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REALITY & EFFECT: A CULTURAL HISTORY OF VISUAL EFFETS
by
JAE HYUNG RYU
Under the Direction of Ted Friedman

ABSTRACT

The purpose of this dissertation is to chart hosvddvelopment of visual effects has
changed popular cinema’s vision of the real, pratythe powerful reality effect. My
investigation of the history of visual effects geginot only the industrial and economic context
of visual effects, but also the aesthetic charasties of the reality effect. In terms of
methodology, this study employs a theoretical disse which compares the parallels between
visual effects and the discourse of modernity/pastennity, utilizing close textual analysis to
understand the symptomatic meanings of key texts.

The transition in the techniques and meaningsextarg visual effects reflects the
cultural transformation from modernism to postmoden. Visual effects have developed by
adapting to the structural transformation of prdoiucsystems and with the advance of
technology. The studio system strongly controllesl ¢lassical Hollywood cinema by means of
the modern economic production system of FordisraaBdown of Hollywood classicism as a
production system gave rise to the creation otaligffects with the rise of the concept of the
blockbuster and with the development of computelnrtelogies. | argue that the characteristic
feature of time-space compression, occurring irptieeess of the transition from Fordism to

flexible accumulation, clearly reflects that of gmassion of multi-layered time and space,



generated in the development process from anatagbeffects, such as trick, rear and front
projection, to the digital effects, such as rot@eg and CGI animation. While the aesthetics of
analog visual effects, without computing, can bepared to a Fordist production system,
digital effects, which hugely rely on CGI manipudex, are examples of flexible accumulation.
As a case study of the local resistance or altermaf Hollywood today, | examine the
effects-oriented Korean nationalist blockbustee Korean nationalist blockbuster films have
sought large-scale filmmaking and presentatiorpettacular scenes, including heavy
dependence on the use of special effects, whitegsiently considered a Hollywood style. This
paradoxical combination of peculiar Korean subjacts Hollywood style can be viewed as a
form of cultural jujitsu, taking advantage of tleede of the dominant culture in order to resist

and subvert it.

INDEX WORDS: Special Effects, Visual Effects, Ogi Effects, CGl, Tricks, Modernism,
Fordism, Postmodernism, Reality Effect, Time-sp@oepression,
Trickality, Korean Blockbuster, Cultural Jujitsupkean Wave, Hallyu,
Shiri, Tae Guk Gi: The Brotherhood of Wa¥elcome to Dongmakgol
2009 Lost Memories
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1. INTRODUCTION
1.1 Overview

Special effects in cinema have presented the guttilge technologies of their eras. They
have even functioned as harbingers of future sedllirough examination of the direction of
visual effects history, from the past to the présee can imagine what the visual effects of the
future may entail. The representation of the futweneans of visual effects provides us with a
vision of future reality. Thus, visual effects faion as a measure of the times, of
contemporaneous visions of reality and technoldbg purpose of this dissertation is to chart
how the development of visual effects has changgdiljar cinema’s vision of the real,
producing an ever more powerful “reality effectwill examine the implications of visual
effects in film, in particular in science fictioitmhs (SF), and inquire about the function of their

reality effect in contemporary culture.

Key Terms

In this project, | follow the industrial definitioof the terms Visual effectsand “physical
effects’ “Visual effects” are “any visual manipulation ofotion picture frames, whether
accomplished in cameras, projectors, optical prént@erial image printers, front and rear screen
systems” (Smith, 1986, p. 270), and in digital cosipon with computers including computer
graphic imagery (CGI). “Physical effects,” on ther hand, are “mechanical effects or practical
effects that take place on the set during filmewg;h as explosions, wire tricks, bullet hits, etc.”
(p. 264).

| employ the termreality effect to describe the cinematic illusion of reality ated by

visual effects. Visual effects make impossible ¢seseem realizable. This process produces a



perceptual effect: the audience perceives thaa@alirepresentation of impossible events as
reality.

The origin of the term reality effect derives frdtoland Barthes. In examining the realist
novels of writers such as Flaubert, Barthes (1888)ed that through the accumulation of so
many “concrete details,” the signifier becomesralted from the referent; the more the referent
is concretely described, the more the signifiglisgéanced from the referent; the signified, the
concept of the signifier, is “expelled from thersigas a result, the referent survives alone within
the narrative. This is the “referential illusionf' r@alist literature (p. 16). At the moment thas th
signified is eliminated from the sign and that “tleéerent stands as or for itself in the midst of
narrative line,” “language disappears” (Cole, 200331). What remains is the illusion of reality.
This is the reality effect.

Although realist novels are fictional constructiptieeir writing conventions hide their
artificiality and create the illusion of realityaBhes writes “It suffices to recall that for the
ideology of our time, obsessive reference to tlmccete’ is always brandished as a weapon
against meaning...” (p. 14). It means that the cdealetail does not show reality itself but
represent only “vraisemblable/verisimilitude” ag tneaningless illusion of reality. It is Barthes’
criticism on the reality effect to attack the auttative Authors and Literatures as the cultural
agents and implication that reality is our ideot@gjiscreen. In filmmaking, visual effects
produce excessive cinematic details to make imptesscenes possible. As a result, the
relationship between signifiers and their referemtdurred. In the middle of this blurring,
cinematic illusion is created. Thus, the term tgaifect can refer to the perceptually illusionist
effect of reality in both literature and film.

| want to limit the use of the term reality efféatthe aesthetic aspects of the cinematic



illusion. Barthes’ original intention of the termaw to criticize the function of verisimilitude that
hides ideological construction. However, the rgadifect of visual effects in SF genre films,
which is the major object of my dissertation, po®s, in most cases, the clear cultural window
of the present view on technology—in particular porer technology—that our anxiety and
expectation coexist, rather than represents anébrees the present ideology by means of
meaningless visual illusion. In this sense, | hadithat the directors and digital effects engineers
in the contemporary effects-oriented films arethetobjects of political criticism from the
aspect of extension of 1968 French movement'syaetiof traditional authority. Thus, my use of
the term reality effect does not imply Barthesaltggical criticism on the Author but merely
indicate the effect of cinematic illusion that \aseffects create.

The reason why | focus on visual effects, not ptaiseffects, has much to do with the
term reality effect. Although scenes with physiefiects that present exploding cars or
rampaging monsters provide the audience with asgd&imise-en-scene, they do not inspire
perceptual illusion of the effects among viewersause the audience is watching a scene that
really did happen in one contiguous physical spelcevever, scenes with visual effects that
portray Superman flying, T-1000’s finger-morphimgthe sharp gimlet, and Trinity transferring
through the phone line all produce the reality @fféh comparison to the wire action in the
1950s and 1960s, 197&upermarproduces a different kind of visual illusion, basa the
scene is impossible in the real world. It was @édtty the combination of live-action footage
and pre-filmed scenery, through the visual efféecear projection. | cannot say that all kinds of
physical effects never produce a reality effectwideer, in majority of cases, visual effects are
much more related to the reality effect than phaisidfects. Visual effects include rear/front

projection, rotoscoping, and, more recently, digféects such as CGI digital composition.



Naturalismindicates the effects-added shot or scene’s prrakipndistinguishableness
from live-action footages. Visual effects have deped with seeking naturalism of the reality
effect in the effects-added scene. Naturalism dépen the plausibility of the effects-added
scene. Superman’s flying is plausible, in otherdgpmwhen the audience cannot perceive the
existence of the wires and the actor’s awkward ompthaturalism can be obtained and the
reality effect of the effect is raised.

Invisibility of visual effects is the necessary condition eksgg naturalism, or of
achieving the reality effect. If the audience sertbe wires on which Superman is hung,
naturalism cannot be guaranteed and the realiégteiff lost. For maximizing the reality effect,
visual effects should be invisible.

Trickality can be defined as the prototype of reality effEbe term trickality derives
from André Gaudreault. Gaudreault (1987) named &4&8ivision of filmmaking as trickality
concentrating on the use of tricks and visual imagle alienating narrativity. Because to
perform the tricks during filming was a purposeM#lies’ filmmaking, the level of their reality
effect or cinematic illusion became minimized. Mmbility of the tricks or visual effects is the
necessary condition of seeking trickality. For nmaizing trickality or for minimizing the reality
effect, visual effects should be visible. If thepose of reality effect is to give the amazement of
perceiving the invisible effects to the audienbat ©f trickality is to provide the amusement of
seeing the self-exposition of effects.The MaskChuck Russell, 1994), the scene in which
Stanley (Jim Carrey) with the mask sees the pediaoa of Tina (Cameron Diaz) embodies the
modern example of trickality: The heart of Stankytranced by Tina, is popping. His tongue is
put to become mini-stairs. His eyeballs protrudee @udience is amused by seeing the animated

effects thoroughly exposed. Even though visualké$fevere born from trickality, the purposes of



reality effect and trickality stand in the oppoddieections.

Research Question

Through an examination of special effects histaryelation to SF films, | will argue that
the transition in the techniques and meaningsedtang special effects reflects the cultural
transformation from modernism to postmodernism.égmination of visual effects history will
not only study the industrial and economic contétisual effects, but also the aesthetic
characteristics of the reality effect. | will loak how cinematic time and space is transformed by
visual effects, and how this transformation cait® iquestion traditional film theories, in
particular, realist theories. | will discuss thdtaral differences and different perspectives of
reality as posed by modernism and postmodernismdoTiis, | will investigate the differences
of aesthetic characteristics of time and space d@tvanalog visual effects, such as stop-motion
technique, and digital effects, such as CGl effdatsll examine the aesthetics of analog visual
effects with reference to the classic realist fimories of Bazin and Kracauer. The aesthetics of
digital effects will be analyzed in light of theespal effects/new media theories of Lev
Manovich, Scott Bukatman, and Michele Pierson.

Thus, the dissertation will develop three key tkem

1) An examination of the history of cinematic spdeffects. It will deal with the history

of technological development of special effectsifrturn-of-the-century “trick” films, to CGI
effects, in the aspects of the history of the teaiffect. | will suggest that, throughout film
history, special effects have sought more nat@lasentation of reality effect—that is
naturalism. Naturalism of reality effect means petoal indistinguishableness from live-action

with the support of cutting-edge artificial techogy. When realism cannot absorbs the aesthetics



of CGI effects because of its emphasis on the nanipulative reality and the real reference,
naturalism includes the CGI effects aesthetics isz# pays attention to the issue whether the
audience can recognize the artificiality of thditg&ffect. If a CGI scene is visually truthful as
live-action, we can say that its reality effech&tural.

2) A discussion of the response of realist filmaottes to the development of special
effects, from classic realisms to new media thadneelation to the transition from modernism
to postmodernism. | will demonstrate that Bazin Knalcauer’s realist theories do not explain
the special effects in this digital period but paily those in the analog period. | will then
suggest that the digital realist theories of ManbyBukatman, Pierson, and Stephen Prince
offer an alternative realism in the digital periéd the same time, | will situate classic realist
theories within the context of modernity, and digrealist theories within the condition of
postmodernity.

3) A genre study of SF films in an internationahtaxt. This will include the textual
analysis of South Korean special effects-orienikasfand Hollywood SF in a global context.
The direction of the development of visual effetist will be discussed in Part 1 and digital
realist aesthetics as a result of the developnmeshiaa the condition of postmodernity in Part 2
will support the textual application of the natibfiens under the discourse of the globalizing
network of world film industries. Part 3 represetfis transition of the relationship between
Hollywood films and South Korean films that approeas the new order of capitalism beyond the
discourse of cultural imperialism. | will argue thhis transition is accelerated by digital effects
and technology. The South Korean film industry #melaesthetics of South Korean films are
rapidly changing in the postmodern globalized ecaicacondition through the development of

digital technology. The transformation of the rgaéffect in this new global context will be



examined, and it will be shown that this transfdinrareflects the socio-cultural realities of

South Korea today.

Significance of the Project

How are the digitally manipulated visual effecteated in the computer, such as CGl,
different from the visual effects produced on stuskts, such as rear projection? What are the
cultural implications of the computer’s creationreélity, which perceptually goes beyond
reality? How does the computer’s reality reflecaratteristics of contemporary culture? Do
digital effects distort the reality of the worldd@y, or represent it more naturally or clearly? Any
attempt to answer these questions should considigerace’s hunger for more marvelous
spectacle; thus, the film industry depends on #@ayment of an increasing number of digital
effects. My dissertation project will serve as anawstone for an approach to answering those
guestions.

The theoretical focus will be to study the socitimal implications of the reality effect
by examining the intersection of cutting-edge texdbgy, special effects, and traditional literary
realism. This project will bridge the gap betweemianistic studies and scientific technology,
and is a mutually-beneficial interdisciplinary wosakpanding the realm of the social sciences.
Humanistic studies support scientific technologythat classic film theories of realism help to
interpret the meaning of special effects with relgarthe reality effect. Conversely, scientific
technology helps to update humanistic studiedjanthe implications of digital realism help to
revise and replenish classic film theories, whaeging pace with the times. Thus, through the
combination of digital study and film, this projewtt only fills a gap, but also proposes a new

vision to both theories.



This project will also suggest a new relationsrepAeen Hollywood and national
cinemas in the following aspects: With the suppbdigital technology, the South Korean film
industry is rapidly becoming independent of the poaf Hollywood. However, the style of
these new South Korean films is following Hollywodtl’en though the formal style resembles

Hollywood, in their context Korean blockbustersksea Korean nationalist theme.

1.2 Research Methodology
Close Textual Analysis & Symptomatic Meaning

This project employs a theoretical discourse wigizimpares the parallels between visual
effects and the discourse of modernity/postmodgrutitlizing close textual analysis to
understand the symptomatic meanings of key textseShis study is a research of the cultural
meaning of special effects, theoretical discoulsmiiclassic film theories, new media theories,
theories of spectacle, special effects theoried pastmodernism is the first approach. By means
of theoretical discourse, | want to juxtapose agaloecial effects, classic realist film theories,
and modernism, and draw a parallel between the¢atigpecial effects and theories of spectacle,
new media theories, and postmodernism. In this aaglog special effects are supported by
classic realist film theories and economy of modgras well. CGI effects supported by
computer technology can not only be explained lw media theories and special effects
theories, but also fitted to the condition of postiarnity. Thus, | would like to use the research
of theoretical discourse as the first method of fhrbject.

Since the digital effects, within specific filmsjlwserve as the research data, a close
textual analysis is the appropriate methodologyhar project. Using the method of close

textual analysis, | will analyze the scenes in \WWhd@ital effects are used, grasp the meaning of



the recreated reality within the whole narratived gain a thorough understanding of its function,
in relation to the socio-cultural implications. ®the close textual analysis of each scene and
sequence in which digital effects are used is ¢sdefo understand the meaning of special
effects in a film is not to define the positiona€reator, but to grasp contextually the function
and meaning in the whole narrative, and simultaslgpinterpret the relationship between the
culture and society and the special effects. Tthescontextual meaning of special effects relates
to the socio-cultural implication.

Fredric Jameson (2003) argues that literary csiticis a “theoretical kind of
symptomatology.” According to Jameson (2003), wthie works of the past can produce all
kinds of unique aesthetic possibilities that campglied to those past times, the works of the
present include all kinds of “coded data,” dueh® fact that we are living now. Thus, cultural
products’ form and contents are full of the sympgarhthe coded social. When | follow Jameson,
a film as well as special effects as cultural fosheuld be considered as the “coded data”
including symptoms for the “absent thing called $beial.” In this respect, the meaning of a
whole film, the function of special effects, aneithsignificance within the context generate the
symptom of culture, such as historicity, nationaldr socio-political peculiarity. Criticism
should decode the coded data of cultural formsrédmatesent socio-cultural implications. | will
closely analyze texts, understand the meaningeofiliins and special effects, and grasp the

socio-cultural or socio-political symptoms of thgesial effects and the films.

Texts
For Chapter 2, | will examine early landmark SF#ay films using visual effects,

understand their significance in the history ofcgleeffects, and discuss the development of
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reality effect accompanied by the development arddic technology. The texts | will use are
Train Arriving at a Statior{Auguste & Louis Lumiére, 1895} Trip to the Moor{Georges
Mélies, 1902), andhe Thief of BagdafRaoul Walsh, 1924). Even thoughain Arriving at a
Stationis not an SF or a fantasy film, | will consideettim as a visual effect itself.

For Chapter 3, | will deal witkorbidden Plane{Fred M. Wilcox, 1956)2001: A Space
Odyssey(Stanley Kubrick, 1968), the origin&tar Warg(1977), andsupermar(Richard Donner,
1978) to study modernist aesthetics of visual ¢dfe€ven thouglstar WarsandSupermarwere
produced in the late modernist era, | will categ@them under the modernist effects films
because the films are the most influenced SF fiusisg analog visual effects. In particular,
periodical and spatial setting 8tipermans a typical modern urban. The classic theme that
promotes the good and punishes the evil is alssidal. Modern subject and modern effects are
beautifully matched in this film.

For Chapter 4, | will investigaféron (Steven Lisberger, 1982)erminator 2: Judgment
Day (James Cameron, 1991)rassic Park(Steven Spielberg, 1993), aimtle Matrix(The
Wachowski Brothers, 1999) in order to grasp posenaidt aesthetics of visual effects. | will
understand postmodern aesthetics of reality effexdtdigital visual effects create. In particular,
The Matrixrepresents a manipulated virtual reality, whicth@ught, by the people who are
caught within cyberspace, to be the real world.pRelive in the virtual reality of matrix, which
artificial intelligence, as a symbol of the digitathnology, constructs. The main character, Neo,
rescues the real society by means of the omnipdigital power. Also, the digital effects, as the
cutting edge of contemporary technology, are bhyghtesented from the beginning to the end.
Thus, the films’ themes and formal aspects arectllyi related to the subject of digital reality

and/or culture. In this contexthe Matrix seriess the best-suited text, in which the relationship
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between the contemporary world and the digital mmment can be extracted.

In Chapter 5, | want to discuss and analyze Souatte&n effects-oriented films in
relation to the recent extreme globalization of tBd€orean films Shiri (KANG Je-gyu, 1999),
2009: Lost MemoriedEE Si-myung, 2002)Tae Guk Gi: The Brotherhood of WEANG Je-
gyu, 2004), andVelcome to Dongmakg({PARK Kwang-hyun, 2005) are the best texts noy onl
for discussing the characteristics of Korean effextented films, but also for representing

Korean national history.

1.3 Theoretical Framework
History of Special Effects

Special effects are not exclusive possessionsnof Tihey existed before the appearance
of film, dating back to the Middle Ages. God desieh from the ceiling to the stage by a
machine in medieval dramas. This special kind tdatfaccentuated the reality effect of the
theater’s staging spectacle through embodyingrtteginary scene in front of the audience. The
use of special effects in theater was the peakasferity in the staging system of melodrama
with sensationalism in the nineteenth centuryhla period, film was invented. The Lumieres’
Train Arriving at a Statior{(1895) provided a reality effect by means of itdqrial realism for
the audience of that time period. For the audiencése 1890s who were well aware of two-
dimensional image of painting, the presentatiothefthree-dimensional moving picture of the
locomotive was a stunning visual effect itself.

The visions of special effects in the nineteentitusy stage continued in a new medium
through Georges Mélies’ trick effects (Vardac, 1949. 174-175). MéliesA Trip to the Moon

(1902) presented the possibility of special effécthe realm of a new art through cinematic
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tricks such as the stop-motion technique. The §ygarpet sequence in Raoul Walshfe Thief

of Bagdad(1924) introduced in earnest wire action with eydl and suspended tracks. Wires
made Douglas Fairbanks fly. The film used superisitmm, projecting miniaturized sets with

live action (Pinteau, 2004, p. 29). At the sameetitnraveling mattes were introduced and became
the foundation for visual effects since the 19RisKitt, 2000, p. 45). Then traveling mattes
techniques were developed for the rear projecgchriique through the 1930s to the 60s. The
front projection technique, first shown2001: A Space Odyss&y1968, again raised the
standard of the reality effect.

Since the 1970s, when computers became the mainstoigital technology has rapidly
developed. In 1977, LucaStar Wars: Episode IV — A New Hoj¢roduced a “computer-linked
camera control system,” precisely recording theeranrmovement and making the camera repeat
exactly, in order to take fast-moving spaceship8{). InTron (Steven Lisberger, 1982), dealing
with the story within the computer, CGI footage wiar®ctly inserted into the film. In 198Star
Wars: Episode VI - Return of the Jel#ipended on the technological support of the cojusg
technique, which made it possible to insert anichateages between the foreground and
background (p. 55). Raising the degree of reliancéhe digital effects in the 1990s, Hollywood
blockbuster science fiction films suchBaminator 2: Judgment Dayyames Cameron, 1991),
Jurassic Park(Steven Spielberg, 1993), aBtar Wars: Episode | — The Phantom Menace
(George Lucas, 1999), sought the naturalism ofehbty effect by means of computer
technology.

The desire of transforming the marvelous to redlag existed from the realm of the arts
prior to the film. It was an artistic embodimenthafman imagination and desire for making the

impossible possible. The invention of the film meted a more advanced embodiment of
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realization of the marvelous, in terms of the Adsed on imagination and desire. Development
of technology has always provided the opporturotythe progressive presentation of the
marvelous.

Michele Pierson’Special Effects: Still in Search of Wond2002) is a cultural study of
the history of special effects focusing on the digwement of connoisseurship and the evolution
of fan-oriented publications. We can grasp Piesorterpretation of the history of special
effects that has approached toward more naturedseptation of the reality effect. Pierson
(2002) describes special effects as “natural magip’ 17-22). She investigates the origin of the
term, “natural magic” from David Brewstel'®tters on Natural Magi¢1832) to Erik
Barnouw’sThe Magician and the Cinen{&981). Barnouw regards early tricks such as
magicians’ experiments in film as “natural magité staging of magic in front of audience as
“optical illusions” (p. 112). According to Barnouw comparison to stage magic, the magic
projected on a screen seemed too real to underatamdgic; so, he mentions, the “new
industrial magic may be closer to ‘black magic'rthia ‘natural magic™” (p. 112). Thus, for
Barnouw, the special effects of the early trick evlre embodiment of the “scientific temper of
the times” (Pierson, p. 17). Barnouw’s term “natunagic” is borrowed from David Brewster,
who in 1832 defined “natural magic” as “popularestific cultures,” rather than “the
supernatural” (p. 19). In this context, speciaéef$ as natural magic have been the symbol of
scientific experiments of the times as PiersorsissiThe history of special effects exemplifies
not only the technological advancement of presemtabut also the suggestion of the historical
direction of natural representation - that is, ta¥gamore perfect photorealistic imagery.
Therefore, the history of special effects has lieerpower and motivation of sustaining a

“popular scientific culture of wonder” (p. 22).
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In addition to the historical interpretation of sjz effects as the artistic representation of
scientific culture, Pierson argues that art-anéatftlirection of SF had a definite inclination
toward a “presentationist mode of exhibition"—tleah be defined as the emphasis on the
presentation of spectacle rather than representatinarrative—from the late 1970s to the mid-
1990s (p. 118). According to Pierson, Hollywoodisalute investment in CGl effects has
changed the art-and-effects direction that SFEss$ity elements have sought, leaning towards a
more heavily exhibitionist presentational direct{pp. 118-119). After the 1970s, production
with digital effects progressively developed wilie tspread of personal computer (PC). From a
historical perspective, the reality effects credigdnalog visual effects have been displaced by
digital visual effects. The history of special et'ehas developed in the direction of accelerating
films’ presentationist mode. Visual effects fregthgpresent to the audience future reality,
particularly in SF and fantasy. The spectacle effthure is presented as plausible and/or
possible reality and events. As a result, the angdie perception can overly incline to the
spectacle of the visual effects rather than theystting of the narrative. The presentationist
mode is spectacle’s domination over narrative. Ttheshistory of special effects has developed
through the traces of art-and-effect direction r&sgntationist mode that is the development of
spectacle-oriented artistic effects. As Piersontias, this line of research was introduced in
Brooks Landon’sThe Aesthetics of Ambivalenicel992, then further developed by Tom
Gunning in his influential essay “The Cinema ofrAttion: Early Film, its Spectator and the
Avant-Garde.” Gunning’s essay will be reviewed belo

While Michele Pierson argues that the history afcsal effects shows the approach
toward more natural reality effect and presentastomode, Scott Bukatman suggests the history

of special effects can be understood as the shift imodernity to postmodernity. Bukatman
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(2003) makes use of Fredric Jameson’s conceptiomoolernity. Modern products tend to be
vestiges of “a modernizing economy.” Cultural proucreated by a manual typewriter, for
example, are modern; those produced by computdrdeggls are in some sense inherently
postmodern (pp. 43-44). Bukatman states that thd-pawered typewriter that Gibson used to
write the cyberpunk classieuromancef1988) is related to the object of modernism; haave
the cyberspace he describes in his manuscriptsisnoalern (p. 44). Likewise, analog special
effects such as rear projection are modern bedaegeare produced under the conditions of
modernity. The system of modern economy is hiereattand vertical, and its operational
system is linear. This is the mode of productioamdlog special effects, which are created in a
huge plant-like-studio. However, the mode of thetpwdern economy is flexible, horizontal,
and non-linear. Digital special effects are geregtatith the PC or laptop computer. The
operation of the computer is very much flexiblefeEfs engineers can do CGIl composition in a
studio, an office, or even at home. Digital editpggforms non-linear process. Thus, as
economic systems have changed from modernity tovmakernity, their cultural products have
followed from analog special effects to digitalesffs.

For Bukatman, in addition to the modern object,esbproes in SF films have much to do
with urban modernity, in that superheroes “glidetiyh the complexities of urban space,
emerging in bursts of flamboyance into public vidven disappearing into the anonymity of the
crowd” (pp. 8-9). He writes, “These fabulous negttins of body, self, and space contrast
sharply with electronic fantasies of abandoninglibdy, becoming a cyborg, becoming virtual”
(p. 9). Bukatman considers superheroes to be thetmpes of modernity, cyborgs of
postmodernity. Bukatman’s argument suggests tlgatiatiivisual effects create cyberspace as the

catalysts for the postmodern.
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Bukatman'’s dichotomy of the modern/postmodern bamseof body, self, and space
represents the history of special effects useditiqular in SF films. It can also be explained
with the transition of the economic system. Thensocghere Superman flies through the urban
cityscape was created by the “front projection’htaque—"a method of simultaneously filming
performers in a studio and pre-filmed backgroundges which are projected on to a highly
reflective backdrop from in front” (Rickitt, p. 3R9This technique is representative of special
effects of the 1950s to 70s’ Hollywood studios uritie modern industry. On the other hand, the
scene that T-1000 rises out of a hospital-flootgratwas produced by a program called “Make
Sticky” which “allows CG artists to project the 2iidages from a live-action plate onto 3-D
computer models” (Vaz & Duignan, 1996, pp. 205-20®at is the breakthrough software
invented under the postmodern production envirorimen

Likewise, the presentation of the superhero’s mothedy, self, and space could be
described by analog special effects; however, coen@oftware can create that of postmodern
cyborg and cyberspace in the postmodern compueerfeayBukatman categorizes, the history of
visual effects can be divided into two parts: athe period of analog visual effects, including
any kind of visual effects without the use of tleenputer, and the other is the period of digital
visual effects generated or composited with thepater. In this context, the transition from
analog to digital effects, in relation to the Skige implies the transition from the superhero’s
body and self, and of the modern cityscape to yherg of virtual self, within the postmodern
cyberspace. That is the history of special effpotgressing from modernity to postmodernity, as

the reality effect grows even more powerful.
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Theories of Periodization

Visual effects have developed by adapting to thectiral transformation of production
systems and with the advance of technology. Thg &kns depended on individual capability
and working environment, giving birth to the “tr&€kas individual techniques. The studio
system strongly controlled the classical Hollywamtema by means of the modern economic
production system of Fordism. The powerful domioratdf the studio system in Hollywood was
inseparable from the aesthetics of rear and frovjeption in that the efficiency of their
production was maximized in the studio. Breakdowh@llywood classicism as a production
system gave rise to the creation of digital effedath the rise of the concept of the blockbuster
and with the development of computer technolodreshis sense, analog visual effects can be
categorized under the periodical frame as a samox@mic formation of Fordism, uniting
Hollywood classicism and the studio system; arntth@tsame time, digital visual effects can be
said under the Post-Fordist period.

Siegfried Kracauer (1975) considers the “mass oemihas “the aesthetic reflex of the
rationality aspired to by the prevailing econonystem” in his early essay “The Mass
Ornament” (p. 70). Kracauer examines the phenomehtreTiller Girls, which is a dancing
troupe dressing in same costumes and performingytmehronically same style of formation
movement, such as high kicks. He argues that thsigdl movement of th&iller Girls mirrors
the automatic and minutely calculated flow of te@weyor belt which is constructed under the
Taylor system, the aesthetics of mass ornamenegtiel the capitalist production process.
Kracauer writes, “The bearers of the ornamentsremasses the pleasure of dancing is not
derived from an individual performer but from “comnal groups” (p. 68). Not as an individual

dancer but as an element of the mass, human beangigbute to the function of the
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synchronized movement. Thus, the mass ornamermntyptepresents the aesthetics of
capitalism but also describes Taylorization of wrdtindustry itself. Kracauer writes, “The hands
in the factory correspond to the legs of Thléer Girls.” For Kracauer, the physical movement of
theTiller Girls and the phenomenon of its international popularg/“surface manifestations of
an epoch,” revealing the underlying reality of éh@sting mode of production (p. 67).

Kracauer’s metaphorical analysis provides a sigaift clue for understanding the
material reality of analog visual effects like rgaojection. Analog visual effects can be said to
be mass ornaments in three ways:

First, as the products of tAdler Girls are “not individual girls, but indissoluble female
units” (p. 67), the products of analog visual effeare not individual pre-filmed background
scenery or live-action footage in front of the sbiite screen but an indissoluble bundle. In other
words, when analog visual effects are producedfilmed scenery, live-action footage, and the
scotchlite screen have to be located at a same pilacsingle studio.

Second, the effects engineers have to cooperatesadh other to produce a single
effects scene. Not only filmic facilities such as{filmed scenery, live footage, and the screen,
but also human engineers, must all be locatedeagsdime studio. The hands of workers have to
be stuck together on a conveyor belt in a factbing legs of thdiller Girls have to be aligned
on a stage. The analog visual effects engineers toalve placed together in a factory-like studio.

Third, as the bodily performance of thidler Girls produces regular patterns, analog
visual effects generate standardization of productiesthetics. The process of creating analog
visual effects mechanically repeats the same psoakesimultaneous recording or mixing pre-
filmed background scenery and live-action footage studio. Thus, analog visual effects can be

regarded as “surface manifestations” of the undsglgocio-cultural reality of Fordism as a
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capitalist production process. The reality analsgal effect generate is what Kracauer calls
“material reality.”

On the other hand, digital effects are produceahimsolated place. The workplace is
fragmented to the extent that CGI can be creatashyrplace where there are computers.
Moreover, the computers can be networked and naigdily contiguous to the extent that parts
of a CGI can be produced at different places ifetght nations. The process of creating digital
effects is not the mechanical automation of thdistaystem. Rather, it is a series of individual
taskforce projects, each in charge of a scene iohadigital composition is needed, under the
vision of director. Thus, the digital effects pration system is less hierarchical and more
fragmented than the centralized, authoritarianistagstem which produced analog effects. The
reality digital effects create is the reality effec hyperreality rather than “material reality.”
These are the aspects of production system in pakgm era. In this sense, the production
process and aesthetics of digital effects can heidered as the postmodern update of the mass
ornament in that digital effects’ ornamental featureflect enough postmodern condition of
flexible accumulation.

Michael Curtin (1996) considers the change of @pation of cultural production as the
cultural transformation from Fordism to flexiblecamulation, and argues in terms of marketing
and distribution that the culture industry in thia ef what he calls “neo-Fordism” has two
tendencies: one is to focusing on “mass cultunahfaimed at broad national or global
markets”: the other is to target intensely at “eicudiences” (p. 197). Curtin focuses on the
dialectic of “globalization/fragmentation,” whicheans drawing attention to niche market in
order to maximize profits in the status of globalian. Thus, from Curtin’s perspective, in the

era of Neo-Fordism, Hollywood not only seeks talfinass taste but also to satisfy the tastes of
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niche audience groups. Hollywood itself changes.

David Harvey’s research on the relationship betwaertransition of social formation
and cultural change provides a more thorough dasami of the transition of the production and
consumption of cultural products, and reflectsrtiwest of this periodical framing between the
structural transition of production system anddbeelopment of visual effects. Harvey (1990)
argues, infhe Condition of Postmodernity: An Enquiry into @egins of Cultural Changethat
the transition from Fordism to flexible accumulatioas led to “accelerating turnover time.”
Accordingly, postmodernist aesthetics, such aséapdrality, difference, spectacle, fashion,”
have dominated present culture (p. 156). Transfogritiordist mass production to flexible
accumulation, the new capitalist system has pravalkarger scale of market demand, resulting
in accelerated product innovation; turnover time baen extremely reduced. The “time horizon”
for decision-making has shrunk (p. 147). Any dexistan now be instantly delivered to the
opposite side of the earth with the new commurocatiechnologies. As a result of this process, a
sense of time and space has converged to zeroedegtarvey describes this phenomenon as
time-space compression. For Harvey, time-space mesgjon, in the process of the transition to
flexible accumulation and/or as a result of thesraon, is the condition that produces
postmodernity.

| want to argue that the characteristic featurenogé-space compression, occurring in the
process of the transition from Fordism to flexiaEeumulation, clearly reflects that of
compression of multi-layered time and space, géeera the developing process from analog
visual effects, such as trick, rear and front prtiga, to the digital effects, such as rotoscoping
and CGI animation. While the aesthetics of anaisgat effects can be compared to a Fordist

production system, digital effects are exampleexible accumulation. Speed-up of turnover
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time in the transition process of the capitalistduction system can be compared to the ongoing
acceleration of development of the computer. “M@&okaw,” first proposed by engineer Gordon
Moore in the 1960s, suggests a concrete patteiretdevelopment of computer technology. As
Ted Friedman (2005) writes, “the number of tramsssthat could be built on a piece of silicon of
a given size had consistently doubled every eighteenths. That shrinking in the size of
transistors translates pretty directly into a dowpbf speed” (p. 87). As Moore’s Law reflects
“not simply an increasingate of changgebut an increasinate of acceleratioh(p. 88),

computer processing capability is increasing rapithis continuous acceleration of
development of the computer has catalyzed thefoamation from analog visual effects to
digital effects in use of special effects in cinemedlecting the transformation of the capitalist
production system from Fordism to the speed-upesysif flexible accumulation.

The process of time-space compression as the cluditige sense of global space, led by
innovations in transportation and telecommunicataam be juxtaposed with the process of
compressed projection of multi-layered time anccepdime and space of live-action and those
of CGl renderings are recorded onto a single framsedigitally composited scene. Finally, we
can recognize that the postmodern features of epladity, spectacle, difference, and so forth,
which are the result of digital effects’ time-spawenpression and spectacle-oriented
representation of reality, are real, but never maamed in the real world. They temporally appear
when the effects are needed, and instantly disapjuyta after the effects’ functions are finished.
This is different, ephemeral, and spectaculag gastmodern. In the next section, | will provide
a theoretical framework for periodizing analog aligital visual effects into Fordist and Post-

Fordist (or flexible accumulation production) aedits.
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Analog Visual Effects and Hollywood Classicism unBerdist Production System
The aesthetics of analog visual effects have mangllels with Fordism. The following
section will address four of these connectionsntlass production system, time-space

displacement, a centralized authoritarian system peeriodicity.

Mass Production System

The Fordist mass production system influenced an@étion of the studios’ main goals
of standardization, efficiency, and product differation, structuring the classical Hollywood
cinema, which has produced and popularized anatugheffects. Standardization, efficiency,
and product differentiation, on which Fordist margtion of labor and assembly lines was
established, has influenced Hollywood classicideegures or main goals of standardization,
efficiency, and product differentiation. Fordisntamplished an extreme progression of
productivity and standardization of products anadpiction processes, by means of applying
kinetic movement of labor to movement of conveyeltd According to Harvey, Fordist mass
production has become the implication of “mass aom#ion, a new system of the reproduction
of labor power, a new aesthetic of psychology;a kied of rationalized and modernist society”
(pp- 125-126.). Repeated kinetic movement, like paaodied by Charles Chaplin Modern
Times(Charles Chaplin, 1936), has improved labor skilll made mass production possible. It
was a symbol of the production and consumptiorucetand new labor. For mass production,
laborers’ physical activity was planned and rettdadn a time slot that was ruled by seconds.
Laborers’ resistance against the machine-like watkch should follow the flow of a conveyor
belt, was prevented by a centralized authoritac@trol system, a managerial feature of Fordist

manufacturing. Fordism, as the aesthetics of aslydinbs, generates standardization of
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products and process, production efficiency, amdypct differentiation. A production manager
set laborers’ kinetic movement, so that they caflitiently move their body parts according to
the movement of conveyor belts. Continuous repetitif this physical/kinetic movement
improved laborers’ skill; as a result, the manufacalg process and products were standardized.
Within these flowing assembly lines, some partsenassembled and some parts were not; the
products were differentiated. Thus, Fordism, charaed by the automation system of assembly
lines, had the values of standardization, efficjemand product differentiation.

These three values or effects, produced by Fordgianallel the three goals of the
classical Hollywood cinema. [hhe Classical Hollywood Cinema: Film Style and Mofle
Production to 1960Bordwell, Steiger, and Thompson (1985) indicatd Hollywood’s mode of
production to maximize profit is very similar to féis factory automation system. Henry Ford’s
mass production system, which can be summarizeédrthangeability, standardization, and
assembly,” had a huge influence on the productidtuie of this century, and affected the
Hollywood studio system through “detailed divisiohlabor” (pp. 90-95). Standardization of
kinetic movement, produced by Fordism, has beeresempted by detailed labor formulation of
the Hollywood studio system. Filmmaking sites nektitebe centralized to a single place, in
order to raise efficiency of filmmaking; this cesitzation meant that the studios adopted Ford’s
mass production oriented factory system. As Bortv&eiger, and Thompson state, the early
studios were called ‘factories’ (p. 124). Centrializthe labor process into the studio factories,
Hollywood studios raised production efficiency, atdhe same time, standardized
cinematography, filming equipments, and even cdntealuding narrative. The studios’
marketing strategy, with the purpose of profit nmaiziation through monopoly, differentiated

film-goods through the use and diversificationexfttnology, stars, and genres.
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In particular, as | noted earlier, as sound wa®thiced in 1926, factory-like filmmaking
in the studio was strengthened. In the early stdgeund films, the studios had difficulty with
location, due to the qualitative limitation of redimg instruments, such as microphones. Thus,
as Rickitt mentions “From about 1933, sound recwydestricted filming on location, and for the
next twenty years the great Hollywood outdoors widag filmed almost entirely within studio
walls,” when the film entered the sound stage, ilakers were naturally restricted to the studio
(system) (p. 21). As a result, the use of the sppediects was focused on producing location
effects within the studio. “The technology that vdeveloped enabled the first practical use of
rear projection” (p. 21). The rear projection teiciue was one of the representative analog visual
effects maximizing the efficiency of the studiotgys in that it produces location effects by
projecting pre-filmed background scenery onto &8 screen behind the actors while filming in
the studio. Hollywood studios have supported a rpasguction system, by means of the special
effects of the rear projection technique, brindimg values of standardization and efficiency to
studios. Rear projection was a symbol of cinentatbnology, reflecting the historical context

of Fordism, and simultaneously defined the proaunctulture produced by the studio system.

Time-Space Displacement

If the production logic of early Hollywood was cibaFordist, the aesthetics of early
visual effects likewise reflected the modernityrairdism, by means of indexical displacement
of time and space. Fordism, as a production culincka “total way of life,” produced
uniformity and the standard of products and praegssSordism was founded on “functionality
and efficiency” of the aesthetics of modernism @uwell et al., pp. 135-136). The time and

space represented by rear projection do not distality, although dual time and space are
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overlapped and projected. If digital effects distbe reality of time and space, analog visual
effects, like rear projectiomlisplacetime and space. If we say that Bazinian time gats is a
modern concept, trying to determine the ambiguouth bf reality by means of the camera with
faith in technology, the rear projection techniqueljke the digital effects, at least does not
distort the reality of time and space. The pre-éithscenery is displaced from its original time
and space to the background of live-action foregdoun the studio. By displacing time and
space, rear projection uses the camera more effigiand seeks to reveal the truth of reality
underlying Fordist economic system.

As Singh (2004) mentions, Harvey classifies “tinpaae displacement” as a
characteristic feature of Fordist capitalism anoh&-space compression” as that of the
postmodern capitalism (p. 103). Time-space dispiece, which can be defined as the export of
surplus domestic products and the import of lackirepucts, indicates the “new
internationalism” that is the “globalization of teapply of cheaper raw materials particularly
energy supplies” (Harvey, p. 137). Through the itprérade of Fordist mass production,
products were displaced to different time and spabéch represents the beginning of
internationalism. This capitalist notion of timeaspe displacement can be applied to the
aesthetics of non-digital special effects. For egi@min the use of rear projection, time and
space of pre-filmed location footage was displdoetthe space and time of the studio shooting
actors’ performance in front of that backgroundjchidisplaced the time and space of the film’s
cinematic field. The camera takes time and spatleeofear projection of analog visual effects,
displacing the time and space of location, and kanaously projects that kind of time and
space on the time and space of the actors’ refdrpeaince in the studio. Although time and

space in the studio and location are displaced;ghlgty resulting from the mixed time and space
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represent the ontologically real. Thus, mise-emsa# rear projection includes an ambiguous
reality of the world as it is. In this sense, tiestaetics of rear projection is modern, as it is

reflected by time-space displacement of Fordisttabgm.

Centralized Authoritarian System

Hollywood studio’s centralized authoritarian systkas adapted that of Fordist mass
production. As | noted earlier, laborers’ kinetiowements were strictly controlled in the
assembly lines, using conveyor belts to standamtiaduction times. Centralized authoritarian
management was not only a method to maintain thétgwf products, but also a prerequisite
for maintaining the values of standardization,cdfincy, and product differentiation. It was an
internal feature inside the factory. In additiomadional undertaking of control over labor unions
intervened outside the factory. As the “Taft-Harthect” was established in 1952, the
culmination of authoritarian control appeared @3)1 Hollywood studios strictly controlled the
laborers, too. According to Bordwell, Staiger, diebmpson (1985), the general manager of a
studio supervised about fifty films in a year bg tnid-1950s (p. 320). Under the general
manager, there was a hierarchical organizatiorsisting of the executive manager, the
production manager, the studio manager, and & sefpervisors (p. 320). A producer was
expected to make six to eight films in a year.dfdad/could not fulfill his obligation, while
maintaining a high standard of quality, he wouldybeen less desirable films and his career
would suffer. This very strict organizational syateas called the producer-unit system (p. 330).
From the mid 1950s, it was replaced by the packegesystem, wherein the producer had all
rights and responsibilities in terms of a film mct, rather than an individual studio. However,

when the transition from the producer-unit systerthe package-unit system was in progress,
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the merits of the producer-unit system, including detailed division of labor and authoritarian
management were continued. A few preeminent praduadio overcame the studio’s strict
management and its limitation, and presented audstg capability, were applauded as artists;
they were auteurs. This was an internal featurdenhe studio. Outside the studio, at the almost
same period with the Taft-Hartley Act’s operatitme House Un-American Activities Committee
(HUAC) investigated the screen writers belonginghi studios. In 1947, the first HUAC
operated. The government investigated communistratfon of Hollywood. In 1951, the second
HUAC began. As an aftermath of the two HUAC heasirabout ninety percent of the

blacklisted filmmakers were lost their jobs (Thomps£ Bordwell, 1994, p. 373). Clearly, the
centralized authoritarian system inside/outsidesthidio was very similar to, and influenced by,

the Fordist mass production system.

Historical Period

The period that Fordism dominated American industryell matched by the period
wherein the studio system grasped Hollywood. Fr@2b1to 1960 Hollywood thoroughly
employed the studio system, and the three goataafiardization, efficiency, and product
differentiation were completely carried out. AftE360, due to the baby boom from 1945 to 1960,
the rapid growth of television, and in the afterimat HUAC, Hollywood classicism broke down.
According to Friedman (2005), after Charles Bablsgeention of “the Analytical Engine” in
1833, the digital computer was developed in the 19d0s, and was substituted for the analog
computer in the 1950s. In the 1970s, personal ceenpPC) became popularized. The
development of special effects techniques has Iptedithe development of computer

technology. In the period of Fordism, from the 191@the 1960s, Hollywood classicism was
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prosperous. At the same time, when Fordist massuptmn began to change to flexible
accumulation, Hollywood broke down, the mind ofddbuster emerged, the digital PC was
popularized, the studio used the computer in filkimg, and finally, the digital effects were
created.

Likewise, the Fordist mass production system, iatie characteristic features of
standardization, efficiency, product differentiati@nd time-space displacement of the low
materials and products, strictly centralized thinaxitarian system. The chronological period of
the 1910s to the 1960s well explains the aesthetiasalog visual effects themselves, such as
stop-motion and rear projection. Time-space dispteent, as the aesthetics of analog visual
effects, shares a same vein with the foreign tragéime-space displacement of surplus products.
The organically, historically, and interactivelyated traces of non-digital special effects as
filmmaking artifice, under the influence of techogy and a Fordist production system as a main

frame of national economy, help Fordism to be amemic foundation of analog visual effects.

Digital Visual Effects and Exhibitionist Films undéne Post-Fordist Flexible Accumulation
System

Digital visual effects reflect the flexible accuratibn system, which replaced classical
Fordism. This section will address the breakdowHklofywood classicism and the

intensification of time-space compression as aspagbostmodernity.

Breakdown of Hollywood Classicism
The stiffness of Fordism and the breakdown of Hetlgd classicism induced flexible

accumulation and the use of computers in flmmakiraydism and Keynesianism could not



29

provide a solution to capitalist problems at thterdatage of Fordism, from 1965 to 1973,
although they had great drive (Harvey, pp. 141-148¢ large scale of labor, capital, and
government led to rigidity of the labor market. Eexhe deflation in 1973 to 1975 required
technological revolution, automation, a new kingojduction lines, and the search for a niche
market. New production and accumulation mechanegaist the stiffness of Fordism rose up
in the 1980s and 1990s, the period of social reatiap to economic restructuring, resulting in
the flexible accumulation system (pp. 141-147)c8ithe 1970s, flexibility of the labor market,
products, and the propensity to consume has bedioths, stimulating time-space compression
of the capitalist world.

The period from the mid 1960s to the 1970s wasganoé transition in that the anxiety
about contemporary socio-cultural status, the tgistaf the past prosperity of Fordism, and the
transformation to a new status of flexible accurmataco-exist. Out of the films released in this
period,2001: A Space Odyssé68) andsupermar(1978) mirror the complex periodicity of
the era in terms of the aesthetics of visual effesed in the films. The representative effects
technique of the two films was front projectiondisag on the efficiency of production in a
studio. The use of analog visual effects in thisque when the use of the computer was rising
up as an alternative tool, represents not onlytmemporary anxiety about socio-economic
instability but also cultural nostalgia for theioaial and stable prosperity in Fordist modern
period.

To compete with television in the 1950s, Hollywaodiajor studios invented the
widescreen and 3-D film. This technological innamatwas supposed to solve the problem of
the studio system’s hierarchical stiffness. Onthefinnovations was the production of

blockbuster films. Since the extreme success afebt&pielberg’dawsin 1975, the blockbuster
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mind emerged and catalyzed the investment in sgect&s personal computers spread to the
public in the 1970s, the computer has been vitald in flmmaking. In 1977, George Lucas
first used the computer in filmmaking Star Wars: Episode IV — A New Hopé this time, the
use of the computer was not computer’s CGI rendebnt precise control of the repeated
camera movement. As Rickitt argues, the blockbud#tes in the 1980s were youth-oriented and
gradually more focused on their spectacle; sospeeial effects have become more and more
intense Blade Runne(Ridley Scott, 1982)Ghost Busterglvan Reitman, 1984)he Terminator
(James Cameron, 1988ack to the Futur¢Robert Zemeckis, 1985), and so forth were typical
effects-oriented blockbusters. In particularTion (Steven Lisberger, 1982), several minutes of
CGI footage were earnestly inserted to the reatadbotage. It was an epoch-making event in
the history of special effects. Likewise, if flel@baccumulation is a reaction to the structural
stiffness of Fordism, digital effects were an altgive plan of overcoming the breakdown of
Hollywood classicism. The use of digital effectgiwihe development of CGI technique began
to advance rapidly with the spectacle orientedrsadiction films as the central genre since the

1980s.

Time-Space Compression

Time-space compression, as the characteristicriafiflexible accumulation, can be
compared to compression of time and space of tiigableffects. Harvey’s notion of time-space
compression means shrinking the sense of time packescaused by development of
transportation and telecommunication, speed-uprobtver time, geographical dispersion of
manufacturing, and so on. It can be called theesefhglobalization. Operation of turnover time,

which can be defined as the “speed with which mangiays return profit to the investor,” has
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contributed to controlling the excessive investnargurplus labors (p. 182). If a factory
accelerates turnover time, it can obtain surplagitdoy removing over-accumulation of capital,
labor, and stock inventories. Productions on denaabjust-in-time delivery are the methods of
accelerating turnover time (p. 284). Speed-up wofduer time rapidly vanishes temporally, and
spatially displaced surplus products through farérgde, and makes the sense of time and space
converges into 0 that is the compression of theesehtime and space. New communication
technologies, such as the Internet, are accelgrdtia convergence of the sense of time and
space, that is, decentralization of the corpoia@terd power (Curtin, p. 195).

Compression of multi-layered time and space, byctI@GI renderings are composited,
creates a literally perfect combination of multiprae and space. In the case of time-space
compression of flexible accumulation, the cultwahse of time and space has converged into O;
however, the digital effects’ time-space comprassioes not mean convergence into 0, but
literally 0. For example, as Rickitt states, thegitdil compositing used ibost in Spac€Stephen
Hopkins, 1998) compresses several layers of tindespace (p. 81). The computer-generated city,
digital lighting on the city, computer-generateghtiers, explosion light, background and
foreground explosion, computer-generated debmsodel of a real freighter and its matte, and
so forth are compressed into a single layer of tam& space, and projected onto the screen.
Several layers of computer-generated time and spadeeal-action time and space are projected,
simultaneously. The layers of time and space dferent from each other. Although they may be
produced in different time and space/computer,atimbugh they may indicate different time
and space, they are composited and compressethengame time and space, and are projected
onto the screen. In this sense, the compresseectinns of multi-layered time and space reflect

the time-space compression of flexible accumulation
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Postmodernity and Reality of Digital Visual Effects

Digital visual effects are postmodern objects thelwes, in terms of their characteristic
feature as media, in that they are created byybadization between cameras and computers.
As Lev Manovich (2001) argues, new media show ‘laveagence of two separate historical
trajectories: computing and media technologies2()). Thus, new media are the synthesis of
the development of modern digital computers andideeof modern media technologies.

Jean Baudrillard approaches the postmodernitygifadieffects from the ontological
aspect of simulation. Baudrillard’s notion of simtibn has been frequently used to explain the
postmodern condition of the reality effect of C@lthat CGI’s reality is a result of a specific
computer program’s artificial rendering onto tHenfframes. Baudrillard (1994) proposes that
simulation is “the generation by models of a reghaut origin or reality,” and argues that the
era of simulation, dominated by hyperreality, isided from “a liquidation of all referentials”
(pp- 1-2). According to Baudrillard, the mimetigresentation of reality disappears in the
simulation today, because the era of simulationrisagith a liquidation of all referents. As a
result, Baudrillard’s perspectives of “liquidatiohthe origin” and “image’s reproduction of
image” imply the impossibility of representationtbé real, which ascribes meaning to real
things of the world. For Baudrillard, all matterg aneaningless, and are dominated by simulacra
and the hyperreal; all things we touch are simalaall meanings which are delivered through
media are imploded and disappear; accordingly, mgau events disappear, and meaningless
simulation dominates the representation of the fidals, according to Baudrillard, history ends.

However, | would argue that Baudrillard’s perspexis overly inclined to the

ontological aspects of the representation of imBgedrillard differentiates simulation from the
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real by means of the dichotomy, whether the reteakof an image does exist and/or whether or
not the image is produced by code. With the resutte differentiation, Baudrillard judges the
existence of meaning in reality. But Baudrillardjgproach cannot help us to understand the
positive aspects of simulation in the culture afteonporary postmodern world. His perspective
is too nihilistic. Baudrillard’s thesis is the ordygument that purports that the world today has
no meaning. For Baudrillard, special effects ireara are mere distortions of reality and serve as
the advance guard point of simulation accelerdtiegdestruction of the meaning of the real
world.

However, special effects, in particular digitdieets, create a more natural reality effect
beyond the barrier in representing human imaginat@Gl stands on the cutting edge of artistic
culture, by means of fulfilling human desire of tharvelous spectacle via the computer.
Standing in the spotlight not only in film arts tlalso in the realm of video art, net/web art, and
even the plastic arts, digital effects are beconaisggnificant media of postmodern cultural arts,
breaking the barrier of high and low culture.

In relation to Harvey's perspective, the aesthatiddexible accumulation and the

digital effects has transformed the perceptioreafity. Flexible accumulation, catalyzed by the
speed-up of turnover time, is accompanied by agieeyltoward not hierarchical unification, but
hierarchical subdivision in the production orgatima Flexible accumulation has influenced the
consumption pattern, by means of reducing the pisdlife cycle. Thus, the stable aesthetics of
Fordist modernism has changed to the fluid aesthefi postmodernism, representing
“difference, ephemerality, spectacle, fashion dar@dommodification of cultural forms” (p. 156).
As Hassan (1987) argues, the postmodernist aestlatd reality shake the pursuit of

development under “totalization,” linearity or “@aigm,” “hierarchy”-oriented system, which
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modernism sought, and the value of “root,” “origiand meaning within their relationship;
rather, the postmodern aesthetics seek “deconstnictsyntagm,” “anarchy,” and the value of
“rhizome” and “difference” within their relationghi(pp. 91-92). It does not pursue absolute
value and meaning; rather it deconstructs, lookkeainside, and examines the relationship. The
postmodern aesthetics do not excavate the aestigba about reality itself, the truth or
meaning that reality shows, and the grand narratatber, it deconstructs reality, determines the
process of and relationship within reality genematiand looks at various meanings. As history
goes by, reality itself evolves; however, the difece between modernist and postmodernist
aesthetics is founded on the difference of visamking at reality. In this sense, flexible
accumulation accelerates, hugely relying on spegedfturnover time, the transition from the
hierarchy-/purpose-/paradigm-oriented aesthetidsp@nception of reality of postmodernism to
those of difference-/spectacle-/syntagm-oriented.

The reality effect that the digital effects generia typically postmodern. The
characteristic feature as media of the digitalaffés not stable and continuous from the first,
because it is always added onto the real-actiotafmy and immediately disappears after the
specific scene wherein the effects are neededdifital effects are not objects that can exist
alone. When multi-layered time and space are cosspreand composited with the real-action
footage, the digital effects can exist as a filmligect. Thus, the digital effects’ own root, origin
and meaning do not exist. They only have a digitajin of the binary code of 0 and 1. The
digital effects can exist and have a meaning, anllgin the relationship among multi-layered
time and space and not within the linear editing,the parallel compositing.

As the term reality effect indicates, the realitgttdigital effects represent is

ontologically not real but only illusion, in partilar, from a Bazinian perspective of indexical
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realism, as well as that of Kracauer. Siegfrieddarger asserts in “The Mass Ornament” that the
aesthetic pleasure one takes in ornamental massments should reflect their grounding in the
“reality-content” of our world. He writes, “The mses which are arranged in them are taken
from offices and factories. The structural prineiplbon which they are modeled determines
them in reality as well” (p.70). His conceptionrelism is more explicit ifheory of Film: The
Redemption of Physical Realitgracauer (1960) identifies properties of film lwthe statement,
“Film is uniquely equipped to record and reveal $ibgl reality and, hence, gravitates toward it.”
His concern about reality in film is only for “aetily existing physical reality” that can be also
called “material reality,” or “camera-reality” (R9). Kracauer takes a serious view of the film’'s
content, rather than form and camera techniqueal). If we follow Kracauer’s theory of
realism, the camera’s techniques always have tpatithe representation of a real sight or real
view, and it should not distort photographic rgatih any occasion. Film seems to describe
reality as it is, but it tacitly transforms shapéseality by means of techniques. Despite this
transformation of reality, film must yield a domirtgoosition to reality, because the faithful
representation of reality is film's unique function

Andre Bazin insists iWVhat is Cinemathat the camera automatically grasps the truth of
time, and projects it onto the cinematic field. dingh the ontological approach toward cinema,
Bazin seeks to find faith in the camera and innebbgy. He tries to fundamentally understand
ambiguous reality by means of technology. Methogdliolal devices of such understanding are
the cinematographies of deep focus and the lorgy tate Bazin, technology is the essence of
grasping and understanding reality. The time ardesproduced by the cutting edge technology
of digital effects, however, is far distanced frtme Bazinian conception of time and space.

Bazinian space and time cannot be seen in thetrelmdlywood blockbusters’ cinematic field,
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which uses a huge amount of CGI. Although most 8Gking composited to support human
optical capability, and make the more natural te&iffect about the world, the digital effects
distort the reality of the real world recorded hg tamera. In addition, digitally composited time
and space is a combination of the time and spatieedive action world in front of the camera,
as well as that of CGI's additions or deletionsame images from the live action footages.

For Bazin, Robert FlahertyNanook of the Nort(l1922) and Italian Neo-realist films
are the ideal realist films, because the camersepts the referents of the real world as they are.
The reality effect of the digital effects does refer to the referent in the real world, as it does
not indicate specific time and specific space. fiime of the digital effects merely or virtually
refers to the time that they are manipulated aondyced by the computer; it does not refer to
any real time period. The space of digital effentyely and/or virtually exists as a layer at the
moment when the virtual camera composites the tsfigith the real-action footage; it does not
refer to any real space. Instead, when digitalcesfare composited with the real-action, they
generate the virtual and new kind of time and spaé produce an extremely intense spectacle.
Even though they have virtual time and space, g8p@ctacle is too intense; they make a deep
impression on the viewers’ mind; some scenes, aadlieo dodging bullet and flying, set a trend
and influence on other films’ digital effects.

In The War of the Worldd8yron Haskin) in 1953, wire action was accompidin a
single studio. To hide the wires, a special efféessn put Vaseline on a lens filter and sprayed a
little extra smoke (Rickitt, p. 116). Although disging the wires reduced the reality effect, it
provided Bazinian indexical realism. However, inefiperg’s version ofWar of the Worldsn
2005, wires were digitally removed and, in manyeancomputers produced the alien objects.

The digital effects create a new kind of time apdcg, by adding something artificial to the time
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and space of the real world. Bazin emphasizes fieeis and long take because the
cinematography does not disturb, to the highestededghe camera recording the reality. The
digital effects produce the exact opposite redJiile digital effects add something onto, or
remove/delete something from, the space of reatithe cinematic field. They even distort the
duration of real time; we can see how the bulletsflging by means of the digital manipulation
of slow motion. Faith in technology, fifty yearsags no different from that of the present.
However, since Bazin believes that technology casmreality and its truth, we can say that his
realism is modern. On the contrary, the cinemaid fthat the digital effects generate is no
longer single time and space, but multi-layeredetand space; accordingly, identification of the
digitally composited time and space and/or thatllahfilm becomes vague; thus, it is
postmodern.

Due to the fact that the spectacle of the digiti@ots is too dazzling and plausible, the
viewers suspend their disbelief. However, this moinaé suspension of disbelief is the moment
of distortion of the viewers’ perception of realiffhe moment of suspension of disbelief is the
moment that multi-layered time and space are cosspreinto a cinematic space, and at the
same time, it is the moment of embodying postmatietiat the boundary between the real-
action footage and the digital effects are blurted;moment of postmodern in those boundaries
are blurred, and the identity is in flux. Thus, wivee are amazed by Neo, when we are lost in
admiration of the dazzling spectacle, and when m@eappreciating the astonishment of
technology, we are in the moment of postmoderrfitgoonpression of the multi-layered time-
space, produced by the computer. This is the sagie that we feel the cultural sense of time-
space compression that time and space are convéogam instant and a spot due to speed-up of

turnover time under flexible accumulation system.
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Manovich (2000) also argues that new media are at®i by the “postindustrial logic
of production on demand and just in time delivgy.”36). The Fordist concept of inventory is
meaningless in the case of digital effects, whighraade up of the binary code of 0 and 1.
Digital effects are generated only when some spesienes need some specific special effects.
Since digital effects are produced, restored, amdemed by the computer, they require
minimum space of restoration of CD-Rom or DVD-Rda&fter CGl is produced, it can be used
immediately, over and over again, without additiawsts. In addition, because digital effects
are composed of digital codes, they can be deliver& in time through the Internet or local
network, regardless of location of the producingtee Thus, digital effects are typical examples
of postmodern media. Likewise, digital effectsnasy media applied to filmmaking, represent
the logic of time-space compression not only infdaure as media, but also in the aesthetics.
The digital effects produced by the compressiomoltiple layers of different time and space, at

different time and space, represent a digital mofleme-space compression.

Film Theories and Special Effects: Theories of $uee

Special effects seeking amusement and amazemeatehated during every time period.
Tom Gunning and Scott Bukatman commonly agree thithpoint. Regarding the cinema of
attractions within narrative films, Gunning (199@jtes, “In fact the cinema of attractions does
not disappear with the dominance of narrative ratiter goes underground, both into certain
avant-garde practices and as a component of nafdtns, more evident in some genres (e.qg.
the musical) than in others,” the filmic traditiohthe cinema of attractions has been continued
through mainstream narrative cinema (p. 57). Ia tespect, despite the time difference between

the early tricks and digital effects, the cinematbfactions has contributed to the aesthetics of
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special effects of Hollywood blockbusters.

As Gunning (1994) points out, the aesthetic ofdinema of attractions, “improperly”
applied to narrative construction, makes the awdienember become “a gawker who stands
alongside, held for the moment by curiosity or aemagnt” rather than “a spectator-in-the-text”
(p. 190). The technology during the period of tad\efilms portrays the naive reality of the
spectacles through reflection of the referent&rmpts the audience’s empathy to the whole
narrative structure, and at the same time, provas@ssement. In addition, during the moment
that special effects are used, psychological naization, which can be supported by Bazin’s
classical realist theory, aids audience’s undedstanof the tricks. Gunning’s theory of the
cinema of attractions asserts that it is the spbctaeated by the early films, from 1895 to 1907,
that attracted audiences. Gunning (1990) stateéshibainema of attractions is the film’s ability
to grasp the attention of the audience by virtueisidal effects, and that “a cinema showman”
directly places this barrier of absorption betwaadience and narratives (pp. 58-59). In other
words, it is a style of entertainment, regardldshe audience’s empathy toward the narrative;
rather, it focuses on machine-made cinematograptiyechnological spectacle. Thus,
technology itself, operationalized through the ceanis more momentarily attractive than the
central themes generated by the narrative and. storgrms of this technological spectacle, early
cinema shares a vein with Hollywood filmmaking tpdiorth, 2001, p. 70). The fantastic CGlI
in X-Menor Spy Kidsoverwhelms the narratives from beginning to eadcihating the
spectators.

Taking issue with this argument, Geoff King (200®ists, inSpectacular Narratives:
Hollywood in the Age of the Blockbust#rat although the present blockbusters attradieage

by means of dazzling special effects, “narrativiardrom being eclipsed” and narrative and
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spectacle are frequently interdependent (p. 2kdgtee with King. Cinema is already a visual
effect, not a book to read and imagine the contéimema needs our vision, and seeks our
feeling its spectacle. In particular, recent eBeatiented SF blockbusters are asking the
immediate bodily response about the spectacle éwtidience. Conversely, the audience is also
asking for the continuous stimuli of fantastic dpele to the blockbusters. If Superman cannot
fly, or Supermarcannot show the scene that Superman is flyingatiakence will be no more
attracted by the narrative. If there is no powesdctacle in exhibitionist films, they are no
more that kind of films. In this sense, these spaes are evidence of the cultural and
technological heritage of the cinema of attractions

As North indicates, Gunning endorses Mélies’ metbbflmmaking; making light of
storytelling, he celebrates “scenario only as &egxteor the stage effects, the tricks, or for a
nicely arranged tableau” (p. 73). For Gunning,\g#iling in the primitive films was a mere
appendage, serving as a background of cinemataad@fects attractions. The attraction has a
feature of mechanical aesthetics that is heavipeddent upon technological tricks, a method
that has been used in both early and recent films.

Bukatman (2003) also argues Ntatters of Gravity: Special Effects and Supermethén
20" Century that special effects are the present embodinfespgextacular technologies creating
“immediate sensory experiences.” According to Buoilat, special effects have always existed.
The ways of representation have varied, depenguant the development of technology.
Bukatman says, “Cinema is, of course, a speciatgfaind that is how it was regarded by its
initial audiences” (p. 90). The “sense of wondé&ttSF always tries to provide derives from “a
new way of seeing,” and “artificial infinities” aggoportion to the level of technology. Thus, for

Bukatman, cinema was already a virtual realityeysand visual effects are major tools for the
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artificial infinities of a new of way of seeing. &pal effects of SF reflect “a technology of
technology, a cinema of cinema” (p. 109). The tgajffect of special effects inspires awe about
what they go beyond “human limitations.” Bukatmagues that the effects sequences of SF
represent the complex relationship between the huand technology in this unstable historical
point, and their reality effect soaks through tbenplicated culture of visuality (p. 110).
According to Bukatman, cinema is an artificial aadhnological paradigm that will realize
utopian fantasy; if a SF film suggests devastatibtine nature and civilization of the future, real
“utopian technology” makes a progression to thedlion of prevention of the disaster; if
dehumanization is presented in some SF films, atof@chnology will approve and accept new
spirituality and humanity (p. 105). For Bukatmaf, $erves as the navigation that indicates the
direction of the development of technology. Speeffdcts are the cultural cursor blinking on the
navigation for utopian technology; how special etifeeffectively show the figure of the future
heavily influences the activity of the utopian teology. SF frequently describes the future with
dark vision, implying an artistic warning to thestlirted progression of technology.

Bukatman argues that the exhibitionist specta@egpecial effects create relates to the
conception of the sublime. According to Bukatma&ahhology creating the StargateStargate
(Roland Emmerich, 2001), the VoyagerStar Trek and the Tyrell Corporation building Blade
Runner(Ridley Scott, 1982) have inspired the emotiothefsublime in audience. Bukatman
states that the sublime is produced by “the contbgemsations of astonishment, terror, and awe
that occur through the revelation of a power gredétgfar, than the human” (p. 91). Thus, the
sublime visuality is crystallization of technologyd at the same time, the exact function of SF;
to provide the sublime experience through showegaudience something beyond the human is

the reason for being of SF. Accordingly, for Bukatmspecial effects are not only media
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between science fiction films and their sublimeugigy, but also the major mechanism that
makes SF films maintain their presentational mode.

Vivian Sobchack differentiates the use of the sgesffects in fantasy and SF. According
to Sobchack (1980), if special effects supportvieaiers’ suspension of disbelief in fantasy,
those of SF reinforce the viewers’ belief (p. 88)e reality effect takes the place of the function
of the viewers’ imagination. The human eye canwctualy see something; however, the visual
effects make it be seen as real, a phenomenarititag past, was produced by the viewer’s
imagination. If SF looks at the present with theroniof the future, and if fantasy looks at the
present with the mirror of the past, visual effeats the cinematic apparatus of rendering the
present projected by the two mirrors: SF and fantas

Sobchack divides the use of special effects intdwo categories, belief and suspension
of disbelief. Similarly, Pierson (2002) classifibe two domains, a simulationist and a
technofuturist. Technofuturism is based on utopiaradigm of technology, “always representing
new technologies as an improvement on older ornees85). According to Pierson, the effects
aesthetic oflurassic ParlSteven Spielberg, 1993) dumanji(Joe Johnston, 1995) can be an
example of a “simulationist” and that ®he Abys¢James Cameron, 1989grminator 2:
Judgment DayJames Cameron, 199Iphnny Mnemoni(Robert Longo, 1995), andrtuosity
(Brett Leonard, 1995) use a “technofuturist” effeaesthetic (pp. 95-96). Pierson says,

...an aesthetics of CGlI effects initially developéahg two contiguous axes: the first,

simulationist; and second, technofuturist. Bothetypf imagery exhibit the photorealistic

capabilities of contemporary digital imaging sysseimut whereas a simulationist
aesthetic is geared both toward the phenomenologioalation of photographic or

cinematographic reality and the representatiomalition of objects in the natural
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world, technofuturism describes a hyperreal, eteitraesthetic that is not entirely
commensurate with either of these projects” (p.)101
In other words, a simulationist effects aesthegéioweés from what simulation of CG creates
impossible scenes; a technofuturist effects aestdees from the composition of CG to which
scientific imagination is induced. In this pointeBon’s simulationist effects have a thread of
connection with Sobchack’s effects for the suspemef disbelief, and Pierson’s technofuturist

effects connect with Sobchack’s effects for thewaes’ belief.

Visual Effects and World Cinema
Hollywood and World Cinema before Globalization

Film as the motion picture that Auguste and Lowsniere produced and introduced a
new technological invention was distributed in Feafirst. At December 28, 1895, the first
commercial release of Lumiere brothers’ works idalg Workers Leaving the Lumiere Factory
took placein the Grand Café in Paris. They continuously saded through the release of their
films, from Train Arriving at a Statior{(1895) toFeeding the Bab{1896) toSprinkling the
Sprinkler(1896). Georges Mélies constructed his own sttaliavent the early forms of special
effects in 1896. The studio’s wall was made bygiasorder to use natural sunlight in the
middle of shooting (Pinteau, 2004, p. 23). It was first special effects factory. Méliés created
serial experimental films such AsTrip to the MoorandGulliver’s Travelsin 1902. His works
were internationally distributed (p. 24).

However, these early hegemony of France was trassféo American film industry
around World War I. The American film industry waantrolled by the studio system from the

1910s to the 1960s. According to Thomas Schatz8)1 $®llywood studio system was born and
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developed by the 1920s. It grew faster in the 193=aked in the war periods, but then went

into a steady decline after the war” (p. 4). From éra of the studio system, Hollywood films

have dominated the international realm of not @dgnomic market but also film aesthetics. The

Asian film industry, in particular Japanese indysaibsorbed Hollywood as their model from the

1920s. Hollywood studios, such as Universal, petaetedapanese film market and technology.

Japanese producers bought cameras and othernéadditLos Angeles, “while back at home

scenarists were urged to study Hollywood scriptd, @nematographers counted and timed shots

as they watched American films” (Bordwell, 1988,19).

Table 1. Attendances and Market Share of KorearFaneign Films

Year Korean Films Foreign Films Total
Attendances | Market Share | Attendances | Market Share | Attendances

1983 17,55 -,- - - 39.80% 26,48 -,- - - 60.10% 44,04 -,- - -
1984 16,89 -,- - - 38.50% 27,03 -,- - - 61.60% 43,90 -,- - -
1985 16,44 -,- - - 34.20% 31,66 -,- - - 65.80% 48,10 -,- - -
1986 15,62 -,- - - 33% 31,66 -,- - - 66.90% 47,30 -,- - -
1987 13,11 -,- - - 27% 35,49 -,- - - 73% 48,60 -,- - -
1988 12,16 -,- - - 23.30% 40,07 -,- - - 76.80% 52,20 -,- - -
1989 11,15 -,- - - 20.20% 44,15 -,- - - 79.80% 55,30 -,- - -
1990 10,81 -,- - - 20.20% 42,65 -,- - - 79.70% 53,50 -,- - -
1991 11,06 -,- - - 21.20% 41,14 - - - - 78.80% 52,20 -,- - -
1992 8,72 -,- - - 18.50% 38,39 -,- - - 82% 47,11 -,- - 4
1993 7,69 -,--- 15.90% 40,54 - - - - 84.10% 48,23 -,- - -
1994 9,93 -,- - - 22% 38,42 -,- - - 79.50% 48,35 -,- -
1995 944 ---- 20.90% 35,69 -,- - - 79.10% 45,13 -,- - -
1996 9,76 -,- - - 23.10% 32,44 -,- - - 76.90% 42,20 -,- - 4
1997 12,12 -,- - - 25.50% 35,40 -,- - - 74.50% 47,52 -,- - 4
1998 12,59 -,- - - 25.10% 37,59 -,- - - 74.90% 50,18 -,- - -
1999 21,72 -,- - - 39.70% 33,00 -,- - - 60.30% 54,72 -,- - -
2000 22,71 -,- - - 35.10% 4191 ---- 64.90% 64,62 -,- - -
2001 44,813,519 50.10% 44,550,254 49.90% 89,363,773
2002 50,825,199 48.30% 54,312,524 51.70% 105,137,723
2003 63,913,246 53.50% 55,562,063 46.50% 119,475,309
2004 80,188,543 59.30% 54,977,632 40.70% 135,166,175
2005 85,441,539 58.70% 60,082,637 41.30% 145,524,176

Source: Korean Film Council. Full data is available on the Internet at
http://www.kofic.or.kr/contents/html/index.aspx?Menuld=131
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The early Korean film industry was under the inflae of Japanese occupation. During
the military occupation days, from 1910 to 194% tiarrative of Korean films included anti-
imperialism against Japan. However, the style bduktfollowing Japanese films (Yomota, 2000,
p. 129). As a result of this imperial chain, ther&an film industry was indirectly influenced by
Hollywood from its early period. Korean War and itaity regime set limits to natural vitality of
the Korean film industry by means of strict cenbgrsand the screen quota system, requiring
local theaters to screen Korean films at leastd#®}® out of the year. As the import of foreign
films was deregulated in 1985, the screenings i@ido films were quickly increased. According
to Korean Film Council’s official statistics, Konedlms’ share of the domestic market in 1985
was 34. 2 %, foreign films’ share of that was 6%. 81 1993, the market share of Korean films
was 15.9 %, that of foreign films was 84.1%; Holbad films which had the largest portion of
foreign films made inroad into the Korean domestarket (see Table 1).

However, the Korean film industry began to recdvem 1999 whershiri (Je-gyu
Kang) was released. The market share of Korears filas rapidly grown 39.7% in 1999 to
50.1 % in 2001 to 53.5 % in 2003 to 59.3 % in 200# number of attendance in Korean films
passed that of foreign films ahead from 2002. Biguftom Shiri, the Korean film industry has
been extremely growing very recently. In other vgpiithe Korean film industry, which was
placed under the one-sided influence of Hollywdwas begun to be independent through the
success of Korean exhibitionist film called KorddackbusterShiri was created from the
combination of the Korean national story and tleene visual aesthetic of Hollywood using
dazzling visual effectsShiri’'s commercial success stimulated the investmehtdckbuster
films, and at the same time, urged the industyeteelop special effects technology. Of course,

Korean national cinema has existed. IM Kwon-tadkEELJang-ho and others have represented
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Korean national emotion and spirit with their ovigls. However, their films could not
overcome Hollywood’s domination of domestic marl&rt of the reasons 8hiri's success can
be said that Korean audiences have been alreadlydiata the aesthetics of Hollywood
exhibitionist films from 1985 when foreign films d¢p@n to be imported freely. In this context,
Korean exhibitionist films with the support of digli visual effects are providing new
opportunities with economic independence of Hollgaiol will examine more theoretically this

new relationship between Hollywood and the Korekmn industry in the next section.

Digital Effects and the Korean Film Industry

Digital effects’ compression of multi-layered tiraad space as a postmodern
characteristic in the process of cultural productieflects the new form of globalization beyond
the economic imperialism of the U.S. and the Euaogeowers. Michael Hardt and Antonio
Negri (2000) insist iempirethat Empire emerging in the post-colonial eralabgl econo-
political power transcending national borderlingscording to them, Empire is the post-
imperialist sovereignty that materials, commoditeasd information are exchanged by global
network, not nation-states. Overcoming the econallyiand culturally colonial status under
Hollywood, Korean film industry began to enter tiework of Empire through digital effects
with the support of computer technology from thie [5990s.

In investigating this function of the digital teailagy and digital effects that provides
the possibility of independent film industry beyarddllywood’s imperialism, the key texts are
Toby Miller, Nitin Govil, John McMurria, and RichdMaxwell’s Global Hollywood(2001) and
its sequel/updat&lobal Hollywood 22005). The authors’ main argument is that Hollpa/s

globalization is a kind of cultural imperialism dexd from what they call the New International



47

Division of Cultural Labour (NICL). The authors eithe line inA Foreign Affair(Billy Wilder,

1948): “If you give them food, it's democracy. by leave the labels on, it's imperialism” (p.

28). Hollywood has increasingly made use of the INi@ keeping the status of a culturally

imperial leader. These ideas of Empire and NICL kel addressed more fully in Chapter 5,

which examines the relationship between Hollywond the Korean special effects blockbuster.
| suggest three aspects of the recent South Kdileamdustry:

First, effects-oriented South Korean event filmshsasShiri (KANG Je-gyu, 1999),
2009: Lost MemorieEE Si-myung, 2002)Tae Guk Gi: The Brotherhood of WANG Je-
gyu, 2004), andVelcome to Dongmakg({PARK Kwang-hyun, 2005). These films have
successfully competed against Hollywood films ie 8outh Korean domestic market and the
larger Pacific Rim market. The Korean film industingay is in the middle of attaining
technological independence. The digital technolofghe South Korean film industry treads
close on Hollywood’s heel. The consideration oftise of digital effects becomes a routine step
of drawing a blueprint. With the support of the o$eligital effects, the Korean film industry is
approaching toward the technological independence.

Second, despite the South Korean industrial petiyligheir stylistic elements are
becoming more and more like Hollywood's. From tleespective of economically imperialist
global Hollywood, the South Korean film industryascaping from the influences of Hollywood.
However, on the level of style, it is rapidly aldsiog the Hollywood blockbuster that has
dominated and has been already intimate with Sidatkan culture. Even though the aspect of
film production in relation to digital technology going to be independent from the influences
of Hollywood, the stylistic preference of South Kan audience make the film industry intend to

resemble Hollywood style. This kind of visual prefiece can be said as a result of cultural
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imperialism of Hollywood. In this sense, South Kameeffects-oriented blockbusters are taking a
new position in cultural globalization by meandedfing the very Korean historical story
through the very global Hollywood spectacle withitdil effects.

Third, the stories of the South Korean blockbuspeesent the unique nationalist theme
related to the past historical traumas even thabghecent evaluation from the world critic. |
will term this South Korean blockbuster film degiwith nationalist theme based on the
historical trauma “Korean nationalist blockbustéitie Korean nationalist blockbusters, such as
Shiri, Tae Guk Gi: The Brotherhood of Wakkelcome to Dongmakgand2009: Lost Memories
do not hide the painful history of Korea, but ciraimally expose it; they clearly present the
narrative of the opposition between good and eith the effects-oriented spectacles. As KIM
Kyung-Hyun (2002) argues, “In any new national anaethat has long endured political terror, a
“post-traumatic” identity often emerges whose naess to help viewers remember what is too
painful to recuperate (p. 96),” the above films’@rasis on patriotism and democracy is a
cultural stabilizer to maintain the present stamnd to heal the trauma of the dark past. Likewise,
the intensive spectacle with special effects thateldn science fiction, action film, and fantasy
spout emphasizes the narrative of Korean natignalitd at the same time, becomes the
foundation for globalization of Korean films. Thiéeets-driven filmmaking of the Korean film
industry is a means of aiding the process of re@ogdrom the trauma through exhibiting the

painful history to the world stage, rather thanggdit.
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2.VISUAL EFFECTS of EARLY HOLLYWOOD
Introduction

This chapter begins to trace the early historypeicgal effects from the early cinema in
the 1890s, such dsain Arriving at a Statior{Louis and Auguste Lumiéres, 1895) andrip to
the Moon(Georges Mélies, 1902), to the early studio erén1920s, such d$he Thief of
Bagdad(Raoul Walsh, 1924). The purpose of this chast¢én iconceptualize the key terms that |
will use throughout the chapters and to provideéutal implication of visual effects in the early
period. | choose three early films, suchTasin Arriving at a StatiopA Trip to the Moonand
The Thief of Bagdads texts for close analysis. These films have lseasidered as the greatest
masterpiece in the early period and have provideghrticular the visual foundation for
spectacular SF and fantasy films heavily relyingleuse of special effects—even thodgain
Arriving at a Statiorwas made up of a single short documentary shotn&sns of close textual
analysis, | will survey the history of early spé@#ects, examine the techno-oriented spectacles
of the effects aesthetics of early films, and dssctine historical condition of the development of
the reality effect.

In a sense, filmed reality is already a visual @ffparticularly for the audience in the late
1890s and the early 1900s. For audiences of the tho were well acquainted with the two-
dimensional realism of painting, the sense of titi@eension that moving image produced
approached them as a visual effect. Just as tlsemrgisual effects, including CGl, give a
marvelous impression to audiences today, fiimfisela medium and the images that the film
projected were dazzling visual effects to earlyiances. The Lumiére brother@ain Arriving
at a Station(1895) was the earliest model of a visual effect.

A few years later, experimental filmmakers, suclGasrges Méliés, started to combine
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the theatrical magic with film, by means of basanera tricks, such as stop-motion and
superimposition. To accomplish the transformatibmagical imagination onto the screen,
Mélies constructed an individual glass studio, ‘trld’s first special effects facility” (Rickitt,
p. 13). It was the beginning of special effectse Téchnologically advanced special effects,
under the special environment, focused on the gtgrspectacle with tricks, rather than on the
narrative. Mélies displayed magic through the Useye-deceiving tricks that went beyond
Lumiere’s basic reality representation.ialian Rubber Head1902), Méliés tried
superimposition; also termed double exposure,defed as, “the laying of two or more images
so that they are transparently visible at the siame” (Rickitt, pp. 12-13, 312). lithe Dancing
Midget(1902), he set the dancer to stand “thirty oryféeet behind the set,” in order to pretend
that the dwarf like female dancer was “placed @ha#form that was lined up with the
foreground table” (Finch, p. 19). It was the singpleye-deceiving trick, showing the typical
feature of Mélies’ aesthetics of the use of speafif@cts. InThe Merry Frolics of Sata(il906),
Mélies presented the more sophisticated mechagifeadts, controlling the movements of the
wooden horse and the carriage (pp. 20-21). Ouisodéuvre, over a thousand from 1896 to 1912
(Hutchinson’s Biography Database), the film whiem avell represent the essence of the early
tricks isA Trip to the Moor(1902), based on Jules VernB's La Terre & la Lun@From the
Earth to the Moon] (1865) and H. G. Welldie First Men in the Moo(1901). Mélies’ films
created the first generation of the reality effezdnipulated by visual effects. Its naturalism was
too vague to make audiences become absorbed atwmathative because the purpose of the
tricks was primarily for the exhibition of the spacle.

The crude reality effect of the primitive flms—ierms of the low level of naturalism

that is explicitly different from live-action—waadreased by the early Hollywood filmmakers in
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the 1920s. They constructed large scale sets,rusedrous props and extras, and produced and
invented physical and visual effects, includingeaéiction and traveling matte, in order to
produce a more sophisticated, fashionable, and kcagd reality effect. They could tell more
narrativized and complex stories by means of adsspecial effects techniques.

In addition to the artistic desire for the preséataof the marvelous, there were two
major driving forces associated with the creatibapecial effects: the studios’ attempt to reduce
production costs and the heavy influence of Gerfiias in the 1920s. They became the
powerful catalyst for Hollywood’s investment in sgad effects. Entering into the 1920s, the
need for new spectacle and more fashionable nagratade the studio’s production budget rise.
The studios tried to find “money-saving models”dRit, p. 18). The result was the development
of effects techniques. On the other hand, as Bdtd®&taiger and Thompson write, “Hollywood
in the 1920s was under the huge influence of Gerfiiras to the degree that some Hollywood
filmmakers imitated German Expressionist techniqafdgghting, camerawork, and special
effects” (p. 73). At the same time, some filmmak®oafronted German films by making
splendid effects-oriented films. The typical efecriented film, born from the dynamics
between the economic principle of efficiency anel @ltistic resistance to German films, Wée
Thief of BagdadRaoul Walsh, 1924). Douglas Fairbanks was greasiyired by Paul Leni and
Leo Birinsky’s German filmMVaxworkqg1924), and producebthe Thief of Bagdathb compete
with the German influences (Special Features, D¥Dhe Thief of Bagdgd

As a result of D. W. Griffith’s absorption of tharéy effects into the continuity-oriented
language of film in the 1910s and the economicsibmn and international competition in the
1920s, the reality effect of special effects inye&iollywood became, in part, some functions in

the narrative. The competition with Expressiorestiniques made Hollywood filmmaking
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maintain the presentationist mode of the traditbthe cinema of attractions, emphasizing the
presentation of spectacle.

The reality effect of visual effects in cinema li@seloped in the direction of augmenting
naturalism of representation, which is perceptualdifstinguishable from live-action. From the
birth of the film, as a visual effect itself, toetimere exhibition of some tricks to the application
of the tricks to the narrative deployment, theeésaof visual effects have followed the

development of technology.

2.1Train Arriving at a Statior{Louis and Auguste Lumieres, 1895)
The Power of Spectacle as a Visual Effect

The Lumiéres’ invention of Cinematographe was ttieoduction of a new medium that
delivered reality through the lens. As the painiimgates reality by means of a canvas and a
brush, Cinematographe copies the reality by mebasamera. However, because
Cinematographe’s recording reality was taken fraemhuman-eye-view, the degree of reality
description that it created was much greater thahdf the (realist) paintings. The film, as a
medium, was a visual effect to the audiences iretlry 1900s. Cinematographe provided the
great power of the spectacle, produced from thealisriented feature of a new medium.

Cinematographe’s filmed reality could be amplifladthe use of the mise-en-scene
strengthening the power of the spectacle. Amongretfirain Arriving at a Stationpresenting
the arrival of a locomotive, was the film that e#tthe visual effect-like reality, supported byeth
spectacle and the mise-en-scene, including the ositgn of a frame. An article iihe Empire
State Expresseported about two women who, upon sedirajn Arriving at a Stationwere

thrown into a panic, thinking the train would butfstough the screen (Thanhouser CD-ROM).
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Stephen Bottomore suggests that the audience’sunesa is related to the adaptation of new
technology (pp. 15-16). Even though the articlespreed the audience’s distrust and anxiety
about the new technology during the early periofiliof, the fact that the women perceived the
train as real emphasizes the splendid reality ptasen of the early film’s spectacle.

The stunning spectacle of the visual effectrain Arriving at a Stationto the degree
that “audiences would actually panic, thinking bheomotive was about to leave the screen and
invade the auditorium” (Finch, 1984, p. 17), wakiaged through various means: the
clear/indexical representation of the reality, mmal narrative, and the effect of mise-en-scene.

First, there was a clear representation of thetyestperienced by the audiences. They
saw the train scene as a real event, indicatinghleareality faithfully presented the reference—
the locomotive—as the object in the station. Althlothe camera chose the reality of the moving
locomotive into the rectangular frame out of theolelreality of the world, the reality chosen is
faithful and clear, in comparison to the real refere. This indistinguishability between the
reference and its representation contributes t@tbduction of the audience’s faith in the reality.

Second, there is a minimal narrativity; the navetf Train Arriving at a Stations
incomplete. It shows the arrival of the locomotarel the travelers’ transfer. During the transfer,
the film abruptly ends, without any mark or imptioa of ending. This kind of ending, of course,
seemed to be brought about by the filming behavidhe early filmmakers: “They held a shot
until they got bored or the film ran out” (The Gug Edge, 2004). Even though there is no
“completion of plot,” such as ‘the locomotive leagithe station,’ the film has a minimum
narrative structure. Its narrative shows “a develdept: travelers become new arrivals and
passersby become travelers” (Gaudreault, 199@)pwhich is a minimal form of narrativity.

Because there was no ‘cut’ in the early filmmaklusdpavior, there was no fictional
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narrative (The Cutting Edge). The film began talmmmercial medium, delivering more
complex narrativity. This minimal narrativity oféhrearly cinema, which was produced before the
period of ‘cut,’ made the audience focus more @ngpectacle of the film than the incomplete
narrative. Moreover, because the storyline of thieal of a locomotive is a very ordinary event
that the audience could see for real in a statfmaudience’s interest naturally comes to the
amazement that the spectacle provides. In thiseséms visual illusion of reality, wherein “the
locomotive seemed about to steam out of the serdernhe audience” (Rickitt, p. 10), is created
by the spectacle, rather than the narrafivain Arriving at a Stations a typical model of
Gunning’s “cinema of attractions.”

Third is the effect of the mise-en-scene. The mamof the locomotive, which comes
from the upper-right side of the frame to the lesftlynamic. The composition of the frame,
represented by the path of its movement, folloveslitiear perspective that the composition best
presents the depth of field in the mise-en-scermebVer, the direction of the movement from
right to left amplifies the effect of the speedyvimg spectacle. According to Rudolf Arnheim
(1988), viewers have a tendency, “to perceive pestias organized from left to right, so that the
lower-left corner appears to be the compositioo®mipof departure” (p. 47). If we follow
Arnheim, the moving direction from left to rightimsuch more natural, easier, and comfortable
for the viewers to perceive. However, becausedberhotive in the film follows the reverse
direction, the audiences feel discomfort while viregvt. This discomfort relates to the
recognition of the importance of the moving obj&u, when the head of the locomotive
completely enters into the left of the frame, tlyaamic force of the spectacle marks the climax.
The locomotive seems to rush out to the left fiafrithe screen.

In this context, even though Louis Lumiére did/cbubt use any camera trick, the power
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of the spectacle in the mise-en-scene producedishal effect and gave a shock to the
audiences. The spectacle of the locomotive, cotmirty to the audience, can be viewed as the
illusion of reality, rushing to the contemporaryopée in the early twentieth century. The film is
a visual effect itself. Although the term ‘specedfiects’ was only officially and originally
inserted to the credit of Fox picturd#at Price Glory1n 1926 (Rickitt, p. 18), special effects
have existed from the birth of the film. The filsian effect in itself.

Due to the minimal narrativity, the meaning of tbeomotive is reduced to a symbol of
technology. The locomotive does not provide angsho imply the splendid technology that is
coming. However, if we consider that the mediunivéeing the spectacle of the locomotive to
the audiences, is an epoch-making new technologyam view the locomotive as a symptom of
the future technology, producing the fantasticsiiun of reality, as well as having a potential to
frighten people into panic. Despite the minimaldtnieality, the film’s visual image and the
audiences’ panic as a result imply the ambivalenbm of hope and fear of technology at that
time.

Interestingly, the early audiences’ panic providesue for the reality effect of virtual
reality (VR). Because visual effects were not usetthe film, | cannot say that the two women’s
panic is caused by the reality effect, from my wigiton of the term reality effect. However, that
they were in a panic suggests that the environsi@nounding them, such as the dark theater,
the big and unseen screen, and the image of tbhenloitve seeming to rush out to them,
conduced their experience of reality effect beythredtwo dimensional perception of the flat
screen. They were temporarily transformed into \éBrs in the 2L century, wearing goggles
and gloves. Despite the time difference of a cgnthe sense of the reality effect that two

women perceived seems to be common in the redlégteof the VR users. If the VR via the
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goggles and the gloves provokes actual fear by mefpractical fear factors, the VR users in
the 2F' century may cease to entertain its reality effext experience panic as the women were
a century ago.

In the next section, | will analyze, in more dettile aesthetics of the reality effect and
technofuturism throughA Trip to the Moonwhich is made up of a clear SF narrative and

magical early tricks.

2.2 A Trip to the Moor{Georges Mélies, 1902)
The Early Tricks: The Cinema of Attractions and Aienation-effect

If Louis Lumiere’s locomotive gave a visual shockeated by the powerful spectacle
without any camera manipulation, Georges MélieatspShell, the spacecraft launched by the
big gun, presented a visual illusion through cgtealge tricks in the early 1900s. As Gunning
(1990) asserts, early films before 1907 deliveredenspectacle than narrative; as a result,
“theatrical display dominates over narrative abg8orp” “Psychological motivation” and the
attempts to characterize the character could syavecfound (p. 59). When magical attractions
are presented, the audience naturally awoke frenménrative absorption to gain visual
amazement.

Georges Mélies'’ films are not exceptions. As we iodéer from Mélies’ former profession
as a magician, his films concentrated more onithecfapplication of theatrical magic, by the
use of the first generation of cutting edge visffdcts, such as stop-motion, dissolve,
substitution, superimposition, and so forth. Folib& the films were “magic items to enrich the
programs of the Robert-Houdin” (Barnouw, 1981, 4p-48). In theatrical magic, the spectacle

that a magician shows overwhelms and amuses thereed This can be considered as the
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theatrical moment of the cinema of attractions. maeative in the magical performance
functions as a pretext for the exhibition of thegnaaccordingly, the audience is naturally
distanced from its narrative at the moment thaintlagic is presented. Since Mélies’ films, as
“magic items,” were the cinematic embodiment ofatiieal magic, this alienation of the
audience from the narrative is clearly presentdusrfilms.A Trip to the Moons a
representative early trick film to which the thézdr magic is applied.

This alienation of the audience seems to be relatéae theatrical tradition that Bertolt
Brecht called “Verfremdungs effect (\V-effect/ali¢ioa effect).” Brecht (1992) said that the artist
must compose a new form and content, in orderdatera new art for the purpose of
propagating social messages, because art follaadisyréop. 29-30). Brecht’s notion of
alienation indicates that audiences are distanoed the narrative; it rejects spectators’ empathy.
In this sense, the early films’ presentation afidsi has the same result as the V-effect of Brecht’s
epic theatre. However, the two historical art fohosnot correspond with the socio-historical
meaning of alienation. The function of abrupt aieon of the early tricks is to “present
technology itself,” reifying the development of k@ology, accompanied with social changes.
However, that of epic theatre serves as a bakeeping spectators at a distance from the
narrative, so they can maintain coolheaded judgmedtcriticize social problems. While the
early trick films’ alienation implies the brightd® of society, in particular, of technology,
Brecht’s alienation serves as a critique on dontirdeology. The repeated presentation of tricks
in the early cinemas affirmatively supported theiglochange to the technology-oriented
industrialized modern society by means of the \lishack as the cinematic representation of
superiority and significance of technology.

In A Trip to the Moonwe can find two kinds of tricks of attractionglaadienation effect:
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one is brought about by Mélies’ typical tricks dfractions, and the other is derived from the
splices during the shots, irrelevant to any triglgardless of Mélies’ intention.

First, an example of the tricks of attractionsigpthyed in the scene where a scientist
compares the size of his umbrella with the mushrdbmumbrella abruptly transforms itself
into a mushroom and grows big. This is the moméstap-motion trick that the umbrella
momentarily substitutes for the mushroom. ThenS&lkenites appear. The stop-motion occurs
when ‘the astronomers arrive in the interior of @sbcurious grotto’ to avoid Phoebes’
punishment of the snowstorm. There is no reasdrathastronomer’s umbrella changes to a
mushroom. It gives only optical amazement to theience.

Stop-motion, which can also be called the trickwabstitution, is frequently used
throughout the film. In another example, in theneceherein the President of the scientists
flings the King of the Selenites to the ground $oape from being captured by the Selenites, two
consecutive stop-motion tricks occur. The humanaattar of the King is replaced by a human-
like puppet. At the moment that the puppet is fltmghe ground, it disappears with a burst. The
puppet functions as a kind of stunt man to prafeetactor playing the King of the Selenites.
However, its abrupt and unreasonable replacemeaheqgiuppet and the burst with smoke break
the narrative flow.

Triple exposure is found in the underwater scenere/khe space Shell falls into the sea
from the moon to escape the chase of the SeleAteaquarium, the background painting
representing the underwater world including a weelcghip and a number of jellyfish, and the
figure of falling Shell are superimposed. The sheslof the fish and the Shell describe their
appearances under water. We cannot see the aloy sf the fish and the Shell. The size of

painting of the wrecked ship and the jellyfishas unreal. Although it was a trial of new kind of
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trick, it could not produce the trick’s plausibylibecause the construction of the trick was too
crude. Despite the simple presentation from thepestive of the present technology, these
tricks of attractions provided the audiences ofaady 1900s with amazement, and at the same
time, distracted their attention from the unfoldimayrative. When audiences perceived the trick
and were surprised, they were distanced or alidrfaten the narrative absorption.

The above tricks of attractions relate to the risteadevelopment, despite the somewhat
exaggerated and light tone of the presentation.d¥ew we can also find a number of cuts and
splices completely unrelated to the needs of tmeatiege. They are only for the exhibition of the
trick, stop-motion. For example, in the beginnirigh® film, a committee member strongly
opposes the president’s plan of a trip to the mdbwe. president throws his books and papers at
his head. The committee member walks to the rigttsits on the chair at the right corner of the
frame. When he walks from left to right, there emés and a splice occurring in the middle of
walking, without any causality. It produces theeseffof presenting the trick of stop-motion even
though they could be that the main print, or lasvising print, had been torn and repaired.
Likewise, in the scene of Shell's launching, themega takes the slow zoom-in of the human-
faced moon. In the middle of the zoom-in, the camakes two clear cuts and splices. In terms
of narrativity, there is no specific meaning ingaesplices; they cannot provide any motive for
the narrative development. Although the splicessarglar to the technique of jump-cut, they
cannot be defined as such because jump-cut isel®wothe production of specific meaning or
to the effective editing. When the purpose of juoop-belongs simultaneously to the realm of the
narrative and spectacle, the splices simply exhipiihe stop-motion trick do so only to that of
the spectacle. Because the splices are not edseotiaelated to the narrative, they easily catch

the audiences’ attention, and place a visual brawi¢heir empathy; accordingly, the audiences’
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alienation from the narrative occurs. In termshafse splices—which cannot be considered as a
sort of editing—we cannot suggest any other re&siotheir existence, except that they form a
part of the tradition of the cinema of attractioviserein the narrative is overwhelmed by the
spectacle, continuously amusing audiences by te@usicks.

For Méliés, the narrative was a tool for presenthmgexperimental spectacle. The
audience’s temporal empathy between trick sceriegdabout an alienation from the film’'s
whole narrativeA Trip to the Moorcan be viewed as a typical spectacle-orientechanef

attractions, distancing the audience from the tizea@bsorption.

Exhibitionist Tricks as the Vision of Technology

Although Mélies devalued the narrative important@lim, and the tradition of the
cinema of attractions emphasized the spectaclenoely® narrative, Mélies managed to
combine tricks presenting technology with an effecharrative of the space exploratiorAn
Trip to the Moon(1902). The reason whd Trip to the Moons frequently referred to as one of
the most important films is that not only were #ti@ge effects and tricks deftly presented, but
also the synthesis between the first SF narratidetlae tricks was superb, despite the fact that
Mélies states, “the scenario constructed [in thésiner] has no importance, since | use it merely
as a pretext for the stage effects, the tricks"ni@ig, 1990, p. 57).

As André Gaudreault (1987) indicates, this scersh@vn twice. The Shell runs into the
eye of the moon. The camera takes again its lapdliyng from the upper-left to the right-
below of the frame. Gaudreault’s point is that Mgliuse of “temporal overlap to move the story
along” means that Mélies showed a certain editkilt)“6o show everything” (p. 116). Another

perspective is that the Shell’s landing scene wamgportant as to make sure that the audiences
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watched. In other words, the scene was too sigmfito make audiences miss it. The scene in
which the scientists make a landing on the moonsatndoot on the ground symbolizes the
human lust for conquest of the moon. What Mélieatea to express through the film was not
only tricks themselves, but also “the imperial rovwel’ David Sandner called. According to
Sandner (1998), the classic SF of Verne, Wells,Mélies served as “the imperial romance,”
covertly spreading “the imperial project” under fretense of scientific and technological
method (p. 6). Not only does this scene show tmedrudesire of space conquest, but also the
high expectations of science and technology iredréy twentieth century. In this sense, the
landing tricks reflect the vision of technology timthe human’s tool for exploration and
research of the unknown world. The narrativédirip to the Moorstrongly supports the
exhibition of the tricks, in spite of his own dewation of the narrative.

Special effects dominate, while in part harmonizmth the narrative, as a synthesis of
the external form and the internal narrative. presents a confidence in, and a desire for,
technology, by means of the contemporary cuttingeeaf the stages effects and tricks; it is
Méliés’ “appropriation of mechanical perception foe purpose of fantasy” (Cubitt, 1999, p.
119). This cinema of attractions, in which speeifcts dominate the narrative and also
illuminate the “technology” of that period, can@lse frequently seen in recent Hollywood SF
films, such as th&tar Warsseries, particularl¥pisode I: The Phantom Mena¢E999),ll:

Attack of the Clone002), andll: Revenge of the Sit(2005). The external form of the recent
SF, with computer-mediated filmmaking, shows arggroonfidence in technology, similar to
Mélies’s film. As the newest technological propestin the films are realized in the near future,
film’s imagination foresees and guides the develepnof technology. In this sense, a century

ago, CGl technology-driven digital effects weresally anticipated by the early tricks. The
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spectacle of attraction, with the support of spesfifects, has continued from Georges Méliés to
George Lucas.

The tradition of the cinema of attractions provitles affirmative clue for the present
effects-oriented Hollywood filmmaking, including tas’s spectacle-oriented approach to the
recentStar Wardfilms which are the vivid presentation of techrgioThe narratives of recent
SF and fantasy blockbusters are dominated by thetagle; however, the audience of SF and
fantasy wants to experience the visual amusemenmt fine spectacle. The endeavor and
development of new visual image is the essencé-clrsl fantasy genre film. Through seeing
the effects-oriented cinema of attractions, thdenamk finds amusement and is filled with
amazement. If Lucas produced the re@at WarsEpisode ] I, andlll with no use of new
visual effects, the audience might not be attrabtethem. For the reason of being of the recent
episodes seemed to be not the story but the speatabat the spectacle of the recent episodes
gives much more visual pleasure than the older emes though the recent ones tell the earlier
story than that of the older ones. In this contbidlies’s cinema of attractions provides the prop

for the production of effects-oriented exhibitidriiims today.

“Trickality”: The Prototype of the Reality Effect

The reality effect that Lumiere created was derifreth the pure mise-en-scene,
accompanied by the power of the spectacle. It wasupported by any camera trick or
manipulation. Lumiere set up the camera and chusspiecific subject, the rushing locomotive.
The reality effect offrain Arriving at a Statiorwas not the cinematic illusion that special effect
produced, but the illusion of reality produced bg medium, the film or the camera. In other

words, the film was a visual effect, itself, atdetor the contemporary audiences.
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On the other hand, the reality effect that Méligsveed was thoroughly manipulated by
the artificial tricks. As | discussed earlier, MEdi tricks followed or contributed to the tradition
of the cinema of attractions. The cinema of atiosst led to the temporal alienation of the
audience from the narrative absorption, with amaeerof the spectacle. The notion of the
alienation effect is very opposite of the concdphe reality effect, because the higher the
reality effect, the deeper the narrative absorpfidre occurrence of the audience’s alienation
indirectly proves the lowest level of the realiffeet. Because the spectacle dominates the
narrative, the narrative cannot absorb the vismatls that the tricks bring about. The visual
shock transforms into a barrier between the audiand the narrative. The tricks of attractions,
making the audience awake from the dream-like sfpduced not only the prototype of visual
effects, but also that of the reality effect.

Gaudreault sums up Mélies’ approach in the termKadity.” “Trickality” meanstrick
for trick's sake considering “narrativity as pretext rather thextf’ and degrading theatricality
and narrativity to secondary products (pp. 114-1E%ye say MéliesA Trip to the Moorwas
the first visual effects oriented SF film, the bist of the reality effect started from the
“trickality” of the cinema of attractions. The ragleffect of the “trickality” provided the
minimal naturalism of cinematic illusion, wherehlretaudience not only can distinguish the
tricks from the real events, but also is aliendteth the visual shock.

A Trip to the Moons the earliest cinema of attractions. While amgsiudiences, it also
distanced them by means of the primitive visua@#, tricks, and at the same time, showed the
proto-model of the reality effect. In the next saxt | will analyze the upgraded reality effect

that early Hollywood produced, with the supportafhnology and a large scale of production.
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2.3The Thief of Bagda(Raoul Walsh, 1924)
The Evolution of Visual Effects: The 1910s as angraonal Period

Passing through the early 1900s, wherein the cirgfrattractions had been the central
mode of filmmaking, the 1910s was a period of “ddization” of a number of early effects,
such as the “fade-in/out” and the “iris-in/out” @Ritt, p. 16). They were major narrative tools
for D. W. Griffith. In The Birth of a Natior§1915), he made tricks participate in storytelling
Using the fade-in/out, he made the connection betvelots and sequences smoother; by means
of the iris-in/out, he made the audience focushenspecific spot on the screen (p. 16); the tricks
supported the unfolding narrative. It was Griff#tl@bsorption of Mélies’ trickality that is the
negotiation between the cinema of storytelling #vad of attractions. In other words, through D.
W. Griffith, the exhibitionist mode of the cinem&atdtractions became one of the primary
elements of the narrative cinema.

The mode of the cinema of attractions went beyoteirgorally historical mode of
presentation and was hardened as a presentati@ugion, through its permeation into the
narrativization process. In some genres, such #sdnana and comedy, the tradition has been
concealed in order to emphasize the meaning ddttrg. In some genres, which have focused
more on how the story is told than on the stomlifsuch as SF, horror, action, and adventure,
the tradition has taken the lead. The traditiothefcinema of attractions, with the use of special
effects, has become the major process of absorptiandiences into exhibitionist films. This
was, as Gunning (1991) notes, “the move from ancaef attractions to a cinema of narrative
integration” (p. 6).

Griffith’s combination of the modern language difimaking, which he developed with

the use of the photographic effects, means thaaleffects today, unlike the early tricks, do not
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alienate the audience, but absorb them into thgedis, by means of their dazzling spectacle.
Griffith’s style of editing, cinematography, lighty, and composition of mise-en-scene sought
narrative continuity. The effects being inserte itinis process indicates that the effects were
transformed from the tool of alienation that thdyetricks produced to that of the audience
absorption. Like this, the crude reality effecttttiee early tricks create began to evolve in the
direction of naturalism with the support of Griffjtwho standardized early tricks as a tool for

storytelling.

The Beginning of the Naturalization of the ReakHifyect: The 1920s

As Pinteau describes, “The 1920s was a period efi@menal technical
experimentation” (p. 29). It was an era of blockkus and the films marked a new epoch in the
history of special effects in terms of the introtloie of new techniques. The extreme
development of special effects in the 1920s derfvath two driving forces: the principle of
efficiency and competition from German Expressibfiisis.

In the 1920s, the Hollywood film industry consolield the studio system and expanded
its scale to the international realm. By the mi@Q$, Wall Street was investing in the
Hollywood studio’s blockbuster films (Thompson & Blavell, 1994, p. 169). The bigger the
production budget grew, the more the filmmakergbkoefficiency as an economic principle.
The principle of efficiency brought about the irtuztion of special effects emphasis on
curtailing location costs. The representative ptalseffect for seeking efficiency was the
production of models and miniature objects. Thecovisual effects of that time were glass
shot and traveling matte process. Filmmakers adeataall models of any object or location”

for use when location shooting was economicallyrampcal (Rickitt, p. 18). According to



66

Rickitt, the traveling matte process “allowed astbimed in the studio to be isolated from their
surroundings and placed within settings from aedéht time and place” (p. 18). Although the
early use of traveling matte was inferior in qualit saved the production budget for the location.
It was the antecedent of rear projection.

Hollywood’s competition with and imitation of Germ&lms functioned as the catalyst
for development of the naturalism of the realitfeef and for maintenance of the tradition of a
cinema of attractions. Visual effects began to tgyenhile holding on to the natural reality
effect accompanied by the presentationist mode fr@1920s. Expressionism originated in “a
style in painting and the theater,” centering atb@ermany around 1908 (Thompson &
Bordwell, p. 109). The representative German Exgioesst film The Cabinet of Dr. Caligari
(Robert, Wiene, 1920) had a huge influence onntermational film world, including
Hollywood. The most unique was the style of miseseene, such as the distorted presentation
of buildings and sets and exaggerated acting ofhlaeacters. It was cinematic representation of
the artistic movement of Expressionism, by meari$hef various techniques of the medium—
mise-en-scene, editing, and camerawork—in distreatrays” (p. 110). It was a new visual
attempt by means of the spectacular shock, anedtly appealed to audiences. Hollywood’s
response to this new visual approach of Germarsfias realized as investment in special
effects in order to show new spectacle, with thedrfer a cost-saving model of filmmaking.

The Thief of Bagdackleased in 1924 was directed by Raoul Walshtewriby Douglas
Fairbanks, and produced by Douglas Fairbanks Ric@arporation. Many critics have counted
the 1924 production dfhe Thief of Bagdads “a visual effects triumph of its day” (Vaz &
Barron, 2002, p. 54). Ahmed who is the petty Thiefthe street falls in love with the Princess.

Ahmed becomes aware that the person who obtainsutbst treasure in the world can marry her
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and starts on a journey to find out it. Overcomaagersity, Ahmed finds the Magic Chest,
punishes the bad Mongol Prince, and gets marri¢aet®rincess.

With the reality effect of effects-oriented spetea®ouglas Fairbanks responded to the
German Expressionist fillwaxwork#gDas Wachsfigurenkabingtt 924).Waxworkswvas directed
by Paul Leni trying the variety of visual technigu@rough the film and inspiring Douglas
Fairbanks. A poet is hired to write tales aboutvlae figures, such as Haroun-al-Raschid, Ivan
the Terrible, and Jack the Ripper, in the wax moseélhe poet creates suitable stories for each
wax figure. Out of three stories, the first episodélaroun-al-Raschid is about the story of the
Caliph of Bagdad, derived from the taleArbian NightsHaroun-al-Raschid is the Caliph of
Bagdad lascivious. He tempts the beautiful wiféhef poor baker Assad, Zarah. By Zarah’s wits,
their conflict is solved and they live happily eadter.

Fairbanks was inspired the use of special effect¥axworkssuch as tinting and toning
of the scenes, the use of matte painting, the nactgin of huge set.

First, Waxworkspresented tinting and toning of the scenes refgto the change of
space. While tinting and toning had been used sime®eginning of the film, now it took on
new uses and meanings. The camera takes the enteztda park that the wax museum is located
in the beginning of the film with the tint of blu€he shot of the wax figures in the museum is
tinted brown. The palace of the Caliph, Haroun-abéhid, is done green. The bedroom of the
Caliph is presented with purple tint. Accordingsfiace events are occurred, tinting and toning of
the scenes changéhe Thief of Bagdadhowever, accepted the tinting with some modiftrat
that the change of tinting represents the atmosgpbredramatic tension of each scene. When
Ahmed passes through The Valley of Fire, the tined supports the character of Ahmed in the

imminent situation. In the scene that Ahmed getdsntlap for being guided to The Old Man of
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the Midnight Sea from a tree in The Cavern of thettanted Trees, the tint of green is shown in
accordance with the tone of the trees even thougfilm is produced in black-and-white. When
Ahmed meets The Old Man of the Midnight Sea, theera takes the blue tint for the
atmosphere of the sea. The tinting and toninghaf Thief of Bagdadhore contributed to the
reality effect than those d/axworks

Second, the crude representation of rear backgrotuitick palace produced by matte
painting inWaxworkswvas transformed to the beautiful night skylime Thief of Bagdad'he
discussion of matte painting rhe Thief of Bagdadill be followed below.

Third, the sets of the Caliph’s palace and the Bak®use inVaxworkswvere changed to
the huge set of the royal palaceTine Thief of Bagdadn Waxworksthe sets we can enumerate
were only about two or three and their scale wasigp However, Fairbanks constructed a
number of enormous sets, such as the big palaite @aliph, the well in the street of Bagdad,
the hideaway of Ahmed, the marketplace of Bagdaavatthe rope magic, the temple of the
Holy Man, the room of the Princess, and so on.@fse, the episode of Haroun-al-Raschid is
only one of three. | do not intend to compare diyethe two films’ different scale. What | want
to suggest is Douglas Fairbanks’ great and aggressesponse to the German films. He
constructed a number of huge sets and utilizeddhety of visual effects to save the production
costs. | will examine in detail the visual effebedow.

However, the difference in spectacles betwakmxworksandThe Thief of Bagdadan be
found through the degree of naturalism of the tgalifect of the techniques. If the German film
Waxworkstechnique emphasized grotesque and abstract esipre Hollywood'sThe Thief of
Bagdadfocused on the concrete and natural representatithre spectacular techniques. The

baker’s jump scene, which could not be easily regmeed, transformed into the flying carpet
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with wire, which was very plausible when the wirasanvisible. The baker’s fighting was
replaced by the thief’s use of The Cloak of Invil#tyg by means of superimpositioithe Thief

of Bagdadconcentrated on the natural reality effect—showhwe-action—with the support of
both physical and visual effects. Like this, Fanksis confrontation with German expressionist
visual produces the naturalism of the reality dftbat special effects create.

The tradition of the cinema of attractions begaawtolve from trickality to the reality
effect seeking naturalism of representation thro@gffith’s standardization of photographic
effect by the 1910s, and the pressure of the pliadf efficiency of the film industry and
Hollywood’s response to German Expressionism inl®20s. In the next section, | will provide
the textual clue of the evolving natural realitfeet of the early Hollywood'’s special effects, by

examiningThe Thief of Bagdath more detail.

Visual Effects for the Reality Effect

The visual effects iThe Thief of Bagdaghow the development of the reality effect in
the direction of augmenting naturalism, whereinghesentation of effects becomes
indistinguishable from live-action guaranteed by ihvisibility of visual effects. The tendency
to naturally represent effects in the 1920s seagethe borderline describing the difference from
Mélies’ trickality. The Thief of Bagdadmploys six kinds of visual effects: stop-motidissolve
(with double exposure), iris, matte painting, glaiset, and double/triple exposure
(superimposition). These visual effects are verlygaodels, and their techniques are basic in
comparison to those of the present. Dissolve aagé&em not to be “special” in the present
filmmaking. They are frequently used as bridgesveen scenes or sequences. Stop-motion has

maintained the position of “special” visual effetiisough its multi-purpose transformation into
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jump-cut or clay animation. In particular, in clagimation, stop-motion functions as a main tool
for the storytelling through the whole film. Matainting, glass shot, and superimposition are
being replaced by digital post-production. As Bo#iad Grusin write, “new media comes from
the particular ways in which they refashion oldexdm” (2000, p. 15). Although computers
today are “re-mediating” the old visual effectssual effects’ pursuit of the reality effect and its
naturalism continue.

Stop-motion is the visual effect with the purpo$éwisibility, after the era of the early
films. The audience is absorbed into the spectablen invisibility is accomplished. Stop-
motion technique is also called stop-action orttlod of substitution. Stop-motion not only
amazes the audience, aAirip to the Moonbut also leads to the reality effect by showing a
magic shot in flawless timing. In a scene in whacthild disappears in the basket, the camera
takes stop-motion at the moment when the magieikesta lid on the basket right after the child
steps into it. However, the mark of cut and spisckardly visible. Then, the magician stabs
through the basket, but the child has already gisared. Unlike irA Trip to the Moonthe
audience’s amazement does not occur at the morfistagmotion, but at the time when the
magician stabs the basket. Stop-motion was operafedbefore, but the audience cannot
recognize it. So, the degree of the reality eftesgiends on how much visual effects are operated
without the audience’s notice, or how much the@spntation of the effects is close to live-
action. If the splice between the shot of the clthe basket and the next shot of the empty
basket is unnatural, the reality effect of the stogtion is seriously reduced. In this context, the
purpose of visual effects is to produce the nagmabf reality effect that is the invisibility of
visual effects.

When the Thief, Ahmed, carries his evil assocratgpped in a kerchief on his head, the
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camera takes the same kind of stop-motion agater Ahmed wraps him in a kerchief, the
kerchief is substituted for an empty one. Then, Admuts it on his head; the audience might be
surprised by Ahmed’s strength to lift a human. Bip-motion also served as a magic effect.
However, at this time, the presentation of stopiomotan be easily perceived; its reality effect is
reduced.

The most impressive use of stop-motion is showthénscene where Ahmed creates the
horse, the gorgeous dress like a prince’s, andfeolfdbread by means of the Magic Chest. The
Magic Chest is a kind of a magic wand. When Ahneatters the powder in the Magic Chest,
the objects that he wishes to have suddenly appéaa pop. This trick is produced by the exact
match between Fairbanks’ activity of scatteringpbeder and the position of the objects
substituted. The exact timing match is the key poirembodying reality effect and determines
the degree of the naturalism. This elaborate psocéthe object positioning and the minute
cutting and splices indicated the technology dt tinee. Success of the reality effect depends on
the capability to hide the artificiality at the ment of doing stop-motion that is invisibility of
effects. The capability is a measure of technology.

On the other hand, a dissolve (with double expgsamnounces the existence of a visual
effect through slowly presenting two shots in turhe phrase “dissolve with double exposure”
indicates that the foreground image is dissolveflant of the background image. Dissolve with
double exposure is premised on the visibility & #ifect. In the film, we can perceive four
scenes in which dissolve is used with double exgosihe child, who entered into the basket,
gradually gets distinct from the physical transpayeas taking hold of the magic rope; the moon
slowly appears as time goes by; the enchantedraesforms himself into a figure of a human

being; and the mermaid seduces Ahmed at the baifahe Midnight Sea. In these four scenes,
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dissolve with double exposure is used.

Even if stop-motion replaced dissolve with doubtpasure in the above four scenes,
there would be no problem in terms of storytelliStpp-motion and dissolve with double
exposure show differences only in terms of thepegb. Stop-motion appeals to the audience’s
capability to understand logical deployment of imag/NVhen the audience cannot perceive the
existence of effects, or when the illogical depl@ymof images does not occur, in other words,
when the audience logically believes that the cisilch the basket, the reality effect of the stop-
motion is maximized, and the audience is absorbdthe diegesis when the magician stabs
through the basket. Because stop-motion reprefienismpossible event as live-action, its reality
effect is natural.

In contrast, dissolve with double exposure expligtesents what is an effect and asks
the audience to emotionally accept that as theeneatt. Dissolve directly proves that it is an
effect, not live-action. If stop-motion induces amtes’ absorption into the narrative by means
of the reality effect, dissolve temporarily distar@udiences and forces them to regard the tree
as a human figure and to think of the emerging ma®the passing of time from day to night. In
The Thief of Bagdadtop-motion shows the tendency of seeking natumahs getting out of the
tradition of a cinema of attractions, but dissabvstill under the influence of the tradition. The
effects of stop-motion, mingled with dissolve, puoohg the common effect proves that the film
was in the transitional period wherein the traditod a cinema of attractions began to submerge
into the realm of narrative. If Mélié& Trip to the Moorwas the film dominated by the mode of
attractions from the beginning to the efitie Thief of Bagdadas the film presenting the
process in which the mode was absorbed into thealateality effect.

In terms of the premise of visibility and the pratan of temporal alienation effect, the
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iris effect is comparable to the dissolve. Howeires,does not ask the audience to perceive the
effect, but leads the movement of the eye-focukéaspecific spot in a frame. In the scene
wherein a porter announces the arrival of the pshgift for Caliph, the camera takes the iris-in
to the porter and the iris-out after giving hisekn “We be porters bound for the Palace of the
Caliph. We bear gifts and viands to feast the ssiiteho, on the morrow, come to woo our
Princess.” The iris informs the beginning of an artpnt point, and at the same time, calls the
audience’s attention to the character’s line. ARelV. Griffith standardized iris as a cinematic
language, it became a routine grammar of filmmakiather than a magic effect in most cases.
However, although some effects have been so fantlilé they stop being seen as “special,”
some filmmakers, such as George Lucas, sometingesiuses and wipes in the origiraar
Warsin a self-consciously nostalgic way.

Invisibility, matte painting, glass shot, and supgosition also seek the reality effect.
Matte paintings decorate the beginning and theaéidhe Thief of Bagdadn the very
beginning, a storyteller tells a story to a chiidhe starry night. The matte paintings of the
subtitle, “Happiness must be earned,” appear irskiygVaz & Barron, p. 54). The most
impressive scene in which the zest of matte pagnsirclearly shown is the scene in which the
Prince of Indies obtains the Magic Crystal. Thetyaf the Prince takes the Magic Crystal from
the left eye of the big Buddhist statue near Kaadarhe camera takes the statue and the
characters by a long shot, and then full shot efdimaracters. In this long shot, we can find a
matte painting. The camera takes the painted stadaethe proper distance at once. Then, the
figure of the actors taken by long shot is supeasaa onto the painting. When the camera took
the full shot of the actors, the partial modellad statue was used (Special Features). Even

though the shot of the painted matte and the Ibwog af the party of the Prince of the Indies
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were taken inside the studio, the displacemernitad ind space occurred.

We can clearly recognize this time-space displacemehe crystal ball sequence using
superimposition. Mongol Prince, the Prince of Iisdi@nd the Prince of Persia insist that their
treasures are the rarest, and they each ask foragwwith the Princess to the Caliph. At that
time, the Princess finds out the status of Ahmedkgns of the Magic Crystal. The maid’s left
hand is grasping the Magic Crystal; Ahmed, holdimgMagic Chest on horseback, is shown
through the center of the Crystal. The Princessuvare that Ahmed is coming, so she delays the
final decision of whom she will marry. The paintiafthe hand with crystal was superimposed
with Ahmed in location. It is the prototype of tirspace displacement shown in modernist visual
effects, which will be examined in the next chapiére mid-1920s was a period wherein the
studio system was taking a firm stand, and simalasly, was the transitional period during
which special effects evolved from the early trickisiphasizing on trickality, to the modernist
visual effects, focusing on the economic efficierfey, we can see the early model of modernist
visual effects, such as matte painting and supersiipn, in this film. In addition,
superimposition is used in the representation iossible events throughout the whole film,
including the scenes of the winged horse, the dlyiarpet, and the invisible cloak.

The glass shot can be defined as “a method ofratieg a painted image with live action
by painting the desired additions to a scene dyect to a sheet of glass positioned in front of
the camera” by Rickitt (p. 309). It is the effe€toatte painting by means of glass that is a
simple eye-deceiving effect. In this film, glas®stvas used not only for representing the
underwater palace, but also for deleting “the Bagslgn mounted on scaffolding” of the huge
exterior set (Finch, p. 38). In the scene wherdimad makes a dive, the slow motion and glass

shot were used for producing the underwater effdtte Screen,” 1924, p. 19). In addition to



75

the major visual effects, the tinting and toningled film represent the characteristics of action;
“a roseate glow for the romantic moments; a gagiglen where the terrifying monsters appear”
(Special Features). Although the film was madelatkand white, the tinting and toning
functioned as a kind of sound effects, supportimgentoncrete description of the mood of the
scenes. From the beginning to the efftg Thief of Bagdasdeeks the naturalism of the reality
effect that the cutting edge visual effects at thmé create.

As the storyline of 1910s and 1920s’ films was mewphisticated than those of the
primitive era, the tradition of a cinema of attrans began to reform itself by means of the use
of a number of visual effects. Spectacle was pitesemore elaborately and stronger. The reality
effect of the effects was growing, as it was clgdimthe representation of live-action. This
direction of developing the reality effect was aooéed into the era of modernist production of
visual effects, based on the thorough operatiche@Hollywood studio system, which will be
discussed in the next chapter.

The French film industry, leading the early film sebthrough the invention of
Cinématographe of the Lumieres and the earliestigipeffects films of Georges Méliés, was
stagnant with the outbreak of World War | (1914~2M8gliés who was the most popular
filmmaker of the early 1900s as producing over #ild@s was wrecked with bankruptcy of his
own studio, Star Film. As Thompson and Bordwell94Pnote, the French film history handed
over even its domestic market to Hollywood filmgwihe end of the war (pp. 62-63).
Hollywood took the initiative in the world film miaet with the break down of the French film
industry in WWI. As Douglas Gomery (1992) indicatelsllywood film industry rapidly
developed to a large scale business as a vaudeotiipany Loew'’s, Inc. established Metro-

Goldwyn-Mayer (MGM), which was the biggest Hollywbstudio, in 1924 (p. 38), and as the
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movie chain “Balaban & Katz merged with Hollywoodtsgest studio, Famous Players-Lasky,
the most powerful movie company in the world wasred” (p. 34).

In the 1920s and 30s, the U.S. was a sort of reglgrowing power: the power of
economical and the power as a world cultural leale® powerful Hollywood system was an
embodiment of the cultural power of the U.S. Tllstionship between the growth of
Hollywood and the power of the U.S. has been caetirthrough the relationship between the
studio system and the Cold War politics, which Wwel discussed in parallel with the relationship

between analog visual effects and modernity.
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3. MODERNIST VIUSAL EFFECTS
Introduction

This chapter begins to deal with the visual effedthe 1950s when the studio system
settled down and matured in Hollywood. The analisgal effects at those times, consisting of
matte painting and rear/front projection, truly @mplished the rationality of the studio system,
such as efficiency and mass production via stamzitrdn. The production aesthetics of analog
visual effects was modern in that this studio systeas a reflection of the modern economic
structure of the Ford system. The modernist vistfatcts represented the modernity of the
period through the setting, periodical backgrouradrative implication, and so forth in SF films,
until postmodernist visual effects appear in thdyeE080s. In this context, this chapter deals
with the modernity of the aesthetics of analog @i®ffects and the socio-cultural implications
of the setup, scenes, sequences, and narrativéhéhatfects produce. At the same time, this
chapter functions as a theoretical and periodigdble, presenting the process of how the early
trickality developed into the postmodern realitieet that CGI creates.

In this chapter, | want to examine how SF filmairthe 1950s to the 1970s reflected the
conditions of the Cold War and the modernist ratlahscourses after WWII: The representation
of the Cold War, the grand discourse of space gegpthe monster characters in SF films as the
paranoia of the Cold War era, the use of analagaVisffects raising the production efficiency of
the studio system, and the cityscape of urban nmatgler do not deal with the visual effects of
1930s to 40s in this study because although th@fusar projection and matte painting was the
general trend of filmmaking in the decades, thealigffects in the films of the 1950s to 70s
showed the qualitatively finer examples and sugggkeskearer characteristics of modernist visual

effects than those of the 1930s to 40s.
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The Representation of the Cold War

The Cold War was represented through the basingett space SF films. The space SF
genre, which had a boom beginning witbrbidden Plane{Fred M. Wilcox, 1956), vividly
showed the cultural aftermath of the Second Worét.Whe spaceships in the films, such as
Forbidden PlanetThe Angry Red Planélb Melchior, 1959), an&tar Trek(Gene Roddenberry,
1966), were used as military aircraft, or to govana conquer planets, rather than for civil
aviation; accordingly, the human characters, nenal put on the uniforms, which showed a
strict hierarchy following the military ranks. Therdinary lives in diegesis seem to transfuse
those of WW II. The uniformed soldiers’ absoluteedience to the hierarchy and the dazzling
dogfight scenes in space, as their setting in plaees SF films, such &orbidden Planetind the
original Star Wars represent modernity itself in the superficialipéical settings, whether it is
in the remote far future or “a long time ago inadaxy far, far away.” The visual effects that

produce these spectacles project the modernityadbftime on the mirror of the future.

The Grand Discourse of Space Discovery

The leitmotif of space conquest in SF films betw&8&0s and 70s well portrays the
grand discourse of space discovery from the mid4%6 the 1980s when the Cold War between
the United States and the Soviet Union was maiethifihe history of space exploration was
initiated in October 1957, when the Soviet Uniamlehed the first artificial satellite Sputnik I. A
month later, the Soviet Union sent up Sputnikdking a dog on board. The U.S., receiving the
impetus from the Soviet’s preemptive advance, laaddExplorer I in 1958. In 1961, Russian

cosmonaut Yuri Gagarin became the first human bd tre Earth; he orbited for 108 minutes in
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Vostok |. The vehement competition of space expilonebetween the U.S. and the Soviet Union
had begun (Park, 2005).

President John F. Kennedy’s promise to, “Fly math&Moon in this decade” on May
25, 1961, formed the grand narrative of space eaptmn:

| believe that this nation should commit itselfaichieving the goal, before this decade is

out, of landing a man on the Moon and returning kafely to Earth. No single space

project in this period will be more impressive tamkind, or more important in the long-
range exploration of space; and none will be skcdit or expensive to accomplish

(Speaking to Congress and the Nation).

As Gilruth (1975) insists, because the term forlémeling would end in 1970, that the U.S. in the
1960s devoted all its energy and technology testleeess of the Apollo program; “a clear test of
strength with the Soviets was implicit, if they sledo compete.” The period of the 1960s to 70s,
when the U.S. launched Apollo rockets, was the &kirof the race for space. It was an age of
grand narrative of space exploration, which wasyadspect of the Cold War policy.

The grand narrative of space exploration, beginmntp57 during the Cold War period,
influenced the boom of the genre of space SF fllhe Day the Earth Stood St{Robert Wise,
1951) represented the tension of the Cold Warendhationship between Klaatu, an ideal
American character, and Gort, a monster figureirBegg with MGM'’s Forbidden Planet
Invasion of the Body Snatchd€iBon Siegel, 195620 Million Miles to Earth(Nathan Juran,
1957), andrhe Angry Red Planélb Melchiro, 1959), SF films mirrored the growingerest in
the outer world in the 1950s. The competition fosce discovery, which was at its peak in the
1960s and 70s, was continuously updated thrddigtiny in Outer SpacéHugo Grimaldi, 1964),

Queen of BloodCurtis Harrington, 19652001: A Space OdysséStanley Kubrick, 1968),
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Marooned(John Sturges, 1969) “released during the weekvtited waited for Apollo 13”

(Sobchack, p. 71), arsilent RunnindDouglas Trumbell, 1972).

The Monsters as the Paranoia of the Cold War

The monster characters depicted in SF films, sedd &nForbidden PlanetHal in
2001: A Space Odyssegnd Darth Vader iStar Wars reflect the paranoia of the Cold War era
that maintains the self-awakening of potential/gnesattack of the enemy. Those SF films can
be viewed as modern because they value “a rattgrvaliich opposes everything that is strange,
unknown and unreasonable” (Ahrens, 2006) in thatdrucharacters rectify the distorted effects
of machinery civilization by means of humanity, s Adams’s leadership, Bowman’s
intelligence, and Luke’s Force. The explicit distion between the good and bad makes the

monsters, which are supported by analog visuatesffenodern.

The Use of Analog Visual Effects

The analog visual effects, including matte paintangl rear/front projection, used in
space SF films, raised the production efficiencthefstudio system. Matte painting was used to
replace the set, which was impossible to produne t@ slash the cost of location shooting; it
made the studio work more efficiently and econotthycRear and front projection projects the
aesthetics of modernism under the Fordist econsgstem through displacement of time and
space of pre-filmed background scenery and livesadbotage inside the studio. These analog
visual effects support the modern embodiment otrtddition of the cinema of attractions. The
Zoptic system, an application of front projectiargs introduced ilsupermanit raised the sense

of perspective in Superman’s long flight.Star Wars the camera, with the support of the
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computerized motion control system, could freeketeealistic dogfight scenes in the studio.

The Cityscape as Urban Modernity

The city-oriented SF films utilize the contemporaityscape as the symbol of urban
modernity and as the main stage of the hero’s mchiSupermanClark Kent moves from
Smallville to Metropolis and practices his purpo$serving mankind. As Nitin Govil (2002)
states, SF narrative derives from “urban experi@iicaodernity” (pp. 80-81). The story of a
country boy coming to a metropolis and to makeaass provides the film with the leitmotif of
urban modernization, through a narrative of upwaatbility. Flying through the skyscrapers of
Metropolis, Superman becomes the icon of urban mmixiion/modernity.

In order to best understand how SF films using@naisual effects reflect the Cold War
and the modern era, | chose four films commercitig critically successfuForbidden Planet
2001: A Space Odyssestar Wars andSupermanThese are representative SF films of the
modern period, reflecting the fever of space exgilon and the efficiency of the studio system.
Forbidden Planets the representative blockbuster film of the 19%hd makes us recognize the
worth of matte painting2001: A Space Odysseya revolutionary film in terms of visual effects
It delicately describes the beauty of space by meaifront projection. The exquisite accordance
between the visual image and audio score with kilegpphical depth places the film on the
stage of the art$Star Wars Episode IV: A New Hopwrks a new epoch of spectacle, as it uses
the computer in filmmakingsupermarshows how analog visual effects, including Zoptic,

represent the reality effect of urban modernity.
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3.1Forbidden Planet{Fred M. Wilcox, 1956)

Forbidden Planets well known as being Fred M. Wilcox’s filmed geyn of William
ShakespeareBempestand is still considered as one of the best effedented SF films. It was
nominated for Oscar in the category of Best Effacts957. | will examine the Cold War
atmosphere of the film’s setting, the cel animaaod its Freudian implication, and the
aesthetics of matte painting in relation to thecefhcy of the studio system.

Forbidden Planets a rescue story set in space. The crews of tiktanets Cruiser C-
57D look for the trace of the crews of the spage#tallerophon, missing on its duty on the
planet Altair IV twenty years ago. Among the creiBellerophon, only Dr. Morbius and his
daughter, Altaira, survive, living in their own eirgwith Robby, the ship’s robot. Adams, the
commander of C-57D, falls in love with Altaira. Teebconscious of Dr. Morbius, enraged by
the disloyalty of his daughter, sends the monstéo punish them. Dr. Morbius uses the
hologram, the advanced technology of the Krell,adhginal inhabitant of Altair IV. The
hologram projects or transforms his subconscioussteethe invisible monster. Finally, Dr.
Morbius sacrifices himself to save her from the stenhe created. Seeing the destruction of

Altair IV, Adams and Altaira return to the Earth.

Modern Setting: The Aftermath of World War |l

Forbidden Planehas been considered as a landmark, improvinguhktyof modern
space films dealing with the interaction betweembans and aliens within space and/or
spacecraft. Most of the interaction involved thenlam conquest of aliens, and eventually of
space. This colonial attitude toward space reftette Cold War atmosphere of the 1950s. Thus,

the setting oforbidden Planefollowed the conventions of the war films, in texwf the
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costumes of the crews of the United Planets Cr@s&7D spaceship, the rigid hierarchy, the
military way of speaking, and the crews’ behaviorAdtair IV, representing the typical behavior
of soldiers during vacation.

First, as we are aware of the name of the spgeé&huiser,” the crews of C-57D are
represented as the Navy of the United Planetsr Thstume closely resembles the U.S. Navy
uniform during WW II. The color of the uniform, tieturistic laser blast, and the command
mikes in their waists are the only differences. Thmbat boots are very similar.

Second, the film shows that the typical militargrarchy is applied in the spaceship. A
great portion of the dialogue among the crew isengu of orders and responses. Interestingly,
the unique dialogue style brbidden Planetliffers from other space SF films, in that thexcre
answers with the Naval style “Aye, aye, sir!” wheeethey respond to the senior rank soldiers.

Adams (Commander): Chief, we’ll drop back belovhtigpeed in about three minutes.

Got your breakable gear stowed?

Chief: Aye, aye, sir.

Adams: All right. Good.

Of course, this kind of military dialogue in spdctigs has been a tradition in the space SF genre
in films, such astar TrekandStarship Trooper¢Paul Verhoeven, 1997). However, the dialogue
and acting of the characterskorbidden Planetire more moderate and stick more closely to the
military style than others. The film more realisily presents the atmosphere of WW Il in the
spatial background of the planet Altair IV.

This rigid hierarchy is well shown in the scene veh€ommander Adams prohibits
Lieutenant Farmen’s romance with Altaira. Not caneel with Farmen’s explanation, Adams

orders Farmen to dismiss and warns Altaira to drepsoper costume. The description of this
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strict rank system seems unrelated to the batdenagthe monster Id, which is the major event
of the film. However, the military setting inductt®e audience to regard the invisible monster Id
as the invisible enemy of the U.S.

Third, the crews’ behavior mirrored that of WWIlldiers on vacation. When Altaira first
appears, the three crews, Adams, Dr. Ostrow, anddfg are charmed by her. Farmen
immediately tries to flirt with her, as he suggestup of coffee. Moreover, when Adams gets a
view monitoring checkup from the spaceship, Chieff@ makes a wolf call to Altaira.

Adams: (the command mike beeps.) Just a routinekaipefrom the ship. (to Dr.

Morbius) What Chief?

Quinn: Everything okay, Commander?

Adams: No Problem.

Quinn: Would you mind activating the viewer?

Adams: Oh, yeah. As you can see, we're under ricareswhatsoever.

Quinn: (when Quinn finds Altaira, he gives a whadth her.)

Adams: Knock that off, Quinn.

This scene brings up the image of soldiers on vataluring WWII. In addition, a crew member
who seems to cook wears an apron and a white @dteAtlams and other officers make fun of
him, and the whole crew laughs. It is a typical neainn war films, such a@srom Here to

Eternity (Fred Zinnemann, 1953).

Fourth, as Lerer (2000) indicates, the set oMorbius’s house is “a Southern
Californian-style high modernist household, completith landscape [and] furnishings” (p. 84).
The only difference is that it is not a beach, thietdesert is seen through the glass-wall

surrounding the living room. However, the deseeeliandscape is the cinematic application of
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“Southern Californian wilderness” (p. 84). In tisisnse, a Californian modernist house in the
1950s made a transition to the stage set of DrbMeis house in the twenty-third century.

In this sense, the similarity of the film’s settitmystates of the time suggests that despite
the futuristic backdrog;orbidden Planets still describing the social atmosphere of its e
Although the film pretends to deal with the futuas,Bourne (2001) indicates, all settings “draw

our attention to the past rather than to the future

Cel Animation and the Id Monster

Cel animation technique supported the film’s agadlon of Freudian psychoanalysis. The
explicit use of this quintessentially modern theofgubjectivity grants the label of modernity to
the film. Cel animation is also called “cartoonraation.” It is a hand-drawing of some
movements in each frame on the cel made from oskuhcetate. This cel is added “on top of a
painted background before being photographed” (Rjgk 308). Thus, to produce a second of
cel animated action requires twenty-four animateld.dt is a very traditional way of creating 2-
D animation. Despite the difference of materidig, inethod of the effect production is the same
as that of the glass shot used’'lre Thief of Bagdad

Cel animations appear in the moments of greateshatic tension in the film: the
appearances of the monster. The monster is ingjsalold the audience can only perceive its
movement by means of its footprints. The monssaifican only be seen when it crashes into
the electric fence or is hit by beams from the &'e@ay guns. The monster’s contour is drawn by
cel animation. Cel animation visualizes the rigieigsion produced by the movement of the
invisible monster.

The lines between Commander Adams and Dr. Morbip8aitly offer Freudian
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psychoanalysis as the solution for the questiah@imonster’s identity. The characters conclude
that the monster derives from Dr. Morbius’s Id, madhysical by alien technology.

Adams: At least when we approached from spacergmembered enough to warn us
off. But when you thought we were a threat to yittle egomaniac empire your
subconscious sent its Id monster out again! MoeghdeMorbius. More murder!

Morbius: And now this too? Harm my own daughter?

Adams: But now she’s defying you, Morbius, and ewveyou, the loving father, there
still exists the mindless primitive more enraged arore inflamed with each new
frustration. So now you're whistling up your morrsagain to punish her for
disloyalty and disobedience!

Dr. Morbius’s subconscious functions as not onbel-defense mechanism, but also a self-
respect mechanism. When Dr. Morbius feels thabWwis empire is in danger, his Id, the origin
of instinctual needs and drives, transforms tontleaster, kills the crew, and tries to protect his
own/Dr. Morbius’s realm. His daughter, Altaira,lfain love with Adams and wants to go to
Earth with him. Dr. Morbius is enraged, and hiscrsciousness makes Id transform into the
monster, attacking even his daughter Altaira. Taesformation of Id to punish his daughter for
his sense of honor and self-respect is the sulstibe invisible and materialized monster.

Cinematic presentation of the clue for the Id ishi@ scene in which the headset projects

Altaira’s 3-D hologram latent in Dr. Morbius’s cangusness. The subconsciousness of Dr.
Morbius is projected through the hologram. It ity cinematic storytelling of Freudian theme.
As we can be aware from the above lines, betweamA&dand Dr. Morbius, the film unfolds
Freudian psychoanalysis, which remained the mdlsteintial psychotherapy until at least the

1970s. The level of technology that the Krell agbgkis incomparable to that of humans. Dr.
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Morbius finding the Krell technology Kills the crexf Bellerophon to possess it exclusively by
means of the monster Id. For Dr. Morbius, the appihoof C-57D to Altair 1V is the threat for his
appropriation of the Krell technology, too. Thendnster’s murders of the crew of C-57D
derive from Dr. Morbius’s desire of the advancethtelogy. In this sense, Dr. Morbius’s
excessive obsession with the future technologybeaviewed as the U.S.’s desire of technology
in the Cold War period. The scene that Dr. Morltriess to hide the Krell technology to the crew
of C-57D makes us remind of the information warwtt@®mnew technology in the Cold War
period. The total destruction of Altair IV with heelf-sacrifice in the end portrays both desire
and fear of technology in the Cold War period.His ttontext, the cel animation supports the
representation of modernity through creating DrridMas’s monster Id, which is the cinematic
embodiment of Freudian psychoanalysis of the exdrebsession about the advanced

technology in the Cold War.

Matte Painting: Efficiency of Studio System

C-57D lands on a desolate plain, full of rocks galiow solil, of Altair IV. After the
landing of the miniature of C-57D, hung by wirds tamera takes the crew members stepping
down from the spaceship, using a low-angle. Theobotalf of the spaceship that the crews
enter in and out was actually produced. Howeverptckground of C-57D and the top half of
C-57D is painted on the matte. Matte painting a#dWworbidden Planeto enjoy the efficiency
of the studio system. Vice versa, most of the ssevexe shot inside the studio, requiring the
location effect and low cost, simultaneously. ThiBon was matte painting.

The drawing on matte is done through line connestizetween the painting and the real

objects, using precise measurements. The impgutant of this visual effect is that the
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connection between the painted matte and the bgetiosshould be invisible through the camera.
The upper half of the spaceship does not need prdzkiced as a set; neither do the crews touch
it, nor does any action occur on it. So, matte foaghelps to save the production budget;
serving as a merit for studio production. The datsoplain around the spaceship of the planet
Altair 1V is described by delicately connecting seal matte paintings (Vaz & Barron, p. 133).
The long shot of Dr. Morbius’s house, surroundedvoypds, rocks, and the pond, is made
up of matte painting itself. There is only the pathmatte, without any real objects. In other
words, in the moment, the moving image is tempynaplaced by the still image under the
name of studio efficiency. The outside of Dr. Mardis house, which is the trees, rocks, and
desert, seen through the glasses of the living ra®@the combination of a set and matte painting.
Although almost all location scenes used mattetppainthe connection line between the set and
the matte is hardly visible. Because of the invigibof this visual effect, the reality effect of
matte painting is accomplished. The invisibilitytbé connection is what matte painting serves
to the studio system, making the effect aesthetiodern. Cel animation and matte painting with

the basic settings embody the modernity of analsggaV effects.

3.22001: A Space OdysséStanley Kubrick, 1968)

2001was directed by Stanley Kubrick. The script wagtem by Kubrick and Arthur C.
Clarke who was the author ©he Sentinethat was the original work of the film. It has hee
considered by many critics as the best SF filmhef1960s. It was awarded Best Effects in Oscar
in 1969.2001was a blockbuster at that time to the degreeithes produced over a period of
four years, and the production cost was about $D0000 (Agel, 1970, p. 10). Here, | will

discus=20017s scientific verisimilitude of the aesthetics a$wal effects, the grand discourse of
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space exploration, the cinema of attractions oltheal effects’ reality effect, and its socio-
cultural implication of criticism on the Vietham Wa

The narrative 02001 can be divided into four sections. The first satis “The Dawn of
Man.” Two groups of anthropoids are struggling eattter to rule the pond at the time when the
earth is only a planet of anthropoids. After a hbtgek monolith suddenly appears, an
anthropoid gains supremacy over the other groupsinyg the first weapon, a bone of an animal.
It is the birth of modern mankind.

In the second section, the bone thrown to the iglystorms into the spaceship. In 2001,
in diegesis, the black monolith buried four milligears ago is found on the moon. Dr. Floyd
goes to the moon to investigate the monolith. Wiherblack monolith is exposed to the first
sunlight, it sends out the electronic signal toitdup

The third section is labeled “Jupiter Mission: 18mths Later.” David Bowman and
Frank Poole, who follows the signal toward Jupiéee under attack of the brain and the central
nervous system of Discovery I, HAL. Poole is killeshd Bowman survives with difficulty and
turns off the main memory system of HAL.

The last section is “Jupiter and Beyond the InéiriiBowman finds the monolith near the
moons of Jupiter and approaches it using the spadeln the moment, the stargate is opend; his
space pod is transferred to another dimensioneoivitrld, while simultaneously creating a time
warp. Bowman'’s pod lands in a hotel room. He loakkimself being dead. He dies and is born

as an embryo star-child. He is seeing the earthdarbeginning.
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Rationality of Visual Aesthetics: Scientific Repeegation of Space Environment

2001: A Space Odyssesflects the actual physics of space more acdyrtitan any
other science fiction film. The activities and mments of the characters, the spaceship, and the
space pod all remain within the realm of scientpii@usibility. In the scene where Dr. Floyd, a
NASA scientist, travels to the moon to investigdue giant black monolith, the female crew of
the spaceship walks the passageway as if she & timglstatus of low-gravity, minutely
wavering between the seats. The left arm and thepBr. Floyd, who is a sleep, bob in the air.
In addition, the movement of the spaceships, ino®iscovery | and the space pod, is very
slow and inactive, but it is very plausible. Innerof sound effect2001presents the thorough
silence in space sequences. As Ted Friedman (20@6ates2001is one of the rare SF films
seeking “scientific verisimilitude” (p. 72).

Moreover, the extravehicular activity of Bowman dfdnk, the astronauts of Discovery
l, closely represents that of real astronauts,Nkéd Armstrong. Their performance with wires is
sluggish; however, because of the sluggish moventemwisual representation of the
extravehicular activity can produce the realityeeff This is the difference betweEarbidden
Planetand2001: A Space Odyssdy Forbidden Planetthe crews of C-57D wear naval
uniforms without space suits. Their ability to wakotally free, as if they are under the earth’s
gravity. They have no difficulty breathing in thiapet’s atmosphere without assistance. Of
course, in the beginning &brbidden Planetwe are told that Altair IV's atmosphere is simila
to that of the earth, providing narrative justifica for the absence of space suits. However, it is
clear that the visual image itself cannot credielgresent the reality of a space environment. On
this point, the special effects #001: A Space Odysssliow more scientific and

rational/reasonable representation than those wofghted SF films.
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Robert Poole (2001) notes that this scientificallghful representation derives from the
author of the original workThe Sentine{1951), Arthur C. Clarke. Clarke is famous for ativg
style that values “technological realism” (p. 48he latter half of the film, which is based most
directly on the original work, seems to reflect mopncretely Arthur C. Clarke’s style of
scientific representation, due to Clarke and Kubdallaboration on the script.

The combination of front projection of the visefflect and wire action of the physical
effect supports the representation of extravehiadtivity. The representative of the characters
in space is closer to scientific reality than tbatharacters in contemporary SF films using CGI.
Even though Neo’s penetration into the body of Adgemith inThe Matrixand T-1000’s free
transformation into anything that it toucheslerminator 2: Judgment Dagpresent the
technofuturist view, they present an image far pelyscientific logic. So to speak, the reality
effect of the visual images is superb, but the @atst of the actions represented by CGI are
fantastical. Thus, CGI's rational persuasivenesgeiak, compared to the credibility 2001 The
visual effects irR001: A Space Odyssskiow the reality effect founded on scientific oagale to
the degree that “Apollo 8 crew prepared for theigsion by watching 2001” (p. 45). The reason
that even though the reality effect of the visutdas 0f2001is more scientifically credible, the
direction of development of visual effects facesligitization is the efficiency of creation of
CGil effects. From the features of computers as media, digital visual effects can be produced
without reference to given conditions of the styaiccordingly, digital effects can expand
human imagination to infinity with comparativelywer costs than analog visual effects. With
the breakdown of the studio system and the advahdmgital era, visual effects has transformed

from the analog form to the digital.
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The Story of Space: The Grand Discourse of the 4960

The Soviet Union’s launching of Sputnik | in 195@rsed the space race between the U.S.
and the Soviet001: A Space Odysseas released in 1968 at the peak of the race. EGHTA
to 1966, the Soviet Union succeeded in a serispate explorations: “the first man in orbit, the
first multi-man mission, the first space walk, fivst lunar soft landing” (p. 44). The U.S. had no
special “first” yet. The year 0f1968 was the tirhattnational tension was high, as there was less
than two years left “before this decade is out™—Hedy’s time limit of human conquest of the
moon. Moreover, it was taken for granted that tbei@ Union’s next goal was the first lunar
walk. Putting the first man on the moon was eagaelsired by U.S. politicians, who wished to
prove that the future was under the leadership@tt.S. This national fever about space
exploration was a perfect subject for flmmakingelstory of space was Zeitgeist in the late
1960s.

As Poole indicates, the mid-1960s was a suitabie for creating space SF films (p. 45).
The atmosphere of the Cold War space race is egiesented in the scene wherein Dr. Floyd
has a short chat with his old friend and a few Rumsscientists returning from the moon. Dr.
Floyd is introduced by Elena to the Russian scssitDr. Kalinan, Dr. Stretyneva, and Dr.
Andrei Smyslov. After short greetings, Dr. Smysésks Dr. Floyd. “Dr. Floyd, | hope you don’t
think I'm being too inquisitive, but perhaps yownadear up the great big mystery about what is
going on up there.” After a slight hesitation, Bloyd answers, “I'm afraid | don’t know what
you mean.” Dr. Smyslov inquisitively asks him again

Dr. Smyslov: At the risk of pressing you on a poiati seem reticent to discuss, may |

ask you a straightforward question?

Dr. Floyd: Well, certainly.
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Dr. Smyslov: (after being wary of a passerby) Qtriamkly, we have had some very
reliable intelligence reports that quatserious epidemic has broken out on Clavius.
Something, apparently, of an unknowniarits this, in fact, what has happened?

Dr. Floyd: I'm sorry, Dr. Smyslov, but... (silencéinl really not at liberty to discuss this.

Dr. Smyslov: | understand. But this epidemic coglart easily spread to our base. We

should be given all the facts, Dr. Floyd.

Dr. Floyd: Yes, | know. (silence) As | said, I'mtrat liberty to discuss it.

Dr. Smyslov tries to discover the secret mattemfior. Floyd; however, Dr. Floyd keeps silent,
though he is on the way to the moon to addresmttéer. Dr. Floyd’s stubborn attitude against
the Russian scientists implies not only that thétens of space exploration are confidential, but
also that the U.S. scientist Dr. Floyd tacitly netgathe Russian as the opponent. In addition, Dr.
Smyslov’s line of “very reliable intelligence repsit brings up the image of the undercover
intelligence in the Cold War period.

Interestingly, the characters of Dr. Floyd and ®myslov represent the nations of the U.S.
and the Soviet Union, from the perspective of th®8.UDr. Smyslov is presented as a slick,
untrustworthy character. Gathering his hands anf,liand taking off his back from the chair, Dr.
Smyslov continuously hangs on Dr. Floyd’s smile.islexcessively polite. He persistently tries
to dig up the information about strange eventshentoon from Dr. Floyd. The scraggy body,
the hunched back, his facial expression leery obsudings, and his manner of speaking
suggest the figure of a swindler to us. On theramptthe appearance of Dr. Floyd imparts
confidence. Dr. Floyd, with his robust body, leansthe back of the chair, crosses his legs, and
puts a hand on his knee; he takes a somewhat atragd comfortable posture. His voice is low

and deep, but vigorous. He has good looks, of eolds Floyd has an important key to the
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information, but he does not give it to Dr. Smysliovdiegesis, the U.S. represented by Dr.
Floyd leads the technology and information war wiité Soviets. The U.S. manages the base of
the moon. HAL is a super-computer the U.S. credtedther words, the U.S. is a symbol of the
space exploration and the future technology inebesy So, HAL's subversion of human beings
directly indicates the cinematic criticism of theSJUThe comparative representation of Dr.
Smyslov and Dr. Floyd’s characters portrays theoaphere of the Cold War, and at the same
time, provides the clue for the responsibility loé taliens’ punishment on human beings—the
rebirth of Man and the Earth.

After Dr. Floyd leaves, Dr. Smyslov speaks illhon. “HasepHoe, emy ouens
tpyaHo./Definetly, he has the greatest difficulty.” Dtr&yneva respondsl]To
suaumoctu./Obviously.” Dr. Kalinan does, too/Ta, ouens Tpyauo./Yes, the greatest difficulty”
(Forum of LearningRussian.com, 2003). The Russtenssts are represented as those who
make a frantic attempt to dig up information argup the back after failure. This
characterization can be viewed as a typical reptatien of the good and the evil in the era of
Cold War. Though English subtitles are not providbd Russian lines comprehend the poltical
status of the time that the U.S. had to &ey'ouens Tpynno/the greatest difficulty” to the

Soviets.

The Cinema of Attractions and the Reality EffecvVéiX

The beautiful spectacle @001, using the cutting edge visual effects, domingtes
film’s simple storyline, which compares the anthoms use of the bone tool to the modern
science technology of space, for a hundred-foreiminutes. The tradition of the cinema of

attractions appears again throl®f)01: A Space Odyssey
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“The Dawn of Man” section embodies the modern ciaahattraction. In the beginning
of the section, the camera takes darkness onlytivtlsound effect for three minutes. The sound
effect is heard whenever the black monolith is sinolihen, the MGM logo is presented, and the
actual part of the film begins. The sun slowly sisébove the horizon with Richard Straugdso
Sprach Zarathustra (Thus Spoke Zarathusté@er the background of the desolate plain tinted
with a rosy flush, the subtitle of “THE DAWN OF MANuggests the subject of the first section,
the origin of mankind: the beautiful dawning skyiah is continuously presented; the daily life
of the anthropoids, and their discovery of a tAdler the black monolith appears, the
anthropoids start to use the tool. As Strauss&rsnlmusic is heard again, an anthropoid
announces the birth of mankind by hammering themgglavith an animal’s bone. The slow-
motion of the anthropoid’s bodily movement of hamimg with the bone and the grand music is
in accord; it provides an attractive image. Theztlag visual image, with the support of music,
dominates the simple narrative of evolution of madKor the long duration, sixteen minutes
and forty-three seconds. It is the re-embodimenhefcinema of attractions.

In comparison to the tradition of the cinema ofaattions in MéliesA Trip to the Moon
that of2001presents the development of visual effects frockatity to the reality effect, and as
a result, the transformation of the audience respdmm alienation to absorption. The trickality
of the cinema of attraction thAtTrip to the Moorshowed produced the visual shock by means
of the stop motion. Trickality distanced the audeefrom the narrativity. However, the reality
effect of the cinema of attraction ti2Q01created absorbs the audience with the suppohteof t
rear projection. What their narratives are domiddae the spectacles is common, but their
different aesthetics of visual effects producealéht features of cinema of attractions; that is

trickality and reality effect.
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This moment of attraction is produced by meansaftfprojection. Front projection is a
studio-oriented visual effect that combines preséitl background scenery with live action
footage in the studio. When rear projection prggxe-flmed scenery from behind the
scotchlite screen, front projection does so fromftbnt of the screen through a beam-splitting
mirror (Rickitt, p. 309). The quality of the comlethimage of front projection is superior to that
of rear projection; so, the reality effect is higHeront projection was developed £001: A
Space Odyssdyy Stanley Kubrick who was dissatisfied with thelity rear projection; the film
was the first feature wherein front projection waged. The scenery of an African plain is
projected from the front of the anthropoid, actingide the studio, to the scotchlite screen via
the beam-splitting mirror. The visual quality o&tfinal composited image is excellent enough to
make the use of the visual effect imperceptible.

In the next section, the bone the anthropoid thrmatke sky transforms into the
spaceship by a jump cut, and the brilliant viso@ge is continued. The spaceship navigating
with the background of the earth, the space stattating, and the Pan American spacecraft Dr.
Floyd is riding are well harmonized with Johanra88s’sAn der schénen blauen Donélhe
Blue Danube)However, the new attempt of joining symphonied gsppace produces little in the
way of story. As Pauline Kael (2005) insists, “Kialais storyline—which accounts for evolution
by an extraterrestrial intelligence—is the mostiglasly redundant plot of all time” (p. 25). The
film’s epoch-making characteristic relies on theyw&expression, rather than the narrative,
despite the philosophical approach in the film'd.@ivhat absorbs the audience is spectacle
created by the audiovisual combination, rather tharstory deployed.

The third section, titled “Jupiter Mission: 18 Mbae Later” draws a confrontation

between the humans and the artificial intelligeHéd_. Out of four sections, the storyline is
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clearest, and simultaneously provides the mosttbiebspectacle. The huge centrifuge self-
rotating in the spaceship was created by “a hugeharecal treadmill, thirty-four feet in

diameter” (Finch, p. 120). The digitized represaataof the modern computer, the monitor-
phone, the modernized and fashionable interiorist®@very I, the interior of the space pod
surrounded by the digital instruments, and therégaf space seen through the window of the
pod provide an upgraded visual image much morehawnd detailed than those of past space SF
films. First of all, Discovery I, the space poddahe crew’s floating in space scene provide the
most impressive spectacle and absorb the audi@ocerding to Rickitt, thousands of hand-
drawn mattes were produced in order to show thexefif flying in space; these mattes are
combined with the spaceship footage (p. 72). Thesel-drawn mattes are the analog version of
the digital background added on the blue screea.uBe of mattes strongly supported the
invisibility of the effect and created the powenfahlity effect. In addition to this visual effect,
the physical effect of hanging models and actoraiogs works convincingly to represent the
“weightlessness” of the spaceships and crews ices(Rickitt, p. 307). The manipulation of the
physical effect supports the reality effect of akaffects. The spectacular visual creates the
attraction by overwhelming the narrative of humapehdence on A.l. and A.l.’s subversion of
human beings that is “a cross section of often Kanaously held fears and hopes about
computers” (Friedman, p. 72).

The last section is the upgraded representatidineofinema of attraction itself. Bowman
repels the attack of HAL, approaches Jupiter, aadtathe black monolith. At that moment, the
stargate is opened. As if a ray of light is passimgugh a prism, the space pod of Bowman goes
through the stargate. This scene is taken byt $echnique. While passing through the

stargate, time-warp occurs. Bowman lands in a hhoteh and finds himself dead. The monolith
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changes Bowman to a star-child; the earth comdstoatie beginning of the world. In the last
section, there is no dialogue at all. Various skagebjects and colors overlay space, burst into
sight, and disappear. The strange sound and Bowrbaeathing are the only audible sounds.
The last section is considered by many critichasnasterpiece of spectacle in the history of SF
films. As Tim Hunter, Stephen Kaplan, and PeteziféX000) suggest, the spectacle of the
stargate sequence is Kubrick and Clarke’s statefitfénén man journeys far enough into time
and space, man will find things he has no riglgge” (p. 157).

The stargate sequence was produced by slit séangaxposure of a streaking rush of
color and light in a single frame through a sliaiscreen (p. 311). The direction of streaking
light is determined by whether the slit is vertioalhorizontal. The shape of streaking depends
upon the shape of the slit. The visual effect efsht scan functions very differently from that of
most of the visual effects, both analog and digkabnt projection, wires, mattes, and CGl all
produce the reality effect by seeking the invisipibf visual effects. Slit scan, on the other hand
represents spatial and temporal warp through a#plhgsible expression. Slit scan abandons the
reality effect to produce a new kind of image. Tisbility of slit scan can be viewed as the

revival of Mélies’s trickality, valuing spectacleer narrative and realism.

Reboot HAL: Rebirth of Man

The cutting edge computer HAL-9000 symbolizes huhesire, error, and disorder.
Bowman disconnects HAL; the black monolith rebautnkind. It is Kubrick’s cinematic
warning against excessive American confidenceemtidst of the Vietham War. HAL, the tool
of humans, tries to subvert humans. The settivghiich the news channel interviews with the

computer means that the computer humans madelager only a machine, but something
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new having personal rights. HAL regards himsela grfect conscious entity. HAL considers
itself as the most reliable computer ever madeblen® commit an error. HAL has disoriented
pride to the degree that HAL considers that if HAbBkes a mistake, it is not his error, but that of
the program humans created. Eventually, HAL illatsts the danger of this arrogant bureaucratic
rationality by systematically killing all of Bowmancrewmates.

The tool produces violence. HAL is full of arrogan8y means of HAL's character, the
film shows human arrogance in the form of overateriice in their tool. HAL and the humans
lose their self-control and violently act for theurvival, due to the overconfidence in their
capability. In the end, they pay dearly. This n@wveaclosely resembles the U.S. politics in the
late 1960s, seeking the expansionist policy withdierconfidence in national strength. In
particular, the U.S.’s participation in the Vietn&ar induced major violence, resulting in many
dead and wounded Americans. Just as the first b@hi#mat the anthropoid performs with the
animal bone is to kill the same race in anotheupgyrohe tool of humans has been accompanied
by violence. The tool has produced violence inrtame of civilization; the rulers of the world
were those who have committed violence with théstoo

HAL challenging to reach the level of God, beyondnyiportrays “the best, and worst, of
all humanity” (Williams, 1984, p. 320). Bowman pshes the evil monster HAL by turning it off.
HAL has to be rebooted in order to be fixed. Howekebrick's camera follows the scene of the
rebirth of Man, instead of the reboot of HAL. THadk monolith put Bowman out to the stargate
and sends him to the future. It does not Kill hiwlently, but makes him die a natural death, by
means of growing old at an accelerated rate. & the earth back to the state of a star-child; the
earth goes back to the beginning. The monolith sbs@ natural death as a way of punishment,

rather than a violent death. As Williams argue,rttenolith’s choice of the rebirth of Man
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implies Kubrick’s message against the violencéa\fietham War and the riots and protests in
the U.S. at that time (p. 321). HAL refers to tlmthbfaces of hope and fear of technology. At the
same time, as Michael Bérubé (1994) indica2891represents “the tensions between America’s
gleaming white space program and burning blackrioities” spouted by 1967 (p. 196).
When2001cinematically criticizes the Vietham War by meafishe aliens’ making Man
reborn,Forbidden Planeshows the criticism of the Cold War through Dr.ligias’s self-
destruction of Altair IV. Their cinematic criticissrthrough the destructions, such as the fall of
Mankind and extinction of the planet, are in comgrimmwever, the subjects of the destructions
are different. The aliens who made the black mémglut back the Earth to the beginning in
2001 Man himself (Dr. Morbius) is repentant for thested desire of technology and blasts
Altair IV as its symbolForbidden Planeshows the faith in human nature of self-purificati
while 2001 presents the passive liquidation by the aliensthén this sensdsorbidden Planet
and2001represents that the belief in humanity has beesfiea through the continuous

experiences of the world wars, the Cold War, ardvietham War.

3.3 Star Warg(George Lucas, 1977)

The originalStar Warswas written and directed by George Lucas. The fiilm been
considered by many critics as the most importaeces-oriented film bringing about “the
special effects revolution of the 80s and 90s” kiicp. 305). Its domestic box-office profit was
$460,935,665 that is the second in all-time U.-difice rank followingTitanic (James
Cameron, 1997) (IMDB.com). | will examine, hereg thesthetics of computerized motion-
control, the film’s socio-political implicationsnd its ambivalent vision of technology.

Star Wars Episodes an SF film, placing the old fantasy into theufigt image and the
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space setting. However, it was first released in71®rincess Leia is a member of the Rebellion,
which opposes to the Galactic Empire, suppressdadoth Vader’s tyranny. Leia locates the
fatal weak point of the Death Star, the space hemdeys of the Empire, and is pursued by Darth
Vader. Just before being captured, Leia savesitbemation to the memory of R2-D2, and
orders him to find Obi-Wan Kenobi. R2D2 meets L&#g/walker, a descendent of a Jedi knight.
Luke delivers the message to Obi-Wan Kenobi, tdesetluded Jedi. They rescue Leia with the
help of Han Solo, a captain of the freighter, Mium Falcon. Luke, joining the Rebels
explodes the Death Star and gives a new hope tértimre. However, Darth Vader luckily

survives.

Computerized Motion-Control: The Reality Effect aviddernity

George Lucas’Star Wargrevolutionized special effects and catalyzed theaaced use
of effects in films in 1980s and 90s (Rickitt, ©53. Lucas established his own special effects
company, Industrial Light and Magic (ILM), to ensuhe visual quality of the film. The
representative visual effect used in the film wasputerized motion-control, also called
Dykstraflex after John Dykstra, the first visudieets supervisor of ILM during the production
of Star Warg(Finch, p. 245).

Though motion-control was an analog visual effegiroduced an early kind of time-
space compression, which would become the postmaadsthetic of digital effects. It greatly
improved the reality effect of space battle scemeparticular. With the support of the computer,
the camera could automatically move in the exattesdirection, over and over again. In a space
battle scene, because the camera could film aesfiggiter at a time, the number of shots

depended upon the number of fighters and the afbhjects in a frame. For example, the motion-
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controlled camera moved by and simultaneously filtiee model of a rebel X-wing fighter,
placed on “a metal stick” in front of the blue semg\Weinberg, 1980, p. 25). Then, the camera,
under the control of the computer, follows exathly same movement while filming the model

of a chasing Twin lon Engine (TIE) fighter in frooftthe blue screen. If the Death Star had to
appear in the same frame, the camera took a thsd, filming the model of the Death Star as it
followed the same moving line. A star field ancsdr blast were also filmed in turn. Then, these
five shots were combined into one frame. This campassisted layering is the analog version
of time-space compression.

The process of producing the motion-control was glarated and time-consuming;
however, its reality effect was stunning at theetioi Star Wars The audience perceived the
fighters as flying very fast, though in fact thensaa shot the scene slowly and repeatedly. The
camera could show a realistic dogfight among a rermbfighters. The laser blasts and
explosion of fighters could be seen. The motiont@dnook the process of time-space
compression beyond the time-space displacementrstitoough rear/front projection.
Computers became an essential tool for raisingdalgy effect of visual effects.

It is no coincidence that the motion-control sgsteperformance of repeated automatic
movement recalls the tightly controlled automalioevf of the conveyor belt in a computerized
factory. As Thomas G. Smith (1986), a productiopesuisor of ILM, writes, “the use of the
computer in special effects 8tar Warsproduction in 1976 was the result of the imagweti
benchmarking of other industry’s application of deenputer” (p. 199). Just as factories were
upgrading traditional Fordist assembly lines witbrenefficient computer-controlled precision,
Hollywood began looking for ways to further ratitima special effects production through

computers.
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The space battle created by the motion-controlavasuristic version of a dogfight. The
visual image is futuristic, but the plot standsrigahe past. According to Lucas (2004), dogfight
documentaries of WWI and WWII became his textbdokshe space battle scenes (Audio
Commentary). Closely resemble the air-to-air armigd-to-air battle in WWII, the battle
between the space-fighters in the last scene anBalton-to-space blasts scene in the middle of
the film were produced. The presentation of tharfat spectacle of the past events is mediated
by the computer inducing the effects aestheticnoéispace compression. The computer is a

medium from the modern to postmodern.

The Past and the Future: Escape from the Present

There is no present Btar Wars There exists only confrontation between the pastthe
future. The first subtitle of the film, “A long tiemago in a galaxy far, far away,” implies tisaar
Warsis a kind of fairy tale. As Andrew Gordon (19783ists, the movie’s success beyond age is
due to “its deliberately old-fashioned plot” (p.431The characters are archetypal: the young
hero Luke Skywalker, the wizard or supporter Obirvieenobi, the beautiful princess Leia, and
the villain Darth Vader. The storyline that Luke tfoung prince-like hero rescues the universe
by helping the beautiful princess Leia with theson of the warrior-wizard Kenobi is cliché.
However, it provides a fundamental frame to stoaied becomes the origin of new ones.

Settings show the past-oriented feature of the. fledi costume refers to that of Japanese
Samurai. The Jedi’s unique characteristic, takisgraous view of the spirit of Force,
corresponds to a tracing of Samurai spirit thatlkdbaot hesitate to commit suicide by
disembowelment for a just cause and honor. A Jeels chot shoot laser blasts, but defeats an

enemy with the electronic sword of light saberedi dlefends laser blasts coming by means of
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the Force. However, the way of sword fightingliag Arthur style, rather than Samurai. A
typical samurai film attaches great importancetétics sword fighting. For example, Akira
Kurosawa’sSanjuroin 1962 presents the power of one single brandishe very last scene of
the duel between the villain Hanbei and the pratégj&Ganjuro. Sanjuro and Hanbei stare
fiercely at each other for a long time; then, tsagultaneously brandish the swords only once. A
few seconds later, spouting blood, Hanbei bitegltist. In a large sense, samurai sword fighting
can be said to be not made up of a huge numbdowtbbut a single brandish with spirit
extremely concentrated. So, the way of sword fightvas motivated by the duel between the
knights inKing Arthur style. Two knights continuously wield by the tinween one of them
misses his sword and falls down. The duel of tlu, Jepresented by that of Vader and Kenobi
does resemble that of knights.

In addition to the setting relating to the Jedirelcter, the representation of hierarchy in
diegesis is very feudal. The social structure efdhrk side is the Galactic Empire. The
governors and military commanders of the Death &liDarth Vader Lord Vader. Despite the
complex hierarchy between the commanders and gorserall organizations submit to the
emperor. Hierarchy of the Galactic Empire surpa#is&tsof army; so, a boss has power over
subordinates’ lives. It is a feudal organizatiartetestingly, the Rebel organization shows even
more extreme feudal sacrifice for the Lord. In gt battle scene, the figure of a prince, Luke,
leads a formation of fighters to blast the Deatlr.3tll X-wing fighters are shot down except
three, Luke and his friends, Bigg and Wedge.

Bigg: We'll stay back far enough to cover you.

Wedge: What about that tower?

Luke: You worry about those fighters! I'll worry abt the tower!
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In the situation wherein they are chased by Tflghters, Luke orders Bigg and Wedge to
“worry about those fighters.” The X-wings of Biggc&aWedge form a convoy flight for Luke. So
to speak, Luke orders force them to sacrifice giagdtof Luke himself. Eventually, a X-wing
returns to the base after getting a blast, andtier is brought down. They sacrifice themselves
for the goal of the organization and for their bdssPeter Lev (1998) states, not only the
Empire, but also the Rebel Alliance maintains atmegme hierarchy, and they are “perhaps even
authoritarian” (pp. 32-33). The existence of Prexas a class also suggests that the social
structure has been established under feudalismp&hed background of the narrativeStar
Warsis the Middle Ages of the East and/or the West.

However, the spectacle is very futurist. First ihfthe spatial background is the universe.
The characters’ vehicles are spaceships, incluiitghders and pods. The laser blast is the main
weapon of the Empire. In the desert area, Lukesnid¢he cutting edge vehicle, the land speeder.
Han Solo’s Millennium Falcon is a logy freightegwever, it can reach hyperspace. Robots
accomplish duty with a perfect communication witmtans. The visualization of these
imaginative plots created by visual effects plabesfiim somewhere in the future. The
characters of the past deploy the story of fanitaslye space of SF.

The story looks at the past; the spectacle staawsd the future; however, there is no
state of the present, representing the culturabspinere of the U.S. in the mid-1970s: the desire
for an escape from the present. A series of crieeljding the extreme deflation in 1973 to 1975,
the aftermath of the Vietham War ending in 197%| #re scandal of Watergate in 1972 to 1974,
put the U.S. into a period of economic and politgtagnation. The Vietham War as an extension
of the Cold War even brought the self-consciousoéssdefeated nation. The U.S. tried to block

China and the Soviets’s advance to the Pacifiauinestablishing an anti-communist
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government in South Vietham. The U.S. military dataged the Viet Cong in North and South
Vietnam in the cause of protecting the South deatacgovernment and of preventing from the
expansion of the power of the North communist. Baund North Vietham were acting for the
U.S. and the Soviets. The U.S. was finally defeadatericans had to stand up to the guilty
conscience about the U.S.’s violence in Vietnamtaralsense of shame as the defeated nation.
In this historical momen&tar Warswas “an attempt to bring back hope to a natiorér@ghty,
2005, pp. 196-197), and at the same time, to hdtaral refuge from national economic and
political hardshipsStar Warss the cultural exit between the nostalgia forphast and the
expectation for the future. At the same time, itAdNew Hope” for America facing up to

adversity.

Ambivalence about the Machines/Technology

Star Warsrepresents the anxiety and expectation of teclgydior the future through
opposing representations of machines. The chasactéhe robots, R2-D2 and C-3PO, portray a
technotopian perspective. In contrast, Darth Vaglarcyborg monster, an illegitimate son of
technology.

C-3PO is the figure of friendship. It seems to beade robot in terms of voice, but to be
androgynous, due to its loquaciousness and theaahggait of walking with short steps.
Sometimes C-3PO teases R2-D2, but it is faithfdl pmotects R2-D2. Its character is closer to a
spiritual creature than a lifeless robot. R2-D2re#druse the human language, but only makes the
electric sound like a transistor tuning sound. G@PO translates R2-D2’s language for the
audience. R2-D2’s appearance is not human. HowB2D?2 is smarter than C-3PO and more

submissive to the order of humans. R2-D2 continlyadises its best to accomplish what
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Princess Leia and Luke order him to do. When theipavhich R2-D2 and C-3PO ride is forced
down in the planet where Luke lives, C-3PO takesfltt road; however, R2-D2 chooses a less
direct route to minimize possibility of a surpresgack. On meeting Luke, R2-D2 fulfills its
orders by projecting Leia’s hologram.

R2-D2 and C-3PO are far from being threatenindnenatthey are ignored and even
discriminated against. In the scene in which C-3fé@ a cold reception in the creature bar, C-
3P0 is treated as a monster by the human bartandethe alien customers. The aliens
themselves look like the monster characters of $Rdtims. But as a robot, C-3PO is shunned
by even the monsters. In the bar, C-3PO becomalytdhe Other. The aliens, monstrous
figures themselves, are outrageous characters;yewbey are not presented as The Other. The
robot, as a symbol of technology, is ignored amehakted. The robot is only a servant; so, it
thoroughly obeys the creatures, including bothnaliand humans. This scene shows the
technofuturist view that technology exists to sdruenans. This view is in opposition to that of
2001: A Space Odysse3001: A Space Odyssdgscribes the computer as a monster, an object
of fear. AlthoughStar Warsrepresents the robot as a monster, the robot iamobject of fear,
but that of fun or a friend. The robot charactezlagser to Robby, the Robot Korbidden Planet
The characters of R2-D2 and C-3PO suggest a fanfdaymans’ perfect control of technology
and confidence in human power, which is technotopma.

On the other hand, Darth Vader, a cyborg combitiieghuman body and computer
technology, is a monster figure. He cannot maintsriife without technological support. He
has to wear an oxygen mask and to rely on machikNader is an object of fear; he indulges in
violence and is the embodiment of evil, seekingrinihilate the fellow Jedi. He explodes the

planet Alderaan to uncover the Rebel headqualszover, he tries to kill his mentor as well
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as master, Obi-Wan Kenobi. Darth Vader is a cinemmapresentation of technophobia, in that he
shows how the future of the world will be if thevéédopment of technology errs from the right
path. In the last scene, the Death Star is expldumaever, Vader has a narrow escape. George
Lucas saves his life for the next episode. Evihef machine is not thoroughly removed. The
world is not made up of only good machines, suc8-8°0 and R2-D2, but also produces a bad
machine, like Vader. The ending scené&tdr Warasmplies ambivalence toward technology, a

tension between the technofuturist and technophabigs the future.

3.4 Supermar(Richard Donner, 1978)

Supermans Richard Donner’s filmed version of Jerry Siegetl Joe Shuster’s
Supermarcomics which have been published since the 198Bas been considered as an
initiative standard film for the superhero SF gesepermarpresented the flying figure through
the use of visual effects maximizing the efficierystudio production. Here, | will discuss the
character of Superman as a national charactersaaggmbol of the urban modernity, and
examine the implication of the use of visual efédatrelation to the industrial modernization.

The scientist Jor-El sends his son Kal-El to teteto save him from the destruction of
Krypton. Kal-El is raised by Mr. and Mrs. Jonath&ent. Kal-EI grows up, learns of his identity
of Superman, and goes to Metropolis. He uses amaeme, Clark Kent, and works for tBaily
Planetas a journalist. Superman helps people with hpeipowers. The evil Lex Luthor
attempts to kill innocent people in order to takeroCalifornia. Superman protects America

from Luthor’s threat and becomes a hero.



109

Superman, the National Character

As Superman rescues the citizens of Metropolisnetier they are in dang&uperman
appears/returns to save America whenever shehigraship. Superman is the national character
chosen by American culture when she is in dangan@lL& Trimble, 1988, p. 159%uperman
returns in response to the national call.

The first story of Superman was born in 1933 leyhilgh school students, Jerry Siegel
and Joe Shuster, in the middle of the Great Dejmre¢Betrou, 1978, pp. 10-12), which was the
longest and hardest economic recession in the WideBt1929 to 1939. Moreover, the period was
the time that the injury of WWI was not yet hea(Bdikatman, 2003, p53). Jerry Siegel, who
first wrote the Superman story, was immersed itafnand fiction, as a means to escape from
the impoverished life that surrounded him. As ailteshe Superman character was born. Siegel
united efforts with his friend Shuster who had &ure aptitude for illustrating. In 1933, they
published the amateurist comic “Reign of the Suerinthey had the first official publication
in 1938 througlAction Comicgpp. 12-13). From the view of Siegel and Shug#tererica in
adversity needed strength and justice. They neadesato who could rescue them from the
severe reality. The Superman character was thee bad their persona on which their needs
were projected. Superman is the transformatioh@ideal status of the U.S. and the masses
themselves, which have the invincible power, tigateous indignation, and the x-ray vision that
makes the world clear. At the same time, Supernegarne a cultural tonic and a refuge to the
masses living in obscurity. In this sense, thehmitSupermann this hardship period makes
Superman the national character, answering toulieral needs and national calls.

In the early and mid-1970s, the U.S. experienceth@mic and political hardship, as

discussed in th&tar Warssection. With the disappointment of Watergate twedtension of the
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Cold War, the U.S.’s participation in the VietnanaMénd defeat put the U.S.’s morality in
guestion. The U.S.’s political status that theidaton between a friend and an enemy was
obscure made American desire the past that therdifte between the good and the bad was
clear. The clear contrast of the pure good vefsaptire evil irStar WarsandSupermarmmight
be the product of this longing for the past. At slaene time, they are the hope and will of
America searching for a new hero.

In addition, America struggled again with the ditfity of life. To make Superman fly to
the screen in 1978 is the evidence of the deprassdity at those times that a superhero is
needed again. Lex Luthor’s attack on Hoover Danmieyans of one of the two missiles,
cinematically criticizes the misgovernment of tieer@omic hardship. For Hoover Dam was
named after the $'president Herbert Hoover, office from 1928 to 1983d could not prevent
the U.S. economy from the Great Depression. Hobaen is symbolically destroyed. Superman
saves the residents from the collapselobver(Dam); Superman becomes the new hope of
America.Supermarreturned to the masses as a form of a movie t® tevearth. In the next

section, | will discuss how Superman becaheenew hope

Superman, the New Hope of the Urban Modernity

Superman becomes the new hope of decaying urbdermity through the storyline of
Clark Kent's movement from a rural area to the arbanter, the setting of Metropolis as the
main stage of Superman, and the appearance obthes$s of Solitude as Kryptonian
application of urban skyscrapers.

First, the storyline cSupermarpresents Clark Kent's growth and his movement ftben

small village, Smallville, to the urban city, Mepralis. Growing up in Smallville, Clark is told by
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his father Jonathan to keep superpower secretahieot enjoy ordinary teenage life, due to the
power; rather, he becomes the laughingstock ofdmspanions. After Jonathan is dead, Clark
leaves for the North, transforms to Superman, amiles to Metropolis for the purpose of
serving mankind. The storyline that a youth who teesridicule of public goes forth into a city
and succeeds in life is a typical tale of urban emnozation. At the same time, Kent/Superman
represents the all-American dream of immigranthat “immigrant Kryptonian orphan”
becomes the journalist/superhuman in the metropsdid. ang and Trimble state, Superman’s
action derives from “one of vertical mobility” froffhumble beginnings” to “a successful
individual” (p. 159).

Second, the identity of Superman exists in Metrigpdlhe first scene, wherein Clark
reveals his identity of Superman to the world, lew Superman rescues Lois Lane falling down
from a helicopter, suspended on the roof ofady Planetbuilding. It is the signature scene of
SupermanClark changes his clothes to the unique costurtieeaevolving door, flies to the
building, and saves her. Immediately, Supermanggtiad helicopter dropping down and brings
them down safely on the roof. In front of thaily Planetbuilding, which was actually filmed
on forty-second street in Manhattan, Superman teves identity to the masses. According to
Bukatman, this scene represents the moment thfii€[liitle baby becomes something of a
skyscraper himself” (p. 197). Superman apprehemel®urglar, climbing the building with an
absorber, and turns him over to the police. Whgargy of robbers counts the stolen money in a
boat, Superman is looking at them with the backgdoof the Metropolis night view. He takes
the boat down boldly in front of the police officethe middle of an urban center; he then flies
into the sky again. Superman brings the cat onrdeeto the girl and rescues Airforce One from

crashing. His activity usually revolves around sguihe citizens of Metropolis. In Metropolis, in



112

front of masses, he is Superman.

Third, Superman’s secret Fortress of Solitude ¢yossembles the skyscrapers of
Metropolis as the symbol of urban modernity. Thetfégs of Solitude is made up of a huge
number of thin and long white colored rectangukafielepiped. Its structure, wherein the big
parallelepipeds are diagonally interlocked withleather, can be viewed as the tangled
skyscrapers bursting into the sky. In particuldrew Jor-El preaches at Superman about his
revealing his identity, the control platform proéddyy mini-parallelepipeds seems to confine
Superman into the skyscrapers and the skyline afdgelis. Jor-El's lines inscribe the
Superman character as a symbol of the urban magerni

Jor-El: You enjoyed it.

Superman: | don't know what to say, Father. | amidfl just got carried away.

Jor-El: How good it felt? You are revealed to therid. Very well. So be it. ... ... do not
punish yourself for your feelings of vigniSimply learn to control them. It is an
affliction common to all, even on Kryptddur destruction could have been
avoided, but for the vanity of some wiomsider us indestructible.

Jor-El warns about Superman’s vanity. The vanityElandicates stems from the flight through
skyscrapers and the masses’ applause as a résilivdrning against the vanity addicted to the
attraction of the urban modernity, representedhasriasses and skyscrapers. Superman stands in
the center of the controls. The lights shining tigio the transparent pieces look like a miniature

of the lighted Empire State Building. The next sisahe long shot of Superman in front of the
controls, which is surrounded by the huge FortoédSolitude. It represents Superman being
incapsulated by Metropolis. In the next sectionjll examine how Superman is created as urban

modernity, in terms of the use of visual effects.
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The Visual Effects Buildup and Metropolis

As Superman is growing up, and as he moves fromI@heato Metropolis, the use of
visual effects increase in frequency; effects thedues are complicated and delicate. This build-
up of visual effects suggests that Superman absoth®r sends forth Metropolis’s
technological and industrial power. At the sameetithe aesthetics of the analog visual effects in
Metropolis sequences reflects the typical citysdapgbe middle of industrial modernization.

As Petrou indicates, Superman’s powers increabe gsadually matures (p. 16). In
Smallville, the baby Kal-El lifts up Jonathan’s céung Clark Kent runs faster than a train, but
he cannot yet fly. After he moves to Metropolis,shews the ability to fly. Then, Superman
shows his special capability of x-ray vision ancegfremely keen hearing, and so on. This
storyline explicitly suggests the development af$uper powers, as a function of his growing
up. At the same time, it implies that Superman dissthe power of the industrial and
technological modernization, as he moves from thallsvillage of the mid-west of America to
the metropolis, the center of industrialization.

| believe that in the scene in which the baby KHEIHES up the car, the most basic
physical effect, using a crane, was used. Accortbrthe director, Richard Donner, in the scene
wherein young Kent runs with the train, the actdf East runs with two small wires connected
to the crane. His legs never touch the ground.rLtst-motion effect was added to present his
extremely fast running (Special Features in DVIsapermah In Smallville sequences, there
are no heavily used visual effects.

From the sequences of Metropolis, visual effeasevactively used. According to Roy
Field, the optical visual effects supervisor of ti@, the upper thirty percent of thzaily Planet

building was replaced by matte painting in the sc@here Superman rescues Lois falling down.
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In the scene in which Clark changes his clothékédSuperman costume at the revolving door,
optical composition, which is a mechanic compolsiteneans of the optical printer, was
employed. Wire-action was mobilized when Superntias fo Lois. When Superman gets Lois,
the front projection of the building was projectatto the scotchlite screen. The miniature of the
helicopter was taken when it was falling in theyveext shot. At the moment when Clark reveals
his identity of Superman in the center of Metropoéi huge number of special effects were used;
they were seamlessly combined to improve the yeefiect. Metropolis is inscribed as the
symbol of the urban modernity through the analeyai effects produced under the environment
of the industrialized studio system.

In the scene in which Superman meets Lois ondtrade in the center of Metropolis, the
visual effects clearly represent modernity. Whepe8man comes from the sky and lands on the
terrace, the night sky, the moon, and the skyscsagerounding the terrace are represented by
matte paintings. Superman flies into the night\wsik Lois with the background of the urban
skyscrapers, which was drawn by matte paintingglemost visual effects. The night view of
Metropolis is replaced from matte painting to frpnbjection, which was the best visual effect
using the principle of time-space displacementoleethe advance of digital technology. They
fly to the statue of liberty and come back to thie ©f the screen. They seem to fly away and to
come back. In other words, their size on the scgeews smaller and larger, without change of
the background. The reality effect that Supermaunadly flies is produced at this moment. This
effect was possible by the Zoptic system, createtthé visual effects engineer 8tiperman
Zoran Perisic. Zoptic is a refinement of the frpmjection technique pioneered2001 Zoom
lenses are attached in front of the camera an@gimj The size of the actors on the screen is

manipulated by means of the operation of the zaareds’ focal length. Using Zoptic, the
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camera was able to take Superman’s “long flightshie small studio (Rickitt, pp. 70-71).
Revolving the camera created the effect that Sugerseemed to revolve himself in the middle
of flying. It is a visual effect maximizing the slio system. After the flight, Superman parts with
Lois on the terrace.

This parting-at-the-terrace scene, wherein fronjgation is used, is very self-reflexive.
Superman flies into the sky after saying goodbyss lstands with a vacant stare at Superman
soaring. At the moment, a knock on the door isdidamis slowly walks to the door and opens it.
Clark stands there, but there is no cut in the.sHas situation is logically impossible because
Christopher Reeve cannot change his costume andtiia within a few seconds; the key is
front projection. According to Donner, the movimgage of Superman soaring in front of Lois
was taken six months previously at the same séhdmctual shooting, the image was projected
to the scotchlite screen in front of Lois (Speéiahtures). Thus, Christopher Reeve could appear
twice within a few seconds, without any editingisTécene reveals to the audience the existence
of the visual effect of front projection, tradingthe reality effect for the pleasures of trickalit
Donner announces the effect of the scene througgepting a logically impossible situation,
without any editing. The aesthetics of this frordjpction is modern, in that it is an expression
of confidence in industrialized technology of thedso system.

Much of the visual effects techniques to make 8upea fly have been replaced by CGI
effects since the beginning of digital era. In vieey end ofThe Matrixand throughlrhe Matrix:
Reloade¢dNeo soars up to the sky. In comparison to Supeffigeng, Neo'’s acting to fly shows
the culmination of the reality effect. Even thougipermarpresented the maximum of the
reality effect that the analog visual effects, sashmatte painting, front projection, and Zoptic,

could provide, the time-space displacement betwleemackground scenery and live-action
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footage revealed minutely the qualitative differené visual image between the front actor and
background image. However, accomplishing the tipgeee compression of multi-layered CGI
through CG matte, digital composition, and digdiaaracterT'he Matrixproduces the reality
effect much more refined than thatQdpermanEven a digital character substitutes for Keanu
Reeves in part. The wide spread of PC, the effogieri computerized production of visual
effects, and the advanced reality effect of CGlehphaced the visual effects history to the realm
of digital effects.

The 1950s to 70s was a period of Ford system am@uy and of the Cold War in
political mechanismForbidden Planetin 1956 represented the Cold War atmosphere after
WWII through the setting of the war films, includithe war props, the costume of the military
uniform, and the typical military hierarchy. Theswal effect of cel animation presented both
hope and fear of technology in the Cold War pelhganeans of drawing the invisible Id monster.
When Forbidden Planefcriticizes the Cold War politics through the dastion of the planet
Altair 1V, 2001: A Space Odyssay1968 shows the criticism of the Cold War viarNgarebirth,
warning the overheating of space race and purifiiegviolence in Vietnam. A series of political
disorder including Watergate and the defeat invieénam War as an extension of the Cold War
drove American in the 1970s into a total mess. ddn&@usion of the good and the evil in reality
was compensated by nostalgia for the past longindghle certain distinction between the good
and the evil in SF films, such &ar WarsandSupermarnn 1977 and 1978. Luke Skywalker and
Superman defeating the pure evils, Darth VaderlandLuthor, allowed the people’s temporal
oblivescence of the internal and external econdipal mess. In this context, the visual effects

could be said as a tool for searching for a hetbénCold War period
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4. POSTMODERNIST VISUAL EFFECTS
Introduction

Since the 1980s, effects-oriented SF films, suchrag Terminator 2: Judgment Day
Jurassic ParkThe Matrixand others, have established digital visual edfastthe essential
technological tool in the SF and fantasy genres. ddsire of film industries, as well as
audiences, regarding the reality effect, has pdessmputer programmers to develop the new
software needed for operating digital effects. @heelopment of computer technology and
effects software has augmented not only the reaffgct, but also the desire for the marvelous.

As | noted earlier, if rear projection makes it gibte for Superman to fly to the sky in
SupermanCGl effects make Neo fly ifihe Matrix Superman flying through the modern
metropolis, by means of modern effects, has evaiviedNeo’s flying into the virtual sky of the
postmodern simulacra. The somewhat unnatural bagdlyements of Superman, due to the
wires, have been improved and made more real byatejfects. CGI raising the plausibility of
flying is inherently postmodern in terms of its #yesization or hybridization of the film and
computer, the characteristic of the time-space cesgon, the hyperreality, and its postmodern
implication in the films. | am going to suggestsbare four fundamental categories of the
postmodernity of digital effects, and will textyalinalyze the four films within those categories.

First, digital effects blur the boundary betweea tigital computer and film through the
synthesis of the two modern media. Digital efferts a typical model of new media; as
Manovich (2001) states, “New media represents &argence of two separate historical
trajectories: computing and media technologies2(}). Digital effects are postmodern as a
result of the characteristics of synthetic hybrdian. Thus, digital effects tend to blur the

boundaries between the computer and film. In teshike process of producing CGl, digital
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effects blur the boundaries between computing dmaig, because computing becomes one of
the processes of making a film. In terms of thenedbat CGl is used, digital effects also blur
those between animation and film, the implausibié plausible, and hyperreal and real. In terms
of characters, the distinction between human amdmonan is obscured. | will analyze the
tendency of blurring boundaries as part of themposternity of effects-oriented SF films.

Second, the compression of multiple layers of tand space is an indispensable
condition of digital effects. Digital effects cae pbroduced anywhere there is a computer, due to
their feature as new media made up of the binatg @ O and 1. While analog visual effects are
produced by a special effects team in a singleictaiital effects make it possible for the
effects to be created at different places andqméther, later, to form a single effect. Since
digital effects are produced only when they arededen specific scenes and specific times, the
Fordist concept of inventory disappears. The charatics of digital effects, which are
produced, consumed, and stored as a computemidke possible the postmodern, late capitalist
logic of production-on-demand and just-in-time dety. The synthesis of CGls, created at
various locations, and live-action footage can iegved as a typical model of postmodern time-
space compression. | will suggest concrete texnalysis of time-space compression of
multiple CGls and live-action footage.

Third, digital effects aesthetics, as reality eff@roduce hyperreality created through the
simulation of a binary code of 0 and 1. The qualitaadvancement of reality effect directly
relates to the development of aesthetic style thighsupport of technology. In contrast, the
reality effect produced by analog visual effects tiee stylistic limit as the analog although it is
founded on the reality. In the case of rear praectsince pre-filmed background scenery and

live-action footages had to be recorded at the danmeeby the camera, the final resolution was
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low, compared to the resolution of only live-actiootages. The depth of field in the synthetic
frame was unnatural, due to the resolution diffeegibetween foreground live-action and
background pre-filmed scenery; accordingly, therde®f the reality effect was low. In the
period of analog visual effects, the 360-degreeuéation shot, such as the bullet-time sequence
seen inThe Matrix was technologically impossible. However, as digiffects were introduced
with the development of computer technology, vasibimic styles, including the embodiment

of impossible scenes, could be operated. As atrekalreality effect comes close to the natural
movement of reality events. CGI’s representatiodinbsaurs idurassic Parkand the figure of
the cyberspace ihe Matrixdominate the live-action shots. In this senseyeladéty effect of
digital effects is postmodern, as hyperreality @l@ominates over reality.

The aesthetics of the reality effect created bytaligffects can be divided into two
categories, as Michele Pierson notes, “technofsttuand “simulationist” (pp. 96-96). The visual
effects dealing with the future, with highly deviednl science and technology, present a
technofuturist effects aesthetic, while simulatsbr@ffects realize the imaginative creatures
represented as the beings of the past or the éstmmal, such as the dinosaur, by means of
digital simulation. Thus, the visual effects usedton, Terminator 2: Judgment DaandThe
Matrix are technofuturist, while those Jdarassic Parkare simulationist.

The reality effect of digital effects depends uplo@ aesthetic style of CGI rendering. The
goal of computer graphics is “high quality rendgrof complex animated scenes.” “High quality
means virtually indistinguishable from live actiomotion picture photography; and complex
means as visually rich as real scenes” (Manovi®B71p. 10). Thus, the reality effect of digital
effects is measured by the stylistic aesthetidS@f, in relation to hyperreal events and

environment. Digital effects can be applied toséjlistic elements, including mise-en-scene,
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cinematography, sound, and editing. Mise-en-scelages to the depth of field, composition of
background settings, and the use of colors in @& &s. Cinematography includes long takes,
high and low angles, and so forth. Editing conceanssality of storytelling, as well as fast and
slow motion. Sound is closely connected to thetseaffect of the event in the CGI. | will
examine the postmodernity of reality effect thajfitdil effects create, in terms of hyperreality
overwhelming reality.

Fourth, digital effects function as the postmodaarrativity in a film. The reality effect
of digital effects overwhelms not only the aesttgtsuch as stylistic elements and color, but
also the narrative; accordingly, it influencespart, the meaning of a film. As digital effects are
partially added on the live-action footage, thegggerate or distort the physical performance
that is delivered by live-action. In this proce$s digital effects can influence the features of
characters; as a result, they can manipulate tlaimg of a film. For example, the cyber world
composited with green digital codes, which Neo gatzes in the end dfhe Matrix represents
the moment of the postmodern that the digital ¢ffsbowing the scene are, in fact, the
computer world. When Neo recognizes the hyperrealdythe audience views the hyperreal
spectacle. The digital effects, which are full gphrreality made up of time-space compression,
describe the hyperreal computer world of the stbhys, a discussion of postmodernist visual
effects includes both the postmodernity of digatiécts themselves, and also the postmodern
themes of the films, which are supported by th&aligffects.

In addition, as we can see the digital charact@afum inLord of the Ringsdigital
effects can lead the narrative flow and contriliatéhe implication of the film. One may say that
digital effects’ influence on the narrative intezfation is secondary because meaning or socio-

cultural implication of a film depends upon thenaéive based on the script. In a large sense,
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most action comes from drama. However, from thepetive of contemporary filmmaking
processes, which consider a digital character aobmain characters in the planning phase, the
significance of the digital effects cannot be igrghrAs a human actor performs acting, a digital
character exhibits skills of its own through anieegr’s hands in collaboration with motion-
capture/voice actors such as Andy Serkis. As tlilgiab of a director and an actor affect the
artistic value of a film, the programmer’s delicé#éehniques determine the performance of the
digital character—the reality effect of the digitdlaracter— and influence the quality of the film.
In addition, digital effects set the historical ipérof a film. For example, we can see Forrest
Gump shake hands with President Kennedy. In tmsesaigital effects are no longer effects, but
function as narrative elements.

Many effects-oriented SF films represent the naseatnplication of technophobia,
although their effects aesthetics may be technofit he cutting edge technology of the future
that digital effects represent, by means of dagzipectacle, depict a future society that is
dominated by technology; however, the narrative tiwa digital effects support reveals the
anxiety about the distorted and/or excessive dewaémt of technology. In this sense, SF films
function as the rudder leading the continuous agraknt of technology and civilization, by
means of the narratives’ warning against excessa@anced scientific technology.

In relation to this technophobic narrative implioatabout postindustrial non-humanity,
effects-oriented SF films frequently represent algsa for the industrial modern period.
Describing the postmodernity of the dilapidated andrchistic cityscape and the future
technological society in which the subjects becafrenated, SF films frequently show the
scenes of the modern civilization representinghilvaanity of affluence and well-arranged

cityscape. This is the strategy of SF illuminatihg right direction of technological progression
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by means of the contrast between the modern arichpdsrn cityscapes. On this aspdcgn,
Terminator 2 Jurassic ParkandThe Matrixare not exceptions. | will focus on characters and
narrative analysis in relation to technophobic iegtion under the discussion of postmodernity
in order to extract the functions of digital effeets, or within, narrative elements.

In the next section, | will discuss digital effeets synthesis of the computer and film,
digital effects’ characteristics of time-space coegsion and the uses of new computer programs
in each film, developing the reality effect as #spects of DFX aesthetics, and the function of
DFX as narrative elements in the films’ implicatighrough the textual analysis ofon,

Terminator 2: Judgment Dayurassic ParkandThe Matrix under the discussion of digital
effects’ postmodernity and reality effect. In aduhtto the discussion of digital effects, | will

deal with the postmodernity of the films.

4.1 Tron (Steven Lisberger, 1982)

Tron (1982) was directed by Steven Lisberger. The filas not commercially
satisfactory. Compared to $17,000,000 of produdbiatget, its “total lifetime domestic grosses”
are $33,000,000 (Box Office Mojo). However, it Heeen considered by many critics as the first
feature SF film inserting CGI footage and dealinthva story within cyberspace. The software
company ENCOM is practically run by the Master CohProgram (MCP) controlling the evil
executive Dillinger. Dillinger stole the programisvideo games that the creative computer
programmer Flynn created, offered them to the Mo, become the executive of ENCOM.
Dillinger let out Flynn from ENCOM. Flynn enterstanthe cyberspace of ENCOM in order to
regain the stolen video games from the MCP. Flyefieats the MCP and becomes the chief

executive of ENCOM with the help of Tron, his comjma Alan’s security program.
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Synthesis of the computer and film: Blurring Bounels toward Digital Characters
Tronwas the first attempt by feature film to appro#tod realm of digital animation.
Inserting CGl into film footage was still a techagin a transitional period. The level of digital
effects technology was insufficient for the percapof the reality effect. Thus, the aesthetics of
the effects scenes was inferior in quality of cosipon, although the insertion of CGl into a
film was a new advance in filmmaking at that titreTron, the distinction between the
computer world’s characters (computer programs)thadeal world’s characters is discernable
only by their costumes with backlight. All five nmacharacters—Flynn, Alan, Lora, Dr. Gibbs,
and Dillinger—enact double roles in the film. Thee all computer programmers in the real
world, but in the computer world they are the cotepprograms that they create. Thus, the tool
for distinction between the characters as humadgdharse as non-humans, the computer
programs, is needed. Christopher Finch (1984) write
The actors are dressed in white costumes overldiidanpattern of black lines,
representing computer circuits, and filmed in blagibo. Each frame is blown up into a
large black-and-white transparency that can beotesthan animation stand. The faces
remain human but the figures are reduced to ansdloastoon-like web of lines. Lit from
behind they can be made to glow as if illuminateanf within (pp. 224-225).
Their glittering costumes were not created by digffects, but by complex analog light effects.
Later, these visual effects were synthesized vimehcomputer-generated background. In the
transitional period from analog visual effects tgital visual effects, the distinction between
human and non-human characters still depends Uy@oanalog effects, despite the fact that

Sark’s carrier, Solar Sailer, The Bit, and Lightol&g were created by computer graphics. This
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awkwardness demonstrates the difficulty of CG prteon of human characters. At the same
time, at the moment that human characters can fbectlg represented with CG, the boundary
between human actors and digital characters disappk implies the reality subversion of
digital effects beyond their reality effect.

However,Tron went beyond the limit of expression of HAL2001: A Space Odyssey
through digitizing the MCP as a non-human chara@tnile the description of HAL's charisma
heavily relied on its mechanical sound, MCHTan had the facial expression of its own created
by CGI. The MCP has eyes and a mouth, and its vsiaell matched with a digital facial
expression. The communication between the digitaliynated MCP and Sark, and later the
MCP’s action and reaction to Tron in the final seset the film on the borderline between a

film and a computer animatiofiron is the initiative of synthetically hybrid SF films

The Beginning of Time-Space Compression: CGI

Tron provides the first model of feature film in terwifstime-space compression, as a
condition of postmodernity, in the realm of vise#flects. In producingron, four CGI
companies made different CGls with different progsdor different uses, and those CGlIs were
composited with live-action footages. Since theatdiiies and specialties of the companies
were varied, “each of the four companies was tloeeefiven work that most suited its
production capabilities” (Rickitt, p. 126). Lighydes, Recognizers, and Tanks were made by
MAGI. Sark’s Carrier, Solar Sailer, and MCP wereated by Triple-I. Transition sequence was
produced by Robert Abel and Associates. In frotiarthe rear of Tron and Flynn, the CGls
created by different computers at different plaaescompressed to a single frame. Both the film

itself and its own production process are exampleésne-space compression.
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In the scene where Flynn hangs on to the SolaeiShiht Yori and Tron operate, the
computer-generated Solar Sailer, the landscapaerbke computer produced by CG, and Flynn’s
live-action footage are synthesized. The scensei€bmpressed projection of different times and
spaces, and the virtual camera captures this casipre This digital compression reflects the
time-space compression of cultural perception. T@ds produced at different places in different
times are compressed into a single time and space.

In terms of the quality of the synthesis of CGI dimd-action footageJron reflects the
scene in the video games in the 1980s’ video gaosasla. The live-action footages of the
characters were looking shaky in front of the C@Kgaound. In the scene where Ram and Flynn
fall down due to Tank’s attack, Ram’s body exceslsighakes because of instability of
composition between the background CGI and thegforend character. Most scenes in which
background CGI and foreground characters are sgizi fail to produce a convincing reality
effect. On the other hand, the scenes compositigdaoth CGl, such as the scene of Tank’s
running after Light Cycles, provide stable imaged a more convincing reality effedon
showed the limits of visual effects technologytemms of naturalism of synthesis between CGI
and live-action footage, in this early stage ofakpentation. The reality effect 8tar Wars

which uses optical effects rather than CGI, is noanmevincing.

Technofuturist Effects Aesthetics: The Reality Effe

The reality effect of digital effects aestheticsmon is postmodern, due to the fact that
most stylistic elements are comprised of bricolayésacted from space SF films. Stylistic
elements, such as mise-en-scene, cinematograping sand editing, are largely appropriated

from those ofStar Wars2001: A Space OdysseyStar Trek As there are no earlier models of



126

cyberspaceTron finds its reference from the representation otspa the earlier space SF films.
The moving in the air of Sark’s Carrier resembles mothership’s flying in space in SF films. In
particular, the spectacular scene wherein Flynnilgidrives Recognizer through the jungle of
digital constructions reminds us of Darth Vadetissing Luke’s X-Wing fighter through the
concrete jungle of the artificial planet at the efidtar Wars In the scene wherein Flynn and
Sark fight with Identity Disk, CGI creates the dssiying traces; the disk fighting is very

similar to that with Lightsabers. In addition, FynTron, and Ram’s digital transfer to the Light
Cycle game grid is exactly like the teleportatioftre-tnstant body transfer by means of particle-
beam—in theStar Trekseries. The style is collage of space SF filmsudjn the film is about the
computer world.

The reality effect of digital effects, made up gi@tmodern collage, represents
technofuturism. The instant body transfer and Fypower within the computer world present
technofuturist effects aesthetics. When Captaik Kays, “Spock! Beam me up!” Kirk’s body
disappears and reappears inside Enterprise. Thisemioof teleportation can be found as the
digital transfer inTron, as noted earlier. The technologyTmon instantly transferring the
character’s body from one place to the other inds#hat the character exists as a form of digital
file. In the status of a computer file, in otherrd® with the use of computers, the character
becomes all-mighty, symbolized by the use of telighion. The aesthetics of digital effects
represent utopian technofuturism, as a computegngdonment can provide humans with
infinite possibility and expand the limited cap&libf the real world. In particular, Flynn,
possessing the unique status of a user, is all-golneside the computer world. Ignoring
Flynn’s authority as a user, MCP tries to kill Fiypy means of the game. However, Flynn

demonstrates the supernatural power, possessetyttig user, whenever he is at the crucial
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moment. Flynn revives Recognizer by chance and$elaow it works by himself. Flynn recalls
bringing Yori to life only by a touch. Flynn, whe & human being, becomes a god in cyberspace.
We can also find the technofuturism with computerfhe Matrix Neo, who flies to the sky,
dodges bullets, and raises Trinity from the deacllrerspace, resembles the figure of God. This

omnipotent figure is supported by digital effeatsl goortrays technofuturism.

Postmodern Narrative Settings

The figure of ENCOM, dominated by the evil SenioceEutive, Ed Dillinger, and the
night view of the surrounding of its building iretiheal world, are similar to the figure of the
game grid in the computer world. All of the shatghe real world are night shots, except for the
very last scene. However, even the last scenewitlds night shot. The lighted circuit was
installed on ENCOM'’s helicopter when Dillinger rglat night time. The pattern of the light on
the contours of the helicopter provides a simitaage to Recognizer in the game grid. The
image of night is well matched with the backgroaotbr of black in the computer world. The
camera does not take people in the ENCOM buildiigch is made up of cold hardware of
computers. The background of Dillinger’s office vet as black. There is no humanity in the
ENCOM building. As such, ENCOM is represented a&sréalm of computers. As divided with a
number of partitions, the office of computer pragraers shows the typical model of a
fragmented working environment, as the figure efltite capitalist office. In this sense, the
mise-en-scene taking Dillinger's ENCOM Corporatpmortrays the postindustrial logic of
production.

On the other hand, Flynn’s video game arcade israegh with people making a fuss

about enjoying the games. The arcade is the plaesenthey blow off the stress built up by the
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day or week. When Flynn plays a game, people coatisly surround and cheer for him. When
he makes a new record, all the people loudly arctaid embrace him. Flynn’s arcade seems to
represent the place of unification for humanityd amultaneously the space of modernity
wherein economic development is progressing withénfever of industrialization. In this
respect, ENCOM, which is the place of computelisraltion of people, and Flynn’s arcade,
which is the place for the people’s unificatioraret opposite of each other; this contraposition
can be translated as cinematic contrast betwedmpdsrnism of fragmentation of humanity

and modernism of its unification.

Digital Effects as Narrative Elements: The Balabhe&veen Technophobic Implication &
Technofuturist Symptom

Tron shows the balance between technophobic implicat@htechnofuturist symptom
by means of the digital effects aesthetics. Igrgptire authority of the language of the program
that the users create, the world of computer digifacts consists of the postmodern world. As
Ihab Hassan (1987) indicates, we “deconstructahguage of power” in the contemporary
postmodern world from “a desuetude of metanarratite@ “death of the author” (p. 169). The
narrative imperils the user as the program auoIGibbs’ lines in the beginning of the film
show humans’ idle belief in the users’ authority.

Dr. Gibbs: You gotta expect some static. After @imputers are just machines.

They can’t think.
Alan: Some programs will be thinking soon.
Dr. Gibbs: Won't that be grand? Computers and @ogrwill start thinking, and the

people will stop.
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Gibbs is optimistic about the control over compsitére thinks that if computers think and cause
a problem, people turn off their power. Gibbs engites the authority of the author who has the
language of computers, which seems to refer ttetdtescene a2001: A Space Odyssey
However, the solution dfron goes beyond that @001: A Space Odyssegymoving
HAL by means of “turning it off.”Tron suggests the new way of defeating MCP through the
battle between the computer programs able to thynthemselves. The language of programs
can be viewed as a grand narrative in the computdd. The user who controls the language is
alienated by MCP. The authority as the author glisaps, the user’s power is decentralized. MCP
effectively dominates its user, Dillinger, and makém its subordinate.
Dillinger: Wait a minute. | wrote you! I've gotteéh415 times smarter since then. What
do you want with the Pentagon? The same thing t wih the Kremlin. I'm
bored with corporations. With the information | catess, | can run things 900 to
1,200 times better than any human. If you think’seauperior to us...
MCP: You wouldn’t want me to dig up Flynn’s file@mnead it up on a V.D.T. at the
times, would you?
Dillinger: You wouldn't dare!
MCP controls Dillinger by taking advantage of hisakness, and tries to attack Pentagon. This
narrative of computers’ domination over the humamlgvimplies the technophobia of the future
computerized information society. Sark’s lineshe tiser, Flynn, present the user’s alienation,
which is the representation of the death of thé@ut
Dumont: Who's that?
Yori: That is a User, Dumont. He came here to luslpTron believed in him.

Dumont: If the Users can no longer help us, wedsd. |
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Sark: So, we have erased that program... No. You dem@zzed. | saw you.

Flynn: Not me, Sark.

Sark: There is nothing special about you. You'r an ordinary program.

Flynn: So are you, one that should have been erased

Sark: You're nothing.

The users who lost their authority oppose MCP bamseof their agents, which are the programs
that were created by the users, themselves. Alesitty destroy MCP through his best program,
Tron. Tron destructs destroys MCP with the suppb¥ori, Lora’s program, Flynn who is the
user entered into the cyberspace, and Dumont, bhsGprogram. The villain character, which
puts the world in fear, is the digital computerd at the same time, the protagonists saving the
world are digital programs. Here, we can find thaldharrative structure of the technophobic
implication and technofuturist symptom. Dr. Giblasés exemplify human belief in the

computer program.

Dr. Gibbs: That was uncalled for. You can removeailee Alan and me from the
system, but we helped create it. And our spirita@gm® in every program we
designed for this computer.

The last two scenes clearly show the technofutayistptom. To distract MCP, Flynn
jumps into its beam. Then, Tron demolishes MCPhogwing the disk. Despite the support of
the human character, Flynn, what eventually destM@P is the computer program, Tron.
Despite the technophobic implication of MCP’s doatian over the human worldyon presents
the technofuturist symptom that the digital progrsames the world as the title of the film is not
Flynn but “Tron.” All of the Input/Output Towers tiie cyberspace light up as the world lights

up after villain characters are dead in most SkdilFlynn comes back to the real world. In the
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very last scene, the only one daytime scene otliteoivhole film, the camera takes in the
cityscape from the rooftop of ENCOM building. Theytime light gradually shades to the dark
in the night. The headlights of cars change tagttiger of the bit circulating the computer circuit
The night view of the city becomes similar to ttaarge grid in cyberspace. These last scenes
represent the symptom of technofuturism. The feauticomputers can be removed by digital
technology; as the peaceful night view of the cfge portraying the happy end shows in the
end of the film, the film symptomatically represettiat digital technology is the essence of our

ordinary life.

4.2 Terminator 2: Judgment Dgyames Cameron, 1991)

Terminator 2(1991) was directed by James Cameron. It wassugessful sequel of
The Terminatof1984).Terminator 2 worldwide box office was “$519,843,345 ($204,8¥5H
domestic and $315,000,000 foreign)” (Box Office WlojThe film won four Oscars including
visual effects and makeup. The main computer oh8kgends T-1000 to the present in order to
remove John Conner, who is the future leader ohtlrean resistance. John Conner in the future
sends T-101, whose appearance is same as that @frthinator in the past, to the present in
order to protect himself and his mother Sarah Codiedin and Sarah survive with the support of
T-101 defeating T-1000. T-101 sacrifices himselfeoninate the micro-processor which comes

from the future.

Postmodern Setups and Subjectivity
Terminator 2is a typical model of the technophobic SF geriredi The man-made

military computer system, Skynet, obtains artificrelligence superior to the human’s. When
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humans try to unplug Skynet, it fights back by lehing missiles. The immediate aftermath of
the nuclear bombing is described, in detail, indbene wherein Sarah screams in front of the
wired-in park. The blast of nuclear weapons swekp®arth. The urban center and the
playground fall into ruins. The very first shottbe film presents the playground ruined in the
near future, Los Angeles in 2029. Skynet’s fightmes flying over the burned swings and
rocking horses. The film begins with this dystopsiate of the future.

In the post-apocalyptic scene, which is represeasefarah’s vision, the skyscrapers of
the modern urban cityscape abruptly changes tpdkenodern dust from the nuclear bombing.
Right before the bombing, the camera capturesating take of the skyscrapers as the symbol of
modern urbanization at the background of the frakhéhe same time, it takes in Sarah, who is
“a traditional bourgeois mother playing with a téefd at the foreground (Byers, 1995, p. 7).
The shot depicts a happy and modern spring dagpritrast, due to the bombing, the buildings
collapse and the trees are uprooted. The nucleansblls over the buses, burning everything,
including the children. Los Angeles becomes a harwifdirt. It is a terrible sight of the future,
caused by highly developed technology, the postmmoagerid.

The contrast between T-101 and T-1000 “embodiespip@sition between classical and
late capitalism, and between modern and postmamidtare” (Byers, p. 8). As we can see from
the very first scene, when a few T-101s havingsdrae shape of endoskeleton search the human
rebels, the T-101 model is a “production-based striai” cyborg produced by the standardized
factory automation system (p. 8). In addition tis froduction aesthetic, the subjectivity of T-
101 as Terminator is modern in terms of its hepadormance. The action it shows resembles
that of superheroes. When John and Sarah are gedaierminator defeats T-1000, saves them,

and leaves/dies alone. The Terminator charactbeifigure of the protagonist Buperman
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disappearing into the sky after rescuing peopléarttdat ofShangGeorge Stevens, 1953)
leaving alone after defeating the villains. In aiba, the way he fights is modern. T-101 uses
only the modern style weapons such as guns, rdile$ M-60 machine gun. T-101 can be viewed
as a cyborg Rambo. Although its body is “a cybecnatganism, living tissue over metal
endoskeleton that is postmodern hybridization'8(p the figure of T-101 is full of humanity to
the degree that John Conner feels paternal affe@mioit.

On the other hand, T-1000 is liquid metal, abletltange into anything that it touches; its
identity is instable. It shows the uncertaintylod postmodern subject, as we can séléhim
Matrix that Agents can transform into anybody in the Maii-1000 does not use a specific
firearm; its body is a weapon itself. Its arms sfanms to the gimlet, the axe, and the lever. Its
liquid body heals up automatically when it is shtst.fragmented body is combined together at
the liquid status. The only purpose for which itséxis to terminate John Conner. It does not
show any humanity. T-1000 is a killing machine, ethis specially produced for the user’s needs.
In this sense, T-1000 embodies the product of “eongion-based informational economy” (p.
8). Though T-1000 is an advanced cyborg, it isrinfeo the old one in terms of humanity, the
lack of humanity as a byproduct of highly developschnology. As such, T-1000 portrays
postmodern subjectivity which is ambiguous and aivistdue to the repetition of its body’s

fragmentation and unification.

The Breakthrough of Visual Effects: Morphing
3-D morphing technology served as a landmark ofigpeffects through the
presentation of the liquid-performance of T-1000@nminator 2 As T-1000 is an implication of

a future technology in diegesis, the morphing i@dvanced model of visual effects. The level of
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visual effects moves out of the early stage of @Gértion inTron, and enters into the advanced
realm in order to “map 2-D images on to the surfaic@ D animated objects” (Rickitt, p. 305).
The first movie that tried the morphing techniquasWillow (Ron Howard, 1988); however, the
film could not obtain favorable reception due wldaw quality (Knoll, Special Features). Then,
Industrial Light and Magic (ILM) experimented withorphing in CG scenes &he Abyss
(James Cameron, 1989erminator 2realized the breakthrough of visual effects, tlephing.
The reality effect of the impossible events of BQOsuch as the seamless transformation from
the shape of liquid metal to that of the Policei€if, was made possible by the development of
computer technology, which made it possible todfanfilm images to a digital form. From the
early 1990s, the technology permitted films to beverted into digital media (Rickitt, p. 35).
CGls began to be added onto the digitized livesactootages. Thus, by the support of the
digitization of films, digital effects, such as thmrphing, began to emerge.

The morphing technique can be viewed as the figstad effect to produce a reality
effect approaching the verisimilitude of actual mge The morphing is also called “texture
mapping.” It allows the surface of an object toi@dilly transform that of the other by means of a
new software program, “Make Sticky,” produced Terminator 2(Vaz and Duignan, 1996, p.
97). The digital shape-changing process makes slist@tions on the surface. However, any
distortions on the CG object “could be digitallyitad to completion using Photoshop on
Macintosh computers” (Vaz and Barron, 2002, p. 22hus, we can be aware that the scene
wherein T-1000 steps from the flame in the stafugjoid metal and transforms into the Police
Officer is made up of the digitized live-action tage, CGI of 3-D morphing of the shape-
changing cyborg, and a number of manipulation$ef@G figure with Photoshop. It is the basic

form of the compressed projection of multi-laye@@ls. The different time and space in which
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each effect is produced is compressed into a stimgkeand space to create the reality effect. In
this context, the hyperreal presentation of thephimg is able to have its reality effect through

the time-space compression of multiple CGl, althoitigs only cinematic illusion.

The Effects of Attractions

Dominating over the narrative, the spectacl@arminator 2makes the film part of the
cinema of attractions. The reason thatminator 2commercially succeeded was not the novelty
of its narrative structure or well-made story, th& new appearance of the incredible sight of T-
1000. For the narrative structure of ‘time trawald the leitmotif of the ‘nuclear war’ were not
only repetitious of those dfhe Terminatof1984), but had already become a cliché of SF. The
basic setups were also not unique; the only twést thiat the villain character of the first part, T-
101, played the protagonist in the sequel. Accalgirthe central aim of the film moves to the
spectacle. The question was not what the storydavialil, but how they would show it. The
solution for ‘how’ was the morphing technique. Tdevelopment of the computer program and
the resulting emergence of the digital effects supihe power of spectacle to lead the narrative
by means of reinforcing the power of attractionisug, the tradition of the cinema of attractions
is transforming into the effects of attractionghe digital age.

Digital effects overwhelm and lead the narrativiee Btructure of time travel from the
future emphasizes the performance of the futuretrtdzhnology of T-1000. T-1000's
transformation, presented by morphing, not onlglyaes the narrative progression, but also
ends the narrative flow. When T-1000’s truck is\ed over and wrapped in flames, it survives
by means of its feature of liquid metal. It trarmsfis into a metal state, and revives as a shape of

the police officer. The morphing supports the aomty of the storyline. In the scene wherein T-
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1000 intrudes into the mental hospital, in whiclha®as confined, the camera takes T-1000’s
rising out from the checkerboard floor. The dige#fects lead the narrative progression of T-
1000’s obtaining the key to Sarah’s room. In thieyvast scene, T-1000 falls into the smelting
furnace because of T-101’s final gunshot. T-10@84forms its shape into the various figures in
order to survive; however, it fails, and the naveends. T-1000 revives through the morphing,
and is also terminated by it. At the same time naeative is controlled and ended by the digital
effects. The diegesis dkrminator 2is overwhelmed by the digital effects of attrantoDigital
effects are the tools for the audience’s absormmhfor its empathy into the diegesis. In this
sense, the effects of attractionslerminator 2dominate the narrative, motivate the narrative
progression, and induce the audience’s empathythetaiegesis by means of the reality effect.
Whereas the trickality of Mélies makes the audiesngawker by visibility of tricks, the reality

effect of morphing inMferminator 2provides “technological verisimilitude” to the aedce.

The Tension between Technophobia and Technofuturism

The theme of technophobia versus technofuturisrthetomputer versus human beings,
is clearly presented in the dialogue between Milesnett Dyson, the director of the Skynet
project at Cyberdyne Systems Corporation, and Hes Warissa Dyson. Tarissa asks Miles,
working all day at home on Sunday, to play withitisgildren.

Miles: Baby, | am this close. Come here. Imagifet finer with a pilot that never gets
tired, never makes mistakes, never shows up to widtka hangover. Meet the
pilot.

Tarissa: Why did we get married, Miles? Why did eee these children? You don't

need us. Your heart and your mind are in here {&tieates the computer). But it
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doesn’t love you like we do.

Miles’ line clearly shows a technofuturist visiobcat the computer. However, Tarissa’s
line implies the dystopian aspects of the distodedelopment of technology. Finally, he turns
off the computer and chooses his family. When Sdratvs a bead on the back of Miles’ head,
Miles is able to dodge the bullet because his saanhtes him with the toy car. When Miles hangs
down his head to grasp the toy car, Sarah firesutd\Wwim. The bullet lodges in the computer
monitor, not him. It is the cinematic criticism thfe computer technology.

However, there is a moment wherein technofuturippears. When the camera takes
John’s merry laughter with Terminator, Sarah’s eexwer is heard.

Sarah: Watching John with the machine, it was snigd® clear. The Terminator would
never stop. It would never leave him, never humt,mever shout at him or get
drunk and hit him, or say it was too busy to speme with him. It would always
be there, and it would die to protect him. Of b# twvould-be fathers who came
and went over the years, this thing, this machias the only one who measured
up. In an insane world, it was the sanest choice.

Looking at John, who is viewing the Terminator dather figure, Sarah considers the cyborg as
an alternative of the actual father. The implicatibat humanity’s last hope is in the hands of the
cyborg, created by Skynet, portrays James Cametectsofuturist belief. As Cameron
mentions, “Don’t let the real world dictate to yo{8pecial Features). Sarah’s voice-over implies
to us that we should actively access the digitaldvim minimize the evil influence of the
computer or to stand against its subversion.

Sarah’s very last voice-over describes the tenseween technofuturism and

technophobia. “The unknown future rolls toward Iusce it for the first time with a sense of
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hope. Because if a machine, a Terminator, can ksamalue of human life, maybe we can too.”
When Terminator enters into the smelting furnac&dmsif, Sarah grants the value of humanity to
the cyborg. She suggests a precaution againsttkieown future” that is the regression to
human nature. It is the implication that the oradisin does not belong to the computer, but to
the humans who created it. In this sense, thedhiows the tension between the hope, which is
discovered from the cyborg, and the latent despairsed by the destruction and avarice of the

human.

4.3Jurassic ParkSteven Spielberg, 1993)

Jurassic Park(1993) was directed by Steven Spielberg. It wagega hit of the time and
critically successfuldurassic Parls worldwide box-office was “$914,691,118 ($357,0847
domestic and $557,623,171 foreign)” (Box Office BlojThe film won three Oscars including
visual effects. Dr. Hammond, who extracted the DddAlinosaurs from the fossils of the
mosquitoes, constructs Jurassic Park on an isliricbsta Rica. To show the park, he invites his
grandchildren and dinosaur experts including DranG Sattler, and Malcolm. Due to the
computer engineer Nedry’s betrayal, the park'stgagethreatened. They fight desperately with

dinosaurs to survive.

Postmodern Subjectivity

The narrative setup of the confrontation betwe@amadmn beings, who are presented as
imperfect and weak characters, and the dinosatnishvare described as perfect and strong
creatures, represents postmodern subjectivityhtimean beings are alienated from their own

creatures and lose their authority as a result.sTigects in Jurassic Park are unstable, in that
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they are located between the position of a conguaard the prey of T-Rex. WhilEon, The
Terminator 2: Judgment DayndThe Matrixask the questions, “Will machines rule the human
world?” and “Can machines replace human beindgsfdssic Parksuggests the answer to the
guestion, “Can human beings break the rule of #tare and take the God’s positionRirassic
Park does not deal with the familiar story of the abtwee films, wherein the computers that
humans create develop intelligence by themselvdsatack the humans. However, the human
beings once again destroy themselves by misusiegae and technology. Thus, computers, as
the symbol of technology, change to dinosaursimftim.

The human characters Jurassic Parkose their free will, due to the power of dinosaur
To make a profit from the entertainment park, hui@imgs oppose God’s choice of the
extinction of dinosaurs. However, they fail in openthe park because of the distorted
development of technology, symbolized by the dinosaThe artificial facilities, including the
tour cars and computerized security system thatamuneings create, are full of errors; they
always need human support. Above all, the humarackers themselves make mistakes. Dr.
Hammond is represented as an imperfect and weatefigrom the beginning to the end, he
cannot control the dinosaurs, the computer sysaeicheven his employee, Dennis Nedry, who
sells the dinosaurs’ embryos, leading to chaokerpark. Nedry’s betrayal acts as a serious error
of the modern vertical command system, which isengd of the relationship between orders
and obedience. Discipline and orders are deradled,in a moment, Jurassic Park changes to the
postmodern mishmash of dinosaurs and human beingslrtogether.

In Jurassic Parkwe cannot find the active and aggressive charaetbo fight and beat
off the atrocious dinosaurs. Such characters caawctatlly exist in the diegesis. FlynnTiron,

Sarah inTerminator 2 and Neo inThe Matrixvaliantly encounter the computers’ rebellion and
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eventually gain ascendancy over the Als. Howelgnassic Parksuggests a single weak figure
who is always hunted and chased. Even Dr. Grart,ig/Bet as a protagonist, can only protect
Tim and Lex, the grandchildren of Dr. Hammond, frtima attack of T-Rex. On an island off
Costa Rica, human beings lose the subjectivityoasjaerors, and are degraded to the positions
of prey for the T-Rex. In this sense, the digifétets representing the dinosaurs portray human

beings as the unstable subjects who lose thewregbect, authority and power.

Time-Space Compression

Digital composition techniques durassic Parkcombined with the narrative structure
coexisting the Jurassic Period and the presemgctahe time-space compression as the
condition of postmodernity. First, a great portafrthe performance of the dinosaurs is rendered
by elaborate CGI. The main characters of the fitewrt the human characters, but the
dinosaurs. Even though the film’'s story is aboethnman daredevil challenge to the realm of
the God, the dramatic tension and amusement auglbbr@about by the spectacle of the dinosaurs.
The dinosaurs’ movements and acting are the essditice film’s spectacular pleasure. Thus,
their natural movement and the accordance betwee@&I and live-action background
determine the degree of the reality effect and gotlee success or failure of the effects of
attraction. For example, if T-Rex is animated bynpater graphics at once, it is composited on
the live-action background. In the scene in whiahtivo tour cars stop in front of the T-Rex’s
paddock on the stormy night, the CGI character X-Reynthesized with the live-action footage
in front of the paddock. The splashes of water edlsy T-Rex’s steps are also added to describe
its natural footstep. After recording the actuatevaplashes, they are synthesized with the CGI

of T-Rex on the live-action background (Specialtiess in DVD ofJurassic Park As Rickitt
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states about the CGl in detalil, in the scene whdlaeck of Gallimimus is fleeing from T-Rex,
“small clouds of dust and dirt were added bendatfeet” (p. 172). The computer-generated
time and space of T-Rex and the real action tintesprace of the water splashes and live-action
background of the paddock are compressed intogeesirame and projected onto the screen.
This is the compression of three different spacestenes—the computer, the location for the
water splashes, and the T-Rex paddock.

This time-space compression in compositing C@lss found in the scene in which the
lawyer, Gennaro, is eaten by T-Rex as he remasted®n the porcelain train. T-Rex’s
movement line is set at first. Then, Gennaro agthaugh he is being taken in its mouth in the
toilet. The real actor replaces the digital chaaethen T-Rex snatches and shakes him. This
scene represents the exquisite and minute compresktime and space of CGI and live-action
footage.

Second, in diegesis, the Jurassic Park in thedsliala Nublar, 120 miles west of Costa
Rica is the embodiment of time-space compressitmdan the past (the Jurassic period) to the
present.

Grant: The world had just changed so radically, @ette all running to catch up. | don't
want to jump to any conclusions, but look, dinosamd man, two species
separated by sixty-five million years of evolutidrave just been suddenly thrown
back into the mix together. How can we possiblyehtine slightest idea of what to
expect?

As we are made aware from Dr. Grant’s line, timeé space of the present and those of the past,
sixty-five million years ago, are compressed i@ island. The dinosaurs and human beings

come to coexist beyond the time difference of siktg million years. As the cultural sense of
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time-space compression sets off the condition sfrpodernity, the technology of DNA cloning,
as one of the results of the late capitalist ecao@tnucture, shows the direct and physical
compression of time and space beyond the levallbdral sense. Like thislurassic Park

reflects the time-space compression not only irepects of the production aesthetics of digital

effects, but also in the narrative structure.

The Postmodernist Reality Effect: Simulation & Biage

The reason thatlurassic Parkmarked a transition from Machine Age tools to coieps
and software” (Vaz & Barron, p. 226) is the maxiedzeality effect that the shapes and
movements of dinosaurs produce. The reality efféthie dinosaurs’ movement is postmodern,
which has the feature of hyperreality and bricolddes CGls, which are extracted from the
Dinosaur Input Device (DID), produce hyperrealllyaugh digital simulation. The miniatures
and robotics of full size models support the siriala The CGI dinosaurs are bricolage
themselves because DID creates the movements dfrtbsaurs by referring to those of actual
animals, such as an elephant and the reptilesr $bend is also the mix of roars of beasts.

The reality effect DID creates is hyperreal, du¢ghdigital simulation. According to
Craig Hayes, the computer interface enginegaehssic Parkthe reality effect of the dinosaurs’
movements passes through the following five ph&Spscial Features): 1) DID resembling
joints of a dinosaur is produced at first. 2) Toiags of DID is connected to the computer. The
movements of joints of DID is automatically trarislhto CGI through digital encoding. 3) The
movements of a dinosaur needed in the film arepgéds4) The movements of a dinosaur needed
are digitally encoded by naturally moving the jsinf DID. 5) The making of CGl is completed

as its facial expression and flesh are added oskéleton of a dinosaur which is encoded
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through DID. Thus, the reality effect that the mments of a dinosaur create is not one hundred
percent imagination, but the mimetic reality, intpenaking reference to the movements of a
hardware puppet.

In addition to CGI, the movable miniatures and atfull size model support the
representation of the dinosaurs in the film. Ingbene wherein Dr. Grant and his party meet the
triceratops taken ill and laying on its side, tlgafe of triceratops was a full size puppet. The
triceratops performs blinking, breathing, and fowving by means of robotics, which Stan
Winston, the director of live-action dinosaurs,ide$ as “the perfect combination of art and
technology” (Special Features). When the tricersiisforeathing, Dr. Grant feels her bulging
belly, and Dr. Sattler examines her tongue. In lagoscene wherein Dr. Grant, Tim, and Lex
sleep on the big bough of a tree to evade T-Reteglq they physically touch the brachiosaurus,
the tall herbivorous dinosaur. Thus, dependinghemieeds of the story, the dinosaurs were
eclectically represented with miniatures and fidesnodels, or CGI.

The reality effect the CG dinosaurs create is tbcally hyperreal, in itself, because the
dinosaurs do not actually exist. On the other hamtie computer graphic movements of the
dinosaurs are generated by the referent encodotgatied DID, it can be viewed as a technical
reality mimetic or semi-hyperreal. This technicahmasis of the dinosaurs’ movements is an
eclectic copy of the real animals’ behavior; ibrscolage. In the scene in which T-Rex chases a
car in which the security manager Muldoon, Satdad Malcolm are riding, T-Rex gives a head
butt to the right side of the car. This scene psuted by DID encoding of a rhino performing
the same behavior. The brachiosaurus standing thptwo feet to browse on leaves refers to the
same behavior of an elephant (Special FeaturesjioByg so, the dinosaurs were produced by

digital encoding, which is based on DID. Like thlarassic Parkshows a typical form of



144

bricolage through synthesizing CG movements offthesaurs by means of a combination of
behaviors of irrelevant animals; sound is not arepkon. According to Gary Rydstrom, the
sound designer alurassic Parkthe sound of the small flesh-eating raptor kgjlidedry was
created by mixing the sounds of swans, hawks tiesatke, and a howler monkey (Special
Features). It is also bricolage as the aesthettesty of postmodernism creates a new sound by
means of sampling and mixing familiar ones takemfeverywhere.

Hyperreality and bricolage DID provide the postmmdeharacteristics for the reality
effect of the CG dinosaurs. Interestingly, the mdtbf making CGI by using DID is very similar
to the process of creating dinosaurs by cloning DiNdiegetic world. DID converts the
movements of the artificial joints to CGI by meafisimulation of digital code. In other words,
the present cutting edge technology called DID makpossible to project the movement of the
past creature to the present screen. In diegbsisdentists extract the DNA of dinosaurs from
the mosquitoes who bit dinosaurs sixty-five milliggars ago. They artificially breed dinosaurs
after reproducing the DNA. By the use of the préseedium, such as the fossilized tree sap
called amber, they re-create the past creatuteeipitesent. Thus, the encoding, which makes
digital simulation possible, can be compared toDNA cloning; digital code can be viewed as
DNA breeding the dinosaurs. The narrative of tha fg already presenting the technological

essence of the CG representation of the dinosaurs.

The Tension between Technofuturism and Technoph@léd-saurus vs. Computers
In the film’s diegesis, the dinosaurs representdéselts of high technology produced by
Dr. Hammond’s team of scientists. The aesthetidh®tigital effects presents technofuturism,

in that the effects make the dinosaurs in the 3igd®eriod reborn in the present. The technology
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of DNA cloning, which recalls the past T-Rex to firesent as it was, declares that there is no
longer extinction of a species. The CG-Rex, theek-Bhat CGlI creates, implies technofuturism,
in that it cinematically embodies the immortalitythe meaning of no extinction. From the
aspect of filmmaking, the reality effect shown bg CCGl is precisely accorded with fore and
background scenery; so, it is hard to distinguistvieen the real event and CGI. Not only the
film, but also the CGlI technology, are technofiguthemselves. The CG-Rex represents
technofuturism in this context.

On the other hand, the CG-Rex reveals technophabif,makes human characters
helpless and dominates the island. The CG-Rexé&otadr of the island symbolizes the
extinction of human beings. The high intelligenceates the CG-Rex, compared to the CPUs in
Tron, Terminator 2 andThe Matrix The CG-Rex and the CPUs are also common, irthiegt
are man-made artificial creatures. The storylimesatso common, in that they have a somewhat
banal narrative structure, wherein the distortecettgpment of science and technology brings
about the fall of mankind. In this respect, Jua&sark is a typical SF genre film. The fall of
mankind caused by the distorted scientific develepins implied by Malcolm’s line in the
beginning of the film.

Hammond: Now, the most advanced amusement paheieritire world, incorporating

all the latest technologies. And I'm not talkingj@about rides, you know.
Everybody has rides. No, we’ve made living biol@jiattractions so astounding
that they’ll capture the imagination of the enpianet.

Sattler: (looking at Dr. Grant) So, what are youmking?

Grant: We're out of job.

Malcolm: Don’t you mean “extinct”?
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The above lines are comical, because the clonimiposaurs means the loss of
employment of some archaeologists and biologistsvever, at the same time, if it is allegorized
to animals, Malcolm’s line “extinct” includes thgmsbolism of the extinction of mankind. It is
the unique technophobic setting of the narrativEefgenre films that the development of
science and technology, without scholarly cons@entay cause the extinction of mankind.
From the viewpoint of the high technology of DNAing, saving us from the fear of extinction,

the CG-Rex is an embodiment of technophobia.

4.4The Matrix(Andy & Larry Wachowski, 1999)

The Matrix(1999) was directed by Andy and Larry Wachowskitbers. It was
commercially and critically successful. The worldeibox-office profit was “$460,379,930
($171,479,930 domestic and $288,900,000 foreigdyx(Office Mojo). In 1999, the film won
four Oscars including visual effeciBhe Matrixrepresents a manipulated virtual reality that is
thought to be the real world; in the future, Adiél Intelligence (Al) takes human beings’ bodies
and souls hostage, controlling what takes pladkervirtual world. With the assistance of
Morpheus and Trinity, the protagonist (Keanu Regweho lives in the two worlds under the
names of Thomas Anderson and Neo, escapes fromrthal reality that Al has constructed,

and becomes “the One” who saves the real world.

Technofuturist Effects Aesthetics
The digital effects iMhe Matrixfollow technofuturist effects aesthetics in tha film
represents infinite human capabilities in cyberspaapported by digital effects. Neo presents a

human paradigm in the contemporary digital agedélenloads programs, learns instantly, and
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temporarily consumes them. Furher, he utilizespbiser of the virtual-self in simulation of the
Matrix to save people in the real world. He achgeperfection of the self via the digital
simulation. He downloads Kung Fu programs in otddearn jujitsu and lots of guns for
rescuing Morpheus; he opposes the digital Matrigrpheus’ line clearly manifests
technofuturism of digital effects.

Morpheus: This is the Construct. It is our loadpiggram. We can load anything from
clothing to equipment, to weapons, and to trairdgimgulations, anything we need.

Neo: Right now we're inside a computer program?

Morpheus: Is it really so hard to believe? Youttloés are different. The plugs in your
arms and head are gone. Your hair has changed app@&arance now is what we
call “residual self-image.” It is the mental prajen of your digital self.

In the diegesis, the digital program makes what Wants realized. In the digital

world, we can do whatever we want. In one click,oaa change our clothes and hairstyle,
move to some places, and transform ourselves atadiyt different people in a moment
within cyberspace. We can ideally conduct our diggelves. Outside the diegesis, what
makes the digital program’s performance possiblgtwnakes Neo an omnipotent human,
are digital special effects. In the real world, @@ improve the quality of our lives by
means of cyberspace. We can purchase books anduodrerder foods at home through the
Internet. In cyberspace and/or by using cyberspaeeasan maintain and refine the real life.

In this sense, the digital effects showrTime Matrixpresent technofuturist aesthetics.
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The New Advance: Bullet-Time Shot

The scene producing the highest reality effedthie Matrixis that of Neo dodging
bullets. The scene is a typical model of the cingrendition of postmodernity. The technique
called “time slice photography” makes it possilde Neo’s action to be shown in extreme slow-
motion with a 360 degree view. The technique is &lsquently called the “bullet-time shot.”
According to Pascal Pinteau (2003), in an entipalynted green studio, this scene was filmed by
preparing “124 still cameras around Keanu Reevddlan triggering one after another at
intervals of one-thirtieth of a second.” As a réstihe more the interval was reduced, the more
the action slowed down” (p. 206). If the surrourgdaameras take an actor suspended in place at
the same time, the actor can be visually frozethémair. The diegetic time of the moment is
expanded to the infinity. The moment becomes tfiriin This is the distortion of the
perception of time that brings about the realifgef The plausible and detailed description of
impossible events increases the reality effect esuses the cinematic illusion.

The addition of digital effects to the bullet-tirakot maximizes the reality effect of the
effects aesthetic. The bullet-time shot is a resulhe compression of three different kinds of
times and spaces. One is time and space in thestinich consist of circular bricks painted
green, a hundred and twenty-four still camerasatiier Keanu Reeves, wires, lights, and two
motion picture cameras. This is the first layetiofe and space. Another is still photographs of
real cityscape functioning as “virtual backgrouiidis.the diegesis, the place where Neo dodges
bullets is the rooftop of a building. The skyscrg@wer round the building. In order to
composite the studio-shot to the rooftop locatibntssome background images are needed.
Those are still images of the urban center of 48ydney. “Still photographs of real

environment were taken from carefully measuredtmrs” (Rickitt, pp. 303-304). The second
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layer of time and space indicates the skyscrapeBydney in the historical time that the
photographs employ. The third layer is time andcegaoduced by CGI rendering of the roof
where Neo stands. The CGI would be produced byfaate technician with certain computers

in a certain time period. The CGI is composed oieahat ambiguous time and space though it
supports time and space that Neo dodges bullekeidiegesis because the CGl is constructed
by the binary code of 0 and 1. The digital codenky able to construct a layer of image; it
cannot have its own time and space. The virtualetaroompresses these different kinds of times
and spaces and projects them onto the screenislt¢irgematic version of time-space
compression.

The compressed projection of different images leams of the computer-operated virtual
camera reflects the condition of postmodernity thdlhe characteristic feature of flexible
accumulation in the late capitalism. Digital comgrutchnology speeding up time-space
compression of the present world makes the efieetthetic of the film postmodern through the
digital compression of multiple time and spaceudahg live-action, CGI, and digitally

manipulated still images.

Postmodern Setups and Narrative

The term “matrix” refers both to the womb and tegular formation of elements into
columns and rows in mathematics. In relation te,tbn the one hand, the terminology
symbolizes a closed space, which is pregnant Wwetvirtual reality in the film; on the other
hand, it lends meaning to the heartless digitaldveymbolized by the combination of the binary
code of 0 and 1. Thus, the film’s title, “The Maitiimplies the plot and story of the film, and

guides the spectator through the world of simufatio
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It is 2199, but, in fact, nobody knows exactly whate it is. It is the time when Al
cultivates human beings in incubators and takes pu$session of their bodies to use them as its
energy sources. Al restricts human beings’ mentaldnin the virtual reality of the Matrix. The
setup of the film, in which computers rule humamgs, is not a new dystopian narrative.
Already, there had been several films about théogyan future concerning the distorted
development of the future scientific technologyrsas Ridley Scott'Blade Runne(1982),

Tron (1982) andlerminators 1(1984) andl (1991). AsThe Matrixfollowed an example of the
‘computer-dominated world,” and borrowed the tenddetween simulation of the digital world
and identity of the real world as a dramatic matihbecame a new prototype of postmodern
science fiction.

The Matrixis a pastiche dbark City (Alex Proyas, 1998Men in Black(Barry
Sonnenfeld, 1997), ar@host in the She(Mamoru Oshii, 1995). Ibark City, aliens
manipulate human memory to obtain the clues far teecue from the human brain. Andy and
Larry Wachowski borrow this theme in their own $ta@kl electronically manipulates human
memory in order to dominate the human bodies. énJdpanese animati@host in the Shelthe
cyborg character Motoko Kusanagi dresses in a tigliorm and displays difficult martial arts
that exceed physical laws and include kicking malr. Kusanagi has the four holes on the rear
of his neck for connecting to the computer systienaddition to the mechanical holes on the
body which are in common with the other human tasts, Trinity’s tight uniform and her
martial performance, such as walking on the wadl kicking in the midair, are imitations of
Kusanagi’s character. Men in Black Tommy Lee Jones and Will Smith wear black. Theeh
agents of Smith, Jones, and Brown, are in blaak, to

In addition to these sources, the duel betweenddedSmith is a parody of the Western.
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And the famous dodging bullets scene is a remakleeoiVestern duel. Other fighting scenes
recall Hong Kong noir and Japanese sword films. slemws Bruce Lee’s gesture of touching his
nose and Jackie Chan’s drunken fighting in the Kiadearning scene. In this respédte

Matrix enters into the realm of the postmodern cinensuaseeding SF tradition, representing a

dystopian future, and presenting synthesizatiomfother film genres.

Postmodern Subjectivity

As Dongjin Lee (1999) points out, the identificatso(IDs), the actual names in diegesis,
imply the characters’ unique attributes to the satgj in the film: First, Neo is a prefix derived
from Greek ‘neos;’ accordingly, the name symboliteg Neo is ‘the One’ bringing in the new
epoch. Second, Morpheus, the leader’s name, isaimne of the god of dreams in Greek myths.
His name symbolizes that Anderson's world is Alisual image and Neo’s world, like
Anderson’s dream, is the real world. Third, theoiveg’s name, Trinity, refers to the three sacred
warriors of Neo, Morpheus, and Trinity herself;aagg the Holy Trinity implies that they will
not die through the narrative despite the fact Tty is dead in the last film. Fourthly, the
three Agents' very ordinary and banal names, Sritbwn, and Jones, represent that ordinary
people are buried under the Matrix, and impliesubiguity of the virtual realities. Finally, the
turncoat's name, Cypher, has an etymology of a naaleéepresentation; thereby, the name
symbolizes that now he is pretending to fight with virtual system; in the end, he will come
back to the digital world. Like this, the way ofming characters forms the foundation of the
subjectivity in the narrative.

The subjectivity of Neo represents the uncertanfithe postmodern subject. At first, the

protagonist has two names, contrary to the otl&pescifying Neo as a cyborg character who is a
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being caught between the virtual reality and tlz¢ weorld, it implies that he is going to rise to
the surface of the new history, born from the temdfietween the two worlds. There are three
layers of the world in the diegesis of the filme tteal world, the virtual reality in the Matrix,&n
that of the cyberspace within the virtual realitiie film begins with the green blinking cursor
and dialing tone. Cypher and Trinity’s dialogudnésard. Cutting to the green cipher on the
monitor, the camera signals that the story begimms fthe last layer, the cyberspace within the
virtual reality of the Matrix. The names of chagstare, thus, set up in the last layer through
their networking on-line user-identifications. Senthey were not born to the real world, they
have no real name. Their real names are substitotede cyber IDs. Thomas Anderson, who
has the other name Neo, which is originally his uBeof cyberspace in the Matrix, becomes
reborn to Neo in the real world. His cyber idetition becomes his name of the real. Neo’s
subjectivity changes from that of cyber world tattbf real world.

The uncertainty of Neo’s subjectivity is clearlysdebed in the scene in which Neo
swallows the liquefied mirror. In the beginningtbé film, when Neo draws out floppy diskettes
from the inside of a book, we can find Jean Balatdls Simulacra and SimulatiorBaudrillard
argues in the chapter of “Clone Story” that thehEatand the Mother are removed in cloning,
and the functions of the parent figures are sulistitwith matrices (pp. 96-97). As a result, the
mirror stage, during which the subject begins tmgnize and seek out his/her identity, is
removed. In the film, human beings are raised hylAky are no longer born, but replicated and
cultivated. They have no father and mother, onéyNfatrix. Thus, they have no experience in
the mirror stage, forming their identities. The moirstage, termed by Jacques Lacan, refers to
the phase of the child’s perceiving himself as ifieshbeing, the ego-ideal. In identifying with

the reflection of the mirror, the child is in fadentifying with the other, which is there in the
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mirror and in so doing misrecognizes himself. Facdn, the child’s misrecognition of the other
in the mirror as himself is the origin of his sutfjeity. In the diegesis of the film, throughout
their whole lives, human beings only have a dreboutithe virtual reality, via the electronic
mental projection However, Neo is reborn as abealg with the help of the Father figure
Morpheus and the Mother figure Trinity, and he eig@®es the mirror stage after his escape
from the dream of the Matrix (Kimball, 2002). Sindeo could not breathe in and see the real
world and he has existed as a simulacrum givenlblg@ddoes not have an identity. Thus, in his
birth, namely in the moment of unplugging, he exgraes the mirror stage.

When Neo swallows a red pill and touches the brakeror, the mirror becomes
liquefied. The liquefied mirror travels along hisdy, and he wakes from the long dream. The
scene cannot provide the exact causality betweehdgbefied mirror and his awakening.
However, as Neo wakes, he retrieves the new shithais his original identity, and which is his
new subject. As a result of this delayed mirrogstdNeo recognizes that the world of the 1990s,
which he believes to be real, is a simulation efMmatrix, and that the world in 2199, like a
desert, is the real world. It is the Wachowski bess’ cinematic representation of the uncertainty

of the postmodern subject by means of portrayingab& mirror stage.

Digital Effects & Narrative: Dystopian Implicatiafa Technofuturist Symptom

The last sequence ®he Matrixportrays technophobic dystopian implication and
technofuturist symptoms in that human beings allecaptured within the Matrix although Neo
embodies the hope for their rescue by means afdhguters. Neo, saved by Morpheus’
sacrifice, reenters the Matrix to rescue Morph&tgugh Neo is shot by Smith, he is revived

with perfect understanding of the Matrix. Neo theable to completely digitally decode the
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virtual reality of cyberspace. Recognizing the Ma#s the result of numerical representation,
Neo thoroughly assimilates into the digital wordad has complete power over the Agents. He
does not dodge bullets but just stops bullets am#fpates Smith’s body. Neo ultimately presents
the Superman action, flying into the sky in theyasst shot. Neo digitally flying not only
symbolizes the premonition of humans’ ruling over tigital world, but also signifies human
superiority over technology.
Neo’s last voice-over obviously shows utopian behehe techno-future beyond the
anxiety about the distorted progression of techgwlo
Neo: | know you’re out there. | can feel you nownbw that you're afraid. You're afraid

of us. You're afraid of change. | don’t know theute. | didn’t come here to tell

you how this is going to end. | came here to tell )ow it’s going to begin. I'll

hang up this phone. And then I'll show these pe@giat you don’'t want them to

see. I'm going to show them a world without youwérld without rules and

controls, without borders or boundaries. A worldenhanything is possible.

Where we go from there is a choice | leave to you.
Neo challenges Al by the phone in the Matrix woHik line in the code-governed world
emphasizes a perfect decoding of the code, ancealsbits the desire for human governance
over technology. In contrast to previous scenegre/hleo’s life is dependent upon the phone
line (online), the film concludes in oppositionBaudrillard’s “liquidation of all referentials.”
Neo, who can perfectly decode digital simulaticemdps up the phone and cuts the line. The
Matrix shows “liquidation of the code” rather thtmat of the real world. Neo’s line that he will
show “beginning” rather than “end” places himsalftae new origin or the new referent, not as

the object of liquidation. At the same time, thetsbf Neo flying in the Matrix world produces
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the technofuturist symptom of new media technoldgne utopian symptom is supported by the
lines, “A world without rules and controls, withdobrders or boundaries. A world where
anything is possible.” The world Neo is sayingnsideally perfect world is Shangri-La and/or
Utopia. Likewise,The Matrixas a cultural mirror of contemporary technologggents, with the
dazzling digital effects, the transcendental atttto the anxiety of the technologically exhausted
future.

By means of textual analyses of recent SF filnlgJe examined postmodernity of
digital visual effects: the synthesization of thenfand camera, time-space compression of
multi-layered CGl, hyperreality of digital simulati, and postmodern implications of the effects
and films.Tron founded the generalization of the use of digitldats in feature films. Although
the reality effect of CGI ifronwas crude, the use of CGl had much sense in @piiag
postmodernity through portraying time-space congioesof multi-layered CGITerminator 2
marked a new epoch of the reality effect by intmdg the new visual effect of morphing.
Jurassic Parkproduced technological verisimilitude with digisamulation of dinosaur by
means of Dinosaur Input DevicBhe Matrixdeveloped the unique visual effect of bullet-time
shot creating slow-motion moving image by meansooitinuous taking 124 still images.

Likewise, the principle of composition of the neuwsual effects with the support of
digital technology represents postmodernity ofdlge of digital. The advance of digital effects
reflects the transition of not only the social fation from Fordist production system to the
worldwide network system embodied by the develogmeh transportation and digital
technology, but also visual effects themselves ftbm studio-oriented analog visual effects to

the computer-networking digital visual effects.
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5.DIGITAL EFFECTSasCULTURAL JUJITSU: FUNCTIONS of DIGITAL VISUAL
EFFECTSin KOREAN NATIONALIST BLOCKBUSTER FILMS

| have examined the birth and development of Vistfacts, relative to the change of
social formation from early Hollywood to modernisonpostmodernism. In this chapter, | will
turn from American film to the movies of South Kar&he growth of Hollywood films has been
stagnant lately as Brian Anderson (2005) has nitilsat Hollywood is in decline. According to
Anderson, the box-office tickets of 2005 were resthz2% from 2004, and “a MaySA
TodayCNN/Gallup poll found that nearly half of Americadults go to movies less often than
they did in 2000.” With the recent stagnation ofllidwood, the resistance of local film
industries, such as Asian film industries includikayean, Japanese, Chinese, Hong Kong, and
Bollywood, to Hollywood films has been rising. Withe development of digital technology and
the use of international labor, these local filrdustries have entered the phase of network-
oriented filmmaking and resist to Hollywood’s hegamy. This chapter can be a case study of
this local resistance or alternative of Hollywooday. | want to identify, by means of the
examination of Korean blockbuster films and th&pendence upon visual effects, how digital
effects can be a strategic weapon of the local ifildustries, in their domestic markets, against
the dominance of Hollywood, under the flow of glbbation, termed “Empire of network.”

In this chapter, | argue that digital effects haeeome the most essential element of
Korean blockbuster films, particularly those thavé been competitive with Hollywood films in
the Korean domestic film market. Korean blockbugters have sought large-scale filmmaking
and presentation of spectacular scenes, includagyhdependence on the use of special effects,
which is frequently considered a Hollywood style cbntrast, the subjects of the films have been

nationalist subjects, such as the Japanese oconogedm 1910 to 1945, the Korean War from
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1950 to 1953, and the resulting partitioning of theitory. The Americanized or globalized
expression of the unique Korean narrative has graveery successful combination in the
domestic market. The domestic market share in tre&h film industry today is running in 60%.
This paradoxical combination of peculiar Koreanjsats and Hollywood style can be viewed as
a form ofcultural jujitsu, borrowed from the term of Ella Shohat and RoBéam (1994),
“media jujitsu,” in their workUnthinking Eurocentrism: Multiculturalism and theellia, taking
advantage of the force of the dominant culturerdeoto resist and subvert it (p. 328).

| will examine the aesthetic, industrial, and temllogical status of the present Korean
film industry and discuss Korean blockbusters dsial jujitsu. Then, I will show how Korean
nationalist subject matter and Hollywood style iged, reveals the past trauma, and functions as
a tonic for the nation, by means of the textualiappon. | choose four Korean blockbusters that
dealt with two major national traumas. The foumgl areShiri (KANG Je-gyu, 1999)20009:
Lost MemoriegLEE Si-myung, 2002)Tae Guk Gi: The Brotherhood of WANG Je-gyu,
2004), andMelcome to Dongmakg(PARK Kwang-hyun, 2005). They will be categorizedla
analyzed by trauma: The Japanese occupa2i@d9( Lost Memorigsand the Korean Wathiri,
Tae Guk Gi: The Brotherhood of WandWelcome to Dongmakgol

Before close analysis of these films, though, | fiigt place them in context by
discussing the new form of Korean blockbuster filthe new order in the Korean film market
since 1999, and the development of digital effemtsinology, which supported the Korean

blockbuster films.
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5.1 New Relationship between Hollywood and the l&arEilm Industry in the Digital Empire

The Korean blockbuster films discussed in this térgpossess the elements that makeup
the contemporary Korean cinema. Roughly speakivel; het production costs are in excess of
$10,000,000. The total production costs, includhmgmarketing costs, are between $15,000,000
and $20,000,000. Even though the amount is ab&4tdftthat of Hollywood blockbusters, they
are considered blockbusters within the Korean fiidustry. They are works of large size that
target 10,000,000 admissions, which is approxingeé&fo of the present population of Korea
48,000,000. They use star casting and a huge ansbsptcial effects. Their release time is also
adjusted to coincide with the national holidayghsas Chuseok (the Korean version of
Thanksgiving Day), Christmas, and New Year's Dayt 6f these Korean blockbusters, the
objects of my research are the Korean blockbustégresenting nationalist subject matter,
national identity, and traumas.

If Hollywood blockbuster films have sought the ugrisal and global ticket sales by
means of the typical theme of rewarding the goatlmmishing the evil and of happy ending,
Korean blockbuster films appeal to Korean peoptasonalist sentiment, present the national
identity, deal with historical moments, and attengpheal emotional wounds from national
traumas. In other words, Hollywood blockbustersehset global audiences as the target,
regardless of their nationality, but Korean blocétieus have done Korean audiences with the
purpose of countering against Hollywood blockbust&o, although Korean blockbusters
resemble Hollywood blockbusters in the aspectb@fstale of production and spectacle-
centered storytelling, they can be considered Koredional cinema seeking Korean national
peculiarity and resisting Hollywood films.

With the appearance of the Korean Waladlyu from the late 1990s, the Korean
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entertainment and film industry has stood at theereof East Asian pop culture. The rise of the
Korean nationalist blockbuster at the same timddeated the Korean film industry as the
leading power within the regional film industry. @ Korean cinema has grown rapidly from the
late 1990s and this extreme development is a ta@agmenon in the world film industry. The
international cultural flow, which was stagnant éllong time, in East Asia, such as Taiwan,
Japan, Hong Kong, South Korea, China, and othemtces, has been active with the support of
the Korean entertainment and films (Shim, “Globatian,” p. 234). Taking the initiative in the
regional cinema of East Asia, the Korean film indysgs functioning as a regional media hub,
stimulating cultural exchange throughout the a&ar(, “Globalization”). As the director of
Made in Hong Kon@1997), Fruit Chan (2005) states, the Korean iidustry has experienced
revolutionary development over the last decadeisifehding the Asian film industry in various
aspects including technology and narrative. On®imajor propulsions of this regional
leadership of the Korean film industry is certaititg Korean nationalist blockbuster. | will

examine deeper substantial features of Koreanmedisd blockbuster below.

Hollywood Style and Hollywood Imperialism

Before proceeding to the substance of Korean naligirblockbuster, | am going to
investigate first what Hollywood means from thewpmint of local film industries in order to
clarify the relationship between Hollywood cinenmal ats style and the economically cultural
imperialism of the U.S. | will define Hollywood fit and examine Hollywood'’s imperialist
expansion to the global market.

Hollywood cinema can be defined as the synthesiseofollowing characteristics of the

Hollywood film industry: the consumer-targetingabglobal audience beyond the American
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domestic audience through the use of universaltietstandable stylistic and narrative
techniques; the concentration on the action ande®ifes which result from this approach, and
the implicit or inherent infusion of U.S. and/orrBpean culture into the narrative.

First, Hollywood film is no longer a purely Amerit@henomenon, as the Hollywood
film industry has increasingly sought a global ande in the wake of the global economic and
cultural economic integration that has occurredesithe 1970s. Frederic Wasser (1995) suggests
that Dino DeLaurentis, who became the global diator for in from 1974, initiated the
transnationalization of global financing and mairkgtaccompanied with “pre-selling
unproduced films” into the American film industny. @23). Hollywood had to follow the rules
of the most predictably successful films to enquesales. This has raised the industry’s
dependency on violent action genres and the st&ersy As a result of transnational financing
and marketing, Hollywood film style has transfornfemin the realist classical to a “universal
style” that international audiences could undedtasily without cultural barriers. So, the
universal style tends to focus on sights-centectidmover dialogue-centered drama explicitly
depicting American culture. It seeks to use sintdogue that can be easily dubbed on for the
convenience of global audience/marketing. In teofrediting, the universal style seems to
maintain the invisible style of classical Hollywooshema also called continuity editing. The
goal of continuity editing is that audiences shaudd be conscious of the existence of
camerawork and editing. The more editing is invesithe deeper the audience focuses on
spectacle.

Wasser’s notion of a “universal style” is echoedharles Acland, who describes
Hollywood films as operating at a “cultural discéufp. 33) compared to local productions that

remained commercially constrained by their cultggacificity. Acland argues that Hollywood
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films use a “universal popular language” (p. 33ttthanscends any national cultural contexts.
This language is rooted in what Scott Olson cakés“transparency” (p. 33) of Hollywood films.
Transparency is achieved by removing American callfpeculiarities from media, so that global
audiences can project their own domestic beliefsvatues. So, American cultural products are
easily absorbed to the domestic cultures.

Wasser, Acland, and Olson all argue that Hollywsagbbal success comes from its
ability to develop a “universal” sensibility thahscends cultural specificity. But this sensipilit
is perhaps not as universal as these critics ineagntics of Hollywood’s global influence
suggest that “universalism” is in reality simpletlatest form of cultural imperialism.

Georgette Wang and Emilie Yueh-yu Yeh (2005) dbsedhe development of
Hollywood’s global style as a process of “deculbzation, acculturalization, and
reculturalization” that is the process of ‘transgdization.” Wang and Yeh show that the demand
of films and television programs rapidly increagethe 1990s because of the development of
cable and satellite television program. They aita¢ the hybridization of global culture has
satisfied the demand by means of “the localizatibglobal products and the globalization of
local products” (p. 177). According to them, in erdo follow the global audience’s preference,
producers of films and television programs decalize the products by removing “ethnic,
historical or religious” cultural particularitieand “adapt, repackage or transform” the existing
story model for the global audience’s understandisga result, a new form of the
‘acculturalized’ products is born (pp. 177-178).

Despite the efforts of deculturalization of Hollgad derived from economically imperial
globalization/transnationalization strategy, Holbad films reveal inherently American culture,

beliefs, and values through reculturalization & fihms’ narrative. Through a comparison
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between Disney'$lulan (Tony Bancroft and Barry Cook, 1998) and Ang Lé&’suching Tiger,
Hidden Dragon(2000), Wang and Yeh argue that Hollywood implcénd inherently infuses
Americanism. Both the films show a typical modetrainsnationalization; the films were
globally financed, marketed, and distributed. Hogrethey argue that while the Chinese-made-
and-ownedCrouching Tiger, Hidden Dragoshows an artistic globalization of Chinese
aesthetics, the Hollywood-made-and-owihdaan shows infusion of “American-style
individualism in the context of ethnic and gendsseation” (p. 180).

Crouching Tiger, Hidden Dragoadhered to Chineseness by “a synthesis of Pekiatpp
kung fu and the Taoist worldview”; however, it déaralized the issue of social class and
hierarchy through the Jen and Lo’s love scene, lwbid not exist in Wang Dulu’s original novel
(p- 184). In addition, it was reculturalized by fhessibility of various interpretation derived
from acculturalization transforming the end to 3esuicide (p. 184). However, Hollywood’s
effort to globalize a Chinese local produdtjlan, implicitly infused Americanism while
removing Chineseness. According to Wang and Yehotlginal Chinese fairy tale describes
Mulan as a patriot and dutiful as well as chasté@dent girl. However, Disneyldulanis a
hussy who fails her bridal test, agonizes overdhentity, and participates in a war to resolve the
doubt (p. 181)Mulan deculturalizes traditional Chinese values of lgyahd filial piety and
acculturalizes it into the narrative of AmericarMdestern individualism. Despite the period
setting of the ancient Chin®lulan reculturalizes the fairy tale through infusiontiog
“celebration of the triumph of will” that is a tygal “modern and American” value of Hollywood
blockbuster. There is no true Chineseness in HabadvmadeVulan because there is no
“cultural mission” in Disney’s purpose (p. 189).uhMulanis not about the Chinese but about

the transnational-American.
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Wang and Yeh point out the deceitful aspect ofuhigersal narrativity of Hollywood
films.
Although deculturalization may be the key to emtgithe global market, its ‘acultural
outlook may in fact be deceptive, as storytelliagrot be accomplished without
touching on beliefs, attitudes, values and behal/jpatterns. When characters are pushed
into action and decisions are made, the underlyeigfs and values emerge. ...
Reculturalization, therefore, is often as symbiaetith deculturalization as it is with
acculturalization (pp. 178-179).
According to Wang and Yeh, Hollywood sells decudtired products in pursuit of a universal
formula; however, this search for universalityngissible. For storytelling cannot be
accomplished outside of the implicitly American ggggctive of the Hollywood-based directors,
screenwriters, staffs, actors, and producers. Weharacters’ action occurs, their culture,
belief, and value are latently infused into theratwe. Disney deculturalizes the tradition of
loyalty and filial piety from the original work, aalturalizes it with the emphasis on Mulan’s
selfhood, and by doing so, produdddlan reculturalized with modernism and Americanism. In
this context, Hollywood film and its global style @conomically and ‘reculturally’ imperial.
Addressing this deceptive reculturalization of falbod narrativity, Wasser introduces
his interesting conversation with American film exgves:
In my conversations with American film executiveesyas obvious that they perceive the
world wide market as desiring a certain image ofefNiga to be featured in the movies.
Each executive may have differing and changingomstof the desired image—one
season it may be hedonist consumers on the opdrwitiafast cars—the next season it

may be the American ethic of an individual heragtling against all corrupt collectives.
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The point is not whether international viewers artually seduced by such images but

that film producers set for themselves the tagbasfraying an “America” that is a

dreamscape for “universal” desires rather tharstohcal reality (p. 435).

Wasser insists that Hollywood films, already glabad, no longer represent the historical reality
of the U.S. For Wasser, the Hollywood film indusarnyd films are economically imperial, but
culturally just global and not imperial in that Hatood style is not American style representing
the U.S. but a global style targeting the globaliance. However, Hollywood style cannot be
simply said as global style because, from the v@atof local film industries, markets, and
audiences around the world, Hollywood style is diedifferent from their national styles. A
style that the global audience can easily undedstan be said to be Hollywood or universal
style; nevertheless the universal style is onlysih@ce of emotional sympathy for easy-to-
understand. It cannot replace local films’ style #meir own narratives. In other words, even if
Hollywood style no longer represents America, areif the term, universal style, thoroughly
replaces the term, Hollywood style, the universgess, for local film industry, merely another
form of economically and culturally imperialist pemonto which the label dflade in U.S.Ais
peeled. Whether Hollywood is American or not, ittamly is the foreign imperialist force
threatening local film industries.

In particular, South Korea has been exposed to Aaewralue and models of heroism
accompanied with the memory of Korean War in whiehnU.S. Army participated. The U.S.
prevented Korea’s transformation to communism lgyitihervention to the war; as a result, the
U.S. has been a political ally of South Korea. Th8. materially supported the socio-economic
reconstruction of South Korea after the war. Thisasion has made Korea more open and

receptive to American cultural influence than mattyer Third World countries. In this context,
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American values and heroism, presented throughyttothd’s so-called “universal” style, have
influenced Korean culture in many ways.

For example, irbtar Wars Episode VI: Return of the Jedi (1983)KIM Kyoung Wook
(2002) indicates, there is a symbolically impesificene revealing the U.S. viewpoint of the
Third World including Korea. Luke, Princess LeiadaHan Solo get inside Endor’s forests to
remove Emperor and Darth Vader. They give chasieet®&/ader’s scouts with the speeder bikes
in the forests. Leia falls off her bike and godsimfa faint. An Ewok, Endor’s native in a state of
nature, wakes up Leia with a wary eye. He resentesldy bear. He drapes a piece of straw
mat over his head and shoulders, and holds a speka. Ewoks dislike Empire. The Ewok
threatens Leia; however, he looks like a cute ke&ia is not afraid of him; rather, she treats him
lightly as a kid with a cookie. This scene in whiRhncess Leia ingratiates with the Ewok with a
cookie in Endor’s forests, from the Korean contéss the associations of the U.S. Army’s
support in the post-Korean War period (p. 185)algves food to the benighted Ewok, and
finally, brings him over to the Rebels’ side. Origlee most representative scenes of post-war
Korea was the figure of the children chasing th®.unilitary trucks shouting, ‘Give me
chocolate.” Korean children wearing ragged undenkegged for chocolate from the U.S.
soldiers; the soldiers gave it to them from theittle jackets. The chocolate could be lunch, or
even their only meal for the day. The U.S. Army wesall-powerful benefactor for hungry
Korea at that time. Princess Leia, the Ewok’s sainylpowerful benefactor, parallels the role of
the U.S. Army. The film symptomatically approaci&sean audiences by portraying the phase
of the time that the U.S. was absolutely powerfd all behaviors of the U.S. could be justified
without any condition. As the innocent Ewoks saceithemselves in the middle of the war

between Empire and Rebel, Korea was likewise trathdbwn in the middle of the Cold War
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between the Soviets and the U.S. As Endor restbesgeace from the dark side by the Rebel
Alliance, South Korea is supported and reconstcuateer the war by the U.S. As Luke, Leia,
and Han Solo are heroes of Ewoks, the U.S. Arnoy Iorea. In this sense, for Korean culture,
Star WarsEpisode Vican be viewed to serve as a cultural anesthetigatiig the antipathy
toward the U.S.’s econo-political control over Solbrea, and at the same time, to be a
culturally imperial medium infusing superiority Afmerican culture and value.

In addition to their allegories of historical exggrce, Hollywood films have served to
westernize Korean culture. In traditional Koreda,lcohabitation before marriage could not be
imagined. However, LEE Soo-yeon (1995) shows haetkample of Hollywood films
featuring unmarried couples, such@sost(Jerry Zucker, 1990), have heavily influenced the
Korean youth’s way of thinking. Since the mid-1990sth contracted marriage, in which
couples decide whether or not to get married afigeriod of cohabitation, and cohabitation
without any condition, has become more and morentomamong Korean youth. In another
example of westernization, forms of social actiigve been rapidly changing among Korean
youth. Traditional static Asian party culture, ifieh guests remain seated, is being replaced
with western-style parties, in which the host diates among guests and encourages the
development of new friendships. This shift in sbataals seems in large part to be the result of
the social models presented in western media.

If we combine Wasser, Acland, and Wang and Yehidiof argument, America in
Hollywood films is not any historically real Ameadut the fictitious image of America created
to satisfy the global audience, while silently i implicitly American values. At the same
time, the success of these not-so-universal filndeumines the efforts of local film industries to

create more specific, authentic cultural expressidhe question of whether American culture
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and value themselves shown in Hollywood films angerialist or not should be dealt with text
by text; however, LEE Soo-yeon’s remark, “the fioett American films disseminate American
culture cannot be denied” (LEE, 1995, p. 81), seemeell represent Hollywood films’
culturally imperialist aspect, in addition to tmartsnationally economical imperialist attitude.
Even though Hollywood films have distanced themslivom American historical reality, the
various value system of American culture represkeimedollywood films has latently infused to

global audiences, including Korean, and influeniteslr ways of thinking and behavior.

Korean Nationalist Blockbuster Films as Hybrid idatl Cinema

Korean nationalist blockbuster films have a hylboian between the established national
cinema and Hollywood cinema. They borrow the sulgéartistic nationalism from national
cinema and appropriate their aesthetics from Haillysvblockbusters.

KIM Byeongcheol (2006) divides the contemporary &ar cinema into three main
categories: “producer-centered packaged cinensayaitiant “Korean-style blockbusters,” and
the “director-centered New Korean Cinema” (p. 8)cérding to KIM, when a producer
persuades investors with a “proposal package,pukage includes all matters in detail related
to the film’s production, such as the synopsis,ketresearch, main actors, production company,
director, and so forth. The films produced undés ttpuasi Hollywood system’ are packaged
cinema (p. 18). Korean blockbusters follow the sdmmgness model. The difference is the larger
investment of capital, affording the use of morpemnsive special effects (p. 20). Packaged
cinema began to appear in the early 1990s, whilekbluster films came on the scene frShiri
in 1999.

New Korean Cinema, also called Korean New Wava,less commercially-oriented and
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auteurist movement reflecting Korean’s growing exuic, political, and cultural ambitions in
the 1980s and 1990s. PAE Yong-gyun, PAK Kwang-80@ Sun-woo, and IM Kwon-taek are
representative auteurs. Their films have been m@zed by international film festivals.
According to KIM Byeongcheol, New Korean Cinema Hdasalt with “social awareness” and
“consciousness” with the reflection of nationalqueness, and it has posed itself as “a critical
counter against a Hollywood cinema backed by usalerapital, particularly in the form of
Hollywood blockbuster” (p. 13). The New Wave filnsgicial commentary represented through
the narrativization of the socio-political problewfshe times, such as the military regime’s
oppression of the people and the Democratizatiomeévieent as a result, the partition of the
territory, the class and gender. However, desphageNew Wave films’ artistic or national
significance as a counter cinema, they could nat beal in terms of the box-office profits. For
example, IM Kwon-taek'Sopyonjavas a record-breaking mega-hit in 1993 which 1,085
audiences-in-Seoul saw. It was the first Korean gixceeding one million admissions, and was
the only one over one million admissions in 1998widver, in the same year, the admissions-in-
Seoul ofCliffhanger(Renny Harlin) were 1,118,583, andJofrassic Park'Steven Spielberg)
was 1,063,352.

David E. James places national cinema into theredlart cinema, countering
Hollywood films. According to James (2001), “natedmrt-film styles” have been understood
within the relationship “between the deconstructibthe language of classic Hollywood cinema
and some combination of two other frames of refegethe language of cinemas standing
against capitalism and the languages of pre-cdldi@estic cultural practices adapted to the
medium of film” (p. 16). Based on James’s defimtf national art-film style, Korean

nationalist blockbuster films cannot be nationakoha because their language is much closer to
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that of Hollywood. Their language does not stanairegj capitalism, nor does it represent pre-
colonial cultural practices. Kathleen McHugh (2086ygests that the national cinema obtains
the identity as a national cinema through the prreing of international film festivals (p. 21).
However, Korean nationalist blockbusters have mbigained special responses from
international film festivals. PARK Chan-wookBldboywas awarded Grand Prize of Jury in
2004 Cannes International Film Festival, howewesas a non-nationalist blockbuster. The
value of studying Korean national cinema todayrecisely because it deviates from the older
models of national cinema. In this context, theadigance of this chapter is to show how a
cinema can embody national consciousness whilaustilg language of Hollywood.

Even though these concepts and practices of nattorema present an aesthetic or
artistic alternative to Hollywood film, they couldve not been a visible economic alternative in
the Korean film market. National cinemas could onrwhelm local market share. Historically,
Hollywood films have dominated national cinemas|uding Korean national cinemas. Direct
distribution of Hollywood cinema in South Korea lhagn 1988. Hollywood film companies
could establish their local offices in Korea, dttedistribute their films through them, and able
to dominate Korean film market by means of supgrmwer of their capital. As a result, Korean
films’ market share, which was 35~40%, was reduoezhty about 20%; this phenomenon
continued to the late 1990s. The vast majorityilofd seen in Korea during this period were
made by Hollywood. In the 1980s and 1990s, Kor@a@nca was regarded as a national cinema
in the conventionally festival-oriented definitidM Kwon-taek produced national art films
Come Come Come Upwafdje aje bara ajgin 1989,Sopyonjan 1993, andlaebak Mountains
in 1994. PAE Yong-gyun'8Vhy Has Bodhi-Dharma Left for the East@ was awarded the grand

prize of Golden Leopard in the Locarno Internatidfibn Festival in 1989. CHUNG Ji-young,
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CHANG Kil-su, JANG Sun-woo, and PAK Kwang-su proddmational art films and were
awarded prizes from international film festivalsitBlespite several national films’ success in
international film festivals, the domestic film rkat was dominated by Hollywood films.
Korean audiences preferred Hollywood blockbustethése Korean art films. The alienation
between art and reality, between theory and pmcticd between critics and audiences was
pervasive. The appearance of Korean nationaliskbiagsters filled this gap, becoming an
alternative model for the Korean film industry.

Korean nationalist blockbuster films are a hybod between the two poles of national
cinema and Hollywood cinema. Their subjects andtartspirit is a kind of national cinema, but
their mode of expression resembles that of Hollyavblmckbuster films. They take national
traumas as their subject, representing the tragéthatricidal war and the experience of
occupation, inspiring nationalistic patriotism. el many Hollywood blockbusters, according
to film critic KIM Youngjin, most Korean blockbustefeature tragic endings. This is due to the
fact that the filmmakers not only seek box-officefft, but also recognition as auteurs (Park,
2006).

The difference betweamationalandnationalistindicates the difference of range of the
subjects. Koreanationalcinema refers to all things related to Koreanaorstlity; the range of
its subjects is extensive. It can be Korean agroia or Korean cinema dealing with social
consciousness of economic and political statusvatidself-awareness of Korean tradition,
historical events, culture, and so forth. As Andildigson (1989) suggests, “there is not a single
universally accepted discourse of national cine(pa36). However, Koreamationalistfilm
indicates the film concentrating on the repres@matf Korean nationalism and expression of

Korean national identity and history. Thus, Koreationalistfilm can be viewed as a distinct
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kind of national cinema.

On the other hand, Korean nationalist blockbustgssial image follows the Hollywood
spectacle, by use of special effects. Their usmohd effect and editing style also resembles that
of Hollywood. The technological level of specialeets as a whole are not yet comparable to
that of Hollywood, but the level of digital visuetfects is in hot pursuit of Hollywood. In this
sense, Korean nationalist blockbusters are a hyiimdorm, standing against Hollywood'’s
domination by means of the dominant style. This fiewform of hybrid has overcome
Hollywood cinema in the Korean domestic markethis context, Korean nationalist
blockbusters can be a new alternative of natiomanaa, countering against Hollywood’s

dominance over the local film industry.

From Global Hollywoodto Empire

With the rise of Korean nationalist blockbustee Korean film industry has escaped
from the status of global Hollywood and enterethisworld of network in Empire. Michael
Hardt and Antonio Negri argue Empirethat a new form of sovereignty has emerged dfier t
collapse of colonial regimes and the Soviet Untbaf is Empire. Hardt and Negri’'s Empire is
the “political subject that effectively regulatét[se] global exchanges, the sovereign power
that governs the world” (p. xi). Empire is a rubdithe world capitalist market. According to
them, Empire is different from imperialism, the “deyn system of nation-states” as a symbol of
“European colonialism and economic expansion.” Em@ a tecenteretiand
“deterritorializing’ method of controlling the global world. In Empjiidentities are mixed,
hierarchy is destroyed, and exchange is multipte@uaral (pp. xii-xiii). Nation-states are no

longer imperial realms but merely a part of Empiiieere are no barriers between nations,
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markets, and races. This is the condition of podematy. They declare United States does not,
and indeed no nation-state can today, form thearavftan imperialist projectimperialism is
over” (pp. xiii-xiv). Despite the radicalized magsttation of the end of imperialism, according to
Hardt and Negri, the modern imperialism ends; tiaco¢ global Empire is beginning. Likewise,
Hardt and Negri’s thesis is the transition from enplism to Empire that can be translated to
that from modernity to postmodernity.

Empire is a new phase of capitalism under whicHlthe of capital is not ruled by
nation-states but by global networks of commanthefnew sovereignty of Empire. According
to them, the technology of cultural products suslligital effects no longer belongs to specific
nations but to the realm of Empire, which has noralaries between nation-states. The
development of computer technology and the rapplfasization of PCs and the Internet, in
more recent decades, have provided the instantedlglof information toward the global
networks for the age of post-industrial productidgs.Hardt and Negri insist, if “modernization
means industrialization,” the present is the tirhtezonomic postmodernizatibthat can be
called ‘informatizatiori (p. 280). According to them, the term “informattion” indicates the
contemporary emphasis on the “domination of sesvarel information.”

The use of the computer is the very essence of#tyeof post-Fordist production. It
makes it possible to upgrade the quality of ses/aned to accelerate the speed of delivery of
information. The ability to operate the computeedecides the quality of one’s life. With our
increasing reliance on computers and the Intem@tannot imagine a life without digital
communication. The computer has become an esspatiabf studying at school, of managing a
household, and of working at an office. With theet of the Internet and World Wide Web, the

function of the computer has been transformed faciwol for living into a necessity of life itself.
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The revolution of special effects, in particulde transition from analog special effects to digita
effects has no exception in the realm of globalucaltoday. Digital effects become more and
more essential elements of flmmaking in almostilmi genres from SF to horror movies to
non-action genres such Bsrrest GumpgRobert Zemeckis, 1994). The more the computes goe
to the way of life, the more digital effects becothe way of filmmaking. Digital effects offer
the new kind of services today, such as amuseniexperiencing the marvelous spectacle to
audience. Digital effects create and deliver the kimd of information such as the precise
creation of dinosaurs idurassic Parl(Steven Spielberg, 1993). This is the postmodey of
filmmaking with digital technology. In this sengbe digital technology is a form of
“biopower"—that the power to rule “social life itsientirety” (p. xv)—in cultural Empire.
Digital effects are the embodiment of the “information of production” as a “process of
economic postmodernization.”

In addition to the digital effects’ spectacle as tbrmal aspect of filmmaking, digital
effects provide developing local film industrielsdithe Korean film industry with the vital
mechanism that enables them to be independenéafaiminance of advanced Hollywood.
Under the premise of the widespread diffusion o§ RGd the software for the effects, the
developing film industries have the chance to esd¢apm the imperial domination of Hollywood
film industry and to enter the realm of Empire. BdlRodriguez, the director &py Kids |
(2001) andl (2002), says, “I've always felt the digital agesaabout freeing filmmakers. That’s
why | shoot and edit my own stuff. | mean, why alldhose filmmaking jobs split up anyway?
... why not just operate the camera and really mha&dilm your own vision?... With digital
technology, you can just do it all yourself” (Goldm 2002, p. 30). In Rodriguez’s statement of

free flmmaking with the author’s own vision, wencéind the way the developing film
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industries’ connects to the empire networks. Ireothiords, digital filmmaking, including the use
of digital effects, provides the developing indiestrthe opportunity for being freed from the past
subservient relationship to Hollywood technology.

In examining this function of digital effects supfog the local film industry to be
independent from Hollywood’s domination, Toby Mill&litin Govil, John McMurria, and
Richard Maxwell'sGlobal Hollywood(2001) andslobal Hollywood 22005) can be considered
as essential works. Miller et al.’s main thesis bardescribed as the following three steps: First,
the foreign investment for the Hollywood industigstbeen rapidly growing. However,
Hollywood controls the fund from outside the U.80Q1, p. 46). Second, Hollywood manages
and controls the core process of flmmaking, swstha content including screenwriting, despite
the trend of “runaway productions” filmed outsithe tU.S. Even though the environment of the
division of international labor, such as “the righills, language, familiarity, business links and
foreign exchange rates to suit” influences Holly@saunaway filmmaking, Hollywood is
“never under their control” (p. 63). Third, the talof production and location frequently occur
outside the U.S. because of the needs for highligdkabors at comparatively low wages; for
example, Asia has become a major labor source ligwtmod for animation genre (p. 53).
According to Miller et al., the NICL develops wonhdarkets for labour and sale. The business of
the NICL goes “beyond treating Third World coungrees suppliers of raw materials, to look on
them as shadow-setters of the price of work, comgetmong themselves and with the First
World for employment” (p. 52). The NICL seeks therough standard of comparative
advantage. In this sense, the NICL is the stratédyollywood to use effectively the world labor,
to rule the world film market, and to maintainwsrid power.

In addition to Miller et al., Ellen Meiksins Woo@@{03) insists, ifrEmpire of Capital
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that nation states are still major force of thebglzed economic system, opposing Hardt and
Negri’'s view of capitalism today controlled by “aw form of stateless sovereignty” (p. 6).
Wood argues that the history of capitalism is tifatubjugation and colonization developed by
economic imperatives; “the economic power of cdpéaceeds any existing political and
military force, is essentially supported by “exét@enomic force” of the political, military, and
judicial that the state provides (pp. 4-5). Accaglto Wood, through the Cold War, without plain
military conflict with the Soviets, the U.S. milifaforce functioned as the world police
following U.S.’s capitalist interests; this extreemomic operation has been maintained despite
“the collapse of Communism” and directly inheritedBush Doctrine today (p. 129). For Wood,
the state is the strongest impulse of global chgig and at the same time, globalization is not
about the networked Empire, but about the U.S.ezedteconomically imperial project without
a direct military operation.
If we follow the arguments of Miller et al. and Whaleveloping film industries, such as

the Korean film industry cannot overcome the pressifithe Hollywood’s control over the
NICL because the labor of developing film industradould be objects of Hollywood’s practical
use. As a result, Hollywood films, whatever thedisys’ nationalities, usually dominate the
domestic film markets of the developing nationetatHowever, the Korean film industry
counters this rule of global Hollywood by meanshe development of digital technology and
the core Korean context of films’ storylines, ewbaugh the stylistic elements more and more
resembles those of Hollywood.

The Korean film industry has grown rapidly in tlastl decade, thanks to the continuous
success of the nationalist blockbusters. Aftertigesuccess dbhiri in 1999, the production of

Korean films has rapidly increased.
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Table 2. The Productions and Screenings of KoredrFareign Films

(Number of Films)

Year Korean Domestic Foreign Imported Total
Productions Screenings Screenings Screenings
1996 65 55 320 375
1997 59 60 271 331
1998 43 43 244 287
1999 49 42 233 275
2000 59 62 277 339
2001 65 52 228 280
2002 78 82 192 274
2003 80 65 175 240
2004 82 74 194 268

Source: Korean Film Council. Full data is availatiethe Internet at
http://lwww.kofic.or.kr/contents/html/index.aspx?Mgd=131

In 1998 the Korean film industry produced 43 fillAs.we can see in Table 2, from 1999 Korean
films’ production has increased from 49 to 59 i®@0to 65 in 2001, and to 82 in 2004. In
contrast, the screenings of imported foreign filtmgan to be reduced from 2001. As the number
of productions of Korean films has increased, tfamported foreign films has been reduced.
Thus, the Korean film industry has reduced the oattependence on imports, and reinforced the
investment on the domestic film industry, a prodéss began in 2000, a year afgiri's
release.

The production costs of Korean films have signifittaincreased since 2002, as shown
in Table 3. In comparison to the increase in thalmer of productions from 1999 to 2004, the
number of productions of Korean films increasedtiiriés, from 49 to 82; however, the total
production costs jumped to 3.7 times, from $93,000,to $341,100,000. Thus, the average cost

per film went from $1,900,000 to $4,159,756, a a6@20% reflects the greater expense of the
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new blockbusters.

Table 3. The Average Production Cost of Korean &ilm

(Millions of Dollars)

Year Average Net Marketing Total Prod. Cost of

Production Cost Production Cost Cost Total Number of Films
1996 1.0 0.9 0.1 65.0
1997 1.3 1.1 0.2 76.7
1998 1.5 1.2 0.3 64.5
1999 1.9 1.4 0.5 93.1
2000 2.2 15 0.7 126,9
2001 2.6 1.6 0.9 165,8
2002 3.7 2.5 1,3 290,2
2003 4.2 2.8 1,3 332,8
2004 4.2 2.8 1.4 341,1

Source: Korean Film Council. Full data is availatiethe Internet at
http://www.kofic.or.kr/contents/html/index.aspx?Mgd=131

The rapid ascent of production costs indicateonbt the fast improvement of the films’
technical quality, but also the filmmakers’ risiegpectations for Korean films, and the growing
potential for revenue.

We can see the growth of the Korean film marketdugh the increase in admission and
market share. As | discussed earlier with Tabklad change in the number of admissions to
Korean and foreign films, between 1998 and 200dwshthe astonishing growth of the Korean
film industry. In 1998, the number of admissionKtrean films was about 12,590,000,
compared to that of foreign films being 33,000,0€®; market share was 25.1% for Korean
films and 74.9% for foreign films. However, theusition in 2004 was much different. The
number of admissions to Korean films was 80,188 &8 that of foreign films was 54,977,632.
Korean films’ share of the market was 59.3% anditpr films’ share was 40.7%. The box-office

tickets were increased 6.4 times for Korean filhsyever, those of foreign films were only 1.5
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times. This eye-opening market share is the “langesgin of local film share in the world,
except for such English-speaking countries as thieed States and CanadaS{imidqg” 2004).
In only six years, the Korean film industry createdew order of the domestic film market.
Emerging Korean blockbusters explicitly dominateeign films, including Hollywood cinema;
this era is considered the renaissance of the Kdrea.

In addition to the success of the domestic film kagrthe Korean film industry has tried
to advance into the overseas market via severasptite export of the remake copyright and the
direct entrance into the world market.

First, the Korean film industry has exported thema&e copyright to Hollywood. Its
export occurred at the point wherein the Korean fitdustry’s desire for the world market

meets Hollywood seeking new subijects.

Table 4. The State of the Export of Korean Filnfi&smake Copyright to Hollywood

Year Title Studios Imported
My Wife is a Gangster Miramax
2001 My Sassy Girl DreamWorks
Hi! Dharma! MGM
Sun Mool TV Asahi (Japan)
Siworae (The Lake House) Warner Brothers
2002 Marrying the Mafia Warner Brothers
Addicted Intermedia (UK)
Jail Breakers Miramax
Teacher Kim Bong-du Miramax
2003 A Tale of Two Sisters DreamWorks
Oldboy Universal
2004 R-Point Miramax
Ouija Board Dibs-Film

Source: Chosunilbo. Full data is available on titerhet at
http://www.chosun.com/magazine/news/200606/20060626.htm|

As shown in Table 4, the remake copyrights of ateierean films were sold to Hollywood
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between 2001 and 2004. The average price was ¥8D0l@e highest priced filnMy Wife is a
Gangste(CHO Jin-gyu, 2001), went for $950,000. Even thotighprofits from the exports
were relatively small, the deals have served thpgse of securing a bridgehead to Hollywood.
They open the possibility of Korean subjects’ glaaion. According to OH Dong-jin, because
American audiences tend to avoid subtitled filmsydan-language films find difficulty entering
into the U.S. film market. Instead, Hollywood preféo remake foreign films in English, with
American settings and actors. Thus, the Koreanihltstry can enter the American film market
through the export of remake rights. Out of thdseden films, Keanu Reeves and Sandra
Bullock’s The Lake Hous@Alejandro Agresti, 2006) is the first to be proedd. The original
Korean film was the fantasy filith Mare/Siworae(Y1 Hyun-seung, 2000)I Mare was not a
commercially successful but it was noticed duggainique subject, the love between the two
living in two different time zones.

At the same time, the Korean film industry is di&ginning to advance into the world
market by mean of English-language films, beyoredethports of the remake copyright.
Varietys Patrick Frater (2006) indicates that total béfice receipts of $890,000,000 of the
2005 Korean film market makes it “the fourth bigggesritory for pictures after the U.K., France
and Japan.” As Frater mentions, the Korean filnugtd;, which was a small fry ten years ago,
has rapidly grown, and it is now building a parsiap with the West, including Hollywood. The
major Korean studio Showbox is preparing “$20,000,BiopicThe Julia Projectwith Focus
Features, a unit of NBC’s Universal. The Koreamfihdustry’s first trial of English-language
filmmaking is SHIM Hyung-rae’®-War (Spring 2007)D-War's drama section was shot on
location in Los Angeles in 2005. The main charactge native actors, Jason Behr and Amanda

Brooks. Hollywood staff was hired at the LA shogt{©h, 2006). Younggu-Art Movies in
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Korea took its core process and information. Thiegchstaff and actors from Hollywood. It is

the inverse of the NICL described by Miller. Of ce®,D-War is not yet released. And because
the film is the first trial of the Korean film ingtry’s globalization in the literal meaning, any
prediction of this event should be postponed. Haxdvased on the developing process so far, it
is evident that the Korean film industry is makeg¢ransition from the phase Global

Hollywoodto that of networke&mpire

The Development of the Effects Industry and Tecbggl The National Boom in CGI

One of the reasons for the Korean films boom isdiaeelopment of visual effects
technology, in particular digital effects, since thid 1990s. The first introduction of digital
effects to the Korean film was PARK Hun-siNge-Tailed Foxn 1994.Nine-Tailed Foxvas
the original effects-oriented film using “digitabimposition, morphing, and special make-up”
(Kim, J. H., 2002, p. 257); however, the result wasatisfactory to audiences and critics.
According to JANG Byoung-won (2004), the CG indysir the introductory period of the mid
1990s faced an uncertain future, to the degreeatli®® artist/engineer was barely able to
support his family on his earnings. The low quatifyCGI was not taken seriously, with crude
facilities and rare experts. Moreover, the CG pattld not be treated as an official department
of a studio. However, in only twelve years, thdmeaf visual effects has grown into one of the
most important segments of a studio participatmthe visual image of a film as a whole. “Over
$1,000,000 was spent on only the CGI effecta# Guk Gi: The Brotherhood of WaAlthough
it cannot be weighed against that of Hollywood klmngsters that “effects budgets creep toward
$100,000,000” (Marr & Kelly, 2006, p. Al), it seenasbe worthy of close attention in

comparison to the short history of Korean digifétes.
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The growth of the Korean film industry, includingyersification of the film genre and
the continuous success of the Korean blockbudtassbecome the foundation of the Korean CG
industry. In the mid and late 1990s, CGI was cotre¢ed on the fantasy and SF genre films,
such assingko BedKANG Je-gyu, 1996)Soul GuardiangPARK Kwang-chun, 1998), and
2001 YonggarySHIM Hyung-rae, 1999). However, it has been exigano all film genres,
including comedy and melodrama. The Korean filrmustdy’s old assumption that CGI only
works for fantasy and SF is being rapidly changethé new understanding that CGI has to be
used whenever the film needs the special visuay@far its dramatic representation, regardless
of its genre. For example, My Piano(KWON Hyeong-jin, 2006), the main actress, whorgzn
play the piano in reality, is shown playing thermanicely. The conventional way to represent
this moment is to cut from a shot of her fingersving over the keyboard to a shot of her face
and bobbing upper body pretending to play the piatlmavever, the new way is the digital
composition of the actress’ head and the professimanist’s body playing the piano. So, the
camera can take a full shot of the actress plagiago beautifully. The digital composition
greatly enhances the reality effect of the sequence

This diversification of genres, using digital etf®chas supported the activation of the
CG industry. Specialization of human resourcesbeasn accelerated. New CG companies have
entered into the industry, and the competitioneimtp intensified. MoFac Studio is the first
generation CG company, leading the Korean CG imgfisim the mid 1990s. It produced the
CGl in The Gate of Destinfl. EE Kyeong-yeong, 1996f0oul GuardiangPARK Kwang-chun,
1998),Volcano High(KIM Tae-gyun, 2001)2009 Lost MemoriedEE Si-myung, 2002)Y MCA
Baseball TeantKIM Hyeon-seok, 2002), an8aving the Green PlangtJANG Joon-hwan,

2003). In 1998, In Sight Visual and Makod were kl$aed and have made rapid progress. In
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Sight Visual took charge of the visual effectsTaé Guk Gi: The Brotherhood of WEANG Je-
gyu, 2004)Blue Swallow(YUN Jong-chan, 2005), ariyphoon(KWAK Kyung-taek, 2005).
Makod created the visual effectsRiiantom: The Submarif®IN Byung-chun, 1999) and
Natural City (MIN Byung-chun, 2003). As the production budgeKorean films has increased,
due to the success of blockbuster films, the imaest in digital effects has grown larger. The
CG industry and technology has developed with tbeeln film industry as a whole. Today in
Korea, the term “blockbuster” implies a superprdauy including CGI (Kang, 2006).

In addition to the CG companies’ research and agwveént with the growth of the
domestic film market, the government’s support Exexdl governments’ efforts are accelerating
the development of visual effects technology.

The investment of the local governments of Daepgeuoh Kwangju in digital effects began
in earnest in the late 2005. The local governméthiecity of Daejeon completed the
construction of the “Special Effects Town” calléa tUniversal Studio of Asia on October 31,
2005. It started to provide the hardware for efintiproduction of special effects. It combines
the arrangements of a general studio, a miniagttglo, a CG studio, and the drainage
equipments for underwater shooting. (“Daejoeon Bp&dfects Town,” 2005). The city of
Kwangju declared that Kwangju is a city of CGI, andde the contract of exchange and
cooperation with William Morris Agency (WMA), thadgest entertainment corporation of
Hollywood, at November 9, 2005. Five Hollywood corgtions invested $85,000,000
(“Hollywood invests,” 2005). This investment wasaaged for research and development of
human resources and CGI technology, which theaigiwangju promotes with an emphasis.
The co-production and co-distribution with Hollywbmeans to obtain Korean animation

industry’s own copyright; accordingly, it is to gait of the status of a subcontract object.
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Hollywood has noticed that Korean animation indpbtis been in advance of the cheap labored
South-East Asian subcontracted animation industsigsh as India and Malaysia, about 15 to 20
years in technology and engineering skill. For iAethod, the co-work with Korean animation
industry having know-how with comparatively cheapdr provides Hollywood with a chance to
increase its qualitatively and economically contpegipower. If Daejeon Special Effects Town
provides the hardware for the visual effects industwangju’s contract and investment
functions as the software through the developme@i® program and skilled labors. With the
success of blockbuster films, local governmentgpsut for digital effects technology makes the
use of CGl in Korean films attractive.

Moreover, beginning in January 2007, in additiotht® local governments, the Ministry
of Science and Technology (MST) of the central goreent will begin to support directly the
development of CGI technology. Electronics and dahemunications Research Institute (ETRI),
the biggest national policy research institute ofd@, has developed the “digital actor project,”
spending $7,200,000 annually from 2003. The digitabr refers to the digital technology that
CG creates a human actor’s acting, such as faqmession and bodily movement, on the almost
same level with the human’s. The digital actor @cowill be carried forward as the
“practicalization project” under the lead of MS®iin 2007 (“Digital Actor,” 2006). As the
digital actor project is selected as the natiomajget, high-quality CGl and overseas expansion
of the domestic CG technology will be supportedin¥ho, the leader of the digital actor team at
ETRI, mentions that because the central governtages the lead in the project, the Korean
film industry will be relieved of the burden of autering against Hollywood blockbusters
(“Digital Actor”). The digital actor, developed dag the last three years, stars in the fight scenes

in the most recent nationalist blockbusteoyean Peninsula/Hanbandé&KANG Woo-suk, 2006).
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The Korean CG industry, having a short historywedltve years, has gained momentum
with the development of technology through the tardus success of blockbuster films. The
local governments’ bold investments in the hardvean@ software and the central government’s
lead of the digital actor project are creatingightrfuture for CGI. These investments and
support of CGl, from the individual companies te tbcal governments to the central
government, demonstrate belief in Korean blockbu#tes, serving as a national cultural and
economic strategy to counter Hollywood’s dominafi@elay, CGl is a national project and/or
industry, and it is a step towards cultural indefgce. In the next section, | will discuss how

digital effects in Korean nationalist blockbuststand against Hollywood.

5.2 Korean Nationalist Blockbuster Films, Cultutajitsu
Nationalist Motif: Synergy between the National Sewof Inferiority and the Self-reflection of
the ‘Korean Wave’llallyu)

Korean audiences’ acclamation to the nationalsthibuster can be viewed as synergy
effect between the reflection of the national sesfsaferiority and the recent cultural

nationalism of Korea rising from the ‘Korean Waydallyu).

The National Sense of Inferiority

The success @hiriin 1999, which was the combination of the Koreatianalist
subject and Hollywood aesthetics, was not the teduhe plan of the Korean film industry, but
that of the director KANG Je-gyu’s individual s&gy. However, sinc8hiri, the film industry
itself, feeling a premonition of the possibility bliockbuster, has strategically increased

investment in blockbuster films. The most succddgfns have been movies appealing to
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national emotion, based on past traumas. More ctiov&l blockbusters, SF-oriented
blockbuster without nationalist themes, suclddystery of the CubgrU Sang-wook, 1998),
Resurrection of the Little Match GifDANG Sun-woo, 2002), ardatural City (MIN Byung-
chun, 2003), have failed, in terms of both comnar@nd critical reception. Audiences’ embrace
of the nationalist blockbuster films clearly refle@ desire to see representations of natural
traumas onscreen, and perhaps to heal througHaasupes of these effects-driven narratives.
The Korean nationalist blockbuster films do notehidde traumas of recent Korean
history; rather, they expose and imaginatively tthem. Their narrativization strategy has been
labeled faction” by Korean journalists, referring to the combioatof the historicafact and
the imaginativdiction. The origins of contemporary Korean nationalism ba viewed as the
traumas from the invasion of foreign powers, inahgdChina, Japan, and the U.S. Opposition to

the invaders is the main motif of most Korean nalst blockbuster films.

Table 5. Top Local Movies

Ranking Title Admissions (Mil.)
1 King and the Clown (2005) 12
<2> Tae Guk Gi: The Brotherhood of War (2004) 11.7
<3> Silmido (2004) 11

4 Friend (2001) 8.18
<5> Welcome to Dongmakgol (2005) 8
<6> Shiri (1999) 6.1

7 My Boss My Hero 2 (2006) 6.09
<8> JSA - Joint Security Area (2000) 6

9 Marrying the Mafia 2 (2005) 5.66

10 Memories of Murder (2004) 5.5

Source: Hancinema. Full data is available on thertret at
http://www.hancinema.net/korean-movie-news_6587.php

As KIM Tae-jong (2006) indicates, five films out thfe ten most popular films concerned a

national trauma: Tae Guk Gi: The Brotherhood of Wg004),Welcome to Dongmakg(005),
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Silmido(2004),Shiri (1999), and)SA — Joint Security Arg2000)” (See Table 5.). All five films
address the Korean War and its aftermath.

This nationalism reflects an eager desire for iredd¢pendence as a sovereign state. As
YU Gina indicates, it is the expression of “theleclive sense of inferiority or anger” caused by
the painful experiences (Kim T.). Korea has begscked by surrounding powers since the
beginning of its history, and has often been ocadiny outside forces. Entering into the
twentieth century, they experienced the painfuldmsof Japanese occupation for thirty-six
years. Five years after the emancipation, the KoWar broke out between North and South.
Korea could not maintain independent sovereigrgyghe was split by the military intervention
of the U.S. and China. Korea is still the only dedl country in the world. This collective sense
of both inferiority and anger about the dark pdshe Korean nation tends to explode through
nationalistic subjects. This Korean nationalism wasinvented by the Korean nationalist
blockbusters, but it was rediscovered and recomiit oy themShiri, the first of the nationalist
blockbusters and a runaway hit, re-emancipateguppressed sense of anger and inferiority
among the Korean people. The painful history hagndisappeared. As Korean film director,
KANG Woo-suk, recently producing a nationalist iIbasterKorean Peninsulddanbando
states, the reason that Korean audiences are agticsver the film is that they can recover
their self-respect hurt from the reality through thationalist film and that the film can provide
the space for letting off their resentment (Chuhe, 2006). The Korean audience is attempting
to compensate for the humiliating traumas with ¢heationalist films. Nationalism, as the
subject of Korean blockbuster films, functions asraaginative vicarious war against the
foreign forces.

This anti-foreign narrative not only emotionallysalbs the Korean audience, but also
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influences its response to films made outside akeldoAndrew Higson insists, “the concept of a
national cinema has almost invariably been mohiliag a strategy of cultural (and economic)
resistance” (p. 37). It is the resistance agaimdlyiood’s domination over local cultures and
local film markets. In terms of the Korean natiasiablockbuster films, the national sentiment
against foreign forces is matched with the conoéptnational cinema as a response to

Hollywood hegemony.

The Cultural Nationalism as the Self-reflectiortlod Korean Wave

The origin of this explosion of the national sensenferiority can be viewed as the
Korean Wave overwhelming East Asia since the 1880%. The Korean Wave refers to the East
Asian fever of Korean popular culture emerging frGhina, Taiwan, Japan, and other East
Asian countries including Thailand, Vietnam, Singag and Indonesia, since the late 1990s.
Korean popular music has entered into China sinmena 1997. In 1999, as the Korean
television drama serid&tars in My Heartvas televised and extraordinarily hit in China and
Taiwan, the Korean popular culture including Korelaamas, popular songs, and films have
been rapidly propagated all over East Asia. Thexpeeted fever of the Korean popular culture
has been one of the hot issues of East Asia; tmeafdblockbuster is not an exception. As SHIM
Doobo (2006) argues, the Korean blockbuster hadi@adpghe Korean Wave from the success
of Shiri in East Asian film market; aft&hiri, Korean films became “regular fixtures in cinemas
across Asia” and the popularity has been contirfped9). The international fever of the Korean
popular culture that Korea has never experiencedrspired the Korean nation with the strong
cultural pride and nationalism.

Joseph D. Straubhaar (1991) interprets this erdhktisiresponse of the culturally
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common regional market by means of the conceptwdfural proximity’ through the case study
of Dominican Republic television programming. Aatiog to Straubhaar, the Dominican
audience’s reception of national, regional, and. gr8grams showed “a preference first for
national material, next for regional Latin Amerigaroductions, and lastly for U.S. production”
(p- 56). So, cultural proximity can be viewed as plattern for consuming cultural products
preferring the products of the common cultural eegEast Asian enthusiasm about Korean
culture, beyond compare to that about Western i@jltan be explained in part by this cultural
proximity.

In addition, Straubhaar argues that the Brazikdevision soap opergglenovelahugely
influenced by France and the U.S. in the 19508stoamed itself with the nationally unique
aspects, and exportéelenovelago the regional and global market from the 19@s 49-53).
From the case of Brazilian television programmisgaubhaar argues that the colonial status of
the Third World under media imperialism of the E\i¢orld has developed from the status of
cultural dependence to that of ‘assymetrical irgpahdence.’ Since Straubhaar’s study is about
television channel and genres, it is difficult ppby directly to the unique genre of Korean
nationalist blockbuster. However, it gives a usdhegloretical inspiration of industrial
independence of the Korean film industry in tha iKorean film industry has been getting out of
the unilateral status of Hollywood’s media impasal, has led the regional film industry with
the support of nationalist blockbuster, and hasibeg knock the world market.

Following Homi Bhabha's perspective that “nativesl aninorities strike back at imperial
domination by recourse to the hybridization stratdg. 27), SHIM Doobo argues that the
essence of the Korean Wave is hybridity “blend[iMgstern and Asian values to create its own”

(p. 40). According to SHIM, the Korean drama ang@ pausic represent modernized Western
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culture and atmosphere and simultaneously dealfathlism common in East Asian culture.
SHIM suggests the lyric lines @b My Motherthe Korean rap band g.o.d.’s famous song, as an
example of hybrid popular culture.

Mother, | miss you.

My family was too poor to eat out.

While mother went to work, | used to cook instaobdles by myself.

Sick and tired of them, | once pestered motheatmg out.

She had to use emergency fund to go to a Chinstaurant.

Mother ordered Jajangmyon but curiously she didatt

She simply said, ‘I don't like it. Eat more.’

She simply said, ‘I don't like it. Eat more.’

She simply said, ‘I don't like it. Eat more.’

Mother | love you.

| regret that | haven’t said this to you before.

| love you. May you rest in peace. (SHIM, 2006398)
As the stylish attraction of westernized boy bafdeautifully harmonized with the pathetic
affection for Mother in the lyrics, g.0.d. touchtbe chord with Asia. It is the combination of the
external features of Western and the internal vafdésian sentiments” (p. 39). This
characteristic of hybridity not only functions asaav material of the Korean cultural nationalism
with supporting the Korean Wave, but also direttlpires the way of flmmaking of the Korean
blockbuster through the combination of Hollywoodetand Korean nationalist themes. | will

address the characteristics of hybridity in deialbw.
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However, there is some concern about the cultatdnalism derived from the Korean
Wave. WON Yong-jin (2001) gives caution that ther&an Wave has possibility to be an
epigone of the western cultural imperialism to Eesan countries. WON indicates that Korean
manufacturers are riding the Korean Wave for thessaromotion in East Asia, travel businesses
are marketing with it, and the government strorsgigports the Korean Wave business. Won
criticizes the cultural status of Korea, todayt tkarea is forgetting the reality as the victim of
the western cultural imperialism and transforminmgdelf to a sub-imperialist to East Asian
countries. To prevent this sub-imperialism, WONpgmees Asian cultural block that the local
culture within the block is reciprocally united tvithe Korean Wave and defend Asia against
cultural attack of the West. For WON, the Korean/@/&s a distorted nationalist phenomenon
producing a Korean version of cultural-economic @mglism onto East Asia. In addition, CHO
Hae-joang (2005) criticizes the nationalist persipemf the Korean Wave that the origin of the
fever of the Korean Wave is not the Korean sengitahd Korean culture but popular culture,
such as dance music and drama serial, mainly taggatteenager (p. 153). CHO argues that the
Korean Wave is difficult to be maintained becauss dependent on only popular culture (p.
153). For CHO, the Korean Wave is a sand castleowtitany clue for the understanding as
cultural nationalism.

Despite WON'’s anxiety and CHO'’s criticism, it i€l@ar fact that the rise of cultural
nationalism in Korea has been a socio-cultural phemon through the Korean Wave in East
Asia. The interpretation of the origin of the Koné&d/ave and of the meaning of the cultural
nationalism has a bit of difference by each schdlawever, the rise of cultural nationalism as a
result of the Korean Wave is a cultural phenomeammteniable. The Korean Wave initiated the

cultural explosion of the repressed sentiment f&riarity of Korean. It has made the Korean
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nation reveal and/or view the traumas to heal aral/ercome with the pride of the Korean Wave,
relying on various cultural forms, such as dransaog music, and blockbuster films. In this
sense, the Korean Wave can be said as socio-dwdhutaeconomical foundation for the

continuous success of Korean nationalist blocklnsstee the late 1990s.

Media Jujitsu, the Politics of Resistance: Anti-lalood by means of Hollywood Aesthetics

Some argue that a cinema that borrows so much lfollywood could never be a true
national cinema. As YOON Sun Hee (2004) arguesth®imitation of Hollywood style buries
the identity of the Korean film (p. 310). AccorditgyY OON, Korean blockbuster film’s
imitation of Hollywood blockbuster makes the natibtheme difficult to be absorbed into the
Hollywood style because the imitation includesway of narrativization as well as the audio-
visual style (pp. 313-314). For YOON, Korean blog&ter moves backward from the national
identity.

Despite this critical view of the imitation of HplWwood, the reason that blockbuster films
have been continuously produced and overwhelmeddheestic market is the Korean film
industry’s confidence in their strategic adoptidiblmckbuster films as the way to take on
Hollywood. The Korean film industry could not coantby means of the existing national
cinemas, Hollywood’s grand size of scale, budged, star system. As a result, the synergy
between the new mode of filmmaking, adopting Hothpd aesthetics as the anti-Hollywood
strategy, and the Korean nationalist subject hagentize Korean nationalist blockbuster films a
weapon against the cultural dominance of Hollywood.

In Unthinking Eurocentrism: Multiculturalism and theellia, Ella Shohat and Robert

Stam (1994) diagnose Eurocentrism as “unacknowt¥dged “bad epistemic habit” brought
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about by mass media and academy, criticize thaddemtric criticism shows not only political
regression but also esthetic banality and fut{lityl0). For Shohat and Stam, Eurocentrism is a
synonym of European or Western imperialism as thedine it as follows: Eurocentrism
represents the historical trajectories of empifesti classical Greece to imperial Rome and then
to the metropolitan capitals of Europe and the WS¢ribes inherent democratic progress to the
“West,” takes no notice of non-European democreegyards the West's oppression such as
“colonialism, slave-trading, and imperialism” a®htingent, accidental, exceptional,” and
appropriates the cultural products of non-Europedatis“glorifying its own anthropophagy” (pp.
2-3). So, for them, Eurocentrism indicates the gssmf Europeans’ historical and political
oppression of non-Europeans; as a result of comtisEurocentric practices, non-Europeans
have become the objects of cultural imperialism.

Shohat and Stam introduneedia jujitsuas anthropophagy, a strategy of resistance
against European domination of inferior local ctéti According to Shohat and Stam, media
jujitsu is a method taking advantage of the powehe dominant in order to resist and/or to gain
ascendancy over the dominant. They set the Brazalhropophagic movement as a strategy of
media jujitsu. Although the dictionary definitiofi the term, anthropophagy, indicates
cannibalism, they use it as the appropriation efdhltural materials/products from other cultural
areas. In particular, in the context of resistaincEurocentrism, they propose anthropophagy as
the recessive culture’s appropriation of the poefatominant for resistance that is the process of
absorbing European techniques for developing amaawing local cultures, while at the same
time resisting European domination. For ShohatStadh, anthropophagy and media jujitsu, or
anthropophagic media jujitsu, can be viewed aseadrporation” that steals “elements of the

dominant culture and redeploys them in the intereSbppositional praxis” (p. 328). Despite
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Shohat and Stam’s use of the term media jujitpuefer the terncultural jujitsu as its wide
sense expanding the realm of resistance from ntediee culture as a whole.

The concept of cultural jujitsu has a similar veiith that ofcatachresisA dictionary
definition of the postcolonial term, catachresesers to the rhetorical misuse of a word for the
context. Gayatri Spivak uses the term for postaalatiscourse. Spivak (1990) argues that the
postcolonial critique should criticize or resis¢ ttolonialist power by means of catachrestical
strategy, “reversing, displacing, and seizing thpaaatus of value-coding” (p. 228). Because the
political claims of the postcolonial or decolonizz@ made up of the intentional misuse of the
value of the colonial, the claims “are tacitly rgoed as coded within the legacy of
imperialism” (p. 225). However, they are “concepgtaphors” without historically adequate
referent in the postcolonial space; that is, aatatssis (p. 225).

For Spivak, the Third World’s assimilation into thest World, or the Third World’s
seizing the First World's value-coding, is not otite Third World’s strategy for survival but also
its self-defense mechanism against oppressioreafhtperialist. In this sense, catachresis is a
tool for resistance. Gyan Prakash insists thaptstcolonial criticism produced under the
influence of discourse of domination locates “neitimside nor outside the history of western
domination but in a tangential relation to it” §). Postcolonialism is a catachresis itself. If |
apply the concept of catachresis to the Korearonalist blockbuster, it can be viewed as a
postcolonial product of the self-defense mecham®splacing and seizing the Hollywood
aesthetics for the context of cultural nationalitmough the anti-foreign force sentiment.

The concepts of “textual poaching” and “appropoiat seem not to fit well to the
Korean blockbuster’s resistance to Hollywood'’s axdt and economical imperialism. Paying

attention to the fan-based cultural phenomena, aadan writing ofStar Trek Henry Jenkins



194

(1992) considers “fans as readers who appropr@atiral products and “reread”/reproduce
them with their different interests (p. 23). Jerskiarms this process of fans’ rereading of mass
culture textual “poaching,” borrowed from Michel @erteau. Jenkins rejects fans as passive
consumers, supposes “fans as active producers angutators of meanings” (p. 23). So,
because the concept of textual poaching connogesaiisumers’ power or resistance against
dominant culture, the resistance of Korean natishblockbuster to Hollywood can be included
to that in a large sense. However, precisely spgakine Korean film producers and directors
poaching Hollywood style cannot be viewed as ceally compared to the avid fansStar
Warsor Star Trek For while theStar Trekfans’ poaching the text begins from their ardent
fondness of the original text, the Korean produagpropriation initiates from antagonistic
attitude to Hollywood. So, textual poaching seemisaxactly fit into the Korean nationalist
blockbuster model. The concept of appropriation aisludes the meaning of resistance. The
concept of appropriation can be applied to the Koneationalist blockbuster model in that
minorities asserts their power by means of thetm@of appropriation modifying and absorbing
dominant culture. However, in comparison to thecemt of cultural jujitsu, focusing on the
relationship between the colonized and the colonthe concept of appropriation is of very
wide range.

Thus, out of the alternative concepts, catachresigial poaching, appropriation, the
concept of catachresis can be an alternative ofotheultural jujitsu in the discourse of
postcolonialism; in addition, Shohat and Stam’soegt of media jujitsu has not seemed to be
firmly placed within postcolonial studies. But ndimeless the reason that | use the term, cultural
jujitsu, borrowed from media jujitsu, is that tlmeglication of the concept of jujitsu represents

clearest the characteristics of the active resistam attack of Korean nationalist blockbuster to
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the Hollywood films. For cultural jujitsu as canallstic anthropophagy is the concept more
precisely expressing the reality of econo-cultwat, today, that there is no rough
accommodation between the colonizer and the cadniz

The term jujitsu originally refers to the Japangaditional unarmed martial art that
utilizes the power of the enemy’s attack to defeatenemy. It is the cultural terminology of the
famous Japanese martial art judo. In the pracfiggitsu, a defender does not stop an attacker’s
fist, but pretends to accept it at first; thengleapes it and reversely uses the attacker’s power
throw the attacker to the ground. Because of teeepded motion of acceptance, jujitsu is
frequently categorized into the flexible martidl. dihat is why jujitsu’s Japanese characters,

F4l;, are made up of the flexibilitydt) and a technique or a martial &t

This flexible and eclectic strategy that preteradadcept and redeploy the enemy’s force
to overpower the enemy well describes Korean nalistiblockbuster films that appropriate and
reuse the Hollywood aesthetic to paralyze Hollywsadminance in the Korean domestic film
market, and further to enter into and to spreaceKorculture to the global market. As YOON
Seung-wook (2002) indicates, the strategy of psdtdltywood aesthetics, which keeps “the
eclectic balance between Hollywood style and thetesgjy of nationalism,” is receiving social
support (p. 100). The spectacular and standaravagdof filmmaking, including high production
costs and the use of action and special effectestsuctured by the actual Korean circumstances
of budget; then, the applied Hollywood aesthetasks up the nationalistic narrative. The
Korean nationalist blockbusters gain mastery owa@hMood films through telling the
nationalistic story of opposition to foreign foroggh the familiar style of the cultural dominant,
Hollywood. The strategy of pseudo-Hollywood aestisedf the Korean nationalist blockbuster

films is a good model of cultural jujitsu throudretnew mode of filmmaking, mixing the
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characteristics of the national cinema and bloctdnstyle.

Paradoxically, the effect of the pseudo-Hollywotr@dtegy grows larger as Korean
culture becomes more westernized. Since the auglisradready familiar with Hollywood
aesthetics, then their absorption of the nationalisrrative is faster. Of course, there may be a
risk of deepening cultural imperialism in the showrt. However, in the long run, | believe that
the domination of the Korean nationalist blockbtsta/er the domestic film market will reduce
the inflow of the imperialist cultural capital amdll increase the input of the national cultural
capital. Accordingly, through this activation oktKorean film market and industry, the Korean
film’s quantitative and qualitative growth and deyement, creating something new and unique
resulting from the synergy between Korean and Kailyd culture, will bring more cultural
profit than closing the country or the unconditibregection of Hollywood.

The digital effects on which Korean nationalistddbuster hugely rely can be considered
as the aesthetic essence of the Hollywood blockbursthat Hollywood style has developed
through invisibility. As | discussed in the earl@rapters, visual effects have developed with the
pursuit of reality effect, which is the cinematiasion created by special effects. Invisibility of
visual effects is a necessary condition for obtagrthe reality effect. Not only visual effects but
also Hollywood style itself has followed an ide&irovisibility. Edward Dmytryk’s statement
“The finer the cutter’s technique, the less notideas his contribution” sums up Hollywood
film’s commitment to the invisible style (1984, 1d). This tradition of invisible editing or
continuity system has been the foundation of Hatlgd/s cinematic language. Filmic
technology, including sound, color, and specia&#, also has developed for the purpose of
pursuing invisibility. In this context, the developnt of visual effects has formed an axis of the

Hollywood film history, and at the same time, tleality effect of visual effects has been a part
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of Hollywood style. The Korean nationalist blocktersappropriates the reality effect of digital
effects as a part of Hollywood aesthetic, gainisgeadancy over Hollywood blockbuster in the
local market.

The first Korean film to successfully appropriatelidwood blockbuster aesthetics was
KANG Je-gyu’sShiri in 1999.Shiri transformed the Korean audience from the subject o
Hollywood’s cultural imperialism to that of Koreaationalism. Until the appearanceSifiri,
the Korean audience acknowledged and respecteattibec value of Korean films and some
preeminent authors, but was unsatisfied with tbbrtelogical level that produced the spectacle.
The attraction of the incredible spectacle thatiyabod blockbusters provide was one of the
reasons that the Korean audiences go togetheeat gumbers to the theaters to see Hollywood
films. However, afte6hiri, they were excited with the quality of the speuatacpresentation,
and were proud of Korean film. It was Korean aude=hsatisfaction with Korean film’s
capability to represent Hollywood style that was ififluence of cultural imperialism, and at the
same time, an expression of confidence that “wedacaih, too.” Korean audiences could feel that
they had overcome a sense of national inferiodiig to the creation, in itself, of a well-made
pseudo-Hollywood film. The story about the natioio&ntity as the divided country was a good
fit with their emotions. So, the Korean audiencexjer the influence of cultural imperialism,
were satisfied with their being able to see thelysaod style Korean film, and simultaneously,
inspired by the anti-foreign and/or nationalistjsgbthat the narrative implied. They are
strongly attached to the Korean nationalist blogkérs showing the powerful spectacle, which
was an object of desire. The Korean audiences adwalthe Korean films; the continuous
success of the Korean nationalist blockbustersitade Hollywood films take a corner of

multiplex theaters. The Korean film industry is qga@wvering Hollywood film through using the
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force of Hollywood style as the cultural dominant.

Table 6. Selected Awards from Major InternationéhH-estivals

Year | Intl. Film Festival Director Exhibits Awards
1989 Locarno PAE Yong-gyun Why Has Bodhi-Dharma |Golden Leopard
Left for the East?
1994 Berlin JANG Sun-woo Hwaomkyung Alfred-Bauer Prize
1999 Cannes SONG ll-gon So-Poong Best Short Film
2001 Tokyo HUR Jin-ho One Fine Spring Day  |Best Artistic Contribution
Locarno MOON Seung-wook Nabi Best Actress (Ho-Jung Kim)
2002 Venice LEE Chang-dong Oasis Special Director's Award
Cannes IM Kwon-taek Chihwaseon Best Director
2003 Torino BONG Joon-ho Memories of Murder Best Screenplay
Moscow JANG Joon-hwan | Saving the Green Planet! |Best Director
2004 Sundance KIM Dong-won Repatriation Freedom of Expression
Cannes PARK Chan-wook Oldboy Grand Prize of the Jury
Berlin KIM Ki-duck Samaritan Girl Silver Bear for Best Director
Venice 3-lron Director
2005 Berlin IM Kwon-taek - Honorary Golden Bear
LEE Yoon-ki The Charming Girl Netpac Prize
2006 Sundance KIM So Yong In Between Days Dramatic Independent Vision
YANG Yonghi Dear Pyongyang World Documnetray
Berlin KIM So Yong In Between Days The film from the Forum

Source: Korean Film Council. Full data is availatiethe Internet at
http://www.kofic.or.kr/contents/board/index.aspxi&d=615

The significant fact that | should not fail to mientis that despite the inferiority of the
box-office, a number of qualified Korean nationaleznas have glorified the national identity in
major international film festivals during this tinmhen the Korean nationalist blockbusters have
swept over the domestic film market. In 2004, tlerd&n cinemas received awards by three
major international film festivals, Cannes, Veniaad Berlin international film festivals (See
Table 6). Those prizes have been earnestly awaided 1999, when the Korean blockbuster
film first started to be produced. After takingiadependent strategy of Hollywood style
filmmaking, the Korean national cinemas’ awardsrfnmternational film festivals has been

increased. Though | cannot say that the succe$e dforean national blockbusters has had a
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positive influence on the action of the Korean 8lonly by means of the information of Table 6,
we can understand that the use of Hollywood adasthieis not buried the Korean national
identity and the artistic value of the Korean filiine Korean nationalist blockbuster films,
which have been training for the cultural jujitdutlee Hollywood spectacle with digital effects,
are overcoming the cultural dominance of Hollywdibas.

In the next section, | will discuss how the naéilistic subject of the anti-foreign forces
and Hollywood aesthetics are combined togetheeveal, and make an attempt to heal, the past

traumas and/or the national sense of inferioritgrager.

5.3 Cultural Jujitsu: Healing Trauma through Kor&&tionalism with Hollywood Style

The Korean nationalist blockbusters’ spectacle withtal effects intends to imitate that
of Hollywood blockbusters; however, its functionttvn narrative deployment serves as the
cultural jujitsu, implying the anti-foreign poweland thus, countering against Hollywood’s
cultural dominance. | will categorize four filmsShiri, Tae Guk Gi: The Brotherhood of War
Welcome to Dongmakgand2009: Lost Memories-to three sub-subjects: the representation of
cultural influence of foreign forces; the natiosalnd anti-foreign narrative implications; and
digital effects as jujitsu. Because their subjectd styles place the films into a unique category
of the Korean nationalist blockbuster film, theadission following the sub-subjects, rather than
each film in chronological order, seems to be na&ffieient. Thus, the structure of the textual
analysis section in this chapter is different friivat of the earlier chapters.

The section of “the representation of culturaluefice of foreign forces” will show the
first step of jujitsu, which is to pretend to acttde enemy’s power of attack. | will suggest the

summaries of their stories and the foreign inflleean Korean culture naturally absorbed in the
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narratives. “The nationalist and anti-foreign namaimplications” section deals with the main
subjects of the film, exposing the desire of rastpnational sovereignty without the interference
or help of foreign powers. | will discuss the néxra foreshadowing and implications of
nationalism countering foreign forces. In the kesttion, “digital effects as jujitsu,” | will argue
that digital effects and the spectacle they usereatly remind us of those of Hollywood, but
they internally represent anti-foreign/Hollywoodchurse, the digital effects as a cultural jujitsu.

Shiri (1999) was directed by KANG Je-gyu, one of the hsascessful Korean directors.
It was commercial and critical breakthrough in aean film industry. As 6,100,000 audiences
sawShiri, it surpassed the record Gfanic (James Cameron, 1997) admitting 4,700,000
audiences in the local film mark&hiri was awarded Grand Prize in Film at Baeksang Arts
Award in 1998. It is the nationalist blockbustémfithat describes the pain as the broken country
on the Korean peninsula and the nation’s long shed desire of unification of the South and
the North by means of Hollywood style. North Koreawolutionists intend to break the mood of
accommodation between North and South, to givetoiske second Korean War, and finally to
accomplish military unification led by the Northh@y send LEE Bang-hee to assassinate Korean
leaders and make her approach to the South Koraagént YOO Joong-won as a lover. The
North Korean special force, PARK Mu-young, is stenthe South, in order to kill the minister of
the North, participating in the friendly soccer galbretween North and South. They intend to
incriminate the South, to break out the second &oMYar. The name of the plan is Shiri. YOO
saves innocent people of the South by killing PARtE, assassinator, and his real lover, LEE.

In reality, despite the South Korean’s heartiesthaior the unification, the political
barrier between the North and the South seems keiigltened to the degree that the unification

is felt impossible. Neither the South nor the Nawtimts to unify via the way that each of them



201

want. In addition, some intellectuals of the Sadwhnot want the South’s absorbing unification
of the North because extreme poverty of the Nordly lecome a total burden of the South
economy. The government of the South is suppottiagNorth from various angles to prevent
the North’s economic collapse. This inequality cbeomy and the polarization into opposing
politics put a question mark onto the possibilityhe unification. Even now the North Korean is
brainwashed from the elementary school into thigkfor maintaining the dictatorship, that the
South Korea is a cat’s-paw of the imperial U.S.rkitbhe mid 1990s that the military regime was
over, the South began to recognize that the Nerémiobject we had to embrace. The South’s
recognition of the North has changed but the Nentétognition of the South has not seemed to
be changed. The unification may be accomplishemigar future, or may not possible at all. For
the South today, the unification seems to be clsarfantasy than to reality. In this geopolitical
context, the South agent YOO's struggle with PARK&ent provocation for the unification in
Shiri shows the clear distinction of vision of the ucafiion between the South and the North.
Tae Guk Gi: The Brotherhood of Wg004) was directed by KANG Je-gyu who directed
Shiriin 1999.Tae Guk Gwas a mega hit recording 11,700,000 admissiorssvdpt over Korean
film awards including Grand Prize in Film at Baakg#rts Award in 2004Tae Guk Gideals
with the story of two brothers, Jin-tae and Jinks&bo are forced to be in service in the Korean
War. The elder brother Jin-tae tries to be awatedMedal of Honor in order to have Jin-tae
discharged from the service. Jin-tae transformshifnto a frenzied war hero to perform a
meritorious deed. Jin-seok is wounded and sent teattle rear. However, Jin-tae
misunderstands that Jin-seok is dead by Southbaoaimes the commander of North troops as
the incarnation of revenge. Jin-seok comes bathdadattle field to rescue Jin-tae; however, Jin-

seok returns alone under the self-sacrificed cageof Jin-tae. Fifty years later, finding Jin-tae’s
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bones, Jin-seok bursts into tears of remaorae.Guk Gprojects the national trauma derived
from the Korean War through the story of brothexhoo

Welcome to Dongmakg(®2005) was directed by PARK Kwang-hyun. It was
commercially successful as it recorded 8,000,000is&lons and awarded Grand Prize at Korean
Film Award in 2005Welcome to Dongmakgt#lls about the Koreans’ dearest wish for
unification of North and South, by means of dealwth the story about the straggling soldiers
of North and South. The dropout soldiers of NorthighHComrade LEE Soo-hwa, Sergeant Jang,
and SEO Taekgi—encounter the South dropouts—Sedaentenant PYO Hyun-chul and
Medic Comrade MOON Sang-sang—as well as the U.8y aptain Neel Smith in a remote
village, Dongmakgol, in Gangwon Province. The saigliof North and South have daggers
drawn at each other; however, as assimilated bpuhe souls of the Dongmakgol folks, they are
gradually accorded. Allied Forces mistakenly thinkt Captain Smith’s fighter was shot down
by Northern anti-aircraft emplacements in Dongmékaod sends a number of fighter-bombers
to make a bombing raid on Dongmakgol. The soldéidorth and South sacrifice themselves to
save the pure folks who do not even know what aigufihe dropout soldiers become new allied
forces of North and South facing against Allied desr.

2009: Lost Memorie€2002) was directed by LEE Si-myung. The film’srooercial and
critical response was comparatively degraded; hewévcan be a good example of Korean
nationalist blockbuster film, combining the natibsistheme and Hollywood aestheti@f09:

Lost Memoriesppropriates the motif of time-trip shownBack to the Futur¢Robert Zemeckis,
1985) andlrhe Terminato{James Cameron, 1984). Japan sends Inoue ba®k% 4 hundred
years ago, to tamper with history to make Koreagbaitary state. The Korean JBI (Japanese

Bureau of Investigation) agent Sakamoto, knowirgyftitts, attempts to go back to 1909 and
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rectify the distorted history. Sakamoto’s bestrfdesaigo comes back to the past to stop
Sakamoto, but he fails, and Sakamoto successiutg history. Back in 2009, Korea is
independent, exceeds Japan, and leads the Asiatriesu

Korea including both the South and the North hasgmted unconditional hostility after
the emancipation from the Japanese occupationaiiimeosity towards Japan has not died down.
At this moment, as the strife of the dominium abBakdo, an island located between Korea and
Japan, gets bigger, the anti-Japanese emotionrefakie extremely rising. Superficially, the
strife is for the sovereignty of the fishing indysbut internally, for the South Korea, it is the
struggle for the national sovereignty reminding lthes of sovereignty in the past. If, for the
South Korea, the U.S. is a friend protecting vickenf the North, and at the same time, an
invader interrupting the unification and dominatthg economy and culture, Japan is an old foe
that Korea must not be defeated again. At the mothan Korea passes Japan ahead politically,
economically, and culturally, the trauma of thealsgse occupation may begin to be healed.
However, it seems not expected to be achievedlghlorthis sense2009can be viewed as a
cultural attempt to heal the trauma through repriesg the national consciousness of the anti-

Japan with a form of science fiction.

The Representation of Cultural Influence of Fordigmces

As the director Kang Je-gyu stateShfri imitated the style from Hollywood action
thrillers” (Shim, 2005). The film exposes the cuftunfluence of Hollywood in itself. In the
scene wherein agent YOO Joong-won and his bestfregent LEE Jang-gil and LEE Bang-hee
pretending to be YOQ's lover are having dinner thgeafter seeing a musical, the cultural

influence of West on South Korea is explicitly preted. The musical they see is the Korean
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version of the Broadway musicauys and DollsThe restaurant where they have dinner is the
European style family restaurant, Marché. The cartees the logo of Coca Cola in the middle
of the frame, and slowly pans right and tilts dawrnhe parasol of the dinner table, where the
logo of Marché is seen. They are in the centeutifical imperialism called globalization.

The scene in which agent YOO leads the OP spewgitd and has a fierce battle with the
North Korean special forces in the building imitatee action scenes The RockKMichael Bay,
1996) or a number of SWAT action movies. The botilyvement of OP units is much closer to
that of the special forces led by Commander Ande(btichael Biehn) inThe RockThe urban
combat scene resembles thatHefat (Michael Mann, 1995). The scene in which PARK #teas
YOO by a phone call imitates the scen®ir Hard: With a Vengeang@dohn McTiernan, 1995).
PARK says “We have ten CTXs placed all over Seldutall you 30 minutes before each of
them goes off. You'd better find them before peag@ehurt.” Manhattan is replaced by Seoul,
and detective John McClane is changed to agent YOO.

The main musical theme 8hiri is Carol Kidd’'swhen | dreamlt is heard whenever the
melo-scenes between YOO Joong-won and LEE Banguigepresented. In the very end, in
particular, when YOO recalls LEE Bang-hee, it iafgeagain with the ending-credit. “I could
build a mansion that is higher than the trees...\ihen | dream | dream of you maybe someday
you will come true...” The mood of YOO recollectirtgetlove with LEE Bang-hee, which is
impossible to gain, is replaced by the heart obatls Korean falling in love with a North, which
also seems impossible to achieve. South Koreanlg@gedyeartiest wish for the unification is
repeatedly symbolized by the American popular soattper than by Korean music, it is a vivid
representation of cultural imperialism. &&iri reveals the U.S.-oriented Korean culture of the

present, it naturally absorbs the audiences irea#tionalist narrative.
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In comparison t&hiri, Tae Guk Gi: The Brotherhood of WandWelcome to
Dongmakgorepresent softly the cultural influence of forefgnce, due to the periodical
background of the 1950s. Tae Guk GiJin-tae shoeshining in Jongno admires the imgdorte
Italian hand-made shoes. Jin-tae’s dream is to rgakd shoes equivalent to the Italian shoes
and further, to have his own shoes shop.

Jin-tae: The middle ones are made of Italian affhey just came in. ... It's a work of

art. The heels are high, and the stitching is super
Jin-tae’s dream is growing with the Italian shdaghe beginning, we can find two black Ford
deluxe sedans, which seem to be produced in th@s1@8Jongno, the most bustling place of
Korea in the 1950s. The first Korean car producgdrean technology appeared in 1955 in
reality. So, the cars appearing before 1955 wepmited, most of which were from the U.S. The
Ford cars in the film are a symbol of the advangedization and technology of the U.S. It
creates a contrast with the naive outfit of thedéor people. The imported shoes and cars are
dominating the center of Korean business at thag.ti

After the emancipation, the economic independeh¢erea was extremely low. The
supply goods for the war of South Korea were depetdpon the U.S.; accordingly, most South
Korean military supplies were made in the U.S.AWelcome to Dongmakgdhe U.S. mark
clearly shown on the ammunition pouch of PYO repnés the economic situation that the
Korean army had to depend on U.S.’s suppliers.dsea scene that Medic Comrade MOON
Sang-sang states his dream that he wants to beageraof a U.S. Army Club because there are
lots of girls there. It is a symbolic moment of alag Korean youngsters being strongly touched
with the civilization and culture of the U.S. Thalesintellectual of Dongmakgol, Teacher KIM,

represents the inflow of foreign culture. Teachévardly speaks English; he can only read
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simple sentences. He tries to communicate with &a@mith by reading the introductory level
of English conversation book whose title includ&sglish Step by Step: New Edition.”
However, the folks of the village hold him in respbecause he seems to be able to speak
English, which cinematically represents the cultdaninance of the U.S.

In contrast to the other films, we cannot find ggonoperties or symbols representing
Korean culture irR009: Lost MemoriesThe superficial reason for that is the film'sghsis
supposes that Japan has colonized Korea by 2008 8orea has long been a part of Japan,
there is no sign of Korean culture. However, thpliait reason of that is that the film projects
the national trauma of Japanese liquidation of Koneational culture during the period of
Japanese occupation from 1910 to 1945 onto th&dict future. What the film shows is the
Japanese culture itself, not the influence.

Japanese language dominates half of the film. #the letters presented in the film,
except the ending scene, are Japanese. Saigos isoasraditional Japanese house, with a

Japanese garden. Saigo and his wife wear traditlap@anese costumes at home. The

relationship between JBI director and Saigo is mtioke to that between a lord and his samurai.

The Korean agent Sakamoto’s house is a westermpelgrn residence. There is no evidence of
the culture or traditions of Korea. The gunfightises resemble that of Hollywood. The
appearances of two JBI agents, Saigo and Sakamatd) resemble those of two OP agents,
YOO Joong-won and LEE Jang-gil 8hiri. The special forces’ movement looks like that of
SWAT movies. The scene in which Furei-Senjins pra$eto be a party server and guests at the
final exhibition of Inoue Collection in the verydianing is similar to that of the operation of
Ethan Hunt (Tom Cruise) in the beginningMission: Impossibl¢Brian De Palma, 1996). The

armed Furei-Senjins’ secret infiltration from they ®y the hang-gliders to the roof of Inoue
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Culture Research Center remind us of the scenditifation by skydiving inDrop Zone(John

Badham, 1994).

The Nationalist and Anti-Foreign Narrative Implicets
In Shiri, the South’s dream of unification with the Nor#eming impossible is repeatedly
represented through the leitmotif of two fishessdfmgurami and Shiri. LEE Bang-hee, a spy
from North, falling in real love with the South’'gent YOO Joong-won repeats the story of
Kissingurami, a tropical fish coming from abroad.
LEE Bang-hee: (as giving two Kissinguramis to YAf3)ne of them dies, the other dies
too. They dry up from malnutrition or their scafall off. Don't let them die.
Feed them once a day, and change the water...
YOO Joong-won: Every five days. They don’t surwvieere it’'s dark and cold.
Keep the lights on all the time.
LEE Bang-hee: | might do the same thing if you ha# alone.
(They imitate the kisses of Kissinguramis.)
Their dialogue of Kissingurami with the backgroundsic ofWhen | dreanmepresents the love
mood in peace. However, in reality, the kiss of Kssinguramis refers to not a kiss of love, but
a fighting to keep their territories. In the erftgy point guns at each other, due to their
differences of ideological and political identitkespite their real love. In the narrative, when the
two ministers of North and South see the friendlgcer game between South and North, the
South’s agent YOO and the North special force PARKyoung fight desperately under the
playground. So, LEE and YOOQO's imitation of the les®f Kissinguramis symbolizes the

relationship between the South and North, beyoatlihtween YOO and LEE. Their tragic love
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implies the recognition of South Korea’s unificatiovith North, in that despite South’s real love
and desire for the unification, the difference exlity getting bigger makes the future darken.

When Kissingurami symbolizes South Korean recagmiof the present status of

territory division, Shiri, an endemic fish, doesuBoKorean expectation of the North Korean
way of unification. In diegesis, Shiri is the naofdahe secret plan that the revolutionists of the
North intend to make the Korean War again throudiim§g a minister of the North during the
friendly soccer game. To induce Jung-ll Kim’s midarstanding that the South assassinates the
minister of the North is the purpose of Shiri plRARK says about Shiri to YOO.

PARK: You know the fish named “Shiri"? It's a Ka@me aboriginal fish, living in crystal
streams. Though they are separated with the coditided, someday they’ll
reunite in the same streams.

Shiri is a Korean aboriginal fish able to live omtythe purest stream. The name of the
unification plan is Shiri in diegesis. The titletbe film, Shiri, symbolizes the unification of
North and South, without the interference or hdlfpceign powers. PARK’s remark that Shiris
of North and South reunite in the crystal streafareeto the setting of anti-foreign forces
revealing the desire of unification under pureatéulture, which is not polluted by foreign
culture/power. It is the intention of the Northdregesis, and simultaneously, the expectation of
the South in reality. The different setting of syehbém of the fishes between the exotic fish,
Kissingurami, as the South Korean recognition efuhification and the aboriginal fish, Shiri, as
the North Korean way for the unification is a regaetation of self-reflection that the influence
of western cultures on South Korea is getting hevaand that North Korea’s political, economic,
and cultural isolation from the world is gettingeger.

Shiri implies that the unification of South and Northydolized by Shiri reunited, has a
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cultural and economic barrier placed by the fordauoes, in particular, the U.S. The special
force of North, PARK, wreaks his wrath or the Noktbrean national wrath on the South’s agent,
YOO.
PARK Mu-young: “Our hope is reunification. We dneabout it.” When you sing this
song, our people in the North are dying on theestfEhey barely manage to live
with roots and barks. Our sons and daughters ang Beld off for fucking 100
dollars! Have you ever seen parents eating théa tdésheir dead kids? With
cheese, Coke and hamburgers, you wouldn’t knowcger game to unite the
nations? It's bullshit. We've had enough with tlieyears of deception. We're
opening up a new history of Korea.
“Our hope is reunification” is a children’s songtbé South. South Korean people learn this
song at the elementary school year and love toteimgong throughout their lifetimes. The song
can be regarded as the expression of South Kasdafor the unification. When South’s
children sing a rosy song, the children of the Néninger. When South Korean people are
filled-up with Coke and burgers, the North is stagv Since the friendly soccer game is a
political play, a war is needed for the unificati®ARK’s remark represents the difference of
consciousness and culture between the North anth Staused by the cultural influence of the
U.S. The implication of PARK'’s line is the anti-U.&ntiment, that the U.S. is a setback to the
unification in that the U.S. draws away South fridorth. This scene proves tHaiiri is an anti-
foreign nationalist film. The goal is to resistégn interference and influence, to secure
practical independence of sovereignty, and to camtwo governments into one. This is the
Korean nationalism that Korean films, dealing wiltl reality of territory partition, such &hiri,

Tae Guk GiandWelcome to Dongmakgare commonly based on.
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While Shiri's nationalist implications are indirect and metagt, that ofTae Guk Gi:

The Brotherhood of Was more direct and straightforward. First, itketis nationalist and
ideological because Tae Guk Gi refers to the natithag of South Korea. The original Korean
title of the film isTaegukgi hwinalrimyeameaning “as flying Tae Guk Gi” and implying the
extreme patriotism and nationalism that raisestit®nal flag on the highland after killing a
myriad of enemies. In the film, Jin-tae leads tlotory of the battalion. As tying up Tae Guk Gi
on the body of Jin-tae’s rifle, the commander makesmpliment to him in front of the soldiers,
“Your bravery exemplifies the men of this battaliétaise this flag on Mt. Baekdu by the
Chinese border.” The soldiers give a big hand amdydim shoulder-high. The solemn music is
heard, simultaneously. It is the extremely natimbahoment represented by the symbolism of
the Korean national flag. This scene signifies thatfilm is about nationalism via the story of
brotherhood.

In Tae Guk GiKorean nationalism is implied through the disdrbrotherhood. The film
has the narrative that the brotherhood is connéotétk nationalist subject of South and North.
Jin-seok tender is weak, but good at his booksta#rbrave is strong, but bad at his books.
Symbolizing the characteristics of South and Ndtiky represent the brotherhood that is
impossible to be realized.

Jin-seok: You and | should be together. We live die together.

Jin-tae: You know | want both of us to live. Bibnly one of us gets to go, | want it to

be you.
If Jin-seok’s lines mean the unification of Souttddorth as a brother of the same blood, Jin-
tae’s lines indicate the practical difficulty ofetlunification and the superiority of South. The

symptom of the extreme nationalism that the Sauftreéferable for survival if the unification is
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impossible seems to be shown. The reason thaadiagagerly wants to let Jin-seok go back
home is that Jin-seok’s scholastic achievementasminent. The scholarship, including the rank
and grades, is and has been related to the sacieéss in Korean society. Jin-seok’s success is
his family’s success, too.

Jin-tae: What did | risk my life for?... | wanty®o go home alive. | also want to go
home, you know. But you're our family’s hopes amdains! | never regretted
giving up school and shining shoes for you. Momdilgoroke her back for you.
Do you know our sacrifices?

Jin-seok: Of course, | do. | know all of it. Whmnd the only one you think about? If you
had thought about Young-shin and Yong-man, youdigtihave done it.

Jin-tae: | don’t care what you think, as long as gan go home.

Family members’ voluntarily sacrificing for or sugging the member who shows scholarly
possibility has been easily found in South Koréaahnot be said to be unique to Korean
family-hood, but it is rarely seen in the West-tda not only sacrifices himself, but also attaches
no importance to the other’s safety. Jin-tae oolystders his own family blood-related. His
companions and even fiancé are easily forgotteis. @&treme family-hood and brotherhood
cinematically represent the extreme nationalisidaka, proud of a single race. In this sense,
Jin-tae’s ignorance of others implies the strongisgent of the anti-foreign forces.

In Welcome to DongmakgdC Gl supports the symbolism of anti-imperialisrheT
butterflies drawn by CG protect Dongmakgol from itmervention of Allied Forces. Captain
Smith’s fighter is brought down in the beginningaese of the butterflies’ flight disturbance.
Later, Smith finds out that another fighter was ¢&ed out of the sky. When the special forces of

Allied Forces come down in parachutes, the butesrthinder the entrance of the forces into
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Dongmakgol. The butterflies serve as a guardiaelasighe purest village of Dongmakgol. In
addition to the butterflies, when the Communistgte’s Army soldiers of North, High Comrade,
LEE Soo-hwa, Sergeant JANG, and SEO Taekgi, einéevitlage, the snake exhausts the
cartridge clips of their rifles. The snake demilzas the soldiers.

The character of Medic Comrade MOON Sang-sangeiybung man who is already
influenced by western culture. His dream is to Inee@ manager of the U.S. Army Club. He is a
cinematic representation of western influence @nkbrean culture. He shows the extreme
individualism when the dropout soldiers plan totpob the village. While the other soldiers,
including Smith, participate in the plan with thife, only MOON shows heavy hesitation
saying, “I'm not going! If my family... even if it we my own family | couldn’t do it.” It is the
character setting of the anti-foreign cultures,gasfing the bad influence of western culture, in
particular that of the U.S.

The name of the village, Dongmakgol, means “ttiage of living like children
carefree.” From the origin of the name, Dongmakgtérs to the village being free from the
control or intervention from the externals. Ithetvillage that is untouched by foreign forces.
The story of the film is about making a small alferce of North and South to protect
Dongmakgol from Allied Forces’ bombing. Dongmakgothe realm of nationalism. Allied
Forces are represented through B29 bombers and fginBr-bombers, the major aircrafts of
the U.S. Air Force.

The implication of anti-foreign powers is more cogtely described ikVelcome to
Dongmakgal Dong-goo’s mom, who has lived in Dongmakgol fdifetime, is afraid that the
outsiders will entice Dong-goo to leave the villa§&e does not want to give him a chance to

see the outside. She tries to isolate his sonDottggmakgol, rather than to give him critical
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power. The lines of Dong-goo’s mom embody the forkign forces. She shows the anxiety
about the outsiders to his father-in-law, the hefatthe village.

Dong-goo’s mom: It's almost 9 years since Dong-gq left home. Sure, he wanted to
see the outside world, but I'm worried sick Donggull leave, too. We have to
send the outsiders away before something happelbenh-goo ends up leaving,
too, I'll die!

The title of the film “Welcome to Dongmakgol” iskend of paradox. The villagers of
Dongmakgol are naive and pure to the degree thgtdb not know understand violence. They
are warm-hearted and fond of the strangers. Thaytdraw a distinction between a native and
a foreigner, and between South and North peoplagBakgol welcomes everybody. However,
Dong-goo’s mom reveals the internal caution and fi@athe outsiders. She considers the
soldiers as invaders breaking the peace of Dongatakgom her lines, we can think that almost
all of the villagers have never left DongmakgolitNer did many outsiders enter the village
because of its geographical isolation and of thppstt of the butterflies and snake. Her husband
did not come back after going out to the world. thar villagers, the world outside the village is
a certain attractive place to the degree that oes dot want to come back if once soaked in the
world. That is the western culture mirrored by wWald outside Dongmakgol. As undergoing the
war with the help of the Allied Forces, the sovgngy of South Korea is gradually disappearing.
South could not reject the help of the U.S. Theemationality has not come back home yet. The
more carried away by the western culture, the rasteanged from the pure aboriginal culture.
The scene is a criticism against the U.S.’s cultdoanination, and at the same time, against the
present cultural status of Korea, which is beirltyfsoaked in American culture.

In the end ofMelcome to Dongmakgdhe bombers of the Allied Forces approach
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Dongmakgol. The dropout soldiers prepare for thaliag induction to the place secluded from
the village. Smith comes back to the base firstatify the survival of himself. Only South and
North soldiers remain.
(North) SEO Taekgi: Aren’'t we allied forces, tod/2’re a North-South Joint Force,
aren’t we? Am | wrong?
(South) MOON Sang-sang: You can joke at a time thiks?
(North) LEE Soo-hwa: That makes sense!
(South) PYO Hyun-chul: Instead of like this... if wad met somewhere else some other
way... we would have had real fun. Don't you think so
The dropouts form small allied forces, made up @it and North armies, in order to resist the
Allied Forces’ attack on Dongmakgol. In order togsthe Allied Forces referred to by the U.S.
Airforce, South and North are accorded. To keemotiégy of Dongmakgol, the allied forces of
North and South confront the foreign forces. Inshene of the harmony between North and
South, Director PARK Kwang-hyun refuses the helaptain Smith.
2009: Lost Memoriepresents the strongly nationalist setting in tegitining. Director
LEE Si-myung twists the painful history with SF ignaation. First, we see the failed
assassination. The credit-sequence of montageadfdginning announces that this film tells a
nationalist history distorted and intertwined betwéd<orea and Japan. With a series of montage,
distorted history is presented by the following tsilds:
1910 — Japan annexes Chosun, Ito Hirobumi inauvediiad the first governor of the
Chosun colony.
March 1, 1919 — Protest against Japanese occugt®agoda Park suppressed

1921 — Inoue inaugurated as tH& governor of the Chosun colony
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1932 — Assassin Yoon B. G. killed on the spot angkou Park, Shanghai

1936 — US and Japanese allied forces enter WWII

1943 — Japan takes over Manchuria

1945 — Atomic bombs dropped on Berlin; WWII ends

1960 — Japan becomes a permanent member of theetiNiy Council

1965 — Japan launches its first satellite, Sakunatd orbit

1988 — Olympic games held in Nagoya, Japan

2002 — Soccer World Cup held in Japan

(The camera takes LEE Dong-guk, a famous Koreacesgdayer, attaching the national

flag of Japan to his uniform.)

In diegesis, modern Korean history has been charigeidby fact in chronology. In reality, ANH
Jung-geun’s assassination of Ito Hirobumi succeetieg infected Korean people and spurred
the independence movement. In this alternate lyisttor Hirobumi survived and became the first
governor of Chosun colony. Every subsequent evanbleen altered as a result. In the end of the
credit sequence, the camera takes the Korean spleger LEE Dong-guk playing with the
Japanese flag in 2002 Korea/Japan World Cup S&gasere. In real life, SOHN Gi-jung won the
gold medal in Marathon at Berlin Olympic Games #3@ with the Japanese flag. So, LEE
Dong-guk is a cinematic version of SOHN Gi-jung wias symbolized the sorrow of Korean
whose identity was plundered. This is in exact ipmn to the national emotion of the pent-up
fury and hatred of thirty-six years of Japanesaipation. The credit-sequence drives the
audiences to the memory of trauma, asking thentl tapf with the nationalist and patriotic
sentiment. It is the phase of exposing trauma ldaterhealing process. The distorted history in

the beginning functions as the strongest settingatibnalism, countering against the past
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Japanese imperialism.

The nationalist sentiment of the anti-foreign fa,geresented iBhiri, Tae Guk Giand
Welcome to Dongmakgate primarily aimed at the U.S. It is antipathwiagt the political and
cultural influence and/or interference of the Uwghjch occurs or cannot help occurring in the
middle of supporting South Korea as an allied matikhe recent Korean films, based on the
Korean War story, tend to hold in common the nareatnplication that the Korean unification
begins with the independence from U.S.’s politeadl cultural influence and interference.
However, the anti-Japanese sentiment is dissinaldre anti-U.S. in terms of its characteristics.
The historical fact that Korea is thoroughly depdvwof sovereignty by Japan has forced the
Korean people to maintain the unconditional natisnaof anti-Japanese militarism. The
narrative, implying the accordance of North andt8day means of the anti-U.S., is not needed
in the films like2009: Lost MemorieBoth sides of Korea are already united with tatisnent
of anti-Japan. Korean people’s anti-Japanese sentiis rising again recently because of the
territory dispute of Dokdo, located between Souting& and Japan. In season, another
nationalist blockbuster filmKorean Peninsula/Hanband&ANG Woo-suk, 2006), was released
and ignited again the anti-Japanese nationalisen2009: Lost MemorieOne may criticize the
possibility of the nationalist subject as a mankgtstrategy of Korean film studios; however, no
one can deny the existence of unconditional naligmeof the anti-Japanese militarism.

2009depends upon this unconditional nationalism. Sakarkstens to the secret history
from a senior Furei-Senjin, at the hideaway, KayaBakamoto becomes aware that Japanese
occupation has been continued because the organizdtlJapanese extreme right came back to
1909 and changed the history of Korea and Japan.

Senior Furei-Senjin: | know it's hard to believavas like that too. But over the last one
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hundred years, many of us have died for this uatable story, and your father is
one of them. Now, we want to put history back srottiginal path.

It is Korean resistance’s unconditional beliefhe tlistorted history between Korea and
Japan. He asks Sakamoto to accept the uncondinatiahalism of the anti-Japanese militarism,
only because Sakamoto has Korean blood. The untcammali belief in succession from the father
to the son portrays the unconditional anti-Japdionalism in succession from Korean ancestors
to the present people. The camera takes Fureifefgrming a line with the sublime sound
effects. The senior’s voice-over is heard: “... Tlill be our last chance; the last chance to right
the altered history, and terminate our pain antksnfy. We've endured decades of disgrace and
humiliation for this day....” His line directly showise sense of national inferiority and suggests
a way to heal the trauma: coming back to the pastcarrecting the history. To see the coming-
back and correcting the history seems to be aiegsihealing of the trauma that Director LEE

Si-myung suggests to Korean people.

Digital Effects as Jujitsu

Digital effects and the spectacle they create rdmasof Hollywood spectacle, but their
narrative implication serves as the anti-foreigreés, including the anti-U.S. Digital effects in
the Korean nationalist blockbuster films functi@ssa cultural jujitsu, using the attacker’s force
to defeat the attacker.

SinceShiri (1999) was the first trial of adopting Hollywoodsthetics, the limited budget
and the level of technology producing special eéff@zere problematic. As David Scott Diffrient
indicates (2001)Shiri's production cost was only about 2% of that ofrage Hollywood

blockbusters, although “twice the budget of thedéad Korean motion picture” (p. 42). Even
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the 2% was possible by Samsung Group’s investnfes2,0600,000 (p. 42). Aimost all the
special effects, as much as possible, were modilidewever, the digital effects technology in
1998, whertshiri was being produced, was inferior to today’s. Altgb digital effects
technology was an important point to make the fika a Hollywood one, the level of CGl
could not support the production environment. B@meple, according to Production Designer
LEE Sunghun and Director KANG Je-gyu (2002), thengcof the friendly soccer game between
North and South was produced by the stealth shaztuse the shot during the actual soccer game
between South Korea and China was denied. It mi&anshey could not consider the use of
CGil for creating the mob scene of the spectatotisarstands. For shooting the drama section of
the soccer game scene, they had to mobilize 2008se% years later, Director KANG Je-gyu
creates the grand-scaled mob scene of 100,000 &&hireny by means of the Motion Control
Camera (MCC), with only 400 extras, during the fitlaking ofTae Guk G{(p. 149). If the level
of digital effects technology was not satisfied Hael to spend much at the expense of payment
and time for the myriad of extras. In Richard Atierough’sGandhiin 1982, Gandhi’s funeral
scene in the end of the film was shot with 200,08@nteers and 94,560 extras paid a small
fee”("Gandhi”). InThe Lord of the Rings: The Fellowship of the Rmg001, Peter Jackson
produced the mob scene of 3-D characters madeundfieds of thousands of monsters and
warriors” by means of scanning “dozens of statgetfehe Orc warriors and knights” (Pinteau,
2003, pp. 180-181). The development of CGI techimglover the last 20 years, has reduced the
number of extras and the production costs, andl@amepusly, has increased the scale and
efficiency of filmmaking.

It is important that the liquid bomb CTX, the egsarelement of Shiri plan, was

produced by CGl, although the digital effects testbgy was at an elementary level. The glass



219

filled with the liquid was an actual property, ke red nucleus was created by CG. The
countdown digital watch was produced by CG, todi&gesis, the CTX is the key to Shiri plan.
The North Korean special force, PARK eagerly attestp explode the CTX at the soccer
ground. PARK allegorizes the unification as thaijeg of Shiris of North and South. Shiri can
live only in the purest stream. So, the explosib@DX implies the purification of the Korean
cultural stream, which is turbid by Coke and busg&he CGI of CTX functions as a cultural
jujitsu countering against the cultural influenddhe U.S.

Tae Guk Gs digital effects present the intervention of theeign forces, such as the U.S.
and China. In order to serve with distinction, the-leads his battalion and retakes the highlands
that the North were taking. After the battle, Juwe-and Jin-seok show their deep brotherhood.
Jin-seok asks Jin-tae to be safe, and Jin-tae gaesuwin-seok to come back home alone. After
the scene of brotherhood, the Commander annouhegsatticipation of the U.S. Marines’
landing at Incheon. The U.S. entered the war towtaai the Korean Peninsula adjacent to China
and the Soviet Union when the fighting front washatend of South. The Korean Peninsula
falling to the Communists was not profitable to thé., in particular, right after the end of
WWII. With the announcement of the participatiortloé U.S. Army, the battalions raise a war
cry and a dozen of the U.S. Airforce fighters drawrCG are flying on the sky. The CG shot of
the U.S. fighters is inserted after the scene tibnalism represented by the brotherhood. The
CGl of Hollywood style shows the help of the U.@h;the other hand, it reveals the intervention
of the U.S.

As a result of the U.S.’s entrance, Jin-tae’s hiattaadvances to the national boundary.
They get excited by the expectation of the ternmmadf the war. The award of the Medal of

Honor to Jin-tae is announced. The battalion preduccelebration atmosphere. At this moment,
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they were ordered to retreat, due to the entrahtteedCommunist Chinese Army into the war.

Signalmanl: The U.S. Army is retreating, too.

Commander: How many Chinese reinforcements arerggmi

Signalmanl: For Woon-san city alone, at least 11D,0

Signalman2: They'll fire on us any minute, sir.

The destiny of South and North is under the cordfdbreign forces, the U.S. and China. Real
sovereignty does not exist. With the help of th8.lArmy, South seems to snatch a victory out
of defeat, but comes at a crucial moment, due ta&supporting the North. The Korean
territory is trampled by the foreign forces ag#in.| stated earlier, the scene in which 100,000
Chinese soldiers are surging from mountains wadymed by CGI. 400 extras and MCC created
the mob scene (Kang Je-gyu Film, 2004, p. 149).rélreat occurred before the victory or
unification, due to the participation of China. TB&I of the Communist Chinese Army pouring
cold water on the nationalist atmosphere exemplifie intervention of the foreign forces.

In the end, Jin-seok goes over to the camp oNtbrgh to rescue Jin-tae and they meet
again. At the moment of the brothers’ reunion,th8. Navy F4U Corsair fighters, created by
CG, make a bombing raid on the North camp. The &wofighters used in the scene were not the
mix of live-action and CGl, but a hundred perce@l CJang). The harmony of North and South,
symbolized by the union of the brothers, is intptedl again by the U.S. fighters created by CGlI.
The use of CG, including fighters, bullets, andlegns, and the dazzling spectacle, caused
misunderstanding thdae Guk Giwas only a bad imitation &aving Private Rya(Steven
Spielberg, 1998); however, their function in nawastands facing the opposite side. That is, the
anti-foreign forces, the U.S. and China: the jujits CGI.

Welcome to Dongmakgdhat the number of CGI shot was over 500 (KimYK:!The
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Behind CG Story,” 2005) shows the grand finalehaf pattern bombing CGI created. All of the
B29 fighter-bombers, P47D fighters, and the bomlite last scene were produced by CGI
(Kim K. Y., “The CG Highlight,” 2005). The pilotsfahe fighters of the Allied Forces are
described as the U.S. Airforce. The mark of the.l8iBorce is seen at the body of the fighters.
Although they are the Allied Forces, the U.S. Armgkes a decision and the U.S. Airforce does
bomb. In diegesis, the identity of the Allied Fasde the U.S. The North-South Joint Force, SEO
Taekgi called, succeeds the induction of bombintipéoother place. Dongmakgol becomes safe.
When the bombing begins, a myriad of shells that @€ated is poured from the sky. The shells,
symbolizing cultural imperialism, miss Dongmakgelpresenting the purest local culture. The
pure nationality is maintained by the sacrificehad North-South Joint Force. The flashes of
shellbursts look like fireworks celebrating therany between South and North, represented by
the birth of the joint force. Seeing the flashés, Yillagers of Dongmakgol emit a whoop. In this
sense, the CGI of the pattern bombing serves gsijitel, representing the anti-U.S. sentiment,
by means of the effects-oriented Hollywood speetdd the very last shot, we can see that the
soldiers of both sides are sleeping together malsoom. It is Korean people’s heartiest desire
for the unification of North and South.

If the CGI used irShiri, Tae Guk GiandWelcome to Dongmakgwhplies the anti-U.S.
sentiment through breaking the harmony of North &adth, by means of the liquid bomb, the
fighters, and the bombs, the CGI2809directly exposes the anti-Japanese sentimentdghrou
providing the key to relieving the national infaityg, by means of killing JBI, saving Sakamoto,
and opening the time-gate. As the narrative ofithepresents the unconditional nationalism,
the CGI helps the narrative deployment more expfithan the other films. Sakamoto and

Haelin, the female leader of Furei-Senjin, getdaghe ship with the templestone to come back
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to the past. When they insert the Lunar Soul iheohole of the templestone, the pillars of light
rise from the surface of the templestone to the Bkg lights explode the JBI helicopters and
burn the JBI agents. Saigo shoots Haelin dead. VBla&kamoto is taken aim by Saigo, the time-
gate is opened. The harsh light from the time-gatsrupts Saigo, so that he cannot shoot
Sakamoto.

The time-gate that CGI produced punishes JBI amedss8akamoto. It provides the key
to correcting the distorted history through openrimgtime-gate. The CGI directly supports the
nationalist narrative because the fantasy elenmfahiedtime-gate is into the narrative. The CGI
in 2009directly abhors JBI and defends Sakamoto, predeage Korean, in a different way
from the other nationalist blockbuster films deglimith the Korean War. F&009does not need
to find an allegory or an indirect way to revea #nti-Japanese sentiment, and neither does the
CGlI. Korean unconditional nationalism about thet pagima of the Japanese occupation gives

infinite permission to the film.
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6. CONCLUSION

The visual effects aesthetic in SF that origindteth early cinema’s trickality has
developed from the analog reality effect of mod&rfkiordism to the digital reality effect of
postmodernist computers. The distinction betweeasndiction footage and effects-added footage
has gradually disappeared, thanks to the invigtli contemporary visual effects. The
augmentation of this invisibility through CGI isdaking down SF and fantasy’s historical
monopoly of visual effects. Without distinction angpfilm genres, digital effects are now being
used to the point where the film’s production budged the creative imagination intersect with
each other. This diversification in the film gentleat use digital effects will continue as long as
the reality effect of today’s visual effects sa@sfboth production budgets and creators’
imaginative power.

From the history of visual effects seeking theitgalffect, the spread of digital effects
not only has brought about blurring of the lineviletn live-action and effects-added footage, but
is also breaking down the boundary between effedtied live-action footage and animation.
This symptom has already been shown through effeasted films such aSky Captain and
the World of TomorrowKerry Conran, 2004) an8lin City(Frank Miller, Robert Rodriguez, and
Quentin Tarantino, 2005). The still images of cobmoks, the original sources of both films,
were transformed into moving images through digtat-production in which live-action
footage was digitally composited, manipulated, anisnated to enhance dramatic reality and to
deliver faithfully the atmosphere of the originalheics. The boundaries among live-action,
digital effects, and animation are becoming vadWereover, the reality effect of digitally
composited scenes is too high to be distinguisbele degree that we cannot easily recognize

the use of visual effects without accessing filngamnes, special features section of DVDs, or
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“making-of’ books.

Providing convenience and utility, digital techngychas become a substantial part of our
lives. As a result, we can hardly separate outaligife accessing new media from ordinary
analog life. In this way, digital effects themsedweill also become an essential element of the
future of filmmaking through providing both econamailly efficient production and opportunities
for the expansion of human imagination. The usdigital effects can save budgets from the
construction of huge sets and the payment of exrigstal effects allow the filmmaker to be
able to take location shots in the studio withlthes screen, and to reduce risky factors by
substituting CGI for dangerous blast shots. Andtroball, digital effects can represent these
scenes indistinguishably from reality. In this @it digital post-production and the use of
digital effects will become a more standard pafilofmaking no matter what the genre.

Digital effects are efficient to produce, since timdy equipment needed is computers and
software. So, they bound to speed up the transtosmalready in progress, of the dynamics
between Hollywood and local film industries. Fodag, local film industries can produce a
spectacle tantamount to that of Hollywood if thegyide themselves with computers, software,
and human resources. Breaking from Hollywood’sateilal dominance of local film markets
worldwide, this new network of resources, whichased on each local film industry’s free trade
of resources for obtaining qualitative labors, eguents, and low costs, may become an
alternative to Miller et al.’s New International\ision of Cultural Labor.

For example, in South Korea, todayie HostGwoemulBONG Joon-ho, 2006) is an
unprecedented box-office hit, selling over 12,000,fckets. Chungeorahm, which produced
The Hostmade contracts with China, Singapore, and Madagbkout the film’'s direct

distribution in their local markets, and with theSJ U.K., and Argentina about the export of the
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film (Moon, 2006).The Hosts the story about a Beast living in Han Rivemp@emutated by
pollution. A school girl is kidnapped by the Beader family desperately struggle with the Beast
to rescue the girl. The Beast of Han River wasterkhy the visual effects company Orphanage,
which produced the visual effects®ih City Superman Return®ryan Singer, 2006), and
Pirates of the Caribbean: Dead Man's Ché&Sbre Verbinski, 2006). The local film studio,
Chungeorahm, produced the film, hiring the Hollywaaff. In comparison to Chungeorahm,
Younggu-Art Movies, the studio behimWar, another Korean effects-oriented blockbuster,
which will be released in spring 2007, produceduiseal effects with the pure Korean effects
technology. Becaude-War is a fantasy movie dealing with the Korean tradiéil myth that old
anacondas transform to dragons, it is expectedd@aoriented spectacle will dominate the
whole film. D-War is raising the flag of globalization while revergiconventional information
flows, hiring Hollywood actors and adopting the Esiylanguage in order to export a Korean-
made film around the world.

The European film industry also shows the adoptibdigital effects as a major strategy
for filmmaking. Jean-Pierre Jeunefsnelie(2001) can be considered as one of the
representative adoptions. According to Box Officej®) the worldwide box-office profit was
$173,921,954 ($33,225,499 of domestic and $14046960f foreign); the film was
commercially successful to the degree that its dffice was ranked 2%in the worldwide in
2001, and was nominated for four Oscars in 200#&. dde of digital effects iAmelieis unique.
Expressing the characters’ inner action, CGI diyestitered into the realm of the narrative.
When Amelie encounters Nino, CGI renders her heatttbWhen she misunderstands that Nino
is interested in someone else, digital effects nietdbody crumble to the ground like sand. CGI

not only produces spectacle, but also enhanceadearzation and propels the narratideelie
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succeeds through drawing digital effects from nghHationist comedy genre to the realm of
narrative.

In addition, Bollywood has begun to produce e8emtiented blockbuster films. Rakesh
Roshan’Krrish (2006) has been considered by many critics tise lindian film which is truly
visual effects-oriented. With $10,000,000 of praihrt costsKrrish has grossed about
$30,000,000 in worldwide box-office within firstdoweeks of release (“Krrish”). Its
combination of Hollywood-style visual effects withe traditional Bollywood structure of
inserting singing and dancing into the narrativevides the Indian film industry with a new
vision of the globalized future.

The struggle for hegemony in the internationahfinarket between Hollywood and local
film industries will depend on how effectively theokcal industries can participate in a new
globalized network of resources, and effectivelg areatively take advantage of digital
technology. Visual effects stand in the heart of thransformation toward the new international
dynamics. As long as technology develops, reahty effect will be getting closer. Effect is
certainly not reality. On the other hand, effeataiality in that it provides a clue for judging the

level of present technology transforming presealitye
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