potential, but this is startlingly unnuanced
work from the director of such classy fare as "Oldboy" and
"Sympathy for Mr. Vengeance.48)

A Zebt AN 9l 97} B AR 22 o T 87
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impressive and accessible” Z}Zo|gtal B3t Ut}49)
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48) Derek Elley, "Thirst", Film Review, Variety, May 14, 2009.
http://www.variety.com/review/VE1117940255.

49) David Stratton, "Chihwaseon: Strokes of Fire", Film Review, Variety, May
28, 2002. http://www.variety.com/review/VE1117917889.
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“Oldboy” ventures to emotional extremes, but not without reason.
We are so accustomed to "thrillers" that exist only as machines for
creating diversion that it's a shock to find a movie in which the action,
however violent, makes a statement and has a purpose.30)

FEErol, = 4 S =g AR 187 o f7F Sick ¢
2= 718 ASS A% ARA R EAste 2 S UF dsEiAA,
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n)=e] 2]l G| E P RZ Reelviewso] A2 Hght]dz] James
Berardinelli® F2EHo0] ;9 222 FAAQ] 842 A “TLE
Hol, & of¥A BE, IR AF7H] £ ¥ J3kete T& 3 Regardless
of how you look at Oldboy, it's unlike anything you are likely to have
seen before”o|2tal ek J&ie] T& ol ‘ThHE & &34 Aol gdolA

50) Roger Ebert, "Design for Living: An unconventional sort of menage a trois
in Oldboy", op. cit.
51) James Berardinelli, "Oldboy", Film Review, Reelviews,
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This motion picture isn't for everyone, but it offers a breath of fresh
air to anyone gasping on the fumes of too many traditional Hollywood
thrillers.52)

o F3h= BE AR H3 gt AL oAk vy B HE e

£ 2 AR ARt AAg 2715 AFd

a3 oY 2] gRle Fgurol &= “ie AU Eo] AF s}
22 Pgo) Aojst <A 2dl¥ the kind of narrative momentum that

]

[} L o [}
1__x4E 9l

many thrillers try for, but rarely achieve”& Y1
th53) ME Bta 94 )& 2293 4L JolA 2 oA
oAl A% 93 71Ee A2 PAE3e] d&H A Ay

=1
21

Oldboy has touches of Kafka, and echoes of British paranoia
thrillers like The Ipcress File and The Prisoner. But it opens up a
whole new sicko frontier of exotic horror.54)

grHol= F1zIlAQ 249 Tay A o The Ipcress Filey 3}
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http://www.reelviews.net/php_review_template.php?identifier=1159.
52) Ibid.

53) Ibid.
54) Peter Bradshaw, "Oldboy", Film Review, The Guardian, October 15, 2004.

http://www.guardian.co.uk/culture/2004/oct/15/2.
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Dans un bouillonnement visuel certes indigestes, mais ahurissant,
le film explose autour d'un programme aussi doloriste que ludique ou
autoflagellation, sexe sanguinolent et violences physiques en tout
genre se bousculent dans les décors au graphisme pop.
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ol EAW|dbus de ciné B}E]f+ H o]t Mathieu Payan& THlz ;o] o3k
29 MFE dutolo] g3le] 3 2 AR Lld] Zefigtezy o] J3lEs
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Les films de vampires ne passeront jamais de mode. Le cinéma ne
se lassera pas de puiser dans l'univers éternel des suceurs de sang.
"Dracula”" de Francis Ford Coppolla, "Entretien avec un vampire" de
Neil Jordan resteront comme des films d'anthologie tandis que plus
récemment "30 jours de nuis" faisait son effet aupres des amateurs
du genre et "Twilight" séduisait le jeune public dans une adpatation
libre et adelescente de l'univers des vampires. (...) Le film de Park
Chan-wook se positionne d'emblée comme un comédie dramatique
tirant sur I'horeur.

Wtolo} Fel fAe A FIEA @ ALk FY

Z
“

4
Lo,
of
o

@ AAE GEANN Bglol 248 AFE Aolth ZebA A EE 2
Febel TEekge AN, W 26| stoloistel el a1
2 Hol3 A2 309 vk 4, & o] 2l AEvk Aol BAE
QoRw FESLTIE, = Pstolole] AAe U FAdF thgel 7

F2E 4L B B DAL BIAZE () BB o JaHTy

55) Isabelle Regnier, "Thirst, ceci est mon sang: vampire et clergyman”, Le monde,
29 septembre, 2009.
http://www.lemonde.fr/cinema/article/2009/09/29/thirst-ceci-est-mon-sang-va
mpire-et-clergyman 1246386 3476.html.
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Le bal des vampires continue sur les écrans. Apres les héros quasi
bergmaniens de Morse, du Suédois Tomas Alfredson, et les ados
nunches de la saga Twilight, les voici aujourd'hui accommodée a la
sauce coréenne bien épicée de Park Chan-wook.
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In "Poetry" ... we have a movie that is outwardly more calm. It's
not seeking answers, either. (...) I must add that "Poetry" contains
certainly the most poignant badminton match I can imagine.58)
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56) Mathieu Payan, "Thirst, ceci est mon sang", Critique du film, Abus de ciné,
http://www.abusdecine.com/fiche-film.php?numero=2910.

57) Samuel Douhaire, "Thirst, ceci est mon sang", Critique du film, 7élérama,
30 septembre, 2009.
http://television.telerama. fr/tele/films/thirst-ceci-est-mon-sang, 13724114, criti
que.php.

58) Roger Ebert, "Poetry", Film Review, Chicago Sun-Times, Feb 24, 2011.
http://rogerebert.suntimes.com/apps/pbcs.dll/article? AID=/20110224/REVIE
WS/110229993/1023.
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Poetry, rightfully awarded Best Screenplay at Cannes last year,
stands out as both a quietly scathing condemnation of male violence
(and the craven attempts to cover it up) and an ode to the strength

of a senescent woman all too frequently dismissed. 61)

59) Roger Ebert, "Design for Living: An unconventional sort of menage a trois
in Oldboy", op. cit.

60) Rober Ebert, "Thirst", Film Review. Chicago Sun-Times, August 13, 2009.
http://rogerebert.suntimes.com/apps/pbcs.dll/article? AID=/20090812/REVIE
WS/908129983/1023.

61) Melissa Anderson, "Poetry: A Perfectly Performed Ode to a Senescent Woman",
The Village Voice, February 9, 2011. http://www.villagevoice.com/2011-02-09
/film/poetry-a-perfectly-performed- ode-to-a-senescent-woman/.
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Mija, (...) est l'incarnation d'une exigence des plus hautes, proches
de cette morale des opprimés que George Orwell avait baptisé "common
decency", et qui semble désormais inutile face a l'indifférence, a
l'insensibilité de I'époque actuelle.62)
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LA 9)&2] LA Weekly?] €] ZZ Peter Malcolm& T 31X, S 7|2 o
2 “AyAQ Az Al HAe] o]o}7] a conventional story of self-
destructive genius”& olallafal “Ap7)d o] Halzxd| o] & o&vte] uld
a vision of an artist at the height of his reflective powers”3} “3l o &7}2]
HAAQ HZo] g vet AA Y Aol oAGA Al g =@
an exploration of how how an artist's personal obsessions can feed the
self-image of an entire nation”2}3l FA3TLE3) A, O. AZ LT, 9

62) J. F. Rauger, "Poetry: la dignité de la vieille dame, enver et contre tous",
Le monde, 24 aolt, 2010.
http://www.lemonde.fr/cinema/article/2010/08/24/poetry-la-dignite-de-la-viei
lle-dame-envers- et-contre-tous 1402150 3476.html.

63) Peter Malcolm, "Seoul Harvest", LA Weekly, November 7, 2002.
http://www.laweekly.com/2002-11-07/film-tv/seoul-harvest/.
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The stout, goateed Choi Min-Sik, who plays Ohwon, bears a
passing resemblance to Julian Schnabel, the filmmaker and former
bad boy of the New York art world, and the character incarnates
myths about the wilderness of creative genius. 64)
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A3 ANQ1e] Bl A ARE AAlskE A9l B A= ol a rebel who
fights against censorship and attempts by the authorities to curb his
personal freedom”692] RHZAQl &S z=t)
P2 2891 AdIAlolE doHYF 2w} il érait une fois le
cinéma94 7 M 2% Kim Berdot HA] dl7te] F2kol] ok I3 L4
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Ivre de femmes et de peinture est plus qu'un hommage a une
peintre ou a la peinture, car le film peut se comprende comme une
mise en images du processus de création artistique. Jang Seung-Up
est la figure de l'artiste qui n'existe que dans la création, elle-méme
exutoire a ses pulsions les plus profondes sexuelles notamment.

P, 2 3 3P} e vigd vAle 1 o geltt. o] F3t=
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64) A. O. Scott, "In and Out of Trouble in 19th-Century Korea", op. cit.
65) David Stratton, "Chihwaseon: Strokes of Fire", op. cit.
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Nothing could be less English and clubbable than this horrifying new
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revenge thriller from Korea's new dark maestro Park Chan-wook.”67)2} 11
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It's a movie that you feel you're not so much watching on screen
as having beamed directly into your skull from some malign, alien
planet of horror.68)
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66) Kim Berdot, "Ivre de femmes et de peinture”, Critique du film, 1/ était une
fois le cinéma.
http://www.iletaitunefoislecinema.com/critique/740/ivre-de-femmes-et-de-peinture.

67) Peter Bradshaw, "Oldboy", op. cit.

68) Ibid.
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g, = 5d 5SS 21 AgE £ 7 whatever you make of that,
you will surely leave this movie shocked, shaken and surprisingly
moved’o|H “T18]7 B3] I B3 YRS olx] & & 7 And definitely
stuck on that poor octopus”®)olghy F&A o] 7AHAQl Ao FRog
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La premiere demi-heure de Old Boy a beau étre inconfortable,
pénible, elle n'en est pas moins saisissante. (...) Mais, tout occupé a
secouer le spectateur de sensations fortes, le cinéaste a negligé de
l'impliquer dans son récit .
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69) Desson Thomson, "Oldboy's Powerful Hold", Film Review, The Washington
Post, April 8, 2005.
http://www.washingtonpost.com/wp-dyn/articles/A34094-2005Apr7.html.
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« ABSTRACT

Transnational Reception of Korean Film:
Analyses of Film Reviews

Soh-young Chung & Yunchae Nho

This paper is based on the view that film should be conceived as a
form of cultural practice whose meaning is always in the process of being
produced within diverse socio-cultural contexts and aims to examine the
ways in which the meaning of Korean film is (re)mediated or received
in diverse cultural contexts outside the country. In this paper, we employ
two theoretical grounds. Firstly, it positions itself in line with the audience
studies within the field of cultural studies where the audience is conceived
as active agents who produce the meaning of a popular culture text. The
recruitment of the theoretical propositions from the audience studies enables
recognition of the significance of the reception in film practice which
recently seems to be oriented on production and distribution. Secondly,
we conceive transnationality of film as that which is being produced in
the process of transaction between the film and the audience, that is to
say, transnationality is a form of discourse that emerges upon cultural
interaction. The empirical work involves examination of a set of reviews
of four films--Chihwaseon, Oldboy, Thirt, Poety--that have been published
in daily newspapers and some popular film magazines in the U. S., the
U. K. and France. Through the analysis of the film reviews, we identify
four interpretive schemes or rather discourses recruited via which the Korean
films are approached and understood: auteurism, formalism, universal
themes, emotional response. We propose that these four kinds of discourse
provide a common ground for the audience from different cultural
backgrounds to understand Korean film. Furthermore, we also suggest

that transnationality of Korean cinema needs to be reconsidered in terms
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of the reception as the audience from different socio-cultural backgrounds
should be understood as active agents who are capable of engaging in
Korean cultural texts such as film in their own way producing various
meanings and these are also constituent of the meaning of the cultural
texts.
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