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Despite the apparent usefulness for film analybes notion of “sensation”
disappears in Deleuze’s two Cinema bodBsméma 1: The Movement-Image
[1983] andCinema 2: The Time-Imad&985]) published right aftdfrancis Bacon:
The Logic of Sensatiqi981), which develops the idea of sensation. Byiritgathe
conceptual origin of sensation from “event,” “sensmd “affect,” this dissertation
answers the mystery of the disappearance of sensatthe Cinema books and
clarifies the possibilities and limitations of usingfisation” in the analysis of film.
It puts Deleuze’s concepts of affect and sensainm Isy side with Korean director
Kim Ki-duk’s films so that they can initiate mutualbgneficiary discussions.
Among the fourteen films Kim mad€rocodile The IsleandSpring, Summer, Fall,
Winter... and Springre analyzed in detail. Each of these three filmsassgmnts
each stage of Kim Ki-duk’s own transformation as &dior, and corresponds to
Deleuze’s own deployment of the event into affeatsaéion, and becomings. In the
Cinema books, the concept of “sensation” is retatheolugh the discussion of signs
and images, but buried under the notions of the “affedtmage” and the “impulse-

image” because of the way “sensation” is conceptedlinFrancis Bacon: The



Logic of Sensatioand because of the worry that “sensation” might béusad

with the “sensational.” While maintaining the concepthaust of event and sense,
Deleuze reformulates affect and sensation in relabanovement in the Cinema
books. Thus, “affect” appears when the movementedsas to a minimum,
whereas sensation appears to mobilize the frozenmeve The understanding of
Deleuzian usage of sensation prepares us to move béyemdnventional
conceptual tools of narrative, symbolization, représgom, and signification

towards the flows of materials, forces and the virtua
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Chapter One: the Encounter between Kim Ki-duk and Gilles

Deleuze

From Crocodile(1996) toBreath(2007), the prolific director Kim Ki-duk
has made fourteen films thus far. As one of the meditkmown contemporary
Korean directors outside of Korea, his films haeem routinely invited to
prestigious international filrfestivals and have received numerous awards,
including the Silver Bear Best Director’'s Award frahe Berlin International Film
Festival (2004) for his tenth filrlBamaritan Girl(2004), the FIPRESCI (Fédération
Internationale de la Presse Cinématographique:riatiemal Federation of Film
Critics) prize and the Special Director’'s award &t Yenice Film Festival (2004)
for his eleventh filnB3-Iron (2004). He is best known to US audiences for highnin
film Spring, Summer, Fall, Winter... and Sprif&§03), which has been
successfully released in the US.

While Kim Ki-duk is considered one of the most talenéad important
directors currently working in South Korea by theemmational film communities,
Kim Ki-duk’s reputation in his own country has beenbest, mixed — composed of
a few enthusiastic supporters and many disgruntladatets. He is praised for his
uninhibited and painterly images, yet many film crithes/e been displeased by his
shocking, bizarre, voyeuristic, gruesome, and violerages, as well as his
politically suspicious characters and stories. Gdn&reean audiences have been
equally unsympathetic to his films and none of Hedihave been commercially

successful in South Korea, exc&ad Guy(2001). Even the marginal success of



Bad Guyis attributed to the main characf#ayed by actor Cho Jae-hyun, who was
famous because of his role in a popular television dittwaizappeared after the
completion, but before the release of the fiim.

Despite his reputation as an artistic and proveeairector, the discussions
of his films are still rare and have centered disprtipnally on their graphic
violence, especially violence against women. A q@ckvey of Kim'’s films proves
why many film critics have been compelled to tallabmisogyny in his films.

His first film Crocodile(1996) features a girl who tries to commit suicide
after being sexually abused and betrayed. A maea®b-O, which is literally
“crocodile” in Korean, saves her only to rape abdse her. However, despite
physical and sexual exploitations, the girl remaingiwim and forms a family until
her eventual suicide. His second filwild Animals(1996) set in Paris includes a
couple of female characters who hopelessly depanttiegir male counterparts,
despite their physical abuse. His third filthe Birdcage Inr{1999) features two
females as main characters; one is a college stugdeteas the other is a
prostitute. The college girl has to live with the pringé under the same roof
because her family owns a small inn which hosts tbstjpute. Consequently, the
proud college girl at first despises the prostitutel, dx@n begins to understand,

sympathize, and imitate the prostitute. At the endhefstory, the prostitute

! While Kim finds little difficulty in financing his fms thanks to his

reputation overseas and the low-budget productionattieof support from a
domestic audience has troubled him. His recent pradject (2006) was a scandal
in South Korea because Kim decided not to releasélthén his home country.
He said bluntly in many interviews, “If you wantwatch the film, import it.” The
film was released eventually in South Korea but disapgd from theatres quickly.



becomes ill and is unable to accept a client; thhescollege girl works instead of
her. The next morning is the lone happy moment iretitee film, with the whole
family and the prostitute preparing for the day hpgxchanging a smile. Korean
feminist film critics took it personal and were fur®about its all-woman-is-
prostitute myth (Ju).

Violence against women becomes even more graphibenisie(2000),
which features an infamous fishhook scene, in whiehnbain female character
pushes fishhooks fastened with string into her vagmnbthen pulls the string. Set
in a small town located near a US military base intBdKorea in the seventies,
Address Unknow(R2001) also depicts gruesome violence against womehidn
film, one of the main characters loses an eye asla while playing a sort of game
of William Tell with her brother. Later, she is sekyanvolved with an American
male soldier, who promises to fix her eye. After stygehe regains her eyesight
and must endure the soldier, who has become redsrdied violent. During a fight,
the soldier decides to carve his name on the girBadt; but she returns the favor
by poking her eye with a knife. Consequently, shesolie nothing and there is no
reason to endure his violence. Although the film doatsgraphically show the
actual poking of her eye, the scene makes mosenads shudder. The filBad
Guy(2002), which is an apt title for a director who hasned the nick name of “the
bad guy of Korean cinema,” tells a story of a fenwidege student who is trapped
by a small gang and forced into prostitution. At fgke tries to escape, but
eventually settles down with one of the thugs and@sdeer fate. Even after they

depart the brothel as lovers, the thug continuesdbtgrom her sexual labor.



Moreover, the happy ending is given a surprising religigravity, concluding with
the gospeDay by Daysung in French. I®&amaritan Girl(2004), director Kim Ki-
duk dares to go further by introducing an under-agstjgute, who thinks her
sexual labor is akin to an Indian prostitute named Yaisa whose clients, as the
legend goes, have become devout Buddhists.

In most of Kim’s films, female characters are pitogés in one way or
another and victims of abuse and violence. Theirdsdre sadistically violated,
abused, scarred, raped, and punished. Justifialdwdite of Korean feminist film
critics has been the loudest in South Korea. It is wstdedable that Korean
feminist film critics, who are fully aware of reald violence against women, have
become hostile to Kim’s films, which seem to expledmen’s misery without
punishing the aggressors. | agree that we need to egdh@nway in which gender
and sexuality are represented in film images, anavineaudiences perceive,
understand, receive, and utilize them. | am also awhthe necessity of feminist
film criticism which makes salient the way in whighnder and sexuality are
represented in film images. However, in this studymlless concerned about the
degrading portrayal of the female gengder sethan the peculiar way director Kim
presents both men and women apart from their fanahal social grids.

Most of Kim’s characters appear without much personalocial
background. Even the minimal traits they carry atlieginning of the film soon
disappear and become inconsequential. Furthermagie attions often defy their
roles in society and thus appear to transgress thd puatas set by society. In fact,

many of Kim’s characters seem to have no moral cefitezy commit unethical



violence without guilt or responsibility, and theati@mns are not always properly
punished. In addition, their actions often lack anyatare motivations which
might make their atrocity acceptable or, at leastlenstandable. In other words,
Kim asks his audiences for neither acceptance nogrstahding. Rather, Kim
confronts his viewers by disallowing them to integieltheir sense of morality into
his films. Consequently, the films of Kim often haveaharacter with which an
audience can easily identify. Moreover, Kim’s claeas refuse to talk and they
have no interest iexplainingtheir motivations and actions. By foreclosing the easy
application of the audience’s sense of morality, Kifilles create a space for a
new ethics which is not codified beforehdndsuggest Kim’s films can be read
more productively not by engaging in the transcendendaality asking “What
mustthey do?” but by grounding in the immanetiticsasking “What can they do?
What are they capable of doing?” Kim’s characteesreot moral beings; they are
ethical bodies involving inter-connection with other forceseiflencounters often
result in conflicts and clashes. Violence and dguate part of this process, the

process tdbecomé

2 According to Deleuzemorality “presents us with a set of constraining rules
of a special sort, ones that judge actions and intesitly considering them in
relation to transcendent values.” Gilles Deleuze, Natiohs, 1972-199(QNew
York: Columbia University Press, 1995) 100. On thesotimndgthicsinvolves a
creative connections and an expansion of possibilitiéise. For the influences of
Spinoza and Nietzsche on Deleuziammanent ethigssee Daniel W Smith,
"Deleuze and the Question of Desire: Toward an Inehaheory of Ethics,"
Parrhesi& (2007).

3 For the relation between “ethics” and “becomingsDieleuze, see Rosi
Braidotti, "The Ethics of Becoming-Imperceptible,elBuze and Philosophgd.
Constantin V. Boundas (Edinburgh: Edinburgh UniverBitgss, 2006).




Beyond the recognitions of brutality and cruelty, timages of Kim’s films
force us to think. They are what Deleuze terms “signbjch are no longer objects
of recognition, but objects of a fundamental “encouhfEhese images open an
experiential dimension that is prepersonal and ppeasentationaDeleuze’s
approach to the arts, particularly his concept&@atiect,” “sensation” and
“becomings,” supplies a set of tools to apprehend theeenter. They allow us to
weave through Kim Ki-duk’s films in a manner thabikerwise than territorialized,

constrained, and subsumed by matters of meaning anesentation.

Before outlining my specific dissertation chaptee$,nhe discuss more
generally Deleuze’s relation to film studies and theglexity of the theoretical
terms he uses in his works both on and beyond theneéne

After the death of Gilles Deleuze, Serge Toubiana evtioat “of the great
French thinkers who have counted these last thirtysy&eleuze was the only one
who truly loved cinema” (rqt. Bogue 1). However, despite Dedesifove of cinema
and two major publications on cinema, his thoughtsinansa still remain an
afterthought in the US film communitié®avid Rodowick cites that Deleuze sets
himself against Saussurean semiology and Lacaniathpkgy, which are the twin
pillars of contemporary film theory (Rodowick xi). @ery Flaxman points out the

overwhelming breadth that the Cinema books cover lam@&ven more intimidating

4 Some may argue otherwise. However the fact thigtaodozen or so books

on Deleuzian inquires on Cinema have been publish&mghlish suggests that
Deleuzian film theory is not exactly flourishing, em@king into account the
downturn of interest in theories in general in pastdes.



Deleuze’s entir@euvreon which Cinema books are based (Flaxman 2). The
successful application of Deleuze’s discussion onnscanto an individual film
analysis is quite rare, partly because, as Roliarh $oints out, Deleuze theorizes
with the cinema rather than giving us theoaé®utthe cinema (Stam 258). While
Deleuze creates concepts such as the “movement-inaagethe “time-image”
alongsidethe cinema, he leaves little room for his readensswhis discussions for
analyses of other films.

Typically, Deleuze was simply added to a chaptehatend of a recent
anthology,Studying Contemporary American Film: A Guide to MaMmalysis
(2002). Written by two respected film scholars, Therkésaesser and Warren
Buckland, it has nine chapters and Deleuze shardaghehapter with Feminism
and Foucault. Even in the small section in whitte Silence of the Lambs
(Jonathan Demme, 1991) is analyzed, the central cotepesser and Buckland
borrow from Deleuze is “The Body without Organs,” whis not quite the main
idea which Deleuze develops in his Cinema books.

Throughout his writings, Deleuze often uses the tearti ‘and provides
definitions such as “art... is not a matter of repmdg or inventing forms, but of

capturing forces” (Deleuze Francis Bacon: The Lodi§ensatiorb6) or “art

preserves..a bloc of sensations, that is to say, a compounkafepts and affects”

(Deleuze and Guattari What Is Philosoply4). However, such key terms as

“force,” “percept,” “affect,” and “sensation,” whiamight help us examine our
everyday experience of cinema, have very limitedjasa the Cinema books. In

particular, “sensation” is mentioned only a few tsne passing, even though the



notion of sensation was fully developeddrancis Bacon: The Logic of Sensation
(originally published in 1981) which was published rigeforeCinema 1: The
Movement-Imagéoriginally published in 1983) andinema 2: The Time-Image
(originally published in 1985). The disappearanckeyf terms of arts in the
Cinema books results in many film theorists and criti€isig concepts developed
elsewhere such as “The Body Without Organs” to ex@ditm text, rather than
using, let’s say, the “reflection-image” from the Qimee books.

Actually, Deleuze and Guattari state that “Art iase concept, a solely

nominal concept” (Deleuze and Guattari A ThousandeBlss: Capitalism and

Schizophreni@00-1). Although they continue to add that “this doets however,
preclude the possibility of a simultaneous usag&efarious arts within a
determinable multiplicity” (302), it would be naive think that the philosopher of
the rhizomatic gives us a system of arts. Deleuzie&tegies set themselves
precisely against any schemas or systems that stensatic, ordered, ready-made,
pre-determined or postulated. Thus, Deleuze de=xtifoe objectives of the Cinema

books:

The job of criticism is to form concepts that... relapecifically to cinema,
and to some specific genre of film, to some specifm br other. Concepts
specific to cinema, but which can only be formedgsuphically. (Deleuze

Negotiations, 1972-19987-8)




Deleuze describes his Cinema books as a logic ofitleen@a which isolates certain
cinematographic concepts. Unfortunately, these categraphic concepts do not
necessarily refer to either the “percepts,” thdeetls” or the “sensations” that art
preserves as he claims\ivhat Is Philosophy?1994). The Cinema books do
consider “percept” and “affect” briefly in a coupdé chapters which deal with the
“perception-image” and the “affection-image.” Howetee books never give any
rigorous theoretical attention to the term “sensatitthséems that Deleuze is so
occupied with the cinematic issues of the “movemerage” and the “time-image”
that he considers any inquiry of the aesthetic egpee of sensation as a
distraction. Are Deleuzian thoughts on art and cinemampatible? Is it wrong for
a Deleuzian to think cinema as an art and to claah‘tinemapreserves a bloc of
sensations, a compound of percepts and affects”? \Afhywe use “sensation” for
film analysis? Can we utilize the Deleuzian notiorisgnsation” for film analysis,
even though Deleuze does not endorse such an attemgé? what conditions can
we use the notion of “sensation” for cinema?

| believe that Deleuze’s basic approach to cinenhaadly opens the door to
make the study of cinema part of a more generalu2ee inquiry of art. In the
preface to the English edition f@inema 1: The Movement-imaf986), Deleuze

states that:

[T]he cinema seems to us to be a composition of imagésfasigns, that is,

a pre-verbal intelligible contenp@re semiotics whilst semiology of a



linguistic inspiration abolishes the image and tend$igpense with the sign.

(viiii)

Although Deleuze does not elaborate this statementuather, he returns to the
assertion in the conclusion Ginema 2 He claims that “Cinema is not a universal
or primitive language systentahgud, nor a languagddngagg” and that “cinema
is composed of images and signs that come before lgag(262).

This claim goes directly against the cornerstoneagfitional film theories
which have been developed, as Stephen Heath famfmustylates, through “the
encounter of Marxism and psychoanalysis on thaiewf semiotics” (Heath 511).
Deleuze’s complaint against Christian Metz and othepeales of the semiological
paradigm is that they reduce the image to an utteyascié were, to part of a
syntagmatic chain. The syntagmatics apply becausienthge is an utterance which
IS subject to syntagmatics. The circular relationslefwieen utterances and
syntagmatics has been substituted for images and sogtihee point where the very
notion of the sign as an image tends to disappear tinensemiology. In other
words, semiology allows the image to be regulatelingyistic structures in the
form of syntagmas and paradigms. Thus, the imageliscesl to an analogical sign
belonging to an utterance, which then allows the coatibn of these signs, in order
to discover the inevitable linguistic structure underdythe image.

Deleuze’s hostility toward the Saussurean and Liacaioundations, which
is also evident irAnti-OedipusandA Thousand Plateatnelps to explain the slow

incorporation of Deleuzian film theory in the Englighesking film communities.
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However, by setting the cinematic image as a “pre-alarttelligible content,”
Deleuze allows us to incorporate the cinematic imager the broader
investigation of the sign. In other words, if “a preha intelligent content”
belongs to his study of signs which includes literatpainting, and music, we may
use the “pre-verbal intelligent content” as a linchfm connect cinema with other
forms of art.

Then, what is “a pre-verbal intelligible content?” &r Deleuze often
formulates, what does it do? This question is one ofuhdamental questions
Deleuze engages with throughout beuvre although the question appears as a
different register in a different guise, dependinglm subject in which the question
appears, whether that subject is philosophy, lingugispainting, literature, or
cinema.

As Deleuze startg/hat Is Philosophy®ith “there are no simple concepts”
(15), his concepts are not always meant to be clehtley are never exactly
“about” something, but a sort of toolbox. However, h@m gve pick up a saw from
the toolbox instead of a wrench if we do not know whséwa does? My strategy is
to pick up the simplest tool and to move on to a more tioatpd one. In this way,
we may establish a connection between those toolspashming so we may find the
possibilities and the limits of each tool.

The nature of the “pre-verbal intelligible contentfiist discussed in
Deleuze’soeuvreunder the notion of “event” which becomes one ofrtizen
concepts irhe Logic of Senderiginally published in 1969). The event is an

incorporeal, complex and irreducible entity at theesze of things. It is the logic of

11



the event (and its linguistic expression, sense) tivasdiis study of signs and
images in the arts a special status; that is, signsnaages are irreducible to
language or code. Thus the Deleuzian idea of senadseatpragmatics of language
prior to the postulates of generative grammar or Saismsdangue

His other works further complicate the event or sdnsassociating them
with the terms such as affect (cinema), sensatiomiipgi), and becomings. By
recapitulating the event, the affect positions itaslfa pre-linguistic singularity or a
pre-verbal intelligible content, which undermines ging of semiology. The affect
short-circuits the attempt to interpret images ifra by using an already existing
set of values, morals, and meanings. Sensation cdistigssed in the same way. It
does not perceive sign as a representation, ratheed sign in its pure movement,
duration and rhythm, unhinged by the relation ofjscband object. Thus,
Deleuze’s concept of the event provides an impodtarting point for dealing with
the images in question, without recourse to semiotsgchoanalytic doctrines.

The first goal of this thesis is to follow the itingyanf the event in various
works written by Deleuze and explicate the event'ati@hship with other concepts.
Secondly, while tracing the conceptual movement ftbenevent to affect and
sensation, this study also shows how each conceges with a specific emphasis
in the Cinema books while re-attaining the conceptualst of the earlier concept.
In other words, Deleuze reformulates them in retatm“movement.” Thus,
“affect” appears when the movement decreases tomermim, whereas sensation

appears to mobilize the frozen movement.

12



The third goal is to find an answer to the disappesgai sensation in the
Cinema books. While a small number of scholars havedddakle issues of affect
and sensation developed by Deleuze, they often adetltat Deleuze himself uses

the notion of sensation with a caution in the Cinema bd@eleuze admits that

> Steven Shaviro’s polemithe Cinematic Bodgleclares the bankruptcy of

semiotic and psychoanalytic paradigms and propo$esrasignifying image,”
which is the “incorporeal materiality.” Steven Shavil he Cinematic Body
(Minneapolis: University of Minnesota Press, 1993) Bdus, he emphasizes the
cinematic experience as a bodily experience, prisntactile and visceral. Shavrio
says, “We neglect the basic tactility and visceyadit cinematic experience when
we describe material processes and effects, sudtegmetsistence of vision, merely
as mental illusions. Cinema produces real effecteernvtewer, rather than merely
presenting phantasmic reflections to the viewer” (2haviro claims that the
viewing experience is one of physiological excitatica&ind of “physical

affliction, an intensification and disarticulation of bigdsensation” (52). In fact,
following Bergson, Deleuze has already claimed tHahatter, including that of
the human subject, exists as images. Within each livengec, there exists a delay
between the moment of perception and the momenttimraen other words, a gap
between stimulus and response, which Shaviro cadisven the imprinting of a
sensation and its reception” (51), and this gap isingtbut the brain — “the center
of indetermination in the acentred universe of imag€sliles Deleuze, Cinema 1:
The Movement-ImagéMinneapolis: University of Minnesota Press, 1986) 63.
Brian Massumi also argues for the primacy and autgnof affects in the reception
of images. He equates affect with intensity and easjzies the gap between the
affective moment when the image first assaults ustla@anoment we make
meaning. Brian Massumi, Parables for the Virtual: Bloent, Affect, Sensation
Post-Contemporary Interventions (Durham N.C.: Dukeversity Press, 2002) 23-
45. Barbara Kennedy also expands the cinematic badyphysiological human
body that explains the cinematic as material fonog,as a text to be interpreted.
Barbara M. Kennedy, Deleuze and Cinema: The AesthefiSensation
(Edinburgh: Edinburgh University Press, 2000) 112. &hphasizes the sensation
“which is based upon the molecularity of matter, amcfions through the
materiality of the body of work in relation to oth@odies (115). Recent scholarship
of digital media emphasizes the role of the audienbedy in the process of affect
and sensation. For example, Mark Hansen disagreeDelduze’s (mis)reading of
Bergson, claiming, “Deleuze’s neo-Bergsonist accofith@ cinema carries out the
progressive disembodying” of the human, reinforcimgption of the machine or the
post-human. Mark B. N. Hansen, New Philosophy for Wésdia (Cambridge,
Mass.: MIT Press, 2004) 5. However, despite numeeaasples these authors cite
from various scientific fields such as psychology ahgsiology, it turns out to be
awfully difficult to clarify the complex processetaxchanges between affects,

13




film images as “automatic movement” can communic#teations directly to the

cortex through sensation (Deleuze Cinema 2: The Tinagé&h56). However,

Deleuze also cautions that “the shock would be confusdzhd cinema, with the
figurative violence of the represented” (157). Inasttvords, the shock of the image
can easily degenerate into figurative violence or gkploitation, as many
contemporary Hollywood films attest. Thus, this pobjelaims that Deleuzian
notion of “sensation” which is developed througtancis Bacon: The Logic of
Sensatiorshould be used in the context of cinema in conjunatitth other
Deleuzian ideas “event,” “affect” and “becomings’the Cinema books, the
concept of “sensation” is retained through the disomssf signs and images, but
buried under the notions of the “affection-image” &nel “impulse-image” because
of the way “sensation” is conceptualizeddrancis Bacon: The Logic of Sensation
and because of the worry that “sensation” might beused with the “sensational.”
Although many commentators of Deleuzian sensation asipé the physiological
and psychological excitement of viewers, Deleuze seenbe reluctant to discuss
sensation of an audience, at least, in the contexhefa. Cinematic sensation
might be better called “sensation without orgahs.”

The fourth objective is to put Deleuze’s concepte $ig side with Kim’s

films so that they can initiate mutually beneficigigcussions. Among the fourteen

sensations, feelings and cognition. While these authers significantly advanced
the Deleuzian theories of affect and sensationy #raphasis on the material impact
on the viewer (whether it is prepersonal or embod®djten at odd with the texts
they analyze. Moreover, the fact that Deleuze usessation” only sparsely in the
Cinema books complicates their usage of it in filmlggia under his name.

6 This expression first appears in Orrin N C Wang, "GugrAttractions:
Lamiaand Cinematic Sensation," Studies in Romantici2iwinter (2003). 479.
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films Kim made, his first filmCrocodilg his fourth filmThe Isle and his ninth film
Spring, Summer, Fall, Winter... and Springl be analyzed in detail. Each of these
three films represents each stage of Kim Ki-duk’sidvansformation as a director,
and corresponds to Deleuze’s own deployment of ¥leatanto affect, sensation,
and becomings. Although each of these films porteagigferent story, there are
remarkable similarities and consistency, just likdddize’s concept of the event
reappears with subtle variations throughoutdasvre Finally | move to three
Hollywood films to see how the tools developed throdghdncounter between

Kim Ki-duk and Deleuze can be used for analyses plfa Hollywood films.

Chapter two first illustrates a brief history of kan cinema and the film
industry. Since the Korean War, government policeagehbeen the most important
factor of Korean cinema and the Korean film indusiilye Motion Picture Law of
1962 and its subsequent revisions in the eightiesiscaesked in relation to their
impacts on Korean cinema and the Korean film ingus8ince the early nineties,
Korean film industry has undergone tremendous chamms.production and
distribution systems have been introduced, and ttieseges have also invited a
new generation of filmmakers and producers who aawgipd pivotal roles today.
The second part examines the current success of Kareama both in Korea and
abroad. It identifies the successSifiri (1999) as the turning point of contemporary
Korean cinema which was able to capture the colleakperiences and memories
of Korean audiences. The next part of Chapter twe guector Kim Ki-duk in the

context (or the lack of) of Korean cinema. While KimdUk is considered one of
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the best-known Korean directors outside of Koreg rélationship with Korean
cinema and the Korean film industry has been a dctjue one. This chapter also
describes the reception of Kim Ki-duk in Korea andoalbr Particular attention is
given to the Korean feminist film critics who haveehehe most outspoken
opponents of Kim’s films. It also recalls severahcepts of Deleuze such
“molecular” and “micropolitics,” and shows how Kinféms deterritorialize,
rather than strengthen, gender binarism.

Chapter Three explores in detail the Deleuzian notfavent and its
relationship with sense and affect. Borrowing from 8toics, Deleuze introduces
the event as a “surface effect” which does nottgaeas sebut rather subsists on the
surface of a thing or a state of affairs. Primaaigyan ontological term, “event”
criticizes the foundation of Western philosophy baggon substance and essence.
Deleuze simultaneously discusses “sense” as a ligeispression of event ifihe
Logic of SenséAs the event anchors substance and its representattologically,
the sense makes our propositions such as denotatioifestation, and
signification possible. The cinematic expression @ntisense comes by way of
Spinoza’s discussion of “affecaffectug” and “affection @ffectior).” Once again,
Spinoza’s philosophical terms are translated by Deleutpegiesthetical one as the
“affection-image” which appears as enveloping thecaffnCinema 1: The
Movment-Image

The affection-image is most evident in close-up of fhcé Deleuze also
suggests that the affection-image can be obtained bg@ane-whatever. Kim Ki-

duk’s first film Crocodileseems to strive to attain any-space-whatever, aspac
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abstracted from spatio-temporal coordinates. Charaetre introduced without
personal or social backgrounds, and their actions wlafyative causality. The
setting is also obscured by eliminating all spatio-terapcoordinates. In
Crocodileg violence and death are thus presented neither éandhrative nor to
control the audience’s emotional response, but tegutethem as events.

Chapter Four first examines the similarities andedénces between
CrocodileandThe Isle While they share many similarities, they also diffeterms
of the world they respectively present. Whileocodilecan be characterized as an
impersonal space, that is, “any-space-whatever,ibréd of The Isletakes an
“originary world,” the world of instinct and impulse. \WMhthe affect is achieved in
Crocodileby arresting movements through the affection-imagesémsatiormhe
Isle evokes is attained by freeing movements through tipellse-image. The
difference between affect and sensation in termsaMement is confirmed by
examining Deleuze’s study on Francis Bacon. The sepandf Chapter Four
deals withSpring, Summer, Fall, Winter... and Sprivghile it still investigates its
similarities and differences with the other two filnmtsgxpands the discussions to
the plane of consistency which characterizes thencatic space dpring
Deleuzian ideas of “fold” and “becoming-animal” ti@lBuze’s concepts with
Kim’s films.

Chapter Five compares Kim Ki-duk’s films to three p@viollywood
films. It considers how Deleuzian ideas surveyed endiscussions of Kim’s films
can be applied to the images of violence in contempdtallywood cinema. Since

one of the interests of this project is to find a waytilize Deleuzian concepts in
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the analysis of popular Hollywood films, | excludera easily comparable non-
Hollywood films and concentrate on three films whigghlight violence against
the male body. The main criteria of the selectiaresthat each film should be
considered as violent as Kim’s films | have discds$eit each film should be
analyzed differently under the limited tools | have.

At first, Chapter Five introduces the notion of “nooskd a broad sense of
sensation. Deleuze always uses this word with a@al@cause of the danger of
misunderstanding it as “the sensational.” Thus, tts¢ ilm The Passion of The
Christ (Mel Gibson, 2004) shows how affect and sensatiornbeagasily canceled
out by the simple shot/reverse shot and becomes ‘semal. The second film
Reservoir Dog¢Quinten Tarantino, 1992) shows how affect and semsatove
back and forth and how “nooshock” can be a parhat éxchange. Finally, the third
film Fight Club(David Fincher, 1999) is analyzed in terms of sansand the
body. While Kim Ki-duk’s films achieve affect, senigat, and becomings by
making his isolated characters either stop or mbight Clubachieves the same
result through the body and pain. It shows that imbn notions of affect and
sensation not only give us the tools to understand the &dgiinematic images but
also allow us to avoid the conventional vocabulasigsh as masculinity and gender

in dealing with the violence of images.
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Chapter Two: Kim Ki-duk and Contemporary Korean Cinema’

1. Introduction

Over the past decade, the Korean film industry hiisessed an explosive
growth, which is evident in both Korea and abroad. yiéwr 2004 was particularly
productive. The domestic market share of Koreaeroim reached 60%, surpassing
Hollywood films. In the same year, both the Bethternational Film Festival and
the Venice Film Festival gave director Kim Ki-duk thest director’s awards,
followed by Park Chan-wook'®ldboy(2003) which received Grand Prize of Jury
from the Cannes Film Festival. Within a six-month spalarge scale Korean
cinema retrospective was held in Washington D.C, Nenk¥and Paris. The
Korean film industry has been billed as the worltigst dynamic, wide-ranging
and creative film industry for quite some time.

Although Korean cinema has been enjoying its statusoane of the
national cinema garnering global attention, the Korfdemindustry was in a
perpetual crisis from the early 1970s to the late $990st a decade ago, the
Korean film industry was on the verge of collapserdam cinema had been left
without oxygen for too long and no life support was ghsi The domestic market
share of Korean films reached close to a single @igricent point, and the number
of domestic film produced in a year had been camtirsly shrinking from over 200

films in the 1970s to about 43 films in 1998, its lowesint®

! Korean cinema refers to “South Korean cinema” trmut this project.
8 All raw data related to the Korean film industry denfound at the Korean
Film Council (KOFIC) websitehttp://www.koreanfilm.or.kr
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The crisis of Korean cinema, however, was not wetivkn outside Korea.
Although the history of Korean cinema dates back&1910s, Korean cinema
was virtually non-existent in the international scenél the late nineties. Film
historian Robert Sklar published a nearly 600-page-tooidd film history book,
Film: An International History of the Medium 1993. In this massive book, he
mentions the word “Korea” only a couple of times: whe discusses a Japanese
film Death By HangingNagisa Oshima, 1968) which is about a man who was born
in Japan to Korean parenidje Manchurian Candidat@ohn Frankenheimer,
1962) which has the Korean War as its backdrop astzeR Altman’sMash(1970)
which is supposedly set in the Korean War, though bhguitous conical hats
suggest otherwise. (The conical hat, which is the wonage of Vietnam, cannot
be found in Korea.) Film Scholar Geoffrey Nowell-8mcompiled a massive
volume of film history book called@he Oxford History of World Cinema 1999. It
has almost 1,000 pages with two columns on each pagee &he sections on
American Cinema, European Cinemas, and cinemas obfrés¢ world, which
includes small chapters on Indian cinema, Chinesenta) Hong Kong cinema,
Taiwanese cinema, Japanese cinema, Australian cireerdd,atin American

cinema, as well as lesser known national cinemels aa Indonesian cinema,

9 A kino-dramalirijok Gutu (Royal Revenge) (Kim Dosan, 1919) is known
as the first Korean film and/olhaui Maengsé@romise under the Moon) (Yun
Baeknam, 1923) is known as the first Korean fedfilme although these claims are
still contested. See Chapter 2 of Eungjun Min, Jins@akahd Han Ju Kwak,
Korean Film: History, Resistance, and Democratiadmation(Westport, Conn.:
Praeger, 2003).
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Turkish cinema, Arab cinema, cinemas of sub-sahafaoa, and Iranian cinema.
However, it failed to mention anything about Korearema.

This chapter gives a brief history of Korean cinesiidn an emphasis on its
recent success. Since the Korean War, governmeigigmhave been the most
important factor of Korean cinema and the Koream fihdustry. Since the early
nineties, Korean film industry has undergone tremeadbanges. New production
and distribution systems were introduced, and ticba@ges have also invited a new
generation of filmmakers and producers. The RenatgsahKorean cinema started
with them. The current success of Korean cinema imokorea and abroad is
discussed in detail.

The next part deals with director Kim Ki-duk and phis in the context of
Korean cinema. While Kim Ki-duk is one of the bestium Korean directors
outside of Korea, his position in the Korean film higtoan be best described as an
“outsider.” Kim does not share his political view aambthetics with any present or
past Korean director. He also makes his films mastkgide of Chungmuro
(Korean equivalent of Hollywood). The final partadie with the reception of Kim

Ki-duk in Korea and abroad.

2. A Brief History of Korean Cinema
A large part of early Korean Cinema history remainknown, even to
Korean film historians. Under the Japanese occup&ti®hO — 1945), flmmaking
was tightly controlled by the Japanese colonial govemtirKorean filmmakers

were forced to use Japanese instead of Korean, ang fitimmakers had to work
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under pseudonym, or without credit. Thus, writtecards are both rare and often in
dispute. Most of all, other than two recently folardl restored filmsTurning Point
of the Youngster@hn Jong-hwa, 1934) arfsiweet DreanfYang Joo-nam, 1936),
no pre-1945 film has survived in its entirety. A dubwild-up of the film industry
after the Liberation was also crushed by the Koh&m (1950 — 1953). Only five
films have survived from the devastating war.

After the cease-fire in 1953, then South Korean prasjdeghee Syngman,
attempted to revive the film industry by giving cinerag éxemption and by
channeling foreign aids into the film industry. Theuk came quickly, as the South
Korean film industry enjoyed a boom period, knowmras Golden Age of Korean
Cinema during the late fifties and the early sixtiesvas a time when the
government controlled the number of foreign film impdthis protectionist
mechanism continued until 1985) and the television setstith a luxury item for
average citizen, though television broadcasting stamt&buth Korea in 1956.
Without any strong competition from foreign filmsather media, and with the
influx of young talented people into the film industigrean cinema became the
most important entertainment medium for the generalipubhe number of
domestic productions in a year jumped from the singjé th over one hundred,
and there was an even bigger jump in audience numBarscularly during the
brief period from 1960 to 1961, between the collagfisthe Rhee government after
the student revolution known as April Revolution anel mhilitary coup led by
general Park Jung-hee which toppled the newly elegdedrnment, the Korean

film industry enjoyed what Korean film historiansaftrefer to as “the freest
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moment” (Min, Joo and Kwak 47), a rare combination afimal governmental
regulations and massive creative energy from yourertlirs. However, Park’s
regime wasted no time in starting to control the fildustry. The Motion Picture
Law of 1962 required all film companies to registethathe Ministry of Culture

and Information, setting up rigid requirements fagisération including:

Studio space of more than 791 square yards, sounddieg capabilities,
film laboratory facilities, a lighting system of moreath60kw of power,
more than three 35 mm cameras, two full-time excklg employed film
directors, and more than two exclusively employedracand actresses.
Registered companies were required to produce amamiof 15 films each

per year. (47)

While some companies survived by merging, most smatipamies could not meet
these requirements and simply disappeared. Thisod®icture Law not only
restructured the entire film industry but also deti@eed the quality of Korean films
for decades to come. First of all, the registratiguirement made independent
filmmaking impossible. Secondly, the registration requeat entailed, for the
registered film companies, a complete cooperation gatrernment ideology and
policies, since the government could simply revokeréggstration of any film
company. Socially and politically conscious subjexdald not pass the initial
scenario check up, and violence and sexuality Wseedf-limits (48). Under strict

censorship, creative minds were stifled, and the Gofdgnquickly turned into the
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Dark Age. The Law was supposed to protect and fostezdocinema by allowing
only qualified film companies to produce films anddiying them the right to
import foreign films as a reward. However, ratherrtHacilitating domestic film
production, this policy resulted in producing a largenber of cheaply and hastily
made domestic films, because the imported filmseviar more profitable than the
domestic ones. Since the policy was intended to eageuilm companies to make
high quality films, they were officially called “qua} films,” but most Koreans

derided them as “quota-quickies.”

Figure 1: The number of films produced and importedi7(1-2004)
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As [figure 1] shows, while the number of foreign filmports remained low until
1985 due to the import restriction, the number of lkar&lm productions was also
declining throughout the seventies. The Motion Pictiaw forced the film

industry to structure itself around the high-proditdign films and the cheaply made
and unprofitable domestic films. In the seventiessoeship got even harsher;
filmmakers simply lost their creativity and manytbém left the film industry for
good. The most damaging result was that domestic awelidast their faith in
Korean cinema. For many, a Korean film equaled &rior film. The free fall of
Korean cinema was evident in the dramatic dip of thabmar of total admissions

from the early seventies to the early eighties.

Figure 2: Total Admissions (1961 - 2004)
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In the sixties, the amount of domestic production in@edsecause film companies
had to meet the government requirements, as did i e&uof total admissions.
However from the early seventies, admission numbargeskt to decline, showing a
lack of interest from Korean audiences in domedgiiest. Considering the high
popularity of Hollywood cinema, the decline of Koneeinema was even greater
than what [figure 2] shows.

Conceding to the US demand in 1985, a new Motion Pittavewas
introduced, which severed the tie between produamhimport and abolished the
import quota. In 1987, faced with the pressure fronshifegton and Hollywood,
the Korean government revised the same law to dibe@ign companies to produce
and distribute films directly in South Korea rathiean working through local
partners. As [figure 1] shows, the number of importaddiskyrocketed from 1986,
while the domestic film production was stagnant. AlthotlghKorean film
industry could retain a “screen quota systéfimiany felt that the policy change
was the final blow to Korean cinema: no proven domesigience, no export to
foreign countries, no accumulated capital to weatthehard times, no

governmental subsidy, no answer to Hollywood filmd ather foreign films.

10 Screen quota system restricts not the number of itmpdrforeign films but
the number of days each theatre must show Koréas fn a given year. Since its
introduction in 1967, screen quota system has undeng@amg changes. In 1985,
the number of days which South Korean theatres muost glorean films was 146
days, but reduced to 106 days in 1996. Currently 13 days.
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While film producers, filmmakers, and actors stagatemonstration against
the new Motion Picture Law for their survival, manyufoKoreans became
politicized and started to see the demands from Wggimmnand Hollywood as clear
signs of cultural imperialism. Hollywood cinema sesinfor many South Koreans,
to be like the titlé=atal Attraction(Adrian Lyne, 1987), the first foreign film
distributed directly by foreign company. WhEatal Attractionwas shown on two
theatres on the outskirt of Seoul in 1988, flmmakeid protesters picketed
everyday in front of the theatres. Although theseédieiats politicized people in the
film industry and, to some degree, the general publierybody knew that the
Korean film industry was in a dire crisis. When thretfcivilian government was
established in 1993, the Korean film industry hit rbcktom. Korean film’s
domestic market share fell to 10% for the first tinmes the Korean War, and the
number of films produced that year was also the s@ws@ce the Korean War.
Although the democratic government loosened cengmrie Korean film industry
seemed to have passed the critical point for recdeery ago. Domestic audiences,
while sympathetic to the struggle of Korean film indysseemed to have lost any
interest in Korean cinema even before that.

The revisions of the Motion Picture Law in the eightstook up the entire
film industry. The stable production system underuthwrella of government
protection that was enjoyed by a handful of oligopmiptoduction companies was
gone. They had to enter the open market and compgtdiwllywood films.

However this new environment was also a new oppdstdor some as a new
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generation of filmmakers and new kinds of capitaftethto flow into the film
industry.

Except for the Golden Age cinemas which boasted déesgenres and
experimentation with new approaches to the film medithe main genre of
Korean cinema was melodrama. It was not only a comially safe genre, but also
was the only genre which filmmakers could work witithout worrying too much
about censorship. As the melodrama genre film oftes,Ha®me of these films
touched on various social problems without makiregithioo obvious to draw
censorship. However, new filmmakers who entereditimeindustry in the mid-
eighties (most notably Park Kwang-soo and Jang Surj)-staded to address social
issues more directly. They were the film buff generatind developed their
interest in film through college cine clubs which semema as a medium of change,
influenced by theories and practices of Third Worldeina. They started as
independent/underground filmmakers and eventuallgredtthe main stream
known as “Chungmuro,” the Korean equivalent of “Hollyadg’ Often dubbed the
“Korean New Wave” or “New Korean Realism,” they motly addressed social
issues as a part of the massive political and so@akment of the eighties, but
also tried to find new aesthetics to express thosessdVhile “Korean New Wave”
showed a possibility to revive Korean cinema and dmxta toauteurismin Korea,
the current success of Korean cinema started onlythe influx of new capital and

with the advent of the Korean blockbuster.

1 See Thomas Elsaesser, “Tales of sound and furyeredtsons on the family
melodrama.” Barry Keith Grant, Film Genre Readef it ed. (Austin: University
of Texas Press, 1995).
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From the mid eighties to the mid nineties, many naditional ways of
funding for film production, such as “open public @stment” and “venture capital,”
started to appear. However, the main financial inftuklm industry came from big
Korean conglomerates. Particularly, electronics cangsasuch as Samsung and
Daewoo gave the Korean film industry a temporarydiipport. As VCR and
videotape makers, they needed cheap contents tddéeN/CR sales. While they
usually financed small budget films, they occasionsllgported bigger projects.
When the Asian Financial Crisis (known as the IMiSis) hit South Korea in 1997,
most of the companies pulled out their investments fitoarfilm industry.

However, the last project financed by Samsung l&isang impression on the film

industry.

3. Resurrection of Korean Cinema

In 1999, South Korean news headlined with the titime small fish called
‘Shiri” sunk the Titanic.” AfterTitanic made new box office records in the United
States and elsewhere, the South Korean blockb8kidar(Kang Jae-Kyu, 1999)
outperformed the successTtanicin South Korea, by breaking the box office
recordsTitanic had made. A3itanic captured the imagination of the general public
who rarely visited movie theatres in the &jri became a cultural phenomenon
which attracted Korean people who rarely went tatres. In the time when the
pain of the Asian Financial Crisis was still vividdawhen the South Korean film
industry was hit particularly hard, the financiatsess ofShiri rescued the Korean

film industry from its financial hemorrhage.
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Shiriis for all accounts an average action melodramadstva North
Korean female spy/sniper and a South Korean spagéit. In spite of public
enthusiasm about the film, the critical reviews evietkewarm. lis perhaps better
than most other Korean films of that time in term@dduction values. For an
action-melodrama genre film, however, Korean audiemaye seen many better
ones (or at least film critics have thought Soflowever, what every South Korean
viewer immediately realized, but critical revieweadéd to understand, was that
there is somethingncannyin Shiri. For the first time, South Korean viewers could
see North Korean characters on a big screen nataamsriie bastards,” but as
human beings who suffer from the burden of ideologst like many South
Koreans do. The simple realization that North Koresesalso all human beings
came as a surprise to many South Koreans, as ifftheyl something hitherto
unknown for the first time. Althoug8hiri proved the possibility to make a
commercially successful film, the meaning of the ggssowvas not immediately clear
to the film industry. It thought that the action-padkHollywood style thriller was
the answer to the Hollywood blockbusters, and thudyred several big budget
action films which eventually failed at the box offidt did not realize theBhiri
had something that only a Korean film could offerother wordsShiri appealed to
the collective memories, history, and national idexg of Korean people, which

Hollywood films could not offer. Recent top box offitens prove this:

12 J. Hoberman oYillage Voicewrote, “the script was reportedly rewritten a
dozen times... either 11 times too many or else too f&nlage Voice, Feb 6-12,
2002).
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Table 1: Top-grossing films in the South Korean bo>ceffi

1999 | Shiri (Korea)
2000 | JSA: Joint Security Are@orea)
Friends(Korea) My Sassy Gir(Korea) Kick the Moon(Korea) My
200t wife is Gangste(Korea) Hello Dalma(Korea),Shrek(US)
2002 | Lord of the Rings: Two Towe(sS)
2003 | Memories of Murde(Korea)
2004 | Tae Guk-gi: Brotherhoo(Korea) Silmido(Korea)
2005 | Welcome to Dongmakg(Korea)
2006 | Host(Korea) King and the ClowiiKorea)

Since 1999, except fdrord of the Rings: Two Towens 2002, Korean films have

topped the box office every year. In 2001, the top films were all Korean films

andShrekwas the distant sixth. Among these top grossing filais;i, JSA, Tae

Guk-gi: Brotherhood, SilmidandWelcome to Dongmakgate all North Korea

related films, whether they are about the Korean \thar cold war or re-unification.
FriendsandMemories of Murdeappeal to the collective but painful memories of

the early eightieXing and the Clownset in the early 1Bcentury, revisits a tragic

story of Yi dynasty. In other words, Korean cineh@s succeeded in attracting

domestic audiences by recounting their memories,rexpees and stories. It might

seem that there is nothing remarkable that Korean tidth&orean stories to
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Korean audiences. However this simple realizationpvasisely the key to success
of Korean cinema. It allowed the Korean film indusimybuild its success on the
domestic market, rather than on a couple of direaoim a particular genre or on a
particular film movement. In other words, unlike otnetional cinemas which have
enjoyed considerable success for some time, Kore@ma did not confine itself
within a particular genre or a style. Korean cinesxiverse.

For example, Japanese postwar cinema and Chinesegé€ifération films
attracted international audiences with their exotstawme dramas. Hong Kong
films did that with its knack in martial arts films andp movies. Iran has become a
cinematic hotbed with its innocent, pollution frélens with subtle political
messages. Taiwanese films did it with an artistic ftaared became art house
favorites for some time. However, these film traditiansl movements were short-
lived, particularly because their success was nadapon their own domestic
market. Film history has proven that any film mowsnwithout support from the
domestic audience is fleeting. Particularly when ¢hmevements were the only
viable forces in their respective countries, thererftim industry went down when
they started to lose their glamour.

Unlike other national cinemas, current Korean cineméd any unifying
characteristic. Rather Korean cinema offers alleBtior Im Kwon-taek, a father
figure of Korean cinema who finished his 100th filmatlgear, still makes costume
dramas; young director Yu Seong-wan, who idolizes &aCkian, makes matrtial
arts films; female director Lee Jung-hyang was a lsugeess witiThe Way Home

(2002), which is reminiscent of Abbas Kiarostamirah. Hong Sang-su, whose
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films are often compared with Taiwanese filmmakeraddnsien Hou, makes even
drier films than Hou does.

Korean film industry also offers a truly full rangéfilmmaking, not only in
terms of diverse genres but also in terms of diverseesiofifilmmaking such as
documentary, animation, experimental film and commaéfdm. Hong Kong is
notorious for its lack of non-commerical filmmakinghte Taiwan does not have
viable commercial filmmakings. Thus, Chris Berry sdflorean cinema a “Full
service cinema” (Berry). He implies that the Kordiém industry and film culture
are highly diversified. Korean cinema includes maaam feature films, an active
documentary movement, art cinema, animation, filstifals, an archive with an
active screening program, many film schools, andsib f It is not coincidence that
the countries which have highly successful film iswlies, such as the US and
France, also have this full service cinema model.

The recent success of Korean cinema domesticatlyiraarnationally is
quite impressive. The domestic market share of Kofi#as has reached almost
60%, which makes the Korean film industry one & ¢imly three countries (the
others being U.S. and India) in the world that domimagown market. What is
more impressive is that Korea has become the onigmat film history to have

taken back its audience after it had once lost tteefareign films.
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Figure 3: Korean Film Market Share in Korea
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These numbers are quite remarkable, if they arepaoead to other major film

industries.

Table 2: Market Share of National Films in Major Film Couesr (%).

Country | 1999 2000 2001 2002 2003 a“r:/ é’rea‘zre
India* n.a. n.a. n.a. n.a. n.a. 95.00
u.s. 93.4 95.7 94.3 96.3 95.1|  94.96
Korea 39.7 35.1 50.1 48.3 53.5|  45.34
France 32.4 28.9 41.4 35.1 35 34.56
Japan 31.6 31.8 39.0 27.1 340 3276
Italy 24.1 17.5 19.4 22.2 21.8|  21.00
Germany 14.4 12.5 18.4 11.9 17.5|  14.86
Spain 14.4 10.0 17.9 13.7 15.8|  14.34
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England 16.5 19.6 4.9 8.3 10.2 11.90

Australia 3.0 7.9 7.8 4.9 3.5 5.42

* The market share of Indian films in India is esdted.
The success of Korean cinema goes beyond the domesstiket. While

Korean film export was virtually non-existent justi@cade ago, the dollar amount
of the Korean film export has almost doubled evemryence 2000, though Korean
film export is most visible in Asian countries. Thehatic increase of Korean film
export to Asian countries coincides with the growinifuience ofhallyu (often
translated into “Korean wave” or “Korean Fever”)Asia. Hallyu refers to the
phenomena that people in Asia (notably Japan, Chioag Kong, Taiwan and
Vietnam) avidly enjoy and consume Korean pop cultnobuding music, television
dramas, fashion and cinema since the late ninetiésodgh Korean cinema joined
the forces oHallyu after the success of other pop cultures, it quicklpeggi
momentum causing importing countries to feel that thevorg popularity of
Korean cinema was a threat to their own film indestri

A couple of years ago, the leading English Newspap#gfiet Nam,Viet
Nam Newslamented that many film theatre owners refuseshtow the Viethamese
film Song Trong So H4Living in Fear) which had received the best directod
best movie awards from the Viet Nam Cinematography éiason. According to

the Newspaper,

Galaxy [theatre] was the only moviehouse willing ¢oegnLiving in Fear.

But after only one day of screening, Galaxy’s cinenemagement board
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decided to withdraw the film’s slot to more commetgiglopular

Hollywood and South Korean movies. (Thu)

Although the report came from Hanoi, not from New YorkParis, it is still
remarkable to see another Asian country puts Kofiéas next to Hollywood

films, because the same complaint was common in SoutBakanewspapers just a
decade ago.

Because the breathtaking transformation of the Kore@sana from near
extinction to an unprecedented success is still @udeg, it is difficult to have a
clear picture of the whole landscape. It is custont@amjivide contemporary Korean
cinema into three categories: producer-centered ‘qgekinema,” Korean
blockbusters and director-centermateurcinema (B. Kim 8)* However, the line
between blockbuster films and art films is far leksar than that of other countries.
For example, many top-grossing blockbusters suclsaswWelcome to
DongmakgolndKing and the Clownvere at first produced and financed as
independent art films, but later were expanded tartbkiiple theatres and became
blockbusters. Recent blockbuster fibaWar (Shim Hyung-rae, 2007), which was
the Korean top box office hit in 2007 and opened onentisan 2000 screens in the

US, was initially financed through independent investér a sense, Korean cinema

13 “Package Cinema” started with remaking of productioth distribution
system in the late eighties. New production compantash lacked both stable
investments and distribution channels made a packajewté investors and
distributors with detailed plans including synopsmarket research, star system,
director, promotion plan and sponsorship. These filatame highly market-
oriented and commercial films, though a package somestincluded blockbuster
films and/or art films.

36



has succeeded in combining commercial appeal arddiaquality, which might
explain the strength of Korean cinema.

The aesthetic topography of Korean cinema is mutkian the industrial
map. Since the late eighties, a great variety of aedvtalented directors have
entered the film industry. Unlike pre-1980 directatso were trained in the
Chungmuraoguild system, these new directors were mostly filrffd(most notably
The Korean New Wave directors) or film school graduétesst post-1996
directors). While The Korean New Wave directors waained towards realism,
later generations preferred hybrid genre films witiit own distinctive style to the

traditional genre films. Kim Ki-duk debuted in 1996 beénehese two generations.

4. Kim Ki-duk in the context of contemporary Korean Cinema.

The year that Kim Ki-duk debuted wirocodilewas an uncertain time in
Korean film history. While the film industry was raadj, it also started to see new
talents and capitals coming into the film industryng&ang-soo, who graduated
from the US film school, made his first filirthe Day A Pig Fell into the Well
(1996), which immediately received rave praises atdvand abroad. Another
celebrated director Lee Chang-dong, then alreadyweed novelist, released his
first film Green Fish(1997)soon after. Although the real transformation of the
entire film industry had to wait a couple more yeaamsil the release dbhiri (1999),
these new directors and Korean New Wave directors,wdre re-inventing
themselves, were the main forces of Korean cinemdflzeir influences can be

easily found in many young directors working in Koteday.
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However, wherCrocodilewas released in 1996, nobody paid much attention
to it. Director Kim had no previous experience imimaking at any level, had no
formal education in filmmaking (nor any higher eduecajias many his
contemporaries did, and had no visible tie with the fildustry. The film itself was
considered a crude and poorly made independent¥ilere it not for the steady
invitations from the international film festivals, Kioould not have made another
film after that and his name could have been e&sihed in the statistics.

It is not easy to situate Kim Ki-duk within the dission of contemporary
Korean cinema. Using Kim Ki-duk’s film as a proofdifersity of current Korean
cinema is one thing, but putting Kim in the context @fitemporary Korean cinema
is another. First of all, Kim Ki-duk’s films are é&rent from other Korean films in
terms of their lack of domestic appeal. While the entisuccess of Korean cinema
is primarily buttressed by its success at the dambsix office, Kim’s films rarely
break even at the domestic box office. Rather thierriag to actual historical
events and times in Korean history, as other comiaérsuccessful films do, his
film gives few clues to the actual time and space. Kianages to alienate domestic
audiences enough so that they feel his films area@xXétarthermore Kim is not
afraid to go abroad to shoot, as he did with his seéitmdWild Animals(1996).

He also uses non-Korean actors for major roles asldress Unknow(2001) and
in Breath(2007).

In the eighties, Korean New Wave directors started itareer with a strong
sense of the social responsibility of cinema unberttarsh political oppression of

that time. Although it was never a unifying movemehey started to make socially
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conscious films by injecting issues of social injusti€he progressive political
ideas have been shared by many contemporaries ahld the eighties and the
nineties. However, Kim does not fit in this framewacekher. At first glance his
political view seems to point to the opposite directgingce his films try to steer
away from the social/political structures and isseesn when they are the obvious
themes of his film.Address Unknowset in a small town near a US military base
has been analyzed many times unsuccessfully fromdhe of view of
postcolonialism.) While Kim usually has working classi@tters, they never break
out of their socio-economic positions. While contenapp Korean cinema in
general pursues both artistic quality and commegapaleal, Kim continues to
prefer a low-budget independent film to the high praiducvalue. Thus, his film is
often too crude to be artistic and too violent to beemrcially successful. No one
in Korean film history has made a film similar tonkKs. Thus, Kim is a complete
outsider of Korean cinema from every angle whether politics, aesthetics or a
production system. Kim’s film is a nuisance, a vexpognt which disrupts any neat
explanation of contemporary Korean cinema. Several $oakcontemporary
Korean cinema have been published in recent yewever most of them mention
Kim only in passing or ignore him completely.

The first Korean cinema history bodkorean Film: History, Resistance,
and Democratic Imaginatio(Min, Joo and Kwak, 2003), never mentions Kim Ki-
duk and his films. Kyung Hyun Kim'’s fine work on demporary cinemalhe
Remasculinization of Korean Ciner(004), leaves Kim Ki-duk untouched, though

Kim’s characters seem to fit well into the overakkine of the book: “South Korean
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cinema renegotiated its traumatic modern historyagsathat reaffirm masculinity
and the relations of dominance” (K. H. Kim9)A recent publicationlNew Korean
Cinema(Shin, 2005), analyzes a dozen contemporary Koréaus fiut Kim’s film

is not one of them. While most agrees that Direction Ki-duk is one of the most
important directors currently working in South Korba,is an outsider of Korean
cinema. He does not belong to the current productistnildution system, nor share
aesthetics with other past or present Korean directbis not an exaggeration
when New York Post film critic V.A. Musetto writes a review ofTime(2006), “I
do know that Kim in more popular in New York than im8k” Thus, when Kim is
discussed as a Korean director in Korea, it is usualtize context of international

film festivals.

5. Thereceptions of Kim Ki-duk
While Kim’s films have been met with polemical retiep at home, they

have enjoyed considerable success on the internafibndestival and art house
circuit. Although a serious study on director Kim Ki-duk hastgebe written, it is
not difficult to find favorable reviews of his film@among Western film critics. For
example, Roger Ebert dthe Chicago Sun-Timdisids poetic quality infhe Isle
that mixes with a somber warning of brutality (Ebear)d Stephen Holden dhe
New York Timewrites, “The Isle.. is a movie of extremes, and that goes for its

aesthetics. As gory as the scenes of torture anamaelfation may be, they are

1 Kyung Hyun Kim explains that the omission of Kim Kitdis simply
because the design of the book was defined too eanhckude Kim in depth.
However Kyung Hyun Kim has a chapter on Hong Sang-sudébuted the same
year with Kim Ki-duk.
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pitted against shimmering cinematography that lendsetteng the ethereal beauty
of an Asian landscaping painting” (Holden).

However, the only lengthy article about Kim Ki-dwkEnglish is less
celebratory. “Sexual Terrorism: The Strange Caseiof Ki-duk,” written by Tony
Rayns in the November-December, 2004 issuélaf Commentis an unforgiving
assault on Kim’s films, his success, and himself. Ttiela was a surprise to many
because it appeared in a special issuélof Commenthat was devoted to the
recent success of South Korean Cinema in conjunctitintive New York Korean
Film Festival held at Lincoln Center in 2004. Additilgyathe article was written
by Tony Rayns, a well-known Asian film expert andnffestival organizer, who
was responsible for introducing Kim’s unknown films te thternational film
festivals’ In the article, Rayns claims “all of Kim’s moviesatirectly and
indirectly autobiographical,” and, “to the best of kmpwledge, Kim himself
doesn’t beat up women or force them into prostitutiun,these protagonists are all
in some sense surrogates for the director” (RaynsAf@r a brief remark on the
similarities between Fassbinder and Kim, Rayns attdkjm is a Korean
Fassbinder, he’s a Fassbinder without the questiontegigence, without the
cinephile knowledge of his own antecedents, and wittteukind of self-awareness
that allows personal trauma to be turned into viablendifg51). Rayns blames
Western film critics for the undeserving internatibsaccess of Kim, stating: “It's

as if they’re so hung up on the ‘otherness’ of Giaénultures that their bullshit

15 Kim Ki-duk’s first film Crocodilewas invited to the Vancouver
International Film Festival in 1996 and Tony Rayns was of the programmers of
the festival.
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detectors stop working” (52). Rayns’ rather harsh cemisiare oftentimes
problematic themselves. For example, his referenceient@lism is puzzling, since
none of Kim’s films rely on anything remotely resdmg “oriental” culture, except
Spring, Summer, Fall, Winter... and Spring.

The comparison between Fassbinder and Ki-duk iskels@boozling. As is
well-known among well-versed Korean film connoisselis) is a junior-high
dropout, who spent most of his teens and early adudto various factories, and
served a prolonged term in the Marines. On the othed hFassbinder spent most
of his childhood in movie theatres and cultivated hisstc taste and knowledge as
a member of Munich’s Action-Theatre, later knownAsii-Theater (antiteatgr
(Rayns, as the author Bassbinder(1980), fully knows of these biographical
facts.) It might therefore be true that Kim is incadpatf articulating his cinematic
vision with a vast knowledge of film theories and fifistory. However, it is unfair
to compare Kim to Fassbinder in terms of their “cimégpknowledge,” wherKim
claims his first movie going experience was watchihg Lovers On the Bridge
(Leos Carax, 1991) in his thirties in France.

As Deleuze reiterates in many places, directorsnhiweages just as

philosophers invent concepts (Deleuze Cinema 1:Mbteement-lmage), and

inventing images is neither less important nor le8gdlt than inventing concepts

(Deleuze Negotiations, 1972-199@5). If Kim can invent images tantamount to

those of Fassbinder without the knowledge and theryisif cinema or the

intellectual questioning, then Rayns’ claim in falevates Kim to the romantic
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ideal of a genius® One might argue that because Kim has been less exfmsed
cinema, he could look through the camera with lesiéficourdening him.

Nevertheless, the loudest outcry against Kim’s fias be heard from
feminist film critics in Korea. Unlike Rayns’ claimKorean feminist film critics’
displeasure with Kim has more substance. Kim’s ftkin certainly be condemned
for its graphical and thematically degrading portrayatithe female gender. In most
of his films, female characters are prostitutes inwag or another and victims of
abuse, violence, rape, and humiliation. Kim seentsetéascinated by the rape-is-
so-romantic fantasy and the misogynistic virgin-whdichotomy. Each time his
film comes to a theatre, Korean feminist film criticsice their opinions. One such
critic, Sim Young-sup, who is also a practicing psgtfist, comments in a Korean
weekly film magazind-ilm 2.0, after watchingrhe Isle “The male desire ofhe
Isleresembles the revenge-impulse of a severe psychokest Mdm not so sure is
that whether it is the impulse of the character erdimector” (Sim). Another well-
known militant feminist film critic Ju Yu-sin writeis a review forBad Guy(2001),
in the leading South Korean newspapeng-A Ilbo(Dong-A daily): “This kind of
film is a threat to women. If anybody approves thisifibr any reason, it is an
insult to all women” (Ju).

Although | share their concern about the degrading ayats of women, |

also worry that the moralistic judgment of image mifgineclose any further

16 The essential characteristic of genius for Kantigioality. According to
Kant, originality has two aspects. One is non imveaproduction and the other is
discovering what cannot be taught or learned. See hmagl&ant and James Creed
Meredith, The Critigue of Judgeme@xford: Clarendon Press, 1952). 846-49.
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discussion. | am not suggesting that 1970s feminist ¢tliticism, which concerns
the negative and positive depictions of women in fismaow irrelevant. The
practices exemplified by Molly HaskelF{fom Reverence to Rafd®74) and
Marjorie RosenRopcorn Venus: Women, Movies, and the American DE33)
are still resonant in the discussions of gender, etbajcity and sexuality.
However, it is not clear to me what it means simpliabel a film as misogynistic,
particularly when the misogynistic images and staee so evident. If misogyny is
laid bare, what is the point of uncovering it? It i§icult to believe that the
misogynistic images of Kim’s films produce a misoggtiu audience or that an
audience blindly accepts and approves any maligeuasier politics that Kim’s
films might suggest. In fact, the misogynistic images stories are so blatant that
it is difficult for anyone to take them for grantedthout being appalled by them.
One might argue that feminist film criticism make&es# the category of gender
and gender hierarchy which could be hidden in the ti#rt. Kim’s films might
have a more sinister structural imbalance of gerftiar the simple misogynistic
images. However, as Steven Shaviro suggests, behgdrtiument lies an
assumption that we can free ourselves from ideologlyappression by identifying
and theorizing our entrapment within them (Shavitd. In other words, the more
people subsume events under transcendental condstichsas gender hierarchy,
the more they end up reinforcing and amplifying thoseditions. Shaviro thus
writes that “Mulvey’s analyses of fetishism and gophilia in mainstream

Hollywood cinema end up constructing an Oedipal llghparadigm of vision that
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is much more totalizing and monolithic than anythingftlmes she discusses are
themselves able to articulate” (12).

It might sound reasonable to assume that we aredqgllypped in advance to
gauge and to determine which images constitute misodgyowever, this process
of recognition, which is based upon what Deleuze nmighit‘common sense” and
“good sense,” reinstitutes the reified category efgender binary, which feminism
presumably intends to overcome. Moreover, the rigid segietween men and
women cannot be undone by the same binary machinghwdentifies men and
women in rigid terms. While many Korean feminisifitritics have pointed out the
negative representations of woman such as femalesubsce, passivity, and
masochism from the viewpoint of female identity Jéithas been said about the
equally degrading portrayals of males in Kim’s filnhs fact, Kim’s male characters
fare far worse than their female counterparts. Kaa ho intention to glorify
misogynistic male behavior or to provide any groumgustify them. For example,
Bad Guycould be a simple melodrama if the film had endeith Wie prostitute and
the thug being separated and the thug’s punishmengalthskim lets the pimp
continue to profit from her sexual labor and effedinaoses off any possibility of
atonement or salvation. The pimp starts as a villathramains as one.

| do not mean to imply that the negative representadsfaovomen can be
somehow compensated by the equally negative représentd men. Instead of
grounding the female subject by opposing her to the swddgect, | suggest,
following Deleuze, that we look at the molecular movetwemch constitutes

subjectivity that is mobile and active, and which tdvajes the binary of gender
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itself.” Refusing women’s subjectivity to function as a groubdleuze suggests
micropolitics or the molecular line, which analyzesrmsubtle and flexible flows
and “escapes the binary organizations, the resoregpuaratus, and the overcoding

machine” (Deleuze and Guattari A Thousand Plateausitéiam and

Schizophreni&16). Deleuze and Guattari insist that both medwomen must
become-woman in order to deterritorialize the binagaaization of sexuality
(276).

Kim’s films can be read more productively in ternisrmlecular becomings.
In fact, Kim’s films make it difficult for an audiee to bring already codified
gender binarism. As | mentioned earlier, one ofrtitst noticeable characteristics
of Kim’s film is the muteness of main characters.tieatarly in The Isle Bad Guy

3-lron, andThe Bowthe main character of each film does not have gesin

17 The simple way to understand the molar/molecularipdo think it as

Physics does; “molar” usually refers a body of mrats a whole and “molecular” as
a simple or elementary structure pertaining to mok;udlthough Deleuze and
Guattari insist that size does not matter in molar/maéaistinction. A clear cut
definition of molar/molecular is nowhere found inith&ritings; but Deleuze and
Guattari tend to use molar in terms of the productibthe same (being), while
molecular is often associated with the disruptiothef production-of-the-same
(becoming). Also, “molar” often refers to a coded wehatile “molecular” often
calls forth a series of other concepts such as hagcsimgularity, and event. IA
Thousand Plateayshey do point out that “May 1968 event” in Francasva
molecular mass event, because despite social “sldssadarity)” crystallize
“masses (molecularity)” masses are constantly fhgwor leaking from classes.
Thus, the event of May 1968 is an eruption of pureiality from which something
new were created; that is why politician, the parttee unions, and even many
leftists, who mostly had concerned molar lines sigtckass,” could not anticipate
its development. Gilles Deleuze and Félix Guattarihousand Plateaus:
Capitalism and Schizophreni®linneapolis: University of Minnesota Press, 1987)
213.
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speaking liné? These silent faces refuse to accept the social sdgtiters and they
engage with each other without the already codifiethatorized language. When
they do speak, their languagitters™® The male character Bad Guyfirst appears
with his throat marked with the long lash of a saat aever speaks until almost the
end of the film. When he finally speaks, we heahrge&ing sound, a kind of
primitive, stuttering language. Language literatytters According to Deleuze,
“stuttering” foregrounds the minority status of languabef is, the becoming-
minor of language itself. In a world devoid of meanilagguage remains a surplus.
By refusing to take a part in major language, Kim’srahters engage in a
molecular relationship in which the rigid molar binariss deterritorialized.

The stuttering signs and images create lines of rupituleescape. Devoid of
easily recognizable identity, whether it is familisbcial, gender or class, Kim’s
characters collide with each other and frequengigdme violent. Thus, their
relationship is not always clear to the audience,vamére often left without a clue
for apprehending their relationship. It seems to Ina what critics really find

unsettling about Kim’s films are not their politidgacorrectness but the molecular

18 In an informal interview between director Kim and wmieich was held in
Washington DC in 2004, he attributed the lack of dialdguds films to his
experience in France in the early nineties. Befasedlrectorial debut, he was an
aspiring painter drawing on the street of Paris. Hédcaot speak a single French
word but could make friends who were also non-Frespdakers, mostly immigrant
workers from Africa and the Middle East. He recaliledt he had felt strong
connection, even though verbal conversation had naot pessible.

19 According to Deleuze, “Stutter” is “an affective aindensive language”
which disturbs the language system. Stuttering doestadtwith words which are
embedded in the language system. It sets a languatgensiysmotion. Gilles
Deleuze, Essays Critical and CliniéMinneapolis: University of Minnesota Press,
1997) 107-9.
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becomings which escape our traditional theoreticalsgWhile film criticism
attempts to apply concepts already provided by teepKim'’s films destabilize
ready-made ideas.

In The Coast Guar@2002), for example, the main female character Migyun
loses her boyfriend while making love on the beadabse a coast guard
misconceives the boyfriend as a northern spy. Afaiching her lover brutally
blown to pieces by a hand grenade, she goes insate.hany coast guard troops
rape her one by one. When she turns out pregnantoibestkidnap her to perform
an abortion. After the operation, still bleeding frtime crotch, she submerges
herself in a fishtank, biting the head of live fisidaurning the water red. As is
often the case in Kim’s films, the woman’s body hees the object of sexual and
physical violence. It can be conveyed that thisnsther example of Kim’s
propensity to brutalize female bodies. Howevesrs frarticular fishtank scene
exceeds any semiotic or psychological interpretattter.action cannot be
explained by recourse to the psychic mechanisma, plor semiotic meshes of the
fishtank, water, blood, live-fish, or biting. Therenis narrative or psychological
logic to explain her action. Instead these images ihistentity, system, and order;
and thus threaten our complacency to the meaning.ri8eyee recognitions of who
she is and what happens to her, these images fotoghisk. They are what
Deleuze terms as signs, which are no longer objeatscofnition, but objects of a
fundamental encounter.

Thus, Kim’s images which are devoid of language cgeexperiential

dimension that is presubjective and prepresentdtiariach Deleuze associates
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with various terms such as event, sense, affectaensand becomings. To
criticize Kim’s films in terms of gender oppositiosito re-instate the molar gender
hierarchy into the molecular plane which belongs logéc of sense and event,
rather than of representation, signification, or megunin

Kyung Hyun Kim, the author dRemasculinization of Korean Cinemaoks
at the modern history of Korea as a series of traumkgpanese colonialism,
national division, the Korean War, the US presencdtaryldictatorship, rapid
Westernization, Asian Financial Crisis, and so foHk argues that the repressive
modern history of Korea is represented through riralemas which become the
central narrative and visual motif of contemporprean cinema. Informed by
Slavoj Zizek’s definition of “trauma” as “an impossildernel which resists
symbolization, totalization, symbolic integration” (K. Kim 4), Kyung Hyun Kim
reformulates the trauma as “lack.” Thus, Korean ciaeepresents “the desire for
psychic wholeness and the putative recovery froemtlale lack” (22). According to
him, while the female gender has been subject to marie severe social,
economic and political oppressions as well as patngrKorean cinema finds only
the psychologically and physically traumatized (tdeshasculinized) males and
their attempts for remasculinization. Kyung Hyun Kaoncludes that in
contemporary Korean cinema “gender roles have rezdaiemarkably consistent

such that the representation of the woman is stiljoabetween the mother and the
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whore, and the crisis is a male one — in which the mast resort to violence in
order to recover himself from trauma” (258).

At first glance, Kim Ki-duk’s male characters seembe an easy fit to
Kyung Hyun Kim’s paradigm. Most of Kim’s male charaws are marginalized and
disenfranchised, and cannot find a stable place atioekhip in main stream
society. Stripped from the possibility to re-enteristyg they rely on their corporeal
mastery at the expense of women’s misery. Howeliese characters are not such
molar subjects categorized by class, gender, natitwstory that Kyung Hyun Kim
suggests. They may occupy the lowest ladder of thedosociety, but their
interest is not in climbing up the ladder. They mayhgacontrol over the female
counterpart for a moment, but the remasculinizatiwaugh the establishment of
patriarchy is not in their agenda. They not only lthssr control immediately, but
also prefer to stay as a minority. To make Kyung iium’s thesis work, an
audience should sympathize with the male character .viewer should understand
the character’s trauma and feel bad about his sdritack.” However, as | have
said earlier, it is unlikely that an audience syrhpads with Kim’s male characters;
nobody feels sorry for their trauma and their lossoulinity.

Again, Kim Ki-duk is the consummate outsider of Koreareana. Even the

very credible gender paradigm cannot contain him. li§yidgun Kim bypasses him

20 While Kyung Hyun Kim’s book is the most engaging studykmrean
cinema to date, its heavy reliance on Lacanian psycalysis is often too reductive.
As | wrote elsewhere, “Kim... finds everywhere he gagshallus, a lack, a fetish.
When the theoretical framework only allows femdtles castrated position, it is
impossible to find a female outside the triad ott&r-mother-me.” Hyunjun Min,
"The Remasculinization of Korean Cinema (Book Revjewhe Journal of Asian
Studies63.4 (2004): 1157.
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and wonders why Korean cinema cannot have indepemaenstrong female
characters. If he has included director Kim Ki-dakhis inquiry, he might have
heard the voice from the outside, the voice which understhe

masculine/feminine dichotomy itself.
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Chapter Three: From Event to Affect in Crocodile

1. Introduction
Deleuze once confessed in an interview with RaymoeltbBr and Francois
Ewald, right after the publication dhe Fold: Leibniz and the Baroq£993):
“I've tried in all my books to discover the natureewents; it's a philosophical
concept, the only one capable of ousting the verlbétoand attributes” (Deleuze

Negotiations, 1972-199D41)%* Deleuze is not talking about “event” in terms of its

dictionary definition, as “something that happens”samething spectacular,” nor
in our everyday usages of it, such as “media eventpalitical event.” Instead,
Deleuze uses the notion of “event” to constitute hislogly by replacing any
primary appeal to “substances,” which have playedrdral role in western
metaphysics, as the fundamental reality qualifieghitedicates.

The first section of this chapter introduces the Deal@n notion of event and
its relationship with sense through the readinglod Logic of Sensé&ollowing the
Stoics, who distinguish between actual bodies and parerl effects, Deleuze
introduces event as a “surface effect” which dodserstper sebut rather subsists
on the surface of a thing or a state of affairs. Prilpnas an ontological term,
“event” criticizes the foundation of Western philosofiased upon substance and

essence. Deleuze simultaneously discusses “seaselirrguistic expression of

21 “Events” also have been a very contentious topiorajrmany contemporary

philosophers such as Jae-gwan Kim, Donald Davidson,dlawis, and W.V.O.
Quine. In the tradition of analytic philosophy, ithguestions are geared to the
conditions of event.
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event: the expressed of the propositida the event anchors substance and its
representation in Ontology, the sense makes our pitapwssuch as denotation,
manifestation, and signification possible. Although Dekdoes not associate the
event exclusively with any type of event, his usafjevent clearly signals “a
traumatic event” such as violence, wound, and dddth.eventonfrontsus
because its meaning cannot be given either subjexiject, either essence or
appearance.

The next section introduces Kim Ki-duk’s debut fi®nocodileand shows
how it challenges our habitual viewing experiencescaalils for a different
paradigm for analysis. Deleuzian idea of “the affactimage” is introduced to
meet the challenge. Spinoza’s distinction between “aftdtectu3” and “affection
(affection” helps us understand the logic of “the affection-g@awhich envelops
the affect. The affection-image is most evident irselop of face, but Deleuze also
suggests that the affection-image can be obtained bg@age-whatever freed from
spatio-temporal coordinates. The final section @rtscodileand the affection-
image side by side. I8rocodile characters are introduced without personal or
social backgrounds, and their actions often defy timer@ausality. The setting is
also obscured by eliminating all spatio-temporal dotates. Thus il€rocodile
violence and death are presented not for the nagrativo control the audience’s

emotional response but to become events.
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2. TheDeleuzian Event
The “event” appears in Deleuze’s writings as earlinddietzsche and

Philosophy(originally published in 1962) and is further develope®ifference
and Repetitior{originally published in 1968¥ However, it was ifThe Logic of
Sensdoriginally published in 1969), where the “event” bews one of the central
subjects of his inquiry. Nevertheless, the task to @dfiie event proves a
cumbersome job. Deleuze suggests that the attempt t@ tinalevent obvious is
similar to Lewis Carroll’s “Snark Hunt” — the hunt ftre fictional monster that is

unimaginable (Deleuze The Logic of Ser2§. In a lecture humorously entitled “A

Certain Impossible Possibility of Saying the Evedatques Derrida echoes the

same sentiment:

The event’s eventfulness depends on this experiehite impossible. What
comes to pass, as an event, can only come to fofissmpossible. If it's

possible, if it's foreseeable, then it doesn’t comeassp.. A predicted event
is not an event. The event falls on me because’t dea it coming. (Derrida

451)

22 In Difference and RepetitigiDeleuze introduces the notion of “sense (and

non-sense)” as “what is expressed by a proposi{ips4). To distinguish sense
from the object and from the proposition, Deleuzéntait should be stated in
infinitive or participle form such as “to-be-God or Gbéding, the being-blue of the
sky” (156). Deleuze calls this complex as an ideah¢; “It is an objective entity,
but one of which we cannot say that it exists in ftseinsists or subsists,
possessing a quasi-being or an extra-being, that mmioflbeing common to real,
possible and even impossible objects” (156).
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The main reason of the elusiveness of the evenatsalescording to Deleuze, it
defies our representational thinking; namely, it carreotepresented by our usual
propositions, such as denotation, manifestation agrdfgiation.

Let’s say “September eleventh” is an event. The gelmgnsion of the event
entails the assumption that its meaning (terrorist attac# its significance (the
beginning of the war on terrorism) might be reconstiuby available discursive
resources (Islamic resentment against the US), com¢&pad), images (the
collapse of the World Trade Center), conventiorai@mal security), and so on so
forth. Moreover, this comprehension occurs withiragative, order, or code that
is already recognized. Therefore, the comprehensi@am event imply the existence
of a pre-constituted apparatus which serves not onpydvide the instruments for
naming or explaining what has happened, but also angatbocy framework to be
ready for the future event. If one comes to recagwizreckon with the event only
by recourse to these apparatus, then at bottomwagalapprehend the event in
advance, before it even takes platErom the framework we have, we may say
“9/11 was an event involving a series of coordinatgdide attacks by al-Qaeda
upon the United States.” However if someone saysl‘&vas a victory of Jihadism,”
that someone has a different framework. The impogairtt is not to claim how

this insight makes the truth of the event relativetbigee how comprehending the

23 Right after 9/11, Derrida also says in a dialogui @iovanna Borradori

“[9/11] is to a large extent conditioned, constitutdehat actually constructed,
circulated at any rate through the media by meamsprbdigious techno-socio-
political machine... [this event] remains ineffabléglian intuition without
concept... We do not in fact know what we are sayingaoning in this way 9/11.”
Giovanna Borradori, "9/11 and Global Terrorism: faldgue with Jacques
Derrida,"” Philosophy in a Time of Terror: Dialogueshandurgen Habermas and
Jacques DerridéChicago: The University of Chicago, 2003).
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event tells us more about the framing apparatus oévkat than anything purely
about the event itself.

This process of comprehension is based upon, accaaibgleuze, our
“‘common sense” and “good sense,” which he sees asdsantial yet unexamined
presuppositions of Western thought. “Common sense” lystakies the form of
“everybody knows” and reduces thinking to recognitibor example, we look at a
“dog” and recognize it as a “dog,” because we hawadly perceived or
remembered it as a “dog.” However, in this procesgobgnition, we dismiss any
unimportant details of that particular dog. In commsense, we fail to encounter
that particular “dog” and settle for a general “doghi@h represents our pre-
existing idea of “dogness.” “Good sense” is basictlly process of prediction by
way of maintaining one direction. It is the recognitadra “dog” as a “dog” and the

expectation to see the same “dog” tomorrow (Delddifierence and Repetition

131-34)%

The subsuming the particular under the universal el by three
distinct propositions: as “denotation,” which links gm@position to particular
things or external state of affairs; “manifestationtiigh links the proposition to the
speaker who utters it while expressing desires andfeghnd “signification,”
which links the proposition to universal or genem@cepts. Deleuze argues that
each of these propositions presupposes the othethw®when we seek the

primary relationship we find ourselves in “the c&rdf the proposition” (Deleuze

24 For Deleuze, the event is not something beyondeastr like Kantian

thing-in-itself. The event belongs to the virtualighis as real as the actual.
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The Logic of Sensé&7). None of these relations will function as thie@ple of the

proposition, or as the condition of the possibilitytloé proposition that links the
proposition to what is external to it. The insuffivogy of these propositions
becomes evident when we encounter nonsense, absandifyaradox. Nonsense
words, exemplified by the work of Lewis Carroll, lgano existence apart from
language; they do not denote real objects, manifiesbeliefs and desires of real
individuals, or signify meaningful concepts. Nevertissleghey convey “sense” and
in so doing affirm the immanence of sense to languagé ifdes “sense” is the

final dimension to the Deleuzian proposition; “senseidtions as the condition of
the possibility of denotation, manifestation and digation, as that which serves as
the link between propositions and events. Sense, wHatipecalls asthe
expressed of the propositidms an incorporeal, complex, and irreducible enaty
the surface of things; it is a pure event which inheresubsists in the proposition
(19). Deleuze asserts whateispressedby sense is the event and treats them almost
identically by saying they are “two sides without #rniess” (22).

Gottlob Frege’s notion of “sens8iin” is useful to understand Deleuze’s
own notion of “sense.” In his seminal article, “Oer8e and ReferencBlger Sinn
und Bedeutung written in 1892, Frege distinguishes between thedeof
presentation” of a sign and that “which the sign degs&giathe former he calls
“sense” and the latter “reference.” For examplbag“imorning star” can refer Venus
as its reference but at the same time, due to the mbepresentation that “the
morning star” takes, it is different from saying “theeaing star” (Frege 57). We

may say the morning star is the evening star; howevadadlition to its reference,
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each expression possesses what Frege calls a “sarsely’is not an attribute of

the referent. Although this “sense” cannot be foundhendbject, Frege ascribes to
sense objective existence, noting that the sensffeseht from “the associated
idea,” which is “wholly subjective” (59). For Fregeenses are objects every bit as
real as tables and chairs, and their existence idepndent on language or the
mind. Frege concludes this because, though sensebwmisly not physical
entities, their existence likewise does not dependrgnone person’s psychology.

In other words, it can be, and is, interpersonalfdbéint people are able to grasp the
same sense and communicate them, and it is even @oRsileixpressions in
different languages to express the same sense or thGuUglege concludes that
senses are abstract objects, incapable of full tatsaaction with the physical
world. They are actual only in the very limited serthat they can have an effect on
those who grasp them, but are themselves incapalbleing changed or acted
upon. They are neither created by our uses of langoragets of thinking, nor
destroyed by their cessation. In short, accordingreme, between meaning and
referent, “there lies the sense, which is indeedngér subjective like the idea, but
is yet not the object itself” (60). Although many aoentators of Deleuze point to
Frege’s notion of sense as a conceptual approximafi®eleuze’ notion of sense,
Deleuze bestows a more fundamental role to sensd-tiege does. While Frege

cannot think of nonsense, Deleuze sees it as essasmlrce of sensg.

25 Frege equates “sense” with “thought.” However, “thiatl is not understood

as the result of a mental activity of a thinker uhsthing that a thinker “grasps.”
26 See John Rajchman, The Deleuze Connec{iGambridge, Mass.: MIT
Press, 2000) 64.
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The Stoics were the first to create a philosophioatcept of the event. They
drew a fundamental distinction between actuallytexgsbodies (tensions, physical
gualities, actions and passions, state of affairs)imewrporeal effects, which are

not things or facts, but events (Deleuze The Logic 0k84). If events are not

physical qualities, properties, or things, but areasgfeffects or incorporeal
entities, then Deleuzian “events” seem rather inequsntial. If they are mere
surface effects, it means that they are unrelategsence or at least far away from
it. However the implication of the Deleuzian “everg”far greater than it seems, as
it questions the very notion of essence as a groamnfiifther philosophical inquiry.

Plato’s dualism, for example, consists of Idea anatter, essence and
appearance, or models and copies. The real matiRéato’s dualism is, according
to Deleuze, to sort out between true and false copasely, a copy which receives
the action of an Idea and a false copy (Plasaizulacrg which fails to receive this
action. In other words, there are bodies (mattargies) which represent the eternal
essence of the pure forms by participating in tha¢ese; and there are bodies that
are merely copies of copies, simulacra, and illegte copies (Deleuze’s events).
Therefore, Platonic dualism accomplishes sending wieatdins rebellious
[simulacra]... repress[ing] it as deeply as possibleshiat it up in a cavern at the
bottom of the Ocean” (259). Deleuze’s rebellion agafatonism is to propose
different dualism of bodies and events and to makéatse copy, which eludes the
Idea, climbs to the surface.

Events can be best expressed by infinitives, su¢toasut” or “to die.” For

example, the precise moment of death is ungraspablers@mpes either about to die
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or already dead. When a knife cuts flesh, it is isgale to isolate the exact
moment of cutting; either the knife has not yet cubas already cut the flesh.
Similar to Zeno’s paradox, the knife never reachedldsh, but it cuts. The event
of “to cut” is instantaneous and insubstantial withonesent, but always divided
into past and futur€’ Still, the sense of “to cut” determines the meanioff&bout
to cut” and “being cut.”

Also, when the knife cuts the flesh, there isrgermingling of bodiesvhich
can be explained by saying that cutting is an atteitod the knife and the state of
being cut is also an attribute of the body. Howetlex,statement, ‘The knife is
cutting the flesh’ expressemtorporeal transformationsf an entirely different

nature (events)” (Deleuze and Guattari A ThousamteBUs: Capitalism and

Schizophrenid@6), because “it does not simply represent the wautdacts upon it
or intervenes in it in certain ways” (Patton 13)eTévent of “to cut” is a change of
an entire equation involving the knife, flesh, and thtieg. This event does not
belong to either the knife or flesh. Thus, as a prodtithe synthesis of forces,
events signify the internal dynamic of their intéiacs. An event is not a thing, not
a particular state or happening itself, but something nadabsist in the state of
affairs or happening itself. In other words, an évsithe potential immanent within
a particular confluence of forces. In this sensegthent is not an inconsequential

non-being, nor a disruption of a stable state, buteatrd-being” which underlies

27 | am indebted to Brian Massumisuser’s guide to Capitalism and

Schizophrenidor this interpretation of Deleuze’s concept of “eehBrian
Massumi, A User's Guide to Capitalism and Schizophrddeviations from
Deleuze and GuattarA Swerve ed. (Cambridge, Mass.: MIT Press, 1992) 20
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the state and transforms it. In this sense, as stgtBeleuze, eventare essence:
“they are no longer corporeal entities, but rathemftne entire Idea. What was
eluding the Idea climbed up to the surface, that &sjrthorporeal limit, and

represents now all possikgeality’ (Deleuze The Logic of Sensg.

Although Deleuze often talks about the event of “May 1®6Baris,” other
events he talks about are less eventful, similar torthey examples of the Stoics,
from which Deleuze develops his concept of the evamt. 8vent can be as eventful
as “The Great Pyramid” and as uneventful as “itatian for a period of one hour,

thirty minutes, five minutes...” (Deleuze The Foldilh@iz and the Baroqué6).

However, most of Deleuze’s other examples of the evemolve a certain type of

wound, pain, suffering, and death. The prime examp®&toics which Deleuze

frequently adopts is “to cut” (Deleuze and Guatfaiihousand Plateaus:

Capitalism and Schizophren&®). InThe Logic of Sens®eleuze starts the section

on the event (“twenty-first series of the event”)iwihe quote from Joe Bousquet
who “apprehends the wound that he bears deep withibddy in its eternal truth as
a pure event” (148). The translator Tom Conley & Fold: Leibniz and the
Baroqueinterprets the event close to “trauma” in the disarssif the near death
experience of Montaigne (Conley 303-07). Foucaulh gd&es similar examples

when he comments on Deleuzd@lise Logic of Senda Theatrum Philosophicum

The event — a wound, a victory-defeat, death — isgdvan effect produced
entirely by bodies colliding, mingling, or separatibgi this effect is never

of a corporeal nature; it is the intangible, inacddedattle that turns and
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repeats itself a thousand times around Fabricius, abewsounded Prince
Andrew. The weapons that tear into bodies form atiess incorporeal
battle. Physics concerns causes, but events, wheh as its effects, no
longer belong to it. Let us imagine a stitched catisadis bodies collide,
mingle, and suffer, they create events on theirased, events that are
without thickness, mixture, or passion; for this reasle@y can no longer be

causes. (Foucault 349)

Deleuze eventually asks himself “Why is every ewekind of plague, war, wound,

or death?” (Deleuze The Logic of Seridgl). That is because they are results of

actions and passions, in other words, results of nestand colliding. Considering
that the event has to confront common sense and gooegl, sieissunderstandable
that event evokes a certain violence, shock, alienadftect, or cruelty. In fact,
“violence” is an exemplary event in Deleuzian seMdelence occurs when bodies
collide. When violence is discussed, it does not belorajther subject or object,
weapon or body. When flesh is cut by a scalpel iermergency room, this physical
happening of “being cut” does not constitute violerineother words, “violence” is
an “extra-being,” which does not belong to either pebbr flesh, but still exists on
the surface of colliding bodies.

Although the notion of the event might be in use immetiydor the

discussion of the cinematic images of violence, itastailored for the discussion
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of arts?® Rather it belongs to philosophy whose task is, atingrto Deleuze, to
create concepts. Creating concepts is none other tbhaxtract an event from
things and beings, to set up the new event from thingbamgs, always to give

them a new event” (Deleuze and Guattari What IsoBbjphy?33). Although the

event is not an aesthetic term but a philosophical imeimilarity to “affect” is
unmistakable, as it will be discussed in the followingtieas. In short, Deleuze

uses almost the same language for both “events” anectaff

3. Crocodile
In many interviews, director Kim has confessed tlmbhad to learn how to
make a film by making his first filnl€rocodile(K.-D. Kim 81). In factCrocodile
has all the clumsiness which we can expect fromsatime director’'s low-budget
film. In retrospect, howeverocodileseems to have all the elements, which

constitute the uniqueness of Kim’s films. Particylanhportant coordinates are the

28 A different route can be taken. In “What Is an B Deleuze gives

conditions that make an event possible: “Events avdymred in a chaos, in a
chaotic multiplicity, but only under the condition tlaasort of screen intervenes”.
Gilles Deleuze, The Fold: Leibniz and the Baro@uénneapolis: University of
Minnesota Press, 1993) 76. Subsequently, film imagemaréundament sense
events. Film at its basic mechanism filters chaogsaé&e something emerge from it.
Framing is a fundamental intervention of cinema initgadnd images captured by
camera lens are liberated from their milieu, thahefactual. Furthermore, film can
be characterized by multiple collisions such as timenter between camera and
pro-filmic reality and the relation between film iges and viewers. Viewers
confront film images as a singular power by dissavemeself as an observer. If we
do not bring clichés of viewing and interpretation theater, we might encounter
events in the cinema. Viewers are in a privilegedtjmwsto encounter and grasp
events impersonally, because events befall on scne¢monto us.
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notions of “muteness,” “setting and location” and “wdwand death,” which his
later films repeat, revisit, and modify.

Crocodilés main character “Ag-O” (literally “crocodile” in Krean) is a
homeless man living under one of the many bridgesoub He lives with an old
man who is a soda-can-collector and an orphan bslyeat peddler selling chewing
gum. Similar to The Golden Gate Bridge or Niagardsi-#he Han River bridges
have been the location of choice for many suicidéimis in South Korea. The
colloquial expression “going to the Han River Bridge’Kiarean means “l want to
commit suicide.” Traditionally, the Han River hasem the symbol of energy,
prosperity, and the history of Korea. However, aftecades of pollution from rapid
industrialization and from the ever expanding andpepulated mega city Seoul,
the Han River has become a gigantic sewer; a symhkbkeadark side of modernity.
Similar to the Han River, which collects the end afpalism’s circulation, its
industrial and household wastes, Ag-O collects theodtife. His job is to fish out
dead bodies of suicide victims and selling them td@haly of the deceased. Just
as the crocodile lives in both water and land, Ag-@diin both the realms of the
living and the dead. Similar to a real crocodileigraly ambushing its prey, Ag-O
waits patiently for his prey until he exhaustshadl options.

At the beginning of the film, there is a peaceful nigihtt of the Han River
reflecting city lights. Suddenly, something plunges iht® water with a splash. The
camera cuts to a medium shot of Ag-O looking for therse of the splash with a
telescope. He slowly pulls out a cigarette and lightShen he spends all the time

in the world to give the suicide victim enough timealte, before jumping into the
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water. Unsympathetic to the suicide victims anth&r families, Ag-O makes a
living out of their misery. If somebody jumps off thbedge to commit suicide, he
waits until the suicide victim completes his mission. Sagluently, he jumps into
the river to locate the body and to find out if the michas any money in his
pocket, then hides the body. The next morning when @alescue divers and
family members are frantically looking for the bothg, waits until their anxiety
reaches despair and asks for a reward for infoomaif the missing body.

One day, when a beautiful young girl jumps off thelge, Ag-O rescues her
instead of letting her die. The first thing Ag-O doafter he rescues the main
female character out of the river, is to rape heitevhe is still unconscious.
Despite the disapproving looks of the old man and theasrfpoy, Ag-O forcefully
rapes her and she suddenly regains consciousnes®ld man moves away after a
little protest and the boy, who already likes the, ¢pites the exposed buttock of
Ag-0O, while he is still engaging in sex. Ag-O contisue rape her anyway. The
violence in this scene is unwarranted, uncalled fopystified, and mostly
gratuitous. There is no moral message, no hidden mgalidoes not even satisfy
audiences’ voyeuristic desire; rather it disturbs them

As it is often the case in dealing with Kim’s filnSrocodilefrustrates the
viewer with its under-developed characters anddhk bf motivation for their
actions. The film never explains why those threeppebve together or why each
of them has become homeless. They sleep at the daoee pat together, and
occasionally help each other. Although they form ra sbfamily, they are not

related, nor do they particularly enjoy each othedmpany. They appear without
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any personal history or social background and thatioas often lack clear
motivations. Other minor characters appear and desppithout any explanation.
For example, after squandering his money at an illggaibling site, Ag-O rescues
a girl on a busy street, who is being harassed Ibseatshug. As soon as he has a
chance to be alone with her that night, it is his turrafe her, although his attempt
is thwarted by a couple of hoodlums who appear onbafhere. The film does not
tell whether the girl is safe or whether she is iaredeeper trouble.

The central story line d€rocodileis that Ag-O slowly develops affection
toward the girl he has rescued and finds out theoreaSher attempted suicide.
Then he seeks a revenge on her ex-fiancé, who isieigpe for her misery. It turns
out that she has tried to commit suicide, becausevaBeggang-raped, and that the
rape was orchestrated by her fiancé. Without knowiagrnvolvement, she
attempted suicide out of shame and guilt. However, theerfever explains the
reason for her decision to stay under the bridger #fie failed suicide attempt. Nor
does the film explain the reason why she eventualhgrits suicide, after she feels
a deep connection with Ag-O.

In general, screen violence is often tolerated, ifraged in a certain manner
or justified by certain moral imperatives and lagiied by certain narrative
structures. However Kim makes no effort to make vio&in a socially and
culturally sanctioned manner, with the proper adgtltend narrative coding. In
Crocodile many scenes of violence have no real narrative Iddiis lack of
narrative cause and effect leaves the viewer withatltie of what will happen

next. After Ag-O dives into the water following theam female character, the
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camera follows him to the bottom of the river wheredhklies. As experienced
viewers, we can easily expect a point of view shot @gfA\looking at the girl and a
reaction-shot of him enthralled by her beauty. HoeveiKim uses one continuous
long shot to capture the entire rescue scene, avaidengubjective point of view
shot. There are not many dialogues in this film, WwHiather frustrates an
audience. The characters keep silent at the veryanbmhen an audience expects
a verbal explanation. In fact, most dialogue€mcodileare inconsequential,
because they neither give an audience necessanniation, nor advance the
narrative. The audience is forced to accept whateappens on screen. Because of
the lack of careful character developments, compedrdth their unmotivated
bizarre, violent, and often despicable behaviorsytaeer is easily alienated from
the story. This alienation of the viewers does naessarily draw our attention to
the form or structure of the film itself, or the abdity of the situation, as, for
example, Jean-Luc Godard’s films often do for politigatposes. Rather, Kim
seems to make a choice not to make a coherent naraaiveot to engage the
viewer emotionally. Instead of asking approval anderstanding, Kim’s film
confronts the viewer. It asks viewers to bring a défgrset of expectations to a
theatre.

Just like artists who often repeat a cliché, vieviensg their own set of
clichés to a theatre. What is worse is “we... normpéyceive only clichés”

(Deleuze Cinema 2: The Time Imag®@). According to Deleuze, we do not

perceive the image in its entirety. We always peeéess of it because of our

economic, ideological, psychological interests and deis§20). With regards to
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Crocodile the morally suspicious characters put the viewanimncomfortable
position. Why do they (the orphan boy, the old mad e girl) stay together while
tolerating his violence? Will they change the behawiohAg-O with love? Why do
they have to die one by orfé®ur own expectations about causality and
redemption are in conflict with the film. Consequenthgre is no one to
sympathize within the film.

Our normal viewing experiences and expectations aredogson, what
Deleuze calls “the action-image.” “The action-imageharrative oriented, the
dominant mode of commercial flmmaking. It establistiesrelationship between
the environment omilieu and various modes of behavior. A difficult situation is
given to the character, and he reacts in respon$e tchiallenge by changing the
situation or his relation with the other charact@ise character must raise his mode
of being to the demands set by the situation. He nulséwe a new kind of
consciousness, attitude, or power. If based uporetfasiliar criteria of “the
action-image,Crocodileis simply a clumsy production which does not desenxe a
critical consideration. However, for Deleuze, “théi@a-image” is simply one
possibility among many other images to relate movereatcenter of

indeterminatiort®

29 In the later part of the film, the old man gets akien coffee vending

machine for free. He hides himself inside the vendiaghine and sells coffee
manually. One day he witnesses a murder whichnsptetely unrelated to the main
story. The killer, who later realizes there is an@ss, lures the orphan boy to shoot
the vending machine as a target practice and to kilbkthenan.

30 Deleuze’s idea of “the movement-image” is baseshupe identity of the
image and the movement. The living image (our brainhigue in the sense that it
contains an interval, the gap between action and oradiieleuze thus calls the
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The lack of a coherent narrative is not a deficieacgording to Deleuze,
but one of the major symptoms of the crisis of theoaeimage. Most notably,
Italian Neo-realist film, which appeared around 8ezond World War, has that
characteristic. Deleuze identifies the setting of [gestond World War films such
as Italian Neo-realism as “deserted but inhabitesjs2d warehouses, waste
grounds, cities in the course of demolition or retartdion. And in these any-
spaces-whatever a new race of characters wasgtifd] kind of mutant” (Deleuze

Cinema 2: The Time Imag4). The lack of causality is due to the situatiehich

“we no longer know how to react to” and spaces “whighno longer know how to
describe” (xi)** If, however, we account for neo-realism in termé®political
interests (to be anti-fascist) and the purpose afatzimentary-like production (to
be anti-studio, anti-‘white telephone’ comedfeskim’s film situates itself on the
opposite side of everything neo-realism exemplifiéswever, despite the clear

differences in styles and themes between neo-neaisd Kim Ki-duk’soeuvre

brain, following Bergson, “a center of indeterminatiarthe acentred universe of
images.” Deleuze, Cinema 1: The Movement-Im#&#63.

3 Tom Conley claims that the dividing line of the movetrienage and the
time-image is “the event”; “The event, a point that badn central, decisive, even
unigue in the regime of the movement-image, suddentltiplies” and
“proliferates” in the new world of the time-image All of a sudden, in the time of
the crisis of the “action-image,” cinema was not dbl&anscribe events that had
already happened, but had to attain the eventveasithappening”. Tom Conley,
"The Film Event: From Interval to Interstice,"” TBeain Is the Screen: Deleuze and
the Philosophy of Cinemad. Gregory Flaxman (Minneapolis: University of
Minnesota Press, 2000) 307.

% Telefoni bianch{white telephone) films refer to 1930s’ Italian catgdilms
made under the Italian Fascist government. Since $e¢s were furnished with
white telephones which signified the conspicuous weakhite telephone” later
became the symbol of ignorance of those comedieshwhbitsed to comment on
urgent social issues. Robert Sklar, Film: An Inteiora! History of the Medium
(New York: H.N. Abrams, 1993) 225.
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they share the same attitude toward their incompsghknsurroundings. Kim’s
characters feel the same way about reality as tbbgest-Second World War
films.

Kim always locates his films at the edge of socgitgh as under a bridge
(Crocodilg, a decrepit rural innThe Birdcage Inj) a remote fishing lakerhe
Isle), a military camp on the seashofiédé Coast Guard a temple in a deep
mountain §pring, Summer, Fall, Winter... and Spiingr a boat in the middle of
ocean The Bow. These places are inhabited by characters thatack in their
inescapable habitation. The red bus which cannot moRedress Unknowrs the
perfect example of their immobility. Even when theg able to leave, they refuse.
When they do leave, they keep coming back to tHargs, though what is waiting
for them is violence, pain, misery, or death. Thpgear without much personal or
social background, only with scars which have inscripast events and memories
on their bodies. They feel lost and they no longer khow to give a coherent
description of the world around them. Their actionsiaséead driven by primordial

desires and instincts.

4. Affect and the Affection-image
In Cinema 1: The Movement-Imgdeeleuze describes his study of film as
“a taxonomy, an attempt at a classification of imames signs” (xiv) and identifies,
initially, the tripartite division of the movement-ig& into “the perception-image,”
“the affection-image” and “the action-image.” The gagtion-image shows, most

notably with a long shot, how a character or the cambserves the world. The
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action-image displays, with a medium shot, the actasreactions between
characters themselves, and between characterdeandrés. The affection-image
occupies the interval between the perception-imagetlae action-image. It
converts external movements in space into movemeraspression with a close-
up shot. Deleuze further identifies three more imalgasdomplicate this tripartite
divison: the impulse-image, the relation-image and¢flection-image. The
underlying principle of this classification belongsthe early 28§ American
semiotician Charles Peirce.

Peirce distinguishes basically three kinds of imag#sch he calls
“firstness,” “secondness” and “thirdness.” FirstnessSomething that only refers to
itself, quality or power, pure possibility.” Secondsas “something that refers to
itself only through something else, existence, acteaction, effort-resistance.”
Thirdness is “something that refers to itself only by panng one thing to another,

relation, the law, the necessary” (Deleuze CinemEh2: Time Image30). Firstness

corresponds to “the affection-image,” secondnesgesponds to “the action-image”
and thirdness goes to “the relation-image,” which ign@aage of delay or hesitation
— a sort of mental image. “The reflection-image” isnen action and relation, and
“the impulse-image” occurs between affection and actidthough a film never
consists of a single kind of image — even a simple mave of camera can change
the image from one kind to another — it is still possiiol say a certain film or a
certain director has a dominant type of image. In ca€&ocodilg it is “the
affection-image” of Peircean firstness. The relatlup between Peircean division

of images and Deleuze’s taxonomy of images can bersrized as follows:
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Table 3: The relationship between Peircean divisibmmages and Deleuzian

taxonomy of Images

Peirce Deleuze
Perception-image
Firstness Affection-image
Impulse-image
Secondness Action-image
Reflection-image
Thirdness Relation-image

The affection-image can be easily identified bydhese-up of the face:
“The affection-image is the close-up, and the closes-tipel face.”.(Deleuze

Cinema 1: The Movement-Ima@d). A face usually plays three roles in film.dgtir

“it is individuating (it distinguishes or characterizesl person); it is socializing (it
manifest a social role); it is relational or commuaticg (it ensures not only
communication between two people, but also, in a sipgison, the internal
agreement between his character and his role)” (@@ ever, the close-up of the
face, according to Deleuze, loses all three rolesyele it deterritorializes the
face; it “abstracts it from all spatio-temporal cdioates” (96). The face either
reflects what the face sees, in other words, refle€tat is happening in the
cinematic space (quality), or expresses the intghsitmaking a minute movement,
from one quality to another (power). In both casést is expressed is not the face

itself, but something else, which Deleuze later ideedibsaffect.
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The affect is the entity, that is Power or Qualitys something expressed:
the affect does not exist independently of somethihgh expresses it,

although it is completely distinct from it. (97)

Notice that this definition of “affect” repeats almegtrbatim the definition of the

“sense/event” imhe Logic of Sense.

Let us consider the complex status of sense oravfwhich is expressed.
On one hand, it does not exist outside its expres3ibis is why we cannot
say that sense exists, but rather that it inherssitosists. On the other hand,
it does not merge at all with the proposition, foraskan objective which is
quite distinct. What is expressed has no resemblanatsogver to the
expression. Sense is indeed attributed, but it is nait die attribute of the
proposition — it is rather the attribute of the thorgstate of affairs. (Deleuze

The Logic of Sens@l)

Just as the event/sense results from the mixturedieb but independent from
them, the affect which is expressed by the facedependent from its spatio-
temporal coordinates. In this way, “affect” expresssemething else, which is not
represented and cannot be represented. Thus, the@ffenage makes visible
what Peirce calls firstness, a quality or powerstdered for itself, without
reference to anything else, independent from actuadizaDeleuze acknowledges

that even for Peirce firstness is difficult to deffbecause it is felt rather than
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conceived: it concerns what is new in experience t\wefresh, fleeting and

nevertheless eternal” (Deleuze Cinema 1: The Moverileage98). However,

because the affection-image is abstracted from sp&atporal coordinates and the
face is abstracted from individual, we can say ‘dffect is impersonal and is
distinct from every individuated state of things” (9B)is singular. It is the quality
of possible sensation, but not a sensation yet.

Affect is neither a personal feeling nor an emotieeeling is personal and
biographical because it is already checked andprd&rd by the person’s own
personal and biographical data. Emotion is social beciis a social display of a
feeling. Affect is something like the emotion an infahbws. Even though it might
resemble adult emotion, it is an affect, insofathesinfant does not have the
experience to check and to interpret coming affectethier words, “affect” is
prepersonal. As discussed earlier, “event” is an ogioél term which elevates
itself to essence, thus anchors both, what Westeragauhy calls, “essence” and
“appearance.” “Sense,” which is a linguistic expres©b“event,” is neither
denotation nor manifestation nor signification, but nbakess makes these
propositions possible. Likewise, affect residesMaein the action and the reaction
(feeling and emotion).

Since Deleuze does not define “affect” in any pratticay in the Cinema
books, it is necessary to look at his other work. Tlhstrextensive contemplation

by Deleuze on his theory of “affect” can be foundne of his lectures given in
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19783 The proximity between the event and the affect bexoclearer in this
lecture. Deleuze explains an “affect” in relation m“alea” following Spinoza. For
Spinoza, what is called an “idea” is a mode of thoughich represents something,
in other words, a representational mode of thoughe. iflea, insofar as it represents
something, is said to have an objective reality. @Gncibntrary “affectdffectug”
means any mode of thought which does not represgtiting. For example, the
idea of triangle represents the triangle, the objeateality, but there is no way to
represent “a pain” or “a love.” There is an ideasofmeone in pain or a loved thing,
but a pain or a love as such represents nothing. “lded™ affect” are two kinds of
modes of thought which differ in nature, which arediucible to one another, but
simply taken up in a relation such that affect pppsses an idea, however
confused the idea may be.

Spinoza also distinguishes “affect” from “affectiod&cording to Spinoza,
“affection (affectig” is a state of a body insofar as it is subject toatton of
another body. Thereforaffectiois a mixture of two bodies; whereby, one body is
said to act on another, and the other receives déloe of the first. When a body
reacts to another body, the affection indicates #tare of the affected body much
more than it does the nature of the affecting body.gxample if a knife cuts my
skin, this encounter tells about skin’s capacity tebierather than knife’s capacity
to cut. Since the affected body knows the “effecttha affecting body, but only

knows effect (not the cause), Spinoza says thattadfeaeas are representations of

33 http://www.webdeleuze.com/php/sommaire.htfitie Logic of Sensgas

originally published in 1969Anti-Oedipusn 1972, Thousand Plateauisn 1980.
The Cinema books came later in 1983 and 1985.
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effects without their causes. They are inadequaasdaccording to Spinoza, but
nonetheless they are still ideas. An affettgctus refers to the passage from one
state to another, taking into account the correlatargation of the affecting body.
Whether it is joy or sadness, an affect marks tlss@ge from one state to another;
as an increase or decrease in the body’s powefuasction of its affection. The
affection envelops an affect. In other words, witthe affection there is an affect.
We can find the relationship between the events andfteeted bodies (or states of
affairs) are same to the relationship between thetadfied the affection.

In Deleuze’s Cinema books the difference betweercadiie and affect are
not always emphasized and Deleuze often treats #sesame, even though the
Cinema books came after his publications on SpinBxaréssionism in Philosophy:
Spinozaoriginally in 1968),Spinoza: Practical Philosophipriginally in 1970),
and a series of lectures on Spinoza in the late sesamkin the early eighties.
However, following his lecture, we may think “thdeadtion-image” means the
image whichenvelopsan affect, which is not actualized, and which thus still
remains as a possible sensation. Although Deleuzelaispoles of the close-up
(quality and power) as affects, considering Spinodafmitions of affection and
affect, the “reflexive face” which is basically anmobile receptive plate, which, in
other words, expresses wonder, should be named‘affaction” because it is the
affected body in Spinozian term. The “intensive faeiich is an intensive series
of micro-movements of expression is strictly spealan@ffect because it expresses

the change of capacity of the body.

76



Also, since affect refers to a moment of passageedessarily demands an
interval, which Deleuze describes as “a motor effaran immobilized receptive
plate” (66). Thus, the in-betweeness of the affectinage is not only taxonomical
(between the perception-image and the action-imaggedlso temporal. That
understood, we are now ready to consider how thetadfeimage illuminates, and

is illuminated by Kim’sCrocodile.

5. Any-space-whatever and Crocodile

The close-up abstracts the face and extracts aquailéy. If the close-up of
the face is a sort of “effacement” then the closeigny object may extract such a
quality. Furthermore the close-up tends to flattemliackground, which might be
still present behind the face, and make it unreco@ezar incomprehensible;
which Deleuze calls “any-space-whatever.” Deleuze ahentions in discussion of
Dreyer’'sPassion of Joan of Ar(1928) that it is possible to “treat the medium shot
and the full shoasclose-ups — by the absence of depth or the supprest

perspective” (Deleuze Cinema 1: The Movement-ImKQ#).

Any-space-whatever is not an abstract universal,l itina¢s, in all places. It
is a perfectly singular space, which has merelyitsstomogeneity, that is,
the principle of its metric relations or the connewtof its own parts, so that
the linkages can be made in an infinite number of wiiys.a space of

virtual conjunction, grasped as pure locus of the jess{109)
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It is through the sense of any-space-whatever@natodileexemplifies Deleuze’s
affection-image, rather than being a film populateddzyal close-ups.

The setting ofCrocodileis, in Deleuzian sense, any-space-whatever. The main
space ofCrocodile under the bridge, is presented as an isolated, discted space
from outside world. Although characters move in andtbeatlocation, their entries
and exits are always presented as entries fromcodles space and exits to off-
screen space. The space loses its own coordinaddassanetric relations. It can be
assumed that it is under one of the Han River Bridgesthere is no marker that
can validate the assumption. The camera usuallytdkect frontal shots of
characters against the huge wall (a part of bank);lwhattens the space as well as
characters. Still there is a possibility that viewessa make easy assumptions about
the space, because the term “under the bridge’diireas a number of cultural and
social connotations. Kim thwarts those assumptionsamnsforming the familiar
space into a sort of museum. There is a clearigffioetween the cinematic affect
and the Russian formalist notion of defamiliarization terms of transforming
something familiar to something unfamiliérHowever, while defamiliarization in
general works by forcing the audience to take a @iffeperspective, the Deleuzian

affect exists even without a perceiver. The affeaymuspend audiences’ process of

3 Defamiliarization is usually understood as an aesthiethnique to force the
audience to see common things in an unfamiliar wagnlmfluential essay “Art as
Technique” Shklovsky claims that art exists in oraerecover the sensation of life
which is diminished in the familiar routine of everydayperience. Lee T. Lemon
and Marion J. Reis, Russian Formalist Criticism; FossalygLincoln: University

of Nebraska Press, 1965) 3-24. See particularly pp.12
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recognition, but it does so not to frustrate them byjuide them to the matter-of-
factness of the event.

Crocodileis a low-budget mediocre film with second-rate actars
inexperienced director and a poorly written scré@ppviost parts of the film are in
fact forgettable. Nevertheless, Kim’s latent talertdmes evident when he is away
from actions and lets images become the affectst Basciomes more evident in his
later films, Kim’s films are full of the creative usef living and non-living bodies
freed from normative significations. Every object caake creative connections,
and can be diverted to more painful usedMid Animalsthe frozen fish in the
freezer is not food for the body but a weapon tosalaihelpless body and to
eventually murder another body. Tine Isle fishhooks are used to catch fishes, but
at the same time, they are suicide device3hia Bow the bow is simultaneously a
musical instrument and a killing device. A less paiitful equally creative use of
the tail of a cat appears 8pring, Summer, Fall, Winter... and Sprifite title3-
Iron, although the original Korean title Bin-jip (literally “empty house”),
highlights Kim’s keen interest in a creative usage oblject. As anyone who plays
golf might understand, a 3-iron is probably the lesstd club in the bag; in other
words, it has no use-value. Freed from its usual us8gepn” becomes the only
item the main character steals from the many brealkiempty houses, who
transforms it into a weapon.

In Crocodilg the creative usage of objects is most evident imiae
setting. The place is humble and dirty, but is fulpetuliar items such as a

luxurious Italian style sofa repainted with abstraaiterns, a plaster torso of naked
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woman that Ag-O uses as a pillow, a broken billba#rd Moulin Rouge type
cabaret, a tent painted in bright colors. The wallss &ill of exotic images and
letters such as two gigantic unknown faces of a maraamdman, a huge open
mouth with highlighted red lips, scribbles, and graphiteey are not related in any
way to narrative, nor are they composed by anymatidogic. Any attempt of
semiotic interpretation cannot but help feel the pobtitaf futility. What do the
images mean? This is not the right question. The righttipmeis, what do they do?
They transform the place of cliché into a singulariiyat is, any-space-whatever.
The lack of coherent narrative and character dgveént does not hurt, either.
Because things and actions are not necessarilyyigbtinected by any underlying
logic, they freely collide with each other. As sutthe image’s indeterminacy
prevents fixity and it resists structure, analyaisd meaning. Without meaning, the
space is turned into a collection of affects.

Kim also transforms wound and death into affects. Tgenong sequence
shows a close-up of Ag-O with a big bruise on his |b&ek. His bruise stays there
untreated, and he adds several more bruises. Throutteofiim, Ag-O is at the
center of violence. He commits violence against teakwsuch as the boy, the old
man, and the girl and receives even more violenaa frany others who are
stronger than him. We do not know where Ag-O gets hs$ lfiiruise. It is useless to
ask the origin of violence in this film which is chaterized by an ongoing dynamic
in which one gratuitous violence is constantly follovilydanother. Violence just
happens. In most cases, the meaning of it is in sisgp&iolence does not question,

nor answer. Violence presents itself in-betweercthese and the effect as an affect.
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We get the affect of violence but are off-limit frota meaning. In any-space-
whatever, Kim’s characters are presented neithpresletermined entities nor as
manifestations of a certain character type. Rathey collide with each other.
Without much dialogue, violence becomes their languidgeever this language
does not entail meanings for an audience. Vieweraatréorced to identify with
any character in the film and violence appears g&rsonal.

The affect of death is particularly prominent bessaof the presence of the
Han River coupled with the film’s ubiquitous violencedamounds. Although death
is never actualized until the final sequence of thme,fdeath as an affect is lurking
all the time. The beautifully filmed final scene cdetps the affect of death. This
final sequence is rather carefully set up, asefwnole film is constructed to show
this scene. In the middle of the film, Ag-O throws tkalian sofa into the river out
of rage. Later, he hangs a picture frame which he stmove the sofa in the water.
Ag-O makes a gracious living room under the water.

With the help of Ag-O, the girl realizes that her fiéris responsible for her
misery and finally opens her heart and makes lovk Ag-O. That night while Ag-
O is sleeping, she jumps into water and commits suiéigeO soon follows her,
but he is too late. Ag-O drags her to the underwaterg room, then puts her on
the Italian sofa and sits beside her. He puts hdfglon her and on himself and
drowns. They build a picture perfect family in deafhis fantasy place might
signal the unattainable stability and the imposibdf making a secure family.
Before any interpretation and any judgment, howethés,fantasy image grasps our

attention by inventing new affects from every singéan in the frame. Nothing is
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supposed to be there. Everything including the humarebasliout of place. This
place is supposed to be sewage: the filthiest plaagecan imagine. However,
unlike the dirty surface, this bottom of the rivecisan and lights pervade
iridescently. Death and beauty coexist or rather ttedyde. There is nothing sad or
happy about death. Kim does not glorify death, noxdemnn the dead. The death
does not make it an unhappy ending. Since viewers havmade any emotional
investments to the characters, their death does neabfgpour emotion. The death
seguence does not bring about any narrative conclulsecause there is no
narrative logic explaining why the characters have ¢o ldowever the death in
Crocodileis exhausted of content and gives birth to affect,ra puent.

Still a question lingers. Why does Deleuze talk altbataffect exclusively
with the affection-image? Affect is basically a bedog“Affects are becomings”

(Deleuze and Guattari A Thousand Plateaus: CapitaisinSchizophrenid56)]; it

is an increase or a decrease of the capacity diddg. Therefore it already implies
a certain movement. Shouldn’t the film image itselthe affect? It seems Deleuze
is reluctant to use the affect on a medium of movenidrg close-up is the least
mobile shot in film. When the close-up of the facksfihe screen, there is no room
for movement. Furthermore the close-up not only asrést face but also
movement itself. However at the same time only whemgkiing else stops, the
slight movement of the face can be felt. Deleuze seerfisd that it is almost
impossible to talk about affect in the moving image; hedseo stop the motion to
have the necessary interval between action andiseadthus, as Deleuze says, “art

preserves” and the affect “is preserved in itsdlfeleuze and Guattari What Is
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Philosophy?163).Crocodilés lack of causality, whether it is intentional or
unintentional, creates any-space-whatever in whiehihk between action and
reaction is suspended. It draws our attention tetitace of the image in which
signs, freed from their significations and meaningsj@d®Nith each other and
create affects.

The final underwater death scene also prefigures Klater films as well as
Deleuzian sensation. In the scene, water makes éuagyinove as if they were
alive. While everything is dead, everything is alsorimg. When everything is
supposed to stop moving, Kim makes them move agaithi&\point the affect of

death becomes “sensation,” which | will explain furthrethe next chapter.
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Chapter Four: Sensation and Becomingsin The Isleand Spring,

Summer, Fall, Winter... and Spring

1. Introduction

A man (Hyun-sik) hides in a floating house-raft ofishing lake after he
kills his wife (or girlfriend) and her lover. One dbipcal policemen come to check
up the floats one by one to see whether any fugisveding. Realizing he has
nowhere to run, he tries to kill himself by swallowiiighhooks and pulling out the
attached fishing line violently. A woman (Hee-jihyvho runs the fishing lake finds
him vomiting blood in pain. She hides him in the water latelr, after the police
have gone, pulls him out of water using the fishing mod/hich the fishhooks are
connected. Several days later, the man who hasvedrand recovered decides to
leave the lake. The girl, who has developed affedomim and now is in dismay,
thrusts fishhooks into her vagina and pulls out the cdeddcsh line as if her
vagina is the mouth of fish. Then, she stands up ihigevgkirt soaked with blood
and collapses into the lake. Hearing the sharp scoéddhe woman, the man hurries
back and pulls her out of water with the fishing rathjch is connected to the
fishhooks, as if he is fishing.

These horrifying scenes ifhe Isle(2000)have given director Kim Ki-duk
an instant fame as well as notoriety. A mystic auaa added when some press
members at the premiere e Isleat the Venice Film Festival (2000) screamed,

vomited and passed out. Since then, the screenimefsle even in the film

% Although the ending credit sequence identifies tveomncharacters as Hyun-
sik and Hee-jin, their names are not revealed irfithe
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festival setting, is usually preceded by a festivagpammer’s in-person disclaimer
advising audience members to leave the theater ihthasity of the images
become unbearable. It is true that these scenessaeral enough to make viewers
quiver. However, the visceral reaction of viewerd bé Isleseems especially
peculiar, since anyone can easily name one or itmas fwvhich are much gorier,
blood-drenching, and ultra-violent films. What makiesste scenes so visceral?

There are some signsTine Islethat invite a psychoanalytic reading. A
hypothetical psychoanalytic interpretationTdfe Islemight work like the following.
The Isleis about a mute woman working as a manager of a fidakegand as a
prostitute, and a fugitive who hides from his doublerder. They meet, feel
affection, and escape together. At first, they nasetriminals outside of the family
and the Law. They fall in love and are re-Oedipadiby building a new “home”
(symbolically presented as painting a yellow flaathe film). When this re-
Oedipalization is halted because they have alreahgfyressed the Law, they
regress to the pre-Oedipal stage; woman becomes Ntelfe and man returns to
the origin, the womb. If we reabhe Islethrough such motifs within a
psychoanalytic framework, then we can see a tr@jgcomprised of Freudian
ideas on origins, repetition-compulsion strategies,ddath instinct and its
allegiance to desire as the need for a return toplesiitude. The film might be read
as such, in terms of traditional film theory, usihg two basic paradigms of
conventional representation, subjectivity and idgntit

However, such psychoanalytic readings, which areeored with the molar

plane of organization such as family and Law, limé tim as a plane of
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organization, through which the problematic nature ofdge relationships are
encapsulated and re-enforced while losing the sifjtiteomolecular plane of
immanence, or the perceptual and fluid semiotics wplaich Kim’s film draws.
Notice that the psychoanalytic readingldfe Islehas little to talk about many
violent scenes in the film. The girl rips off a live§ and feeds it to a caged bird. A
fisherman fillets the sides of a live fish to feedlsani to his girl before throwing it
back into the water. What about the two scenes whiabive fishhooks? My claim
is that these scenes refuse to be subsumed simgtig @edipal paradigm or to be
symbols of ultimately something else. These scenemtallow us to seek and to
be satisfied with the meaning of this image or theeulythg meaning of that image.
In The Isle these images do not call for meaning. Meaning is iikgemany
characters in his films. Or like the lettersAddress Unknowrthose images do not
have pre-determined destinations or recipients fweatidience do not even know
what the content of the letter is). While the meanmigald in abeyance, those
bodies, which are big or small, live or dead, or faglow, collide and interact with
each other. They mutate and transform into somethimgy than themselves.
Traditional film theories seem inadequate in being abldeal fully with them.
Before turning to Deleuze, let us first consider famiies betwee he Isle
andCrocodile.Hee-jin rules the lake like Ag-O does@mocodile Hyun-sik fishes
and Ag-O fishes dead bodies; Hyun-sik comes to thetakemmit suicide, so
does the unnamed beautiful girl who jumps off the bridgeO builds a living
room at the bottom of the river and Hyun-sik and fe&lecorates the floating

house-raft on the lake, although both houses areesso#ind unstable. Like
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Crocodile small items are put into use for different purposBain-sik makes
small items such as a bicycle and a swing out ofel stee. In other words, he
creates new affects out of steel wire by nullifyitgysignification. Kim’s characters
relate each other by creating and sharing such affeo€rocodilethe first non-
violent relationship between Ag-O and the girl coméemthe girl draws a portrait
of Ag-O and Ag-O paints the shell of a small turfée same affective movement
of drawing connects them. Trhe Islethe affective relationship between characters
comes when they share the figurines and that is wieyjideand the prostitute want
his figurines. However if the relationship between harbaings consists of various
affects, that relationship is not always clear tmbserver of botiCrocodileand
The Isle The themes of “muteness,” “setting and location” ‘amolund and death”
also play important parts for each respective stwhose elements are repeated
again bySpring, Summer, Fall, Winter... and Sp{2§03), though no other film
has generated so much controversy and polarized sp viewers ag he Isle

The difference is that the sense of abstraction eapeisonality which
pervades irCrocodiledisappears ifhe Isle.n other words, the any-space-
whatever ofCrocodileis turned into a naturalistic setting, though a notfémiliar
one. Still, the dominant images Bhe Isleare not “the action-image” in which
gualities and powers of the affection-image are diztehin states of things.
Although they do not obscure the setting and locadigiberately, still they are not
exactly determined in spatio-temporal co-ordinatéeré@ is an uncomfortable
mixture. While the cinematic world dfhe Isleseems to be more concrete than

Crocodile,the world ofThe Isleseems to hide something ominous, although it is
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not immediately clear what brings about this tensisrhis unsettling but
unidentifiable impression the same “affect” which s&v inCrocodile? Earlier, the
affect is expressed basically through freezing theement figuratively and
literally. In other wordsCrocodilesevers semiotic, linguistic and spatio-temporal
links between the space Gfocodileand the off-screen space (the world). Every
sign in the film loses its meaning and floats on thedlaface. The world devoid of
meaning also thwarts our nominal understanding of humlationship and ethics
and rushes toward death. The affect reveals itselfdyof disjunction and through
the increase/decrease of the capacity to affetrt be affected. Howeverthe Isle
achieves the affect not by severing itself from thisiole world (although the
fishing lake is already separated from the societyome degree) but by revealing
something hidden. Thus, whi@rocodileachieves its effect by freezing the motion,
The Isledoes that by giving movement to something dormant. Deleaikethis
type of affect “sensation.”

Some scholars influenced by Deleuze claim that theifnage is basically
tactile and visceral, and our cinematic experiendmiily sensatiofi’° However,
the problem is that Deleuze himself does not usevtird “sensation” in his two
cinema books, even though they were written (1983 aB8)1f@ght after the
publication ofFrancis Bacon: The Logic of Sensati{®81). Why did Deleuze
avoid “sensation” in his discussion of cinema? In tadendition, can we

appropriate it for our purpose? | will try to answieese questions by recourse to

% See Shaviro, The Cinematic Bodi and Kennedy, Deleuze and Cinema:
The Aesthetics of Sensatioh09.
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examiningFrancis Bacon: The Logic of Sensatiand “the impulse-image” which
is developed ifCinema 1: The Movement-Image.

This chapter first explains how Deleuze conceptealizensation” in his
study of Francis Bacon’s paintings. Deleuze idegdifiisolation” and “violent
movement” in Bacon’s paintings as the main vehicleseoisation which is
transmitted directly to our nervous system. Howelespite the affinity between
the technique of isolation and the close-up, Deleuzem&ssociates sensation with
cinema. The second part of this chapter seeksnkébtween sensation and
cinema through a close reading of “the impulse-imagith appears iinema 1
and the reason why Deleuze is reluctant to use thegensation in cinema. The
next section identifies Kim Ki-duk’s filnThe Isleas an impulse-image which is the
cinematic equivalent of sensation in painting. Theanbimages oThe Isleare
explained through “impulses” which reveal “originarynao” The next film
Spring, Summer, Fall, Winter... and Sprimghile it shares many similarities with
The Isle transforms the clash between “originary world” andri\eksd milieu” into
the plane of consistency, in which various becomirgsino The notion of the plane
of consistency is explained through “haecceity” afudd” using the floating temple
as an allegory. Finally it discusses the beoming-alsimeSpringand how it goes

toward to becoming-imperceptible.

2. Sensation in painting
In What Is Philosophy®eleuze and Guattari claims that art preseraes

block of sensations, that is to say, a compound of pereayt affects(Deleuze

89



and Guattari What Is Philosoph$®83-4). As usual, Deleuze is less interested in

defining what somethingg than describing what does An art is able to “undo the
triple organization of perceptions, affections, anchapis in order to substitute a
monument composed of percepts, affects, and blocsneaens that take the place
of language” (176). According to Deleuze, “percept® aot perceptions, which
means percepts are independent from the perc¥iaend “affects” are not feelings
or affections, which means that “affects” go beyomel subject who experiences
them. Thus, to extract sensation from representaitmdiscover something
impersonal in it, prior to the “I think” or the “we jgd,” unhinged by the relation of
subject and object supposed in the conception of “sgmtation,” and by the
subordination to judgment.

While the word “affect” has been widely used forigas subjects, Deleuze
narrows the usage of “affect” so as to apply it toya@it inWhat Is Philosophy?
He adds that affects are harmony, consonance asdndisce, harmonies of tone or
color. Meanwhile Deleuze suggests sensatiortkasibrationwhich is the simple
nervous sensatiothe embrace or the clinolwhich means the resonance between
two sensations, angithdrawal, division, distentiowhich is separation of two
sensations (168). Although Deleuze gives us an overaautilize his concepts, he

does not discuss cinema at alMfhat Is Philosophy?Those three elements of

37 Then, Deleuzian idea of percept is, in a senseiniscent of

phenomenology, since we can say phenomenology flsessto rescue “sensation”
from the enclosure in representation, or its subaitthn to the subject of
representation. However Deleuze, who is alwaygaftito phenomenology, thinks
it still rest upon the division of subject and objextd more importantly, in essence,
it imposes transcendence onto the “life-world.”
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sensation might be useful for sculpture as they aemd#d, but it is not clear
whether they can be used in cinema too.

Francis Bacon: The Logic of Sensatigives us better examples of how
Deleuzian sensation might relate to the cinematic imgkuze notices in
Bacon'’s paintings that those painted on the canvasinathng to do with
representation; they are neither figurative, noratare, nor illustrative; they are
figural, in other words, “Figures>® Imagine any painting of the crucifixion of Jesus.
In most cases, we may immediately identify crossudeand the Virgin Mary, and
also easily recall the story behind the evens Hifficult to escape from these
denotational signs and accompanying narratives asiPeleautions that “a story

always slips into, or tends to slip into, the spac&benh two figures in order to

animate the illustrated whole” (Deleuze Francis Baddre Logic of SensatioB).
However it is possible to paint the same event by abrsgthose figurative
elements and by drawing our attention to its line$ @lors, those are what
Deleuze calls the “Figures.”

To get a pure Figure, Deleuze says, there are twsilplises — abstraction
and isolation. One is pursuing an abstract form aksdrpaintings of Wassily

Kandinsky or Piet Mondrian. However, Deleuze finds thethod problematic,

38 According to John Rajchman, The Deleuzian distinctidwéen

“figurative” and “figural” is indebted to Lyotard. Faroth Lyotard and Deleuze,
“figurative” is related to “representation,” whileigural” is something freed from
the visible, the sensible, representation, or “disaguraditionally associated it.
Thus, the figural problematizes the cores of Wedigought — discourse and
representation — and “exposes something “indigestibfgildic can’t easily
“consume,” appealing to another public or anothewvaé what is public. John
Rajchman, "Jean-Francois Lyotard's Underground Aast)eOctober1998: 9.
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because abstraction necessarily goes through the Oi@ other way to get the
Figure is exemplified by Francis Bacon’s paintings.stirtsFrancis Bacon: The
Logic of Sensatiowith the explanation of “isolation,” which gorges ou¢ thigure
from figuration, illustration, and narration, as theotardian figural doe¥’

Isolation is necessary to get to the Figure. Withsalation, the Figure tends to be
figurative. Deleuze says, “the entire surface isadly invested virtually with all
kinds of clichés, which the painter will have to kedth” (11). Therefore, the
Figure should be earned by fighting against representatarration and
illustration. In Bacon’s paintings, we often find ttistorted, deformed, monstrous
images. These images resemble the object of referbatthey never stay in the
world of resemblances; they tend to become sometigeg— animals (by way of

dismantling the fac&j or a zone of indiscernibility. Bacon’s Figure is sanply

3 Lyotard describes the figural as the primary psses of the unconscious,

similar to what Freud called the, versus the discursive that he describes as the
secondary process, or similar to what Freud caledego. Thus, what Lyotard
suggests in the term of the figural in art is the “ddHtoation” and subsequent “de-
colonization” of the libidinal energies that languaget,tand the intellect codify,
censor and repress. To do so, Lyotard claims thsthpmdern art switches from
modernism’s emphasis on signifiers to an emphasis@sigmified and thus the
preference of image over narrative. With this colkapad de-differentiation of
signifiers into the signified comes a loss of meanirfigiepth, and interpretation,
because no longer is there an interplay betweemseptations of reality
(signifiers) and reality itself (signified). This défdrentiation increases the impact
of the art, because no longer are there signifiersnieatiate, distance, and disinvest
viewers’ desire. Art becomes then a participatoryegience, one in which the
audience receives, and handles as they may, the fhbWibidinal energies which
the artist set free.

40 “Bacon is a painter of heads, not faces, and tisesggreat difference
between the two... It is not that the head lacks sfiit it is a spirit in bodily form,
a corporeal and vital breath, an animal spirit. this animal spirit of man: a pig-
spirit, a buffalo-spirit, a dog-spirit, a bat-spriGilles Deleuze, Francis Bacon: The
Logic of SensatiorfLondon: Continuum, 2003) 20.
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distorted representation; it is also an active déteralization of signification. For
example, Bacon often draws a human body with a beaithout a face, because
the face is not only the privileged part in human bbdialso the foundation of
signification and subject formation. By dismantling thee, Bacon escapes from
the codification of the human body, and subsequerrtigrdtorializes the subject.
Once the Figure is obtained, “sensation is that wisi¢ransmitted directly, and
avoids the detour and boredom of conveying a stor§).(Bhe sensation, Deleuze
says, acts “directly upon the nervous system” (Bbpther words, the Deleuzian
principle of aesthetics is that there is “sensatipndr to the establishment of codes,
languages, and mediums.

It is interesting to see that Deleuze does not meminything about the
close-up of cinema in his discussion of isolation impag or vice versa, despite
the obvious similarities between the technique dbisan in painting and the
cinematic practice of the close-up. Similar to thenebgontours that isolate the
Figures in Bacon'’s paintings, the close-up in filmlages and abstracts the face.
The close-up is the easiest way to achieve thetdfeimage, just like the round
area is simplest technique to isolate the Figure in Baqmainting. Are they same?
Is the Deleuzian affection-image an example of Deleugensation?

Deleuze notices those Figures in Bacon’s paintingsatrspectators. They

are not waiting for something to happen but somethinigens already moving:

Now it is inside the body that something is happeningptigy is the source

of movement. This is no longer the problem of the place rather of the
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event.... It is not | who attempt to escape from mghpat is the body that

attempts to escape from itself by means of... in slaospasm. (15)

In other words, when the close-up in film isolates tace, it tends to freeze the
movement of the body, while the isolation in Bacqmésntings rather prepares a
violent eruption. There are a series of paintingsaddd in which the body
attempts to escape from itself through one of its organsder to escape the
contours. Thus, the answer to the question about semsatd the affection-image
is both yes and no. The close-up and the isolatiom patduce the Figure, however
they do so for exactly the opposite purpose.

Let’s first look at the similarity between Bacompaintings and Kim'’s films
and how extensively Kim employs the sense of ismtatAs mentioned earlier, Kim
Ki-duk is not, by any means, a director of the clapeHe does not use close-ups
frequently, nor does he use them in conjunction with @nsiderable long-takes
(as in Carl Dreyer) or with any conspicuous techagj(as in Jean-Luc Godard).
However he elevates his characters to Figures thrGsglation” by way of
location and setting. The most prominent locationsgtior Kim is water, whether
it is a lake, a river, sea, or a small fish tankChocodileHan River in the middle of
Seoul is the main backgroundild Animalswhich features Koreans on French sail,
visits the river Seine repeatediyhe Birdcage Inns a small seaside Inn aBad
Guyrevisits the same seasidéne Coast Guards set on the coasthe Isleand
Spring, Summer, Fall, Winter... and Spring shot on a lake arithe Bowis set in

the middle of ocearBamaritan Girlrepeatedly shows a public bathhouse. These
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settings sever the cinematic space from the resv@éty. On top of that, Kim’s
films repeatedly emphasize the image of confinemehich incarcerates characters
even more tightly. The design of the inn which contlyaencloses the characters in
The Birdcage Innthe peep-show room Wild Animals the dog cages which are
used to keep dogs and sometimes human beingddress Unknowrthe room of
the prostitute with an adjacent surveillance roorBaad Guy the barb wired

military camp, the barb-wired boxing ring and the fighk in which the
traumatized female confines herself in bleedinghie Coast Guarda small prison
cell in 3-Iron; a single boat in the middle of oceanTine Bow.The list goes on.
Isolation is the most ubiquitous and conspicuous viswalf of Kim’s film. Let me
explain more in detail Kim’s sense of visual isolatlynusingThe Isle.

The film opens with an extreme long shBL§ which portrays a
picturesque lake and house-rafts in the early mystiming. In general, thELS
gives an audience information about the time and spiitee setting. However in
this case, th&ELSobscures the setting; there is no marker to tellrevitas and
when it is. Nothing occupies the center of the franerasthing peculiar grabs out
attention; rather the early morning mist covers th@earea, further obscuring its
spatio-temporal clues. The subsequent long-sh&sshow an isolated lake on
which fishing house-rafts, separated from each otrerfloating. (The titldhe Isle
IS a misnomer since there is no “isle” in the filine name, however, highlights the
sense of isolation that the movie produces.) This ogesequence establishes the

location as a Deleuzian singular plane.
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Isolation works not only at the level of visuality,ttalso at the level of each
character. All characters are presented withoueeplersonal history or memory.
Only a brief flashback, which glimpses the dead bosligis by the main male
character (Hyun-sik), ties him to his past. Besithed, tthere is no social, personal,
or psychological background for spectators to weakauthh the events. The only
connection between the isolated characters is a snoadir-boat which traffics from
one float to another to carry food, water, baitffshing and the female bodies for
sexual appetite. The sense of isolation is furtidiaaced by the lack of dialogue.
Like all his other films, dialogue is minimized to thegree that the main female
character (Hee-jin) iThe Isledoes not have a single line. Characters are mute and
isolation becomes a complete breakdown of verbalnconication. Thus, there are
many evidences thdthe Isleand Bacon’s paintings share the same visual motif of
isolation. If it is so easy to connect Bacon’s tegmei of isolation to a film, why
didn’t Deleuze utilize the notion of “sensation” in t@aema books? Can we call

Kim'’s films “the cinema of sensation”?

3. Sensation and the I mpulse-image
In Francis BaconDeleuze never mentions anything about cinema. On the
other hand, he mentions the name Francis Bacon ogbyiorhis two Cinema
books in passing, when he discusses “the impulsgeinand the violence of

Joseph Losey'’s film:
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In Losey, what appears first is a very specialenake which permeates or
engulfs the characters, and precedes any actiathé opposite of the
realist violence of action. It is a violence in act,dsefcoming into action.

It is no more linked to an image of action than iisihte representation of a
scene. It is a violence which is not merely intewrahnate, bustatic,

whose only equivalent is that Bacon in painting, when he summons up an
‘emanation’ which arises from an immobile charac{Beleuze Cinema 1:

The Movement-Imagé 36— original italic and my bold)

Like a lightning flash, Deleuze recalls the name Bdodhe discussion of Losey’s
violence under the category of the impulse-imagénewer looks back at it again.
The brevity might be explained by the wostitic. It not only explains the brevity
of Bacon’s sudden appearance but also the excluditre term “sensation” in the
Cinema books. A painting cannot move; it can only shillmages. However the
reason that Bacon’s painting interests Deleuze isittinat only gets a Figure away
from the figurative, but it also makes the Figure stifior escape: “The important
point is that they do not consign the Figure to immbbut, on the contrary,
render sensible a kind of progression, an exploraifdhe Figure within the place,

or upon itself” (Deleuze Francis Bacon: The LogicSehsatior?). Thus, Deleuze

says that sensation is what passes from one “ordatidther, from one “level” to
another, from one “area” to another. This is whiyssgion is the master of
deformations, the agent of bodily deformations (3@)leDze adds in the chapter

namedAthleticism “the body is the source of movement” (15).
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The reason that Deleuze completely ignores sensatdms discussion of
cinema is that cinema has always been a medium wvément. Therefore there is
no reason for Deleuze to use “sensation” whose prigaay is to give a still image
movement (sensation of movement). Howeverstia¢gicviolence of Losey
reminded him of Bacon, as if Losey’s image of viokemnot moving at all and
needs “sensation.” In the previous chapter, we hready seen the affects do the
opposite for film images. Since the affection-imadpe (tlose-up) abstracts the face
from its spatio-temporal coordinates, it tends to itsenobility. But if the image
itself is not moving, if it isstatic, it might need sensation. That is why the last scene
of Crocodilein which the dead bodies seem to move because of thentis
sensation prefigured in the film of affects.

While the Cinema books allude to sensation with & beference to Bacon,
Francis Bacon: The Logic of Sensatiaiso has a very subtle reference to “the
impulse-image” which was yet to be written. While ttaning that sensation is not
“sensational,” that is “the figuration... which provokesialent sensation” (38),
Deleuze suddenly evokes “naturalism”: “Sensationdrasface turned toward the
subject (the nervous system, vital movement, “ingfiftemperament” — a whole
vocabulary common to botdaturalism and Cezanne) and one face turned toward
the object (the “fact,” the place, the event)” (3thy-bold). Coincidently,
naturalism reappears in Deleuze’s discussion ofrtipiise-image.

Deleuze locates “the impulse-image” in-between Pagrdirstness and
secondness; “it is no longer the affection-image, duiott yet the action-image”

(123). It appears as the “Originary Worlds/Elementarpulses pair” between “the
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Any-Space-Whatevers/Affects pair” of the affectiomage and “the Determined
Milieux/Modes of Behaviour pair” of the action-imag&though it is positioned

between two major images,

this new set is not a mere intermediary, a pladeanisition, but possesses a
perfect consistency and autonomy, with the resalt tine action-image

remains powerless to represent it, and the affecti@geépowerless to make

it felt. (Deleuze Cinema 1: The Movement-ImdidS)

The originary world, according to Deleuze, coexistthimithe real milieu (the

world derived from the originary world). Although udlyahidden, it can be marked
by “the artificiality of the set (a comic opera goiom, a studio forest, or marsh)” or
“a preserved zone (a genuine desert, a virgin for¢s®3). In other words, the
originary world has no existence independent of taémelieu, but the real milieu

is in fact a world derived from the originary worlthus, while people live in real
milieu (the derived world), they still carry the pmses and fragments of the
originary world. Deleuze sees an affinity betweenithpulse-image and literary
Naturalism, where an originary world of instinctualde is combined with a

derived world of language and history:

Naturalism in literature is essentially Zola: he liael idea of making real

milieux run in parallel with originary worlds. In eaoli his books, he
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describes a precise milieu, but he adsbaustst, and restores it to the

originary world. (124)

Although naturalism is not opposed to realism, it “acgat#s its features by
extending them in an idiosyncratic surrealism” (124jus, the setting of the
impulse-image represents the co-existence of thewgialu and originary world
and the sense of excess is the characteristic ofmjnse-image.

Deleuze confesses that the impulse-image is not orfigulifto reach but

also difficult to define or identify (Deleuze CinerhaThe Movement-Imag#34).

Deleuze mentions only three directors (Luis Bunkei¢ von Stroheim, and Joseph
Losey) under the category of the impulse-image, winekes it the most selective
category among his images. Deleuze calls them the gnasters of naturalism in
cinema. Film history usually associates Luis Burwaéh surrealism, Eric von
Stroheim with psychological realism and Joseph Losmyatively?*! with
naturalism. While Deleuze admits that their stylescanée different from each
other, he sees from all of them the implosion of ilepwnto the real milieu.
Deleuze makes a relatively clear distinction betwiée impulse-image and the
action-image: “the action-image represses the impuatsge, which is too indecent
because of its brutality, its very restraint, arsdaick of realism” (134). However,
there is no attempt to separate the impulse-image thhenaffect-image. In fact, it is

very difficult to distinguish them on the level of eaotage without considering

4 No one in film study hesitates to call Bunuel andB&m great directors.
However what about Losey? Dan Callahan says engatligti'no” to the question.
Dan Callahan, "Joseph Losey," Sense of Cing2(203).
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whole film to locate the origninary world. The diffae between the affection-
image and the impulse-image can only be measured bthehit increases or
decreases the movement. The difference betweert afidcsensation can be
explained in the same way.

Although Deleuze never gives a clear-cut definitiotwleen affects and
sensations, there are several paragrapksancis Bacon: The Logic of Sensation
from which we carextractthe difference between them. Deleuze says “sensation
has one face turned toward the subject ... and onddaced toward the object”
(34). This is an extraordinary statement considetigmade by Deleuze, because
he seldom uses the “subject” and the “object” akaf/tare separate entities. Since
sensation is a virtual concept, it is absurd to put themmesvhere in relation to the
subject and the object. Deleuze quickly corrects Hiti®e rather, it has no face at
all... 1 becoman the sensation and somethimgppenghrough the sensation” (35).
Thus, Deleuze consistently uses sensation as ialtiays on the move, while
affect always refers to an interval or a pause. $ersse, the relationship between
affect and sensation is similar to that between eapdtsense. As event and sense
are “two sides without thickness,” affect and sewsatefer to the same impersonal

experience with two different speeds of movement.

4. The Isleand the Impulse-image
Many casual reviewers point out either an excessdafigiency ofThe

Isle.*> Some grumble about the excessive violence, thetergd excessive emotion,

42 See Park Sung-suSpring, Summer, Fall, Winter... and Sprimgnaturalism in cinema”

Sung-Il Chung, ed., Kim Ki-Duk: An Untamed or a $egoat(Seoul: Happy Reading, 2003).
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and excessive colors, while others complain aboutatie df coherent narrative, the
lack of character development, or the lack of motoratiThe co-existence of excess
and deficiency might be the key to understahe Isle.Simply, the lack of
informationof The Isleaccentuates the sense of excessive violence. Tdesenf
The Islecan be understood as an equivalent teettfeaustiorof naturalism. As the
excessive description of naturalism eventually esteathe sense of realism and
heads towards the originary world, the excessiveoasgled with the deficiency in
narrative coding imhe Isleaccentuates the violence and brings about the orginar
world.

The primary function of the Figures is to make invigifidrces visible

(Deleuze Francis Bacon: The Logic of Sensation:b&leuze mentionthat “the

task of painting is defined as the attempt to rendsbh forces that are not
themselves visible” (56). In Bacon’s paintings, thisdering of invisible forces
means “to paint the scream more than the horror’tm®tepresentation of horror
but a scream which forebodes the invisible forceseMvBacon paints the
screaming Pope (“Study after Velasquez’s PortraRage Innocent X, 1953”) he
does not include the cause of horror, as if the Popedifireees nothing, and
screamsefore the invisibl€8). The invisible forces become more visible when
Bacon’s Figures undergo deformation by the forcgzre$sure, inertia, weight,
attraction, gravitation, and germination. Howevedaes not mean that Deleuze
wants to make a theology out of such “invisibilitys #nough it were the mark of
some Law, or some transcendental void or emptindssfdrce is at the most basic

level the difference itself. For a body to affecotrer body or to be affected by
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another body, those bodies should be different bodieis difference is called
throughout Deleuze’seuvreby many different names: event, sense, intensity,
duration, affect or sensation. They are virtualtesgibut appear by way of different
encounters in various situations. And that is the marmtbecomings in Deleuzian
philosophy. The reason that Bacon’s paintings fageieleuze is that Bacon
makes the invisible forces visible through theieets on the flesh and through the
relationship of materials and forces, not the relatignsf form and matter.
Bacon’s painting expresses the invisible forces orbtity, which undergoes
becomings such as the body’s becoming-animal by lasnguman traits and
becoming-imperceptible by losing its contours.

The impulse-image is designed to show the invisiblegfoitds the image of
the impulse of the originary world. Because the originaorld is not always
clearly revealed, it needs what Deleuze calls sgmgtor idols (or fetishes).
Symptom designates the qualities or powers relatea tariginary world defined
by impulses. Deleuze asserts that “impulsesatactedfrom the real modes of
behavior current in a determinate milieu, from thespass, feelings and emotions
which real men experience in this milieu” (124). Kinslsaracters are not conscious
decision makers. Things happen without human contikésthe golf ball, which is
tied to a tree for swing-practice #lron (2004) and that sets itself free and hits a
moving car and its passenger. Violence finds its @arsl characters can only
respond to it by instinct and impulse. The more theydmplay their given roles, the
more they become inadequate to the roles. The soitdighe Coast Guar@2002)

tries to fulfill his duty by killing the intruder whom hmaisidentifies as a North
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Korean spy, but who turns out to be a local punk. Tdreyunable to anticipate
coming events. Things go off in unforeseen direction,dratdacters act as if

certain violence has engulfed or permeated them.

Impulses have the same goal and the same destinytatghsinto fragments,
to tear off fragments, gather up the scraps, forngtkat rubbish dump and
bring everything together in a single and identical Wi@apulse. Death, the

death impulse — naturalism is saturated with it. (De¢eCinema 1: The

Movement-Imagel 30)

Likewise the death impulse overwhelms other impuisdhe Isle When the death
impulse dominates, other small impulses lose theirsaged become simplified.
That is why even the sexual impulse takes a violem fé&lore precisely, the
sexual impulse comes with the death impulse. Thisewc# cannot be attributed to
simply the aggressor and the victim or to “the retwirthe repressed” as
psychoanalysis often interprets such action. Nortbenviolence be determined by
fixed qualities, nor by the real it represents, noalpertain essence. Swallowing
fishhooks is not a result of a conscious decision. Howdeethose characters that
live in a world devoid of meaning and overwhelmedHtry death instinct, the only
way to become aware of what is happening to themssfter themselves. Not
because pain is pleasurable in some sadomasochéastidowt because it is the only

language they can share.
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Here the characters are like animals... because ttisitaae prior to all
differentiation between the human and the animals&lrege human animals.
And this indeed is the impulse: the energy whichesefzagments in the
originary world... It is thus a world of a very spedkahd of violence.

(Deleuze Cinema 1: The Movement-Imakft)

Secondly, fetishes (or idols) are the fragments taraya by the impulse,
from a real milieu. So they correspond to an originaoyld. In The Isle,fishing”
is the fetish. In a determined milieu, fishing isp@id or a hobby. However, it also
reminds us of the cruelty of the originary world, dese after all it is the life and
death struggle between fisherman and fish. Pullingdighof water is akin to
pulling out an originary world onto a derived milieuith the fish strings
connecting the two worlds. It is a violent and paliftocess; the more the fish tries
to escape, the more the fishhooks pierce its skinoegahs. The desperate
writhing is transmitted to the hands of fisherman. Tiga becomes tactile and the
originary world gets nearer. Hee-jin teaches HyunksiWw to fish, in other words,
how to open up an originary world of impulse andimgt However this ritual is
double-edged; Hyun-sik becomes violent to the degratehil chops the live fish
but, at the same time, the violence engulfs him and g@on becomes his own. The
ritual is completed by their respective rescue secgiemhich connects one’s
agonizing pain to the other through the vibration of thle pole.

Sensation depends on a sort of clashes. These clzmhég the result of

various techniques such as isolation, of visibility andsibility, of mobility and
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immobility, excess and deficiency, or becomings. Ftbase clashes a rhythm is
generated. The basic rhythmTie Isleis created by the clash between the water
and a house-raft. The house-raft is an unstabléenfefithe derived milieu. Despite
its house-like external appearance, it has a flap dodhe floor. It is not a
coincidence that two fishhook scenes happen whemiacter either fails to escape
from the float or does escape from it. If | borrBeleuze’s language on Bacon’s
painting, the clash is between the systolic fordeiclv moves from the field (that is,
that background) to figure, and the diastolic fosbich moves from the figure to
the field as the body undergoes intensive pain. Subigcis distanciated, or
subsumed, through a process of flux and oscillatiomiels, rhythms, movements
and intensities.

Sensation is also experienced by the becoming-fisa.whole film is about,
in short, becoming-fish. At first, fish has no afféetHyun-sik; he has no interest in
fishing. When he catches his first fish with the helpiee-jin, he lets it go. In his
botched suicide attempt, his becoming-fish startepaljh he refuses to
acknowledge it. However, when he mangles fishespbeunters the fish being
filleted for sashimi and then released. Right befoeeetiicounter, Hyun-sik has
made a hangman with steel wires and Hee-jin showpreéerence — drowning. It

is at this point that he realizes that his becomingiidfis destiny.

When the visual sensation confronts the invisible fohed conditions it, it
releases a force that is capable of vanquishinghthsible force, or even

befriending it. Life screamat death, but death is no longer this all-too-
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visible thing that makes us faint; it is this invisibtgde that life detects,

flushes out, and makes visible through the scream. (R2elErancis Bacon:

The Logic of Sensatiof2)

Although he sometimes resists and shows his intenticgate| she disagrees and
they fight. While Hee-jin electrocutes fish out bétfishtank without any apparent
reason, Hyun-sik’s becoming-fish continues. Thus seend fishhook scene can
be explained as Hee-jin's becoming-fish. If he fedfects from fish, then she can
be one by hooking herself with fishhooks.

The final scene oThe Islecompletes their becoming-fish. Hyun-sik
suddenly appears in a gigantic swamp and finds a sheléerove of reeds. The
camera catches his move from aerial point of viewd, &@e see the naked woman is
lying down in a boat full of water. It is obvious thia has disappeared into her
womb. The important point is not that man returns tohgin as a psychoanalytic
approach might interpret, but that he becomes invisAdeDeleuze says, all
becomings start with becoming-woman and goes ondorbeg-imperceptible.
Such an explanation, consisting of “sensations” anfi¢éd,” does not impose
narrative onto a block of sensation. It is an explanadf a series of paratactic
events that eschew causality.

Admittedly, those two fishhook sequences are cltséne action-image
rather than the affect-image or the impulse-imagabse of their analytical editing
style. They use conventional technique, such as gkeseccessive close-ups for the

fishhooks, Hyun-sik’s eyes, open mouth and his faqein. Yet, those scenes
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differentiate themselves from typical Hollywood amma&. Hyun-sik draws the
curtains before he swallows fishhooks, and Hee-jshps fishhooks into her
vagina, after Hyun-sik, the only person in the Jiginhas left the float. In other
words, there is no other witness to the violence exiteptiimic viewer. Both

scenes avoid a witness who fixes the emotionaloresp and meaning for viewers: a
witness | would call “the embedded spectator”. Il explain this dominant motif of
conventional mainstream cinema using Mel Gibsditie Passion of the Christ

the next chapter.

At the beginning of this chapter, | asked whether ikeeral reaction of
audiences can be explained by sensation. If an acelieas responded bodily to the
fishhook scene because the images are gross, “saraddatothe right word to
explain that reception. However if an audience leasted to those scenes because
they are incomprehensible, then the “sublime” mighéa lixetter term to describe
their response. If those scenes have forced aracelito think about the invisible
forces of the originary world, such as the deathmastor becoming-animal, only in

that case, can we use the word “sensation.”

5. Spring, Summer, Fall, Winter... and Springnd Becomings
At first glance, Spring, Summer, Fall, Winter... and Sprif&§03) looks by
Kim Ki-duk’s previous standards to be a much mildenfiThere is no rape and no
abuse. Although a murder is committed, it is only refémo by an article in a
newspaper. Set entirely on and around a tree-lialegl in which a tiny Buddhist

temple is floatingSpringcaptures the tranquility and beauty of Jusan Pondsamid
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an exquisitely beautiful landscape in North Kyongsprayince in South Kore#
The film is divided into five segments with inter-titl&spring,” “Summer,” “Fall,”
“Winter,” and “...And Spring.” Each segment is aboutex@de or so apart,
corresponding to “childhood,” “adolescence,” “adultdgd'middle-age” and “old-
age.”

A complicated narrative has never been associatédkum. In Springthe
simplicity reaches its bare minimum. The spring segnmroduces an old monk
and his child disciple. While exploring the world on amdund the lake, the child
monk plays an innocent but cruel game: torturing saralinals by tying them to a
pebble. The old monk punishes the child by weighingwith a stone, and tells
him that if any of the creatures die “you’ll cathe stone in your heart for the rest
of your life.” In the summer segment, the monk, noypang man, meets a girl
who comes to the temple to recover her health. Theyiawn to each other and
become involved sexually. The old monk discover# tieationship and lets the
girl go, who is now healthy enough to leave. The yoomnogk follows her. In the
fall segment, the monk who is now an adult returns tdehmeple as a fugitive after
killing his unfaithful wife in a fit of passion, an@an police follow. After his
arrest, the old monk enters nirvana. With winter, theng@r monk, now in middle-

age, returns and atones for his past actions. An unkmaman leaves her baby at

43 The film’s production company had to negotiate witluth Korean Ministry
of Environment for six months for permission to buildttHoating monastery set
on Jusan Pond, because the pond, which was artificrellye more than 200 years
ago, was in a national park. After shooting, the petidn company had to remove
the set right away (from personal interview).
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the temple and dies by accident. With a new spring¢ybke starts anew. In the
tranquility of nature, human actions also achiexesity.

Leslie Felperin oSight & Soundvrites thatSpringis “a poetic departure”
and David Jays of the same magazine calls it an “angnmKim’s oeuvre “a
complete departure from the violent canvases of dmilsee work.” They are not
alone. Although some missed the excessive and visaetahce that Kim’s films
usually offer, most film critics inside and outsidekmrea welcomed Kim’s new
film and considered it a change in Kim’s style, a digant departure from his
tormented world, and a sign of an artistically matiirm Ki-duk.

When director Kim Ki-duk visited Washington D.C to prat@ his film
Spring, Summer, Fall, Winter... and Sprihg met several local film critics and
reporters for one-on-one intervied’sMany questions were asked based on each
interviewer’s interest and knowledge of director Kinddms films. One question,
though, was asked repeatedly by all of them: “Witkdeyou get the inspiration for
the film Spring, Summer, Fall, Winter... and Sprigonsidering the unique
setting and exotic rituals (exotic even to native koI because they are not
traditional Korean or Buddhist rituals), it was a tegate and expected question.
To the translator’s surprise, he gave each interiendifferent answer, ranging
from one of his dreams to his accidental trip to du8and which has become the

location of the film. The real inspiration might be afdahem, all of them or none

4 | accompanied him during his stay in DC and wor&ed translator from
March 23 to 25, 2004. | was also able to interview hiyseif for this project.
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of them. Regardless, it seems tBatingrecalls his early filmThe Isle although

many reviewers see a dramatic break from, ratteer dontinuation, his earlier film.

After his first film Crocodile which pays homage to Léos Carakés
Amants du Pont-NeyThe Lovers of the Bridga 991§ with the story of a tramp
and a girl on the bridge, Kim’s films have become @asingly inter-textual,
frequently citing each other. For example, in the lptat ofBad Guy(2001), the
main charactersisit the same inn ifhe Birdcage Inr{1998). (Although
prostitution is the central motif of both films, thkaracters and stories are not
connected in any meaningful way.) Trme (2006), the main character is shown
editing a scene frorReal Fiction(2000) on his computeBreath(2007) uses the
head statue used Wtild Animal(1996) again as a simple ornamé&hilthough
there is no direct quot&pringhas many noticeable similaritiesThe Isle.Both
films are set on a lake guarded by a goddess or amadk. Both of them stage an
uprooted and unstable house in the middle of a laket slctions happen either on

a floating house-raft or a floating temple. In botm8, a man commits a murder

45 His second filmWild Animalscasts Denis Lavant who was alsd_es
Amants du Pont-Neuf.

4 Like the titleSpring, Summer, Fall, Winter... and Sprikgm often recycles
his theme with an interval. For examp&pcodile(first film), The Isle(forth film),
Spring, Summer, Fall, Winter... and Sprifgght film), andThe Bow(eleventh
film) have similar setting and themghe Birdcage Inifthird film), Bad Guy
(seventh film), andamaritan Girl(tenth film) all deal with “prostitution.Wild
Animal(second film)Real Fiction(fifth film) and 3-Iron (eleventh film) separate
themselves from other films in terms of character iitgpbwhile Address Unknown
(sixth film) andThe Coast Guar@2002) are set around military camps.
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and hides in the lake, and policemen follow him. Bedmdsé apparent similarities,
the Deleuzian impulse-image is the dominant imageott Bims.

In Spring each segment opens with an intertitle telling theaaf the
season followed by an opening of a gate at the lak@i®nce with a laboriously
creaking sound. This gate-opening reveals a floaegngpte in the middle of the
lake. This shot, repeated with every new segmens, tieditSpringremains in a
naturalism similar td'he Isle Deleuze says, “the originary world may be marked by
the artificiality of the set (a comic opera kingdaarstudio forest, or marsh) as
much as by the authenticity of a preserved zorge(aine desert, a virgin forest)”

(Deleuze Cinema 1: The Movement-Imaf#8). While the gate and the floating-

temple show a strong artificiality, the extreme longtstaptures the temple and
accentuates the authenticity and remoteness obtagion with the depth of the
field. The gate opens itself and no human being sght. This odd mixture of
artificiality and authentic nature makes the settilat Deleuze calls “a pure
background” or “a without-background” which is theachcteristic of the impulse-
image (123).

Although both films belong to the impulse-image, thiera difference.
While the originary world only seeps through a crackhe Isle like the flap door
used as a lavatory in the floating house-raft, thgiary world overwhelms the
derived world inSpring High water claims the giant gate leading to the dock an
frozen water freezes the mobility of the temple. §hate no longer guards the
derived milieu because it has no wall. It marksydhk trace of it. Thus, in the

world of Spring the derived milieu and the originary world are ingigtiishable. If
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the analytic codeword fofhe Isleis the crash between excess and deficiency, the
codeword forSpringis indiscernibility. Rather than clashing with each other, the
originary world and the derived world blend with eaxther to the degree that the
subjective point of view shot becomes indistinguishéae the objective point of
view shot.

As a technique of continuity editing, the shot/revesiset not only makes
the fragmented nature of editing invisible, but alsalgsiour gaze during the story-
telling and through the narrative space of the filtnisTtype of suturing device has
been an object of intensive scrutiny in film studiesduse of its ideological
implication, and many politically inspired directdrave either tried to avoid,
deconstruct or play with ft. In Spring,Kim rarely uses the shot/reverse shot
formation. Although it is partly due to the lack odlbgue, Kim uses it only briefly
when it is absolutely necessary and moves to therdiffecamera setup quickly.
The reason is not out of a modernist interest that dstém prevent an audience
from emerging within discourse; rather, Kim doesrsorder to minimize the
subjective point-of-view shots.

In general, the point-of-view shot consists of twotsha shot is taken with
the camera placed where the character’s eyes viimuéthd a shot of the character is
looking before or after the first shot. Because o&ffmity to the first person
narration, it is also called a subjective pointvadw shot. InSpringthe subjective

point-of-view shot is minimized. Moreover, many seenyrglibjective point-of-

47 See Dayan, Daniel. “The Tutor-Code of Classicale@ia” and Silverman,
Kaja. “On Suture.” Early films of Godard suchBieathlesg1960) show playful
deconstructions of continuity editing.
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view shots turn out to be, after all, non-subjectlnethe interior scene right after
the outdoor opening shot, the camera first showsrttadl stone fishtank and fishes
in the close-up, then tilts upward to reveal thakistatue of Buddha, as if
somebody is watching fishes and moving its head upteasée the statue of
Buddha. The camera cuts to the close-up of old moayipg with bowing
movement from the Buddha'’s point-of-view. This shotfeams our speculation
that the first shot was the old monk’s point-of-vievosimitating his upper-body
movement. The next shot is the long-shot with depth evaer can see the old
monk praying to Buddha with eyeksedwhile the child is still sleeping in the
background. The first shot which is supposed to belomgdtononk turns out to
belong to no one. Thus, many point-view shotSpmingtake non-humarpositions.
They are not simply non-subjective point-view-shttgy are non-human point-
view-shots such as the Buddha’s point-of-view shaoltthle gate’s point-of-view
shot.

Kim also often puts obstacles between the camerahendject to be seen.
When the child monk walks toward the camera with tbaestied on his back, he
stands in-between the camera and the old monk andsrttasiold monk. In another
scene, when the young monk pulls out the girl out okwathe is hidden by the
boy. A simple camera movement or a different sefugamera could have easily
solved this kind of problem. Instead of taking thetlsest in the set, Kim's camera
accepts its limitations. Kim deliberately gives theneaa a certain consciousness.
This type of image is what Deleuze callglieisign, or what Pasolini calls a “free

indirect proposition”; a perception in tfi@meof another perception (Deleuze
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Cinema 1: The Movement-Ima@®). These images appear as neither too

expressionistic (no oblique angle, no impossible camesdipn, etc.) nor too
realistic (an audience still can feel the preseridbecamera). Although these
point-of-view shots may be understood as a selfxeféedevice that reveals film’s
own production mechanism, Kim’s usage of the pointdefv shot is aligned with
“the plane of consistency” which is opposed to thenplof organization and

development:

Organization and development concern form and substahoace the
development of form and the formation of substance subject. But the
plane of consistency knows nothing of substance amd: foaecceities,
which are inscribed on this plane, are precisely madendividuation
proceeding neither by form nor by the subject.... lathar sense,
consistency concretely ties together heterogenedgsardte elements as
such: it assures the consolidation of fuzzy aggregategher words,
multiplicities of the rhizome type. (Deleuze and Gaa A Thousand

Plateaus: Capitalism and Schizophresid)

Kim’s characters always lose their social traitshia film. They often appear
without recognizable social subjectivity. Even wherytbeter the screen with
traces of society, they quickly lose them in Kirnisematic space. The suicide girl
in Crocodilewho might be a “normal” (Deleuze might callbjectified262]) girl

becomes a different girl in the film after being restuShe does not bring the
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social codes into the filmic space. Thus the firstngcin which the girl and Ag-O
make a connection is presented by their movemerggjithdraws a portrait of Ag-
O and Ag-O paints the shell of a small turtleThre IsleHyun-sik the ex-policeman
arrives at the fishing lake as a fugitive. Howeverthasfilm goes on, the facts that
he was a policeman and he is a fugitive are not impbaaymore Springalso

gives us as little information as possible about chiaracbackgrounds, pasts, and
social roles. Kim even intentionally covers the fatéhe woman who leaves her
baby in the winter segment. Characters act not fraam tonscious subjectivities
but by the interactions they make with other charactnimals, organic and non-
organic things, and nature. Kim pushes the fixed ptdregnema to the state where
forms dissolve and the remaining particles communieatd other based upon
their movement and rest and speed and slownesshén wbrds, they are Spinozian

bodies:

A body is not defined by the form that determirtasor as a determinate
substance or subject nor by the organs it possess$iee fumctions it fulfills.
On the plane of consistency, a body is defined oplg bbngitude and a
latitude: in other words the sum total of the matezlaments belonging to it
under given relations of movement and rest, speedlantass (longitude);
the sum total of the intensive affects it is capablatat given power or
degree of potential (latitude). Nothing but affectd &tal movements,

different speeds. (Deleuze and Guattari A Thousaate®ls: Capitalism

and Schizophrenia60)
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Deleuze calls this type of nonpersonal individuatidraacceity “there is a mode of
individuation very different from that of a personpgect, thing, or substance. We
reserve the nameaecceitiedor it” (261). Thus, the plane of consistency which is
the opposite of the plane of organization and developmdgeemed with
haecceitiesvhich are not subjects but degrees of intensity thagombining with
other degrees of intensity, brings about individuaiofhushaecceitiesonsist
entirely of movement and rest, and they have theaigp@ affect and to be
affected. Even a season, a winter, a summer, an aalate can bkaecceitieas
long as they consist entirely of relations of movetraerd rest between molecules
or particles, capacities to affect and be affectédthough Deleuze does not clarify
anywhere in his writings, we may conclude that “lande (movement and rest,
speed and slowness)” signals “sensation” and “idéit(ipower and quality)” refers
to “affect.” Thus,haecceitieembody both sensation and affect in the plane of
consistency.

Kim’s characters often exhaust themselves physioédigicosing their
names, their memory, and their purpose in a decomposit the self; individuality
loses its contour and dissolves into the backgrouralcHaracter develops a certain
consciousness, it is through the encounters nadcceitiesThere is no essence or
subject. Thus, individuality appears as “sensationg’‘affects.” Then, there is no
difference between characters and other organicmanebrganic things in film:
animals, water, trees, temple, boat, statue, éte.ehtire film then is an assemblage

of haecceitiesThe camera does not give characters any privilege.
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The senses of nonhuman individuation and indiscertylldkcome
particularly palpable by the design of the temple mak the inside and the outside
are effectively merged. Deleuze calls this mergingdihee The notion of the fold is
developed through two books published in the same yel38%: Foucault(1988)
andThe Fold: Leibniz and the Baroq£993). While typical accounts of
subjectivity presume relatively stable “interioritghd “exteriority” or “essence”
and “appearance,” Deleuze’s fold proclaims thatitieriority is not so secure
since the inside is nothing but the folded outside. Tareept of the fold allows
Deleuze to produce a new kind of subjectivity, aipatarly non-human form of
subjectivity. Deleuze uses the idea of a “house’nasliegory to illustrate his

concept. According to Deleuze and Guattari, the hsisdere:

[T]he forces of chaos are kept outside as much ashp@sand the interior
space protects the germinal forces of a task tdlfalfia deed to do. This
involves an activity of selection, elimination andrextion, in order to
prevent the interior forces of the earth from beinlgrserged, to enable them
to resist, or even to take something from chaos at¢hes8lter or sieve of

the space that has been drawn. (Deleuze and Guatldrousand Plateaus:

Capitalism and Schizophrengd 1)*®

48 Almost the same description appear3ie Foldas a way to explain

“‘events”: “Events are produced in a chaos, in a thawultiplicity, but only under
the condition that a sort of screen intervenes.” Dete The Fold: Leibniz and the

Baroque 76.
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This general description of house is developed intat \Reteuze call8aroque
House an allegory to explain how the Baroque mind foldsc@xding to Deleuze,
the Barogque house is a humble two stories building.ldWwer level is composed of
organic matter with several small openings (five senaad the upper level is

where the folds of the soul reside without windows (DeéeThe Fold: Leibniz and

the Baroqués-8). The lower level and the upper level are coteteby the “low

and curved stairs that push into space” (4). Thesstag the space where events are
not yet represented and apprehended but no longelyaodily. They are the folds
in the proper sense: neither inside nor outside, @elibdy nor thought, but
something that emerges when both body and mind |éeredelves. As Helene
Frichot explains, “the event wanders about, ghost-likgraspable, in-between
floors, surveying the flexible membrane that hasdeveloped by Deleuze and
Leibniz” (66). It is upon this surface that we diseothe circulation of events and
the creation of innumerable surface effects. Tlaeeefolds within folds, infinitely
scaled like fractals, in which matter never dissoims atomistic grains. Deleuze
affirms that it is this surface that renders things iids$66). Thus, the fold not
only explains the connection between mind and bodyalso explains, as an
operative function, a becoming.

In all three Kim’s films we have discussed, the “Beuis an allegory of the
fold. In Crocodile neither the resident area under the bridge nounlerwater
living room has walls or rooms. They are only theésaof house. The underwater
living room has no entrance, no wall; only the renmajrfurniture and the picture

frame tell that there was a house or the house h&s been built from the first.
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Allegorically, the space lacks a filter or a sieVlere is no room for the soul; no
wonder the residents of the room are dead bodi€khdnisle althoughthe house-
raft has walls so that it can protect the inside ftbmoutside, it has only one room.
The lack of ground floor makes not only the filtgridifficult, but also
communication impossible. The inside and the outsideicue to clash on the
small foyer on the raft where all the violence haype

With the floating temple iBpring Kim achieves the Baroque house better
than Deleuze’s own allegorical Baroque house, wighihside and the outside
becoming truly indiscernible. The temple does not revepper floor, and it does
not have a proper foundation because it is floatiithodigh it has two rooms, they
do not have walls, which would separate the inside different chambers and
rooms. However, the floating-temple is different fréme floating-raft because the
outside is already folded into the interior of the téan other words, the temple is
made of, borrowing Deleuze’s allegory, only stainswhich the inside (mind) and
the outside (body) are indiscernible.

Inside the temple, we see a stone statue of Buddihaavamall stone fish
bowl in which a couple of small fishes swim. If we zoout, we see now how the
temple takes the position of the Buddha and a bit lastggre bowl on the outside
floor in which a couple of carps play. In a bigger piet the whole floating-temple
becomes the Buddha and the lake becomes a fishbowieAend of the film, the
camera climbs nearby mountain and captures the dakieeand temple in a
spectacular aerial view. The stone statue of Buddaimatakes the entire lake as a

fish bowl and the tiny temple in the middle of the |la&kes the position of the fish.
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If we follow the reverse direction, the temple, alilgh it is uprooted and floating,
contains the whole world within itself. This is whaidr Massumi, following
Deleuze, calls a fractél.The originary world and the derivative milieu be@m
indistinguishable. While the titl8pring, Summer, Fall, Winter... and Spriiges
us a strong sense of time with its chronological buutarcconnections, the filns

more topological than chronological.

6. Becoming-imperceptible
The ending sequence 8pringis reminiscent of the ending Fhe Isleln

Kim’s earlier film, the man disappears into a turigoéss, and subsequent aerial
point of view shot reveals that turf of grass coveeswloman’s pubis, who is lying
inside of the submerged boat. The lake becomes a lmahg turf of grass becomes
an island When Hyun-sik and Hee-jin ihhe Isleare caught in an Oedipal trap
(symbolized by the domestic painting of the house-rtigy seek a line of flight, a
means of transforming a situation through their becgnfish. Theydo not imitate
fish, nor do fish become assimilated to them. Howeveutual deterritorialization
occurs. Hyun-sik does not turn into fish, but remaman-becoming-fish, engaged
in an deterritorialization of the human which leads lowards becoming-

imperceptible

49 Massumi calls fractal as “a web of proliferatiegstires in infinite regress

toward the void.” Massumi, A User's Guide to Capitalema Schizophrenia:
Deviations from Deleuze and GuattdtR. While a fractal is a momentary
suspension of becoming, it is also the principleafdming which should be
coupled with a “dice throw” (21-23).
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The motif of disappearance can be found in many of Kifitms such as
The Coast Guar@002),3-Iron (2004) andlime(2006). InThe Coast Guardhe
accidental killing of a local boy drives not only lgsl friend insane but also the
trigger-happy soldier. After being discharged fromttibtary service because of
his mental condition, he reappears at the militaryglike a ghost in the pitch-
black night and starts to shoot other soldiers. At,firs point-of-view is marked
by the green vision of his night-vision goggles. Howegepn every soldier wears
night-vision goggles; the green vision does not solelykrttee presence of the
insane soldier. In the end, neither soldiers norema#s can tell who is who.
Everyone goes insane, and the killer becomes liteiradiscernible The later film
3-lron goes even further by figuratively making the mainrabter a ghost; he
becomes invisible by training himself to conceal himdS&lhetells a story of a girl
who continuously remakes herself through repeatestiplaurgeries to the degree
that she loses her face.

Against the predominant and unjustifiable focus omdpand identity in
western thought, Deleuze claims that being is becontinghe Logic of Sense
Deleuze lays out his project of overturning Platonisnthe affirmation of
becoming and simulation. In other words, there isomger an origin or being that
then becomes or goes through a process of simuldtilos.means we pass over the
idea that there is a foundation of being, and learatdwhe idea that there is only a
becoming without ground or foundation. In other wottgye is nothing other than

the flow of becoming. If anything looks stable, itagcording to Deleuze, just a
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relatively stable moment in a flow of becoming. Tiiisa of becomings is further

developed inThe Thousand PlateauBeleuze lays out various becomings:

On the near side, we encounter becomings-womaonteags-child
(becoming-woman, more than any other becomings gssss a special
introductory power; it is not so much that women aiteles, but that
sorcery proceeds by way of this becoming-woman)th@rfar side we find
becoming-elementary, -cellular, -molecular, and dvectomings-

imperceptible. (248)

In Springthe most prominent becoming is becoming-animal. Coofuarises when
we think “becoming” in the “actual” world. When Deleugays “becoming-
animal,” it does not mean suddenly a human being steaftang on four-feet or
starts flying. What Deleuze says ib@cominganimal and not &einganimal. This
process is to be understood in terms neither of irartator of assimilation.
Deleuze is not speaking of a mimetic relationship betwman and animal, but of
“a zone of indiscernability, of undecidability, beten man and animal” (Deleuze

Francis Bacon: The Logic of Sensati?d). It is a-parallel evolution of two beings

which have absolutely nothing to do with one anothreother words, “becoming”
means exchanging affects among multipliticities: “thesgtiplicities with
heterogeneous terms, cofunctioning by contagion, eettainassemblagest is
there that human beings effect their becomings-anifisdteuze and Guattari A

Thousand Plateaus: Capitalism and Schizophrahig.
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In Springeach season has its own animal: a dog for springysaenfor
summer, a cat for fall, a snake for winter, and dddor another spring. The
important point is that these animals have no intringimection with each
respective season. For example, a dog refers netfterally nor linguistically to
either spring or childhood in Korea. The cycle ofssees, the prominent theme of
the film, suggests these animals might be parts of theeShiZodiac that is also
used in Korean culture. However, the cat and thigetdo not belong to the zodiac
table. In other words, these animals are pickedysblebecause they are different
resisters of speed, and because they have the taphaifecting and being
affected. The same goes to the other set of animaishé child monk ties the stone
to: the fish, frog, and snake. There is no hidden nmgamultural or religious
connotation or narrative logic behind the choice eSthanimals. They are
haecceitiesThose seasonal animals appear in each segmentljzsethe speed
of each animal. As the monk ages and becomes slswelges the animal he
accompanies. The sole purpose of the animals tiedanstbne is that by death they
make an alliance with the child monk.

The death of various animals sticks with him, as tldenobnk prophesizes:
“you’ll carry the stone in your heart for the re$tyour life.” The boy ties himself
with a large stone in his becoming-animal. As Delesengs in the story of
Hofmannsthal, “This is not a feeling of pity... nondentification. It is a
composition of speeds and affects involving entiretfecent individuals” (258).
The weight of the stone slows him and it hurts him; lteesSpinoziarbody in the

middle of his becoming-animal. Surely, there is &nelslance between man and
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animal when the child monk carries a stone. Howethés,resemblance is just
secondary. In the winter segment, he carries theedtwthe top of the mountain,
just like those animals did. Admittedly the stone &atue, but that does not matter
as much as its presence as a weight that mergesheithdnk’s own speed or
force. He does not become an animal by imitating tlaeacteristics of the animal.
His movement resembles the affect those animalsreadmbling them only in
terms of their movement and rest, speed and slowradsy the imitation of a
subject or a proportionality of form.

The girl in the summer segment appears as a threat t.ehoming-animal,
because she represents the great molar power diyfand conjugality: borrowing
Deleuze’s words in his explanation of Willard in the ialbod horror film
Willard: “Willard [the boy] then experiences a pause in lastohy, in his
becoming-rat [becoming-animal]” (233). Through saxand emotional encounters,
the young monk enters Oedipalization. This violatiopagticularly highlighted by
his transgression of the invisible wall inside of thepggnThis violation shakes off
the plane of consistency and concludes the haltingeoming-animal.
Appropriately he sets the rooster free when hedsahke temple for the Oedipal
Law of the outer world®

His becoming-animal continues when he returns to tingle, by tying

himself to a big stone. By climbing the mountain with st@ne, his becoming

%0 It is still possible to interpret those animals whiepresent each season as
an allegory of the monk. The dog symbolizes the younlefs of the child monk,
the rooster is the finding of desire which shouldree, and the cat’'s agonizing
body when its tail is used as a writing brush resesithe adult monk’s body. The
shake is re-incarnation of the old monk, etc.
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becomes a “becoming-imperceptible”. The notion ofdoeing does not simply
refer to the fact that the self does not have acdbaing and is in constant flux.
More precisely, it refers to an objective zone of stidiction or indiscernibility that
always exists between any two multiplicities, a ztived immediatelyprecedes

their respective natural differentiation.

What are they [various becomings] rushing toward? Witladoubt, toward
becoming-imperceptible. The imperceptible is the anent end of
becoming, its cosmic formula... Becoming-imperceptibkanms many
things. What is the relation between the (anorgamgeirceptible, the

(asignifying) indiscernible, and the (asubjective) inso@al? (279)

Becoming-imperceptible is a molecular style of pptimn that transforms our
notion of freedom. Becoming-imperceptible is the chgkeof abandoning or
transforming the perceived image of thought or pointiewfrom which we judge
and order life — perception opens beyond itself.dd@ag-imperceptible means no
longer knowing who or what we are; it means seeing grigater openness the
differences, intensities and singularities that tregais.

For the most part, we do not perceive becoming. Hew#vs possible,
especially through art, not just to refer our sengegences to a world of
experienced thing, but the experience of sensibiisgli. Deleuze refers to this as
the ‘being of the sensible’. A singularity is justdfiecoming of the sensible, the

virtual power of the sensible, its untimely posstlili
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In all of Kim’s films one particular kind of imageastds out. The camera is
often stationed underwater and looks up at the filaratters through moving
water, or if the characters are underwater, theecaroaptures them from the above.
The result is that the human face keeps changing iteegrand that the boundary
between the face and its surroundings becomes blar@§rocodilethe last scene is
the underwater scene in which two drowned bodieslglmove following the
current. InThe Birdcage Inrthe last scene shows two female characters abghe t
of the diving board in the middle of ocean. These twangowomen sit side by side
and laugh as if they mock the world. This scene gwad by the underwater
camera. The only time these characters are outeddttlitifying confinement to
open water, they become indistinguishable from tts stay. InSpringthis
signature frame appears in the first outing of the biel: face is filmed by the
underwater camera through water while a couple befsswim. In these scenes,
Kim’s characters slowly lose their contours, arendied into surroundings and
undergo becoming-other.

“Becoming” does not mean one being becomes the b#iag. Becoming-
fish does not mean a human being develops gills andsikma fish. Sense,
affect, sensation, and becoming all have their coneg¢ptigin in the event, and the
event is anncorporeal entity.Thus, becoming-other means exchanging affects and
sensations with the other party. Once the exchanggtablished, they both undergo
virtual changes. It might not be a physical changenbunetheless it is real. In short,

Springis the compound of nonhuman forces, of man’s nonhumeonhiags.
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Chapter Five: Three Hollywood Films

1. Introduction

This chapter considers how Deleuzian ideas survey#teidiscussions of
Kim’s films can be applied to the images of violenceontemporary Hollywood
cinema. Since one of the interests of this projets fnd a way to utilize Deleuzian
concepts in the analysis of popular Hollywood filhexcluded more easily
comparable non-Hollywood films such Benny Game¢Michael Haneke, 1997),
Stand AlondGaspar Noé, 1998), dapdén(Carlos Reygadas, 2002).

The main criterion of the selection is that each Slnould be considered as
violent as the Kim’s films that | have discussede Becond criterion is more
tactical than strategic. | pick films which highlighblence against the male body
to maintain a consistency. Last but not least, thesetfilms relate to “affect,”
“sensation,” and “beocmings” in different ways. Thaach film should be analyzed
differently using and expanding the tools of the Delanznodel | have discussed.

The first film The Passion of The Chri@¥lel Gibson, 2004) shows how
affect and sensation can be easily canceled outebgithple shot/reverse shot. The
second filmReservoir Dog¢Quinten Tarantino, 1994) demonstrates how affect and
sensation moves back and forth and how “nooshock” eaaart of that exchange.
Finally the third filmFight Club(David Fincher, 1999) deserves more attention. As
the most complex film among those three, it openshemqiossibility of presenting
affects and sensations in cinema. While Kim Ki-dukis& achieve affect,

sensation, and becomings by making his characteesihFight Clubachieve the
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same result by making an isolated character comefdus subjectivity through
pain.

| in no way claim thaall film should be read through Deleuzian ideas; nor
do I mean to negate the significance of film’s semiot psychoanalytic plane (the
plane of organization). Although Deleuze oftentimesif@ges one over the other
in many dyads he proposes (such as molecular overmblzomatic over
arborsecent, and becoming over being), it does na&sseacily mean that, for
example, “molecular” islwaysbetter than “molar.” Likewise | am not interested in
saying that the impulse-imagehstterthan the action-image. Most Hollywood
films can be categorized according to Deleuze as “theraonage.” Movement is
actualized and situated, and action takes placesl@eamined milieu. However
Deleuze does not set up the action-image, that is, Wobig cinema, into some
argument about the reprehensible shortcomings of dorhcinema. Still, we can
build upon our study of Deleuze and Kim Ki-duk to beigirexplore one defining
trait of Hollywood cinema, the filmic representatiohviolence.

Although numerous articles and books have been widtb@ut media
violence and its impact on society, violence hasiveceless critical attention in
film studies. One reason is that violence seems tasarthe viewer's bodily
response and film studies in general have tried todahe question of viewer’s
bodily response. As Massumi says, there might bar‘té falling into a ‘naive
realism,” a reductive empiricism that would dissolle specificity of the cultural
domain in the plain, seemingly unproblematic, ‘preseatdumb matter”

(Massumi Parables for the Virtual: Movement, AffeatnSationl). Linda Williams
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writes that any genre that excites the body of vieavel brings up unmitigated and
un-socialized emotions is considered as vulgar, artcsthssequently the
contemporary film theories put hierarchy in genresici results in such body
genres such as “weepie melodrama,” “horror” and fipgraphy” at the bottom of
the ladder (Williams 28-9). In other words, films whimake the viewer respond
bodily by crying, screaming or being sexually arousexiconsidered less artistic,
less serious, less valuable, and not worthy fortecatiinvestigation. Steven
Shaviro also notes that contemporary film theortead to equate passion,
fascination, and enjoyment with mystification... athiére were something
degrading and dangerous about giving way to images,@adssly falling under
their power” (Shaviro 14-5). Film theories in gendrabe tried to ward off the
allure of the film image and to distance themselvesiftioe emotional effects given
by the image.

Tom Gunning’s pioneering work on early cinema, whathlés as “the
cinema of attractions,” can be considered as anpgiore Unlike traditional film
history which theorizes early cinema under the heggnof narrative films, he
argues that pre-1906 films directly solicit speatsitattention and stimulate them
by “inciting visual curiosity, and supplying pleastiheough an exciting spectacle —
a unique event, whether fictional or documentary, thaf interest in itself”
(Gunning 384). He also argues that the system ofcsitiraremains an essential part
of popular flmmaking as evident in musical genre asghfilm. He finds similar
attractions in contemporary films of Speilberg, Luaad Coppola, which he calls a

cinema of effects — cinema of tamed attractiong )38 other words even in
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narrative cinema, we do not simply respond to niamgdbgic and realism. We
engage with and make sense of film through our senspsrience’”

Gunning adopts his term “attraction” from Eisenstemgdoes Deleuze when
he picks up his idea of cinema’s ability to produaeshock to thought,” which he

calls “nooshock” (Deleuze Cinema 2: The Time Ima§é). This is the first time

Deleuze explicitly puts an audience into his dismussf cinema. The audience
which Deleuze has only implied binema 1is discussed in relation to the
sensation. Still Deleuze does not use the word “semsaiiat his definition of
nooshock - “producing a shock to thought, communicatibgation to the cortex,
touching the nervous and cerebral system directly)15is almost identical with
the definition of “sensation” developed kmnancis Bacon: The Logic of Sensation.

Deleuze believes that cinema — the automatic movembeas the possibility
to give viewers the shock wave or the nervous vibnatviewers no longer say “I
see, | hear,” but | FEEL, ‘totally physiological sation™ (158). There are three
possible reactions of viewers when they feel physiclgensation. One is to force
viewers to produce a concept from the images, an@tiermake viewers realize
that they are powerless to think or are unableitikiland the other is “to give

discourse to the body” (172).

>1 Jonathan Auerbach cautions, however, than@®g's “the cinema of

attractions” posits a “seamless circuit, at onceallguassaulting and assaulted”
between early film form and its spectators. Jonathagri#ach, Body Shots: Early
Cinema's Incarnation&alifornia: University of California Press, 2007)The

result is that Gunning tends to “render the humadyboert” (5). While Gunning
has tried to break with the old apparatus theory wkituates spectators within film
text, Gunning’s later article “An Aesthetic of Astshment: Early Film and the
(In)Credulous Spectator” ends up “evacuating theyeanema image of form or
content, a position curiously akin to the apparatestist” (4).
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The first route was developed by, most notably, BSs&in. He believed that
cinema could impose the shock on the masses througtageowhich produces a
higher order from the given images. However Deleuzetpaut this kind of
unmediated cinema of immediacy was dead almosbt@s as it came into being,
and that the early pioneers “foresaw that cinema eveacounter all the
ambiguities of the other arts” (157) with the pure poami immediacy of the
nooshock being only, “a pure and simple logical pobsib(157). In fact, Deleuze
is more concerned in degradation of cinema — expatimhabstractions, ‘formalist

antics’ and commercial configurations of sex and dldoeleuze says;

The shock would be confused, in bad cinema, withithedtive violence of
the represented instead of achieving that other wel@f movement-image
developing its vibrations in a moving sequence whicived itself within us.

(Deleuze Cinema 2: The Time Ima§g7)

When the violence is picked up by mediocre directibrs,violence simply is the
image of the represented. It becomes a “blood-redirariness” (164). In other
words, the intellectual montage becomes a sheetiolaf the represented and the
masses simply accept the represented rather thamigilieof thought. The

nooshock becomes a tool for propaganda. DeleuzelesnHollywood to Hitler:

The mass-art... has degenerated into state propagandaaamaulation,

into a kind of fascism which brought together HitladaHollywood. (164)
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Deleuze considers the second possibility followintpAd. Deleuze thinks that
violent images should be akin to thgblime in which “imagination suffers a shock
which pushes it to the limit and forces thought to tlimk whole as intellectual
totality which goes beyond the imagination” (157).taud saw a link between the
spiritual automaton of cinema and automatic writireghfgher control which brings
together critical and conscious thought and the uncoasamthought’ (165). For
Artaud cinema is not the association of clear-cuasdiarough intellectual montage,
but on the contrary a radical de-association, aniguolois linking of unclear ideas,
a decentred conflation of multiple voices and viewp®ithat cannot be assimilated
into a unified whole. The nooshock for Artaud is a hufeeuro-physiological
vibration’ brought about by the movement and spedti@ifmages passing through
the project. Cinema makes it impossible to think, bechaf®me we can interpret
one image it is already replaced by another. Bef@e&an grasp an image it is
already passed, the process of association is ctlystaterrupted, deconstructed,
dislocated. Thus, what cinema advances is not thepaftbought but its
‘impower’ (166).

Deleuze argues that contemporary cinema is stillldapat creating affect,
as Artaud’s violent nooshock confront us with a fundatal gap in our thinking —
the inability of thought to think whole, rather thi@ading us into thinking a unified
whole. However, this physiological response must belypeced through images in
and of themselves, without narrative structure tdifyudnem. Thus we can

conclude that Deleuze, while retaining the basic teheénsation which he
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develops through the study on Francis Bacon, positpeous condition for
sensation to work.

The third route is based upon the assumption that ‘semger believe in
this world” (171). When the world looks like a bad c¢iree in other words, we can
no longer believe in a world, what is possible is tlelve in the body; “it is giving
discourse to the body, and, for the purpose, reachmbady before discourses”
(172).

In the following sections, however, | will analyzedh films corresponding

to the three routes Deleuze suggests.

2. The Passion of the Christ
Reaching theatres under the cloud of the extremebrizeld 2004

presidential election, oftentimes coupled with Midhdeore’s Fahrenheit 911,
Mel Gibson’s unexpected blockbuster hiite Passion of The Chrikas posed a
number of questions for film historians, film theorigtgologians, psychologists,
religious leaders, Jewish studies scholars, and poéldaamentators. Gibson tries
to makeThe Passion of the Chriah authentic representation of the last day of
Jesus. Instead of English, he braves to use Latin,gdeand now-defunct Aramaic
with subtitles, which the Hollywood industry consigl@s a financial suicide.
Because of its claim to be authenticity, many deblagéessquickly converged into its
historical (or biblical) accuracies of the film. Banlarly, when the question went
to “who killed Jesus?” the film garnered an extrenterigst from the media

guestioning whether it was anti-Semitic.
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| am not in the position to discuss its accuracyt®oreligious meanings.
Neither do | plan to discuss Gibson’s political ageridaugh it looms large. What
interests me is the ways this film presents violenc8raveheart(1995), Gibson as
a director has already shown a penchant for spdetaicnages of war, tortures, and
human sufferings. Howeverhe Passion of the Chrisurpasses not only the level
of brutality of Braveheartbut also that of all other films which depict the Ide
Jesus. No other film of Jesus has ever been so edshtlgory. No other artistic or
cinematic Jesus has suffered more than Gibson’s.Jesus

In The PassionGibson focuses only the passion, neither the life nor
resurrection of Christ. By doing so, he leaves oustnod stories which are well-
known to both Christian and non-Christian audiencesoAding to theologian Zev
Garber, the brutality of he Passiomomes fromThe Dolorous Passion of Our Lord
Jesus Christa controversial diary written by Sister Anna Katha Emmerich,
which Gibson utilizes in addition to the four gospels {§&ar2). Public debates
have quickly moved from charges of anti-Semitisnariticism of the film’s
violence. Jamie Russell @hannel4 Filmcalls her viewing experience as “the
agony without any of the ecstas§’and David Edelstein @late Magazinealls the
film “The Jesus Chainsaw Massacre” (Edelstein).

What is interesting iThe Passion of Chriss that the film shows religiosity
through bodily pain, even though, for many religi@asgsetics, the body is a
dangerous enemy of spiritual perfection. The filmireda us of how much the

narrative of the scriptures is primarily based upodily pain. The Old Testament

52 http://www.channel4.com/film/reviews/film.jsp?id=1284&section=review
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has numerous examples of bodily pain, which redwdta the wrath of God.
Unforgiving pain and its fear are transformed intoetief system. First it signifies
the difference between God and its creature, aasao body and the other has
the body. The power and authority of the formeatiested by its capability to
wound the latter (Scarry 181-83). Since God has mtybibis immune to pain.
Subsequently, human being is woundable or alreadylylaad permanently
wounded. God'’s invisible presence is asserted, masdlde; by the signs He brings
about in the human body. In a sense, the New Testaman attempt to understand
the brutal event, by giving the event a meaning.

If the underlying theme of the film is spiritualityshich defies
representation, it must be affects expressed by rabgspirituality. The crucifixion
of Christ is, in a sense, a historical event. Gibsdihle Passiorrould be an attempt
to renew the event by inventing new concepts tofodlh the event. Particularly,
one of the longest torture sequences in film histosy atould allow the filmmaker
ample opportunities to produce affects through coljdndies. HoweveiThe
Passionfails to achieve any of these possibilities. Rathantreviving spirituality,
the film’s overemphasis on the body and pain undeesit.

At first, Gibson’sThe Passioiseems to share many characteristics of Kim
Ki-duk’s films. Like most films of Kim’s, the narrate of The Passiois
minimized. Partly because Gibson’s film is a modemspntation of a “Passion
Play” and partly because the last day of Jesus liskmewn to most people, the
director could make a film which is not reliant on tlagrativeper se Thus,The

Passionhas no narrative arc: there is no rise and fall, enlyopy.The Passion
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spirals unrelentingly downwards through despair, hiatndn and torture, to agony,
both physical and spiritual, and finally to gruesoseath. Thus, the viewing
experience o he Passiofs not the viewing pleasure associated with narrative
development and resolution, but the pure impact of images

However the similarity between Kim and Gibson erdsé¢. The images in
The Passiomrannot be called either the affection-image or theuisgzimage.
Admittedly, Gibson uses numerous close-up§he PassionHowever the role of
the close-up is different from that of the affectiorage. In the previous chapter, |
discussed how the close-up or “any-space-whateumstracts the image from its
spatio-temporal coordinates. By doing so, the aff@etimage arrests the movement
to produceaffectswhich refuse to enter the action-image and challengéalitual
viewing experience. The close-igthe affection-image; however the close-up,
unlike the affection-image also can be easily actedlin a determinate milieu, as

Deleuze cautions us:

We must always distinguish power-qualities in themsglas expressed by a
face, faces or their equivalents (affection-imag€icgtness) and these same
power-qualities as actualized in a state of things, determinate space-time

(action-image of Secondness). (Deleuze Cinema 1: TheMent-Image

1086).

Gibson never allows his close-ups to be freed frormtreative plane. There are

basically two types of shots iFhe Passionone is the shot of actiand the other is
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the reaction of the first shot. In the flogging seqeerior example, there are
numerous close-ups which show the contact betweerapomeand the body of
Jesus. These brutal close-ups produce, without a ddrdrtgssensations. However
Gibson does not allow the audience to encounter urgeptable pain and
suffering. He has to remove any pause or any inkerita other words, for Gibson,
power-qualities should be actualized immediately stcost.

Thus, every blow of flagellation is followed by th@sé-up of the witness.
These second type close-ups do not abstract fadesr,dut fix them not only in
their spatio-temporal coordinates, but also in thetiad@nd historical grids, such
as that of Jewish priest, Roman soldier, Mary, Mad®&tagdalene, and Satan.
Gibson relentlessly links the suffering body of Jesith withesses, and they
register different reactions to the action. On one, sltee are Satan, Jewish
priests, Roman soldiers, and the crowd, and, on the sithe, there are Mary and
Mary Magdalene. We audiences become voyeurs. Wk Jesus as witnesses do in
the scene. Gibson also forces us to identify with orieess among others; Mary,
who is the surrogate spectator. She interprets and gigasing of the event to the
passive voyeurs.

The surrogate spectator, which | call as the “embedgdedtator” is one of
the main characteristics of the action-image, reprteseby American cinema. In
the action-image, the suspensiveness and non-agtahtite affection-image
becomes intolerable and movement should be actuadizédituated. To prevent
the image-movement drifts away, American cinemanoéimbeds a witness with

whom audiences are forced to identify. ThusThe Passionaffects and impulses
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“only appear as embodied in behavior, in the fornrembtions or passions which

order and disorder it” (Deleuze Cinema 1: The Moeatrimagel41).

Rather than capturing the spiritual transformatiobefoming-God, which
is whatPassionshould be about, the film wastes no time in giving nreato those
scenes and characters, and subsequently to elimim@atihance of encounter for an
audience. The potential sensation of affect and isgpbkecomesensational\We
feel guilty but it is not necessarily the kind of g@iibson might have intended to
evoke.

Eventually Gibson’s close-ups remain as simple shafsevshots which
maintain the relationship from one face to anothegsehshots belong to “the
action-image” rather than “the affection-image.” Tisishe point where the
sensationativerges from sensation through subordinating the taffleder narrative
and signification. Thus, the more the film succeedgresenting the unbearable
pain, the more it undermines affects and subsequistbpiritual message of an
originary world of the divine. In other words, whitds a religious film which aims
to revive spirituality, it fails to extract affectdweh might preserve the invisible
presence of God and transform the suffering bodysptatual entity. It stays as a
sensational filnpar excellenceBefore it becomes an affect, it quickly moveshe t
action-image.

Gibson’sPassionis full of violent images which might become “nooshock.”
Rather than producing a shock to a thought, howevesethmages force viewers to
accept a simple religious equation: the sufferingesud and our sin. However this

“sin” has nothing to do with its religious gravity. Thiewer’s guilty comes from
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his position as a voyeur. It also fails to evekiblime every event is organized in
the narrative and every affect is checked by tleatification with the witness. It

has become a propaganda film.

3. Reservoir Dogs

Quentin Tarantino’s celebrated debut fikeservoir Dog$1991) seem to
stand for everything Kim’s debut film could not haeefilm-buff’s film with
excellent acting, dialogue colorfully written in vulggaingster vernacular, the
intricate narrative structure combining several festks and the high production
value. At the same time, there are also a couplenfssities. First, it features six
career criminals with white shirts in black suits. Thetagonists are strangers who
address each other using false names assigned bygigits brganizer. Like many
Kim’s characters, their social and personal backgisware unknown not only to
each character but also to the viewers. The abtiat is never seen, either. Thus,
the film intentionally frustrates viewers by hidingtupposedlynain event of the
gangster genre convention. The hidden identities drarexed by their
conversations. They do not talk about gangster stihféy; ramble about whether to
tip a waitress. Secondly violence is gratuitous. As Blonde gleefully announces,
he tortures Mr. Orange regardless of whether he cea$eshat he knows or not.

As we said earlier, Deleuze finds the crisis of theaeimage in Italian
Neo-Realism, particularly in its setting. Deleuze dlads an equivalent in 1970’s

Hollywood cinema:
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The sensory-motor action or situation has been ceplay the stroll, the
voyage and the continual return journey. The voyagefdnand in America
the formal and material conditions of a renewal. Ketaplace through
internal or external necessity, through the needlifgint. But now it loses
the initiatory aspect that it had in German journeyefr in Wenders’ films)
and that it kept, despite everything, in the beat jou(Dennis Hopper and
Peter Fonda’'&€asy Ridey. It has become urban voyage, and has become
detached from the active and affective structurectvisupported it, directed
it, gave it even vague directions. How could there herae fiber or a
sensory-motor structure between the driver of Taxwer and what he sees

on the pavement in his driving mirror? (Deleuze CinemBhE Movement-

Image208)*>

These seventies heroes are no longer tied to thalantlieu and moves from one
place to another aimlessly. Deleuze calls thisrsgtf the modern voyage “any-
space-whatever” (208). IReservoir Dogsthis space is the warehouse in which the
survivors converge to find out who is the rat when thistlgoes awry. Gormley
claims, however, the role of any-space-whatevdtaservoir Dogss different from
seventies cinema. While seventies’ cinema is chaiaeteby the rootless
protagonists, the gangstersRéservoir Dogare “powerless to leave” and

“powerless to control” (Gormley 154). Those gangséeesin an awkward situation,

23 | am indebted to Gormley for the link between apgce-whatever and

Reservoir DogsPaul Gormley, The New-Brutality Film: Race and Affen
Contemporary Hollywood CulturgBristol, UK: Intellect, 2005).
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because they know one of them is an undercover abthby cannot leave the place.
Considering that for Deleuze immobility and an unifanlocation are key

elements of any-space-whatever, the warehousdrdgrbeelongs to the place in
which affect is created. However, Gormley treatsdp@&ce as a mere backdrop for
the power struggle between the gangsters. Howevesems that the warehouse
setting plays a much bigger role.

Crucially the interior of the warehouse is very tineal. The existence of
the erect coffins and a covered hearse in the baakgrtransforms the
claustrophobic space into a doomed space. Also iahasegular shape completed
with a slanted doorway. Although it should be somewinretéd, the camera never
shows outside which might give the place a certainapadordinates. The sense of
isolation is coupled with the sense of incomprehensfdhe inside space. No
close-ups are given to any small props in this pleitker. Thus, the setting of
Reservoir Dogesembles that d@rocodile.Although their locations can be
assumed, they are presented as disconnected fronutide and their interiors are
full of unusual props.

Up until the infamous torture scene, the camera captonost actions in the
long-shot with great depth, emphasizing the relahgnbetween characters with
almost no movement. The camera frees itself when faenwus torture scene starts.
Mr. Blonde sat on an abandoned hearse jumps fromehch pThe camera quickly
takes his point-of-view and imitates his movement. Asioges closer to the cop,
the camera movement gets faster, becoming unhingeddnanacters’ perspectives.

Then, Mr. Blonde pulls out his gun and aims to the aiogh we can see the struggle
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of the cop to escape the line of fire. Interestirgflyhis point, the camera stops
movement and catches both of them with a long-shas. [bhg-shot is quite
effective because we can see an almost spasmodycrbovement on the left side
of screen and no movement at all on the right sitie.r€ason that this shot looks
more violent than an actual slapping or beating scebedause of the difference of
movement within a single frame.

We can see the camera movement and the movemerd ofidnacter
produce rhythms and vibrations. When the camera stiop$ody starts to struggle;
it brings about the sensation, as the sudden movemdém @éibating temple in
Springproduces a rhythm and vibration. Next, we see @m ewvore dramatic
change of speed of the camera movement. The camesr#oca close-up of Mr.
Blonde’s boot as he takes out a razor. Until healsteuts the cop’s ear, the
camera repeats the same movement as before. Howeteat exact moment of
cutting, the camera pans away from the torture steettee shot of alley and stands
still, until Mr. Blonde finishes his job. Audiencesncstill hear the muffled cries of
pain. This shot is without a doubt much more effectinaen showing every action,
because audiences experience a sudden change ahertvand a sudden switch of
sense from the visual to the aural. The movementeési@d and the affect of pain
lingers.

The gangsters are powerless to leave, and no oneédsdlsive power to
change their situation. The cop tied to the chairlagdg tortured cannot move,
either. The result is the strong mimetic connectietwieen the cinematic body of

Mr. Orange and the body of the viewer. The tempdracsure in which Orange is
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imprisoned with no escape except death is the sentleat of the viewer. The shock
of images is transferred directly to the viewer’s mesystem, because the viewer
does not have necessary information to understansitthetion. The identity of cop
is not revealed yet, and the violence is gratuitdhe sudden random eruptions of
violence which even the gangsters cannot control resthie powerlessness which
an audience has to feel being tied in his chair. Theempts make the viewer’s
body act through an involuntary impulse and giveshack.

This shock is, however, not the shock coming from aefdidentification as
in The Passionin the way this film sets itself up, there is no ocoédientify with,
much as in the case of Kim Ki-duk’s films. The viewanadentify with neither the
victimizer nor the victim, and is thus put in the pasitof the disaffected observers.
Violence is not necessarily tied with narrative; iither advances, nor delays
narrative. The torture scene becomes a stand aong,and dance spectacle of
musical.

The sensation of watching a brutal torture in a warsbai any-space-
whatever, coupled with a fragmented plot animateartiqular kind of cinematic
affect. While the identification is not possible, thelpof viewer mimics the
actions on screen. As Deleuze argues, the affeceaex] through physiological
response without narrative structure to qualify them.

Still Reservoir Dogsliffers from Kim'’s films, because the unknown idénti
becomes an important narrative device of the filnthasstory advances itself to
find out who the undercover cop is. The neat endinghich everybody is

effectively killed does not leave any room for becogs, either. Thus affect and
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sensation wane quickly before they invoke the powsriess of the sublime, or

force us to think.

4. Fight Club

While Kim Ki-duk’s films have been criticized as misogynistic, David
Fincher'sFight Club(1999) has been condemned by many as an excessiaydisp
of masculinity. InNewsweekunder the title, “It'sThelma & Louisdor Guys,”
Susan Faludi compares David Finchdtight Club(1999) to Ridley Scott'$helma
& Louise asThelma & Louisecrystallized the common experience and pain of
women,Fight Clubdoes that for men. She concludes “beneath the visieface of
the controversial filnFight Clubis a surprising message about how to be a man
today” (Faludi 89). Faludi notices the frustratiomaddern males behind the bare-
knuckled fighting; nowadays men are trapped in a dalican anonymous
corporate job, trying to scrape together an ideffitdyn Ikea brochures,
entertainment magazines, self-help gatherings and, ohadl, “fatherless” Fight
Club exploits much of its tormented male characters’ sehsdandonment. Tyler
Durden (Brad Pitt) says in the film, “We’'re a gertera of men raised by women...
We are God’s unwanted children.” The male species ith@werge of extinction.
Understandably, the main story evolves around titeerground boxing club that
desires the revival of “lost” masculinity.

Masculinity is, without a doubt, the most visible issu&ight Clulx the

sign of “Remaining Men Together” at the entrance sfiteilar cancer self-help
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group meeting, Bob (who has big breasts) sobbing “Wdiltaren,” the gory
depiction of underground boxing scene in which half dagueys fist-fight each
other, the ubiquitous billboard images of sexy malasiderwear, and to the final
single frame insert of penis. Subsequently, masculivas been almost a
unanimous choice of topic among film critics of the fildHowever, the issue of
masculinity guides many film critics to be disgustedhmsy disturbing sign,
signaling the evolution of a previously unseen cinecratiiculation of masculinity,
which is, to them, dangerously closeféascism Particularly, the transformation of
“fight club” into “project mayhem” worries many filraritics. By recourse to
Deleuze and Guattari’s terminologies, Diken and Lssrstdeplore how fight Club
“functions asa line of flightfrom the stratified society... Yet, in spite of a
deterritorializing start, Fight Club ends up transfargiinto a fascist organization
with a new name: Project Mayhem” (Diken).

In “Fascinating Fascism,” Susan Sontag identifies redwharacteristics of
works of artists who embraced fascism. Firstly, istsgesthetics valorizes two
contradictory states, “egomania” and “servitude.&Thlation of domination and
enslavement takes the form of a characteristic pagedaheé massing of groups of
people: the turning of people into things: the multigien of things and grouping
of people/things around an all-powerful, hypnoticdeafigure or force. Secondly,
the fascist dramaturgy centers on the orgiasticstetion between mighty forces
and their puppets and its choreography alternateseleeteeaseless motion and a
congealed, static, and “virile” posing. Also fas@stglorifies surrender, it exalts

mindlessness, and it glamorizes death (Sontag 39-40).
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Fight Cluh in fact,fits well with these characterizations of fascist kgor
Tyler recruits people and turns them into de-indivithea parts for his project.
Tyler is obviously the powerful and mystic figure; &ed his army constitute a
strong dominant/dominated relationship. Furthermoregta part of Tyler’'s army,
“Fight Club” members should pass the “stay-still'testd endure the humiliation
before the induction. They do glorify the death oé af their members; they
hypnotically recite, “His name is Robert Paulson, l@ma is Robert Paulson....”

Not every film critic, however, finds the political seage ofFight Club
dangerous. In case of Amy Taubin, the narrative lesmen of Fight Clubto some
extent alleviates her worries. The image of the bombirfinancial corporate
headquarters is, for her, enough evidence to provedhje consequence of
fascistic masculinity, though she does not give useason why the ending works
as a self-criticism of film. The ending is the cuhation of “project mayhem”
which Tyler (Jack’s doppelganger) designs and perfowhde Jack (Edward
Norton) tries to stop the explosion in vain. In themggelack is triumphant by
killing his double but at the same time has to facectmsequence that his double
has successfully orchestrated. Perhaps the bombirsgaditieize the film’s own
fascistic tendencies. What happens, however, if weé shiffocus away from a
discussion of the significance of the film’s narratconclusion?

Whether it is a self-criticism or not, it is importan note that the
significance of the film’s narrative conclusion Haeen overrated. The moments
that are remembered, the images that audiences k&jrten the cinematic

experience, cannot be simply summed up within thegeosf this or other moments
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of conventional narrative resolution. For example, uual final punishment of the
femme fatalén film noir has a less lasting effect on the audience than the’'gen
extraordinary strong and seductive female image. Ligeywwe arguably remember
the spectacular scenes of surfing and skydiving tidkaSwayze and his buddies
in Kathryn Bigelow’'sPoint Break(1991), much more so that what happens to the
film’s characters.

In the history of film criticism, the associationmgasculinity with fascism is
not new. Yvonne Tasker makes an argument that sudgastthe 80s’ disciplined
male bodies in violent action films have generatedatinaety of fascism “through
their implicit invocation of fascist idealization ofghvhite male body” (Tasker 1).
The important point to note here is that the idealimatiomes through the

disciplinedbody rather than the violence and power that themadttero exerts.

In contrast to the images of anarchic violence tlhaelcritically
accompanies muscular movies, it is, in fact, the valfisglé-control rather
than chaos, and the practices of training and dise@plhich are extolled as
central terms in the definition of bodybuilding andhe image of the

muscleman hero of 1980s cinema. (Tasker 9)

At first glance Fight Clubseems to be an another example of “muscular mowes,”
half naked male bodies under the dimly lit basemight,|the mixture of bloody
violence and muscle, homoerotic solidarity, and aBvidualized males restrained

under a fraternity-like organization — whose imaghs firitics have consciously
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and unconsciously associated with those of fascissrthA 80s’ film critics found
fascism in thalisciplinedmale body, the late 90s’ film critics seem to fthé same
in Fight Club

However | suspect that the accusatiorfrigiht Clubas a fascist film actually
speaks how film critics seem to have a certain aydbout this film, similar to
Korean feminist film critics have about Kim’s filnad their seemingly
misogynistic images. In Kim’s films, female charastare victims of physical and
sexual abuses. However, it is not because they amewaeaught in a sexual
imbalance, gender hierarchy or misogyny. Although thiégn enter the filmic
space as socially and conventionally stratified sctisj, they soon undergo the event
of becoming-other. In the process of various becgsiithey often resort to their
bodies and pain to communicate. If they resemldgmas, that is simply the
stratified reification of their weak intensity, jugte the many animals in Kim’s
films who become victims of violence from men, womed aven children. The
violence is simply how two bodies affect each otired are affected by each other
on the plane of consistency, because their colligiappen on the molecular plane
rather than on the genderized stratified plane. d¢h Faght Clubspends most of its
time trying to crack open the plane of organizatishich is symbolized first and
foremost in the film as a ubiquitous consumer celtur

| am not closing off the possibility th&ight Clubmight be understood by
some as a fascist film and that it might bring detritakeffects to the society.

However, if finding the female subservience everyswghman result in simply
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reaffirming the already existing structure, lookindhet masculine body as always
the fascist body might bring the same result.

Fight Clubdoes display bodies insistently and obsessivelyé¥er, the
images of bodies iRight Clubare far from being the transparent signifiers of a
simplistic sexual, racial and class hierarchy thatearitics take them to bEight
Club presents those bodies in their multiplicity but in asparingly visceral way.
It shows the body in its crude, primordial matetialit denies the myth of textual
or signifying autonomy; it turns the signification backoithe physiological and
affective conditions. This is what makes the film sstulibing. What is even more
disturbing is the fact that bodies ariseright Clubthrough physical pain. Pain is
the invitation to corporeality and it is the storfytiee body.

In Discipline and PunishFoucault vividly describes pre-modern public
punishment in which the power structures were maintbamel reinforced by the
display of corporeal punishment. Through the visuspldy of punishment, the
state could manifest the control of both body and ebthe people, while the body
became the surface on which social control was playg, on which power was
invested and maintained. However the scars, wounds acat chemical burns in
Fight Clubare not a return to the pre-modern form of inscrippbpower. Rather,
they are affects, which resist the plane of orgamnaand which disturb our
complacence to meaning.

Jack is big auto company “recall coordinator.” Workingan office and
flying through different time zones, he almost losegiase of time and space.

Understandably, he develops insomnia. Living in-lestwsleep and wake, he buys
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things from catalogue, most notably from “lkea.” Benegulsed by the corporate
take-over of culture, he speaks, at the same tinh@aiphone sitting on the toilet,
“Yes, I'd like to order the Erica Pekkary dust reffl” Jack explains to himself
through voice-over narration: “I would flip through akigs and wonder, ‘what
kind of dinning set defines me as a person?’ We useghib pornography. Now it
is the Horchow Collection.” Consumerism is the definifestyle in Jack’s world.
However, satisfaction never comes closer. Tyler &ndeclares, “We have been
raised by television to believe that we will be miflaires and movie gods and rock
stars — but we won't... And we’re very, very pissed”afack is a victim of the de-
humanizing and desensitizing power of contemporariespm which identity is
shaped by consumer culture.

In the computer generated scene that Jack orders thmgst the same
time, those goods immediately fill the room, the rooam$forms itself into the
printed lkea catalogue while Jack is floating throughrbom. By blending with the
advertisement image, Jack becomes a part of conswhere; the hyperreal
spectacular consumer culture consumes him. Howevasatsuggests this total
immersion into consumer culture allows him to conmweith his belongings in
unforeseen way. He is not the owner of his belongingshé is a part of it. In other
words, he retreats to the molecular level losing bigestivity. Jack makes himself

into the Deleuzian Body without Organs (BwO)n the preceding chapter, | used

>4 The Body without Organs is one of the key conceapteduced by Deleuze

and Guattari irAnti-OedipusandA Thousand Plateaugarticularly in the sixth
Plateau “November 28, 1947: How Do You Make Yoursddoaly without
Organs?”). Considering one of the main concepts oDBsvits reference to “egg”
(egg as an “intensive multiplicity”), we may trace Bw@Bergsonisn(1968),
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the term “plane of consistency” instead of BwOs,duse inSpringvarious
becomings result from various elements including aninaatemple, and human-
beings, which make connection as heterogeneous haesceiowevefFight Club
puts the bodies at the spot light that compose theep@eleuze and Guattari, in
fact, treat BwO and the plane of consistency sanmg tlalthough they often say as
if BwWO belong to the plane of consistency.

Deleuze and Guattari’s term “the Body without OrgaissSomewhat
misleading. The “body” in BwO does not necessaselfer to the actual body, nor
does “without Organs” entail the removal of organs. Bin® does not necessarily
mean that we have to create bodies that no longerdravergans at all. Probably

the better name is The Body without an Organism. @ensig BwO'’s reference to

which equates “becoming” with “multiplicity.” If weansider the opposition
between a plane of organization (a structure of organgloped in an
overdetermined evolution) and a plane of compositiamnc¢h goes beyond organs
to pure materials that enter into various combinafipthen we find the seed of
BwO in Difference and Repetitiof1969). Thus we may safely say that the idea of
BwO is one of those ideas Deleuze has continuouslylojee@ throughout his
oeuvres However, it was iThe Logic of Sensghere that idea of BwO finds its
expression thanks to Antonin Artaud. “November 281 71'9n “November 28,
1947: How Do You Make Yourself a Body without Organs?the date Antonin
Artaud’s radio play “To Have Done with the JudgmenGaoid” was commissioned
for French Radio. It was scheduled to air on Fetyr@a 1948, but was cancelled by
the director of French Radio, due to its scatologiz@ious and obscene anti-
American and anti-Catholic pronouncements. The radig phich Artaud wrote
after a long stay in psychiatric institutions is clts@ rave from schizophrenia.
Although it is almost incomprehensible, there areesgvsegments which might
have interested Deleuze. At first Artaud makes aauhclaim saying American
children have to deposit their sperm before theyrante public education to
produce armies when it is necessary. Whethertitiessor not in the 1940s’ US,
what makes Artaud grunt is the implication that humaahybman be made for
already determined purpose. Deleuze cannot agreewritréim, whose idea of
the body is based upon Spinoza’s idea of body — “wet kmow what the body is
capable of”.
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the body, we may consider BwO akin to the Spinoziatylwhich challenges or
resists fixed identities. BwO does not oppose the orgahsather opposes the
limits of the organism and makes multiple connectioas ¢io beyond the
organism’s organization as it is traditionally definEagyht Clubis about making a
body without organs through pain and doing a deteralimation of subject. On the
other hand, it fills the plane of consistency witlhizophrenic desire, which is the
condition of becomings.

Pain is paradoxical. Pain destroys the self in itesheersiveness. The
annihilating power of pain is visible in “dying andadle” or in “serious pain” where
“the claims of the body utterly nullify the claims thfe world” (Scarry 33).
However, at the same time pain affirms the exist@id¢be self by intensifying
existence. In a day when many would dissolve thievaghout residue into
historical and social relations, the inescapable tuafipain reveals that subject is
burdened with its being. It does indicate the matéyiaf existence, a materiality
that is not accidental to the self and that is mohgrehensible in terms of an
opposition of the self to the body. Therefore paithesgeneral condition of being
alive, a state of sensation, a sensual monitoringeobtiuly, a care or awareness of
its health and its status, an attention to what ametimes known as “raw
feelings”. However it does not mean pain reclainesghbject through its
affirmation of flesh. Rather it is a pure affect winiresists subjectification.

Pain first comes to Jack as the lost senses of spacenae. In insomnia,
Jack feels nothing real; everything seems distant arafay; the world nullifies

itself in his pain. In front of the burned car in whithe fat of the victim is burned
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to the seat, one inspector says, “[it is] very nradet.” While Jack is sympathetic
neither to the disturbing wreckage nor to the even rdsteirbing comment, he
feels nothing. Everything is like “a copy of a cogyaccopy”. While everything
lacks reality, pain is the only sign that marks his&nce, however uncertain it
may be.

The uncertainty of Jack's pain is because it is oiglytvn. Pain has
perplexed many philosophers and others alike dues iaepressibility. While pain
exists as a sheer certainty to the one who is uexteeme pain, its existence is
elusive to others who must confirm the pain that mnexperiencing. IC€ries and
Whisperg1972), director Ingmar Bergman tells the stories aladying woman,
Agnes, who is under extreme pain, and her two sisteidsa maid. While the
constant screaming and mourning suggest the existéreodreme pain, actually
experiencing others’ pain is an utter impossibiligr the observers, the only way
to relate Agnes's pain is to recall the most painful orés of their own. The film
alternates between the “cries” of present pain aadwiispers” of past pain — the
observers, in turn, have their own flashback sequemeehvetarts with a close up
of a face and inaudible whispering. As in Bergman,flack's pain is unknown;
the doctor does not recognize his pain and refusgwéohim a sleeping pill.
Instead his doctor suggests, “Do you want to know wéatpain is? Swing by First
Methodist Tuesday nights.” The self-help group meetivigch Jack’s doctor
recommends him to check out, is notably a testicidacer group — a group of
males whose hormones physically altered their badiesunmanly shapes. This

support group among others is particularly signifidaetause pain is here
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externalized onto the body and the externalization adu® pain on already
unbearable pain.

The exposed pain of others puts Jack’s own pain off-glisdpain is not
something which needs regulation and needs to bemjdde it is something to be
shown. It becomes clear that the only way that Jackregain a sense of
individuality is by pulling the primeval and barbanistincts of pain and violence
out of his imaginary cave. Jack not only reveals his pat also actively makes it.
One day Tyler asks Jack to hit him as hard as plessiack hits him and Tyler
returns the favor. After repetitive fights, fightingdoenes an addiction. They are
exhilarated by violence and they discover throughtfithe corporeality of their
existence that consumer culture disguised. Broken,tbalises, chemical burns
and bullet hole are not symbolic cuts, as psychgarsamight suggest. Rather they
are cracks of the social stratification and thedryeality dominating our society.
The stunning “brain ride” credit sequence opens Wwithdweeping movement of
camera from molecular images of inner organ to thatiof Jack, might be read
as a journey from a molar subject to molecular one.

The world which “Fight ClubTights against is a postmodern world, in
which, as is often understood, simulacra devourstye&lowever, this
overpowering of simulacra does not mean a total alatiibin of reality. As Deleuze
and Guattari (1983) suggest, simulacra disqualifegl the original and the copy:
“It carries the real beyond its principle to the pauftere it is effectively produced”

(Deleuze and Guattari Anti-Oedipus: Capitalism andZ&ghrenia87). Fight Club
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produces precisely this real through the produatiofyler, who is a manic vision
of schizophrenic but nonetheless undermines the existeinJack.

A doppelganger is symbolic personification of Kant'sadhat there are two
wills or selves in Man — the phenomenal and noumenlisditerature, it is
understood as a motif that represents the facesaaf god evil within a single
individual as objectified in two characters at war watch other. Dr. Jeckyl and
Mr. Hyde, the most well-known doppelganger, represean-Jacques Rousseau’s
fundamental antithesis between Society and Man, evikam is alienated from his
original nature and prevented from being his reallsgthe artificial uniformity
that Society imposes. However, Jack and Tyler aténoJeckyl and Mr. Hyde in
spite of their playful names — Jack/Jeckyl and Tylgd&l While Dr. Jeckyl and
Mr. Hyde is the result of a conflict between the agd itsid, and therefore are two
separate individual subjects, Jack and Tyler presbpetaselves as an identical
subject, which locates their difference in a sub-humsab;individual level.
Therefore, while the Jackyl/Hyde pair signifies tinithesis between society and
nature, the Jack/Tyler dichotomy portrays a connecta becoming in Deleuzian
sense.

Once Jack produces Tyler, Jack himself is produced #gaingh Tyler.

The more Tyler becomes the Body without Organsnibee Jack becomes an
organ-machine. While desiring-machines connect witkrodlesiring-machines in a
connective synthesis, there is a disjunctive sysighehich is the body without
organs. The desiring-machines and the BwO coexist@separate yet interrelated

constituents of the psychic process of repulsionatrdction, antiproduction and
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production, deterritorialization and reterritoriakiom, that extends beyond the

individual and into the social world.

The BwO theory maintains that there is an ideal tactvlall human beings
continually aspire, whether consciously or not.sTidieal is the psychic state
in which we experience ourselves as nothing other ahdeterritorialized,
antiproductive, and uninterrupted continuum of exdithasire: there is no
production; there is only the electric fervor of desSimply put, all human
beings wish to become a body without organs. The Bswihiat remains
when you take everything away. (Deleuze and Guaitdiousand

Plateaus: Capitalism and Schizophrethid)

The Body Without Organs (BwO), it must be affirmed, fiot at all the opposite of
the organs. The organs are not its enemies. The eisetimg organism. The BwO is
opposed not to the organs but to that organization odridp@ns called organism”
(158). Sitting beside Tyler, Jack reads out loud &clarwritten by Organs in the
first person narration. Increasingly, we see Jacakrref himself as various organs;
"I am Jack’s medulla oblongata, | am Jack's colon, #ok'$ kinky shadow...etc.”
The beauty ofFight Clubcomes from its refusal to refer back to some
authentic original. The human figures portrayed as/Jgtkr are all the more
thoroughly “deoriginated.” Their radical ambiguity peeles and ruins any split
between being and representation, any opposition leetywleenomenal presence

and linguistic signification. Jack/Tyler represents slubject work-in-progress,
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undergoing the continuous variation of becoming-otties. therefore both nomadic
(without home or refuge) and rhizomatic (without rootsanchorage).

Lines of flight cause the machinic production of hursahjects to pass
from paranoiac fragmentation to schizophrenic fracadion: nothing but
movement, nothing but flux. They carry the ossifiedvBdheld within subject into
open context of the entire real-history-of-the wodttangling arborescent
hierarchies and instituting involuted rhizomes as tp@ycomplication,
experimentation, invention, singularity, alterity.

Considering the fate of the subject in contempor&ygalirses associated
with the advent of poststructuralism and postmodearntbe subject is clearly dead.
However, it is important to remember that the fuhefdhe subject is for certain
types of subject, such as an immortal, ahistoricabnpmoreal, universal, and
abstract one. Outside of this long obituary lies tigect that is bound within and
pinned down by a plethora of social apparatuses.

The theoretical dilemma of film representation, in vihiepresentation
means the absence of the represented, has genenated the fundamental
guestions of film studies. Deleuze’s answer is “Butjnema does not give us the
presence of the body and cannot give us it, thisrisgps also because it sets itself
a different objective... it affects the visible witHundamental disturbance, and the
world with a suspension, which contradicts all natpeiception.” Of course, the
different objective means “producing” rather thanphesenting”. The absent body
IS an opportunity rather than shortcoming, partidulathen there is no body to

represent. IIlCinema 2: Time-Imagdeleuze characterizes the modern political
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cinema as “the people are missing”. For classicamia “the people are there, even
though they are oppressed, tricked, subject, even tholughor unconscious”

(216). Despite the rise of Hitler who subjected thesaasubjected, and despite of
Stalinism which replaced peoples with the tyrannicaty of a party, people were
already there with the hope of revolution and demogrand with the hope to be a
true subject. However, the people no longer or doyabéexist. Therefore modern
and postmodern political cinemas bestow themselvesaatask — to find or to

make people.

Art, and especially cinematographic art, must tade m this task: not that
of addressing a people, which is presupposed alréwdg,tbut of

contributing to the invention of a people. (217)

In the context of Deleuze and Guattari's texts, thention of the schizophrenic
tendency is the revolutionary tendency of capitali$hey are keen to stress,
however, that it is not a case of identifying thealetionary with the schizo, even
if, in the course of their exposition, this is whatytla@pear to be doing. They say,
"this would be a bad reading, and we don't know wisdbetter, a bad reading or
no reading at all" (379). However what else can # bie their cautious warning,
there is no guarantee of revolutionary-schizophrefdeast we can find in Jack

both deterritorialization and antiproduction, (andredestruction). Deleuze says,
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Destroy, destroy. The task of schizoanalysis goesdyyof destruction - a
whole scouring of the unconscious, a complete curettdgestroying

beliefs and representations, theatrical scenes. Arehwengaged in this task
no activity will be too malevolent. (Deleuze and GaatAnti-Oedipus:

Capitalism and Schizophren®i 1)

“Project Mayhem?” is the turning point of “Fight Club.’eBaining the sense of the
body allows them to look at the outside world fromittiegvn point of view, as
schizophrenia looks at the world from its own poinviegw (“Doubtless each organ
machine interprets the entire world from the perpeof its own flux, from the
point of view of the energy that flows from it” (6Pyoject Mayhem starts with
harmless random fight with people on the street wighptlrpose to lose. Soon,
Project Mayhem evolves into a Situationist guermiédwork. As the 1960s’
Situationists warned us not to make new image but @igiae already existing
spectacles in order to undermine them, “Project Maylasstroys the postmodern
image culture. They erase the security device cdwistore, break satellite dishes,
bomb computer display-window. They destroy corpoeat, change the meaning of
billboard by altering letters, threaten city offigand ultimately bombs corporate
office-structure in order to undermine the econofoimdations of credit-card
consumer society.

The obvious omission in our discussiBight Clubso far is the fact that

Fight Clubis presented mostly through the eyes of a schizophrenrator Fight
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Club plays with the idea of an “unreliable narratdt¥While most narrators in film,
by convention, supply audience with most credibferimation and moral criteria,
the narrator oFight Clubdeceives audience until the last minutes. When film
adapts the first person narrator as a prime vehfcelwancing its narrative, it is
inevitable to expect a certain degree of distortiomfdrmation. However,
sometimes this distortion goes beyond subjective opimxperience, or personal
bias. LikeThe Sixth Sens€ight Clubfools its audience for most of the time. Only
when the character Jack realizes that he and Tytetharsame person, does the
audience realize that the whole story has beeneatelivthrough the eyes of a
schizophrenic narrator. In this senBaght Clubforces audience to experience
schizophrenia, or more precisely to be schizophré&ucording to Deleuze and
Guattari, weare schizophrenics, thought it is often hard to acceptréstengly
enough, in film history, this device has been assediaith fascism. Robert
Wiene's 1919 filmThe Cabinet of Dr. Calligaris the prime example.

The Cabinet of Dr. Calligarhas been a representative work of German
Expressionism of early part of the twentieth centédya part of modernist avant-
garde movements, it emphasizes the highly psychologiagdtive, and abstract
but elaborate set design; it creates grotesquelyrtBstgpaces, tilting houses,
misshapen furniture. Later it turns out that the ums®a setting is the vision of
madman, who happens to be a narrator. Once theimarraaches its point of

revelation, themise-en-scenehanges into a “relatively realistic” form. Howeyer

% The term, “unreliable narrator” (a teller whoselaations and reports are

not endorsed by the implied author) is coined by Véagooth. Wayne C. Booth,
The Rhetoric of FictiorfChicago: University of Chicago Press, 1961). Seg&lpp
75.
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The Cabinet of Dr. Calligarcannot be discussed without considering the
authoritative interpretation of Sigfried Kracauer his earlier workFrom Caligari

to Hitler (1947), a study of the German cinema from 1919 t@1B8acauer traces
the decline of German political cultures as refldatethe history of its cinema.
From the tradition of realist aesthetics, Kracausists that it is the clear obligation
and the special privilege of film to record and revaal] thereby redeem, physical
reality. By representing its story as a tale toldaamadmanThe Cabinet of Dr.
Caligari reflects the general retreat from the facts of Gariife as well as the
abuse of power and authority characteristic of thenae political institution. The
total organization of Caligari's landscapes within sbudalls, its scenery of the
soul, reveals how the German cinema turns away frosalay which is haphazard,
incalculable, and uncontrollable. In doing so, sayadduer, German cinema helped
prepare the way for Hitler’s rise by subtlly divaeg the audience from a serious
appraisal of social realities. By ignoring the claioisamera reality, according to
Kracauer, the German cinema achieved the damnatatrthe redemption, of
German life. However, beside the use of an “unrediaiarrator,” it is difficult to
make a case thdhe CabineandFight Clubshare anything in common. Rather
Susan Sontag’s descriptions of aestheticization obdialy in fascist arts highlight

the difference between them.

Fascist art... is based on a utopian morality. Fascidisplays a utopian
aesthetics — that of physical perfection. Paintedssaulptors under the

Nazis often depicted the nude, but they were forbiddeshow any bodily
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imperfections. Their nudes look like pictures in maldtheaagazines:
pinups which are both sanctimoniously asexual and (gchnical sense)

pornographic, for they have the perfection of adawpt (40)

If, as Sontag suggests, fascist aesthetics emphdbaéadeal body, then, the
aesthetics oFight Clubis quite the opposite of it. Rather than representieg t
immaculate perfect body, it engages a variety of azlits, scars, and mutilation.
The crude association &fght Cluband fascism is preemptive. It is not the “Fight
Club” that reeks of fascism; it is the middle-urbafies-class commodity culture
that is closely associated with the ego’s flight fronimerence. Sontag admits that
Riefenstahl's pro-Nazi films are still effective spite of its now well-documented
complications with Nazism. It is because, accordmger, their longing is still felt
and because their content is a romantic ideal to wiighy continue to be attached.
In this sensek-ight Clubmight be read as a direct critique of the longingfitsel
rather than perpetuating it. It is not a Kracauefli@ht from fascism, but a
Deleuzian flight with the cultural industry of theaakfurt SchoolFight Club

might best be understood as post-fascist, a rejoindastism through psychosis,
the response of a postmodern subject to the aestlaiociof politics, which might

actually be the ongoing impact of late capitalism oljectivity.

5. Conclusion
Deleuze cautions that it would be a mistake to thirak the painter works

on an empty canvas. Rather, that surface “is ayreadcested virtually with all kinds
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of clichés, which the painter will have to break Wifh1). For Deleuze, the role of
art is to short-circuit our everyday perception arfdcifon, and to draw our
attention to what he calls “intensities.” For filrhettask of setting itself free from
figuration has proven to be more daunting, becausé&eumodern abstract
paintings, film images are mostly mechanical repraidas of the real. For both
filmmakers and viewers, there is a danger to fall pog'common sense” and “good
sense” which tend to identify and recognize film imaggsheir referents and
meanings.

Deleuze’s warning is particularly palpable for tiien of Kim Ki-duk
because his films have been routinely understoodigirohe conventional
conceptual tools of narrative, symbolization, repnésion, and signification. Thus,
his violent images are quickly interpreted as imrhorale violence against women
and effectively close off any further discussioninking with the logic of sensation
allows us to look at the flows of materials, forcesnsations and affects away from
our usual edifice of subject and narrative.

The same argument can be made for a few “violehtisfiof Hollywood.
While many violent films remains as “sensationalTedeuze worries, David
Fincher’'sFight Clubeffectively foregrounds the body in pain, retaininghoihe
affect and sensation coming from the invisible fordest as the molecularity of the
male characters of Kim Ki-duk problematizes the maldered narrative of
contemporary Korean cinema, the bodieEight Clubsuggest the possibility of
putting the discourse back into the body in a posenogdociety which has

increasingly become “a bad cinema.”
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Filmography of Kim Ki-duk

. Soom(2007)

... aka Breath (International: English Title)

. Shi gan(2006)

... aka Time (International: English title)

. Hwal (2005)

... aka The Bow (USA: festival title)

. Bin-jip (2004)

... aka 3-lron (Canada: English title) (Internatibfanglish title)
. Samaria(2004)

... aka Samaritan Girl (International: English title)
. Bom yeoreum gaeul gyeoul geurigo b¢2903)

... aka Spring, Summer, Fall, Winter... and Spring (h@Bonal: English
title)

. Hae anseoii2002)

... aka The Coast Guard (International: English title)

. Nabbeun namj§2001)

... aka Bad Guy (International: English title: litetifle)

. Suchwiin bulmyeong2001)

... aka Address Unknown (International: English title)

10.Seom(2000)

... aka The Isle (International: English title)

11. Shilje sanghwan@2000)

... aka Real Fiction (International: English title)

12.Paran daemu(i998)

... aka The Birdcage Inn

13.Yasaeng dongmul bohoguye(P96)

... aka Wild Animals

14.Ag-0 (1996)

... aka Crocodile (literal English title)
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