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LOGLINE: Want to hear a story? I was bamboozled. It’s my own fault. But still. 

ACT ONE: I got to know Daryl when he participated in Perspectives Film Festival: Breakthroughs in 
Cinema (PFF), an experiential module run by WKWSCI with students from across NTU. As Head of 
(GLWRULDO��'DU\O�DQG�KLV�WHDP�FUHDWLYHO\�H[SDQGHG�3))·V�HGLWRULDO�RŲHULQJV��EUDQFKLQJ�RXW�LQWR�SRGFDVWV��
TikTok and video interviews. I was concerned it was too much, but the team rallied, excited by using 
new platforms for authentically talking about cinema. Later, as a Co-Festival Director, Daryl and the 
team expanded outreach activities. The PFF members were fully on board, enthused to share their 
interests beyond the campus borders. So. When Daryl approached me to be the Film Society’s faculty 
supervisor, I should have seen it coming. He said it would be easy: reviewing screening proposals, 
giving feedback. Basically, having and sharing opinions, which is my forte. He might have mentioned 
something about expanding their portfolio . . . IDK, it was a while ago. Hard to recall. 

ACT TWO: Once I began working with the Film Soc team, I saw familiar faces and met amazing new 
students from NTU. I’d barely settled into my new role when the Film Soc ExCo began talking about 
ZRUNVKRSV�IRU�ÀOP�SURGXFWLRQ�DQG�ÀOP�FULWLFLVP��7KH\�ZDQWHG�WR�VHHN�RXW�H[SHUWV�DQG�EXLOG�WKHLU�VNLOOV�
DQG�H[SHULHQFH��&ODVVLF�PRYLH�TXHVW�VWXŲ��$JDLQ��WR�PH��WKLV�VWRU\·V�&UDQN\�/DG\��LW�VHHPHG�OLNH�D�ORW�RI�
ZRUN�IRU�D�ÀOP�DSSUHFLDWLRQ�FOXE��%XW�WKH\�ZHUH�DOO�LQ��7KH\�LQYLWHG�ÀOPPDNHUV��HGLWRUV��VFULSWZULWHUV�
DQG�ÀOP�FULWLFV�WR�VKDUH�WKHLU�H[SHUWLVH��$QG�WKHQ�WKH\�ZHQW�WR�ZRUN�DQG�PDGH�WKHLU�RZQ�ÀOPV�DQG�
wrote their own articles. 

RESOLUTION:� &RPPXQLW\� DQG� DWWHQWLRQ�� +LVWRULFDOO\�� ÀOP� FOXEV� VKRZFDVHG� ÀOPV� DQG� SURYLGHG�
VSDFHV� IRU�GLVFXVVLRQ��7KH\�ZHUH�DOVR�FULWLFDO�DUHQDV� IRU�DUWLVWV� WR�ÀQG�HDFK�RWKHU��EXLOGLQJ�SXUSRVH�
through shared interests. The NTU Film Society builds on this history. They have become a creator’s 
lab, providing opportunities for curiosity and play: watching, talking, writing, making. They give 
cinema their full attention and make space for one another to explore the objects of their attention. 
2XU�DWWHQWLRQ�UHÁHFWV�RXU�YDOXHV�UHJDUGLQJ�ZKDW�LV�ZRUWK�FRQVLGHUDWLRQ��,Q�WKH�SURFHVV�RI�VKDULQJ�RXU�
enthusiasms, we share something about ourselves. 

EPILOGUE:�7KLV�SXEOLFDWLRQ�LV�WKH�HQWKXVLDVWLF�SURGXFW�RI�VRPH�ÀOP�QHUGV�ZKR�OXUHG�DQ�XQVXVSHFWLQJ�
faculty member to witness their journey. Exposure is the culmination of big ideas, tons of energy, and 
massive dedication. Enjoy! And if you’re a student in NTU, join us.

Nikki Draper
)DFXOW\�6XSHUYLVRU
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Since incepting in 2005, Nanyang Technological University (NTU) Film Society has prioritised the joys 
and communal potentialities of cinema in its activities: ranging from academic discussions to school-
wide events foregrounding the fun of movies. Under the presidencies of my admirable predecessors Toh 
Hong Ming and Zach Wee in Academic Years (AY) 21/22 and 22/23, regular, private, and educational 
VFUHHQLQJV� KDYH� EHHQ� HPSKDVLVHG�� ,W� LV� ZLWK� WKLV� VXEVWDQWLDO� IRXQGDWLRQ� RI� ÀOP� DSSUHFLDWLRQ� DQG�
community that our executive committee for AY23/24 could and has initiated new directions for 
RXU�MRXUQH\��:KLOH�WHQWSROLQJ�ÀOP�VFUHHQLQJV�ZLWK�DQ�HPSKDVLV�RQ�FROODERUDWLRQV�ZLWK�RUJDQLVDWLRQV�
ZLWKLQ�DQG�RXWVLGH�RI�WKH�XQLYHUVLW\��ZH�QRZ�LQWURGXFH�WZR�QHZ�WHQHWV�WR�RXU�RŲHULQJV��ÀOPPDNLQJ�
DQG�ÀOP�FULWLFLVP��3ULPDULO\� WKURXJK� ODEV� WKDW�HQFRXUDJH�QRQ�ÀOP�VWXGHQWV� WR�GLVFRYHU� WDOHQWV�DQG�
opportunities within these two domains, we have also introduced our in-house publication: Exposure. 

 Initially intended as an online publication that features the writings of our members, lab 
participants, and guest writers, Exposure now takes the form of a physical publication intended as a 
WKHPDWLF�VXUYH\�RI�RXU�VWXGHQWV·�FLQHPDWLF�LQWHUHVWV�RI�D�SDUWLFXODU�WLPH�DQG�VSDFH��:LWK�ÀOP�FULWLFLVP�
platforms in Singapore coming and going, an absent archive of these writings, and a perforation of 
writings for youths by youths, Exposure Print is an aspiration for a physical archive of our cinematic 
concerns, an artistic expression for a tactile approach to experiencing cinema, and a document of a 
community born out of the silver screen. 

� 7KLV� ÀUVW� LVVXH� IRFXVHV� RQ� WKH� ZULWLQJV� RI� RXU� 6RFLHW\� PHPEHUV�� DQG� HPSKDVLVHV� WKH�
curiosities of young Singaporean cinephiles. With gracious contributions by esteemed young writers 
VXFK�DV�5HQHH�1J��6DVKD�+DQ��/DXUD�-DQH�/HH��DQG�0RUULV�<DQJ��RXU�MRXUQDO�EHQHÀWV�IURP�DQ�H[WHQGHG�
DQG� QXDQFHG� FRQVLGHUDWLRQ� IRU� FLQHPD��1RQHWKHOHVV�� LQ� VSLWH� RI� RXU� ¶ÀUVW� LVVXH·� FDWHJRULVDWLRQ��ZH�
UHJDUG�WKLV�SULQW�DV�D�FXOPLQDWLYH�DQG�FRPPHPRUDWLYH�HŲRUW�RI�RXU�SDVW�\HDU�LQ�FLQHPD��ZLWKLQ�RXU�
Society, within NTU, and within Singapore. In this declarative act of enumeration, we express our 
ambition to position our publication beyond a commemorative journal, but one that can exist annually 
DV�D�UHÁHFWLRQ�RI�RXU�\HDU�LQ�FLQHPD³DQG�RQH�WKDW�ZRXOG�SODWIRUP�PRUH�\RXQJ�YRLFHV�YLV�j�YLV�FLQHPD��
not just in our Society or NTU or even Singapore, but our region at large. I hope you will follow our 
journey on our social media, as we yearn for a second issue that would not be a distant dream. 

� ,� DP� SRLJQDQWO\� UHPLQGHG� RI� WKH� YLWDOLW\� RI� ÀOP� VRFLHWLHV� DV� DQ� LQVWLWXWLRQ�� WKH� ZD\� WKH�
%LUPLQJKDP�)LOP�6RFLHW\�SURYLGHG� DWWHQWLRQ� WR�ÀOPV� WKDW�ZRXOG�RWKHUZLVH�KDYH�EHHQ� LJQRUHG� DQG�
contributed to the development of the Birmingham Surrealists; or how the Calcutta Film Society 
became a harbinger of a New Wave of cinema in India; or how Kirsten Tan, Desmond Lee, and Tan 
Bee Thiam remarkably started nuSTUDIOS. I hope the passions, concerns, and intentions of our 
ZULWHUV�KHUH�UHÁHFW�RXU�ODUJHU�DVSLUDWLRQV�DV�D�)LOP�6RFLHW\�SHUWLQDFLRXV�LQ�VXSSRUWLQJ��FKDOOHQJLQJ��DQG�
furthering the cinematic ambitions of our students, Singapore, and Southeast Asia. 

 I share all my love to and through the editorial and design team (Rhea, PM & Phyllis) of this 
issue, and our executive committees that have made dreaming possible.

See you at the movies!

'DU\O�&KHRQJ
3UHVLGHQW���(GLWRU�LQ�&KLHI
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:K\�LV�ÀOP�FULWLFLVP�LPSRUWDQW�LQ�RXU�UHJLRQ"�7KLV�TXHVWLRQ�NHSW�FRPLQJ�EDFN�WR�XV�GXULQJ�WKH�SURFHVV�
of editing Exposure��)LOP�FULWLFLVP�LV�QRW�MXVW�DERXW�HYDOXDWLQJ�ÀOPV³LW·V�DERXW�IRVWHULQJ�LQWHUDFWLRQ�
EHWZHHQ�ÀOPPDNHUV��DXGLHQFHV��DQG�HYHQ�GLVWULEXWRUV��,W�DFWV�DV�D�EULGJH��KHOSLQJ�WR�YLWDOL]H�WKH�ÀOP�
industry in the region.

� 7KH�SURFHVV�RI�HYDOXDWLQJ�D�ÀOP�UHÁHFWV�RXU�SRVLWLRQ� LQ� WKH�ZRUOG�ZH� OLYH� LQ�� ,W�KHOSV�XV�
HVWDEOLVK³RU� HYHQ� IXUWKHU� FRPSOLFDWH³RXU� LGHQWLW\��:K\� DUH�ZH� FDOOHG� 6RXWKHDVW�$VLDQ"�:KDW� GR�
we mean when we talk about Southeast Asian cinema? Can Southeast Asian writers discussing 
LQWHUQDWLRQDO� ZRUNV� JDOYDQLVH� RXU� FROOHFWLYH� UHJLRQDO� YRLFH"� 8OWLPDWHO\�� LW� LV� D� SURFHVV� RI� GHÀQLQJ�
ourselves in the course of life, and we can only truly recognize ourselves through interaction with the 
Other.

 Exposure�LV�DQ�DUHQD³RU�HYHQ�D�ODE³IRU�XV��ZKR�KDYH�DOO�JDWKHUHG�KHUH�LQ�WKLV�OLWWOH�UHG�GRW�
IRU�YDULRXV�UHDVRQV��WR�GLVFXVV��GHEDWH��DQG�HQJDJH�LQ�GLVFRXUVH�DERXW�ÀOP��([SRVXUH�GRHVQ·W�MXVW�ÀOO�
WKH�ORQJ�ORVW�JDS�LQ�ÀOP�FULWLFLVP�LQ�6LQJDSRUH��PRUH�LPSRUWDQWO\��LW�HVWDEOLVKHV�D�VSDFH�IRU�FLQHSKLOHV�
and aspiring critics to exchange ideas and perspectives, sparking meaningful discourse.

:KHQ�ZH�ZHUH� IRUPXODWLQJ� WKH� WKHPHV� RI� RXU� ÀUVW� LVVXH��ZH�ZHUH� GHHSO\� DZDUH� RI� KRZ� LW�ZRXOG�
EH� FULWLFDO� LQ� VKDSLQJ� RXU� YRLFH� DQG� LQÁXHQFLQJ�ZKDW� WKH� IXWXUH� RI� ([SRVXUH�ZRXOG� ORRN� OLNH��:H�
were inspired by the cinematic environment this issue was written in. The start of our academic 
\HDU�FRLQFLGHG�ZLWK�WKH�LQÁXHQFHV�RI�������%DUEHQKHLPHU��EXW�DOVR�SROLWLFDO�WXUEXOHQFH�WKDW�LQVSLUHG�
TXHVWLRQV�DERXW�RXU�VWUXFWXUHV�DQG�KLHUDUFKLHV��ZLWKLQ�DQG�RXWVLGH�RI�ÀOP�

:LWK�RXU�ÀUVW�SURPSW� Behind the Camera��ZH�ZDQWHG�WR�ÁLS�SHUVSHFWLYHV�DQG�KROG�VSDFH�IRU�OD\HUV�RI�WKH�
cinematic experience beyond what is projected on a screen; There’s an incredible amount of labour and 
VRXO�WKDW�OHDGV�WR�ÀOP�EHFRPLQJ�ÀOP³EH�LW�ÀOP�WKHRULHV��ÀOP�GLVWULEXWLRQ��ÀOP�FRPPXQLW\��D�VXUYH\�
of genres and tropes, or even our childhood experiences of storytelling.

When 핳폫 (romanised: In-yeon) took the screens in Past Lives, I was struck by how an untranslatable 
phrase became so embededed in our beings and psyches. This led us to our second prompt Lost in 
Translation��ZKHUH�ZH�ZDQWHG�WR�GLVVHFW�WKH�XQWUDQVODWDEOH³ZKHWKHU�OLQJXLVWLF��RU�RWKHUZLVH³ZLWKLQ�
ÀOP�DQG�RSHQ�XS�ZD\V�RI�PHDQLQJ�PDNLQJ��

There’s a long way to go from here. We’ve just started writing, and through the time it took to write, 
HGLW�DQG�ÀQDOO\�SXEOLVK��VR�PXFK�KDV�FKDQJHG�DQG�HYROYHG�LQ�WKH�ZRUOG�DURXQG�XV��7KDW�MXVW�VKRZV�
us how important it is to continue writing, editing and publishing. I’m excited for how Exposure Print 
shapes up to be in the future. I hope you stay for the ride.

Lee Peng Ming
3URJUDPPHU���(GLWRU�LQ�&KLHI

178�)LOP�6RFLHW\�$<��������([SRVXUH�3ULQW

Rhea Chalak
(GLWRU�LQ�&KLHI�
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A not so 
thorough 

introduction 
to Hong Sang 
Soo’s cinema

:KHQHYHU�,�ZDWFK�ÀOPV��LW�LV�KDUG�QRW�WR�EH�FRQVFLRXV�WKDW�,�DP�
ORRNLQJ�DW�ÀFWLRQDO�FKDUDFWHUV³FUDIWHG��SHUIRUPHG��VKRW��DQG�
HGLWHG��7KLV�DZDUHQHVV�LV�H[DFHUEDWHG�ZKHQ�ZDWFKLQJ�ÀOPV�LQ�
Korean, the language that I am most comfortable with. The 
only exception, at least among Korean directors, is Hong Sang 
6RR·V�ÀOPRJUDSK\��,�PXVW�FODULI\�WKDW�WKLV�FRQVFLRXVQHVV�LV�QRW�
QHFHVVDULO\�D�VLJQ�RI�SRRU�DFWLQJ�RU�ÀOPPDNLQJ��QRU�LV�LW�DOZD\V�
desirable to have characters that I can picture as my next-door 
QHLJKERXUV��7KHUH�DUH�QXPHURXV�ÀOPV�WKDW�,�HQMR\HG�GHVSLWH�
UHFRJQLVLQJ� WKH� DUWLÀFLDO� QDWXUH� RI� FKDUDFWHUV�� 3DUN� &KDQ�
Wook’s Oldboy (2003) uses an almost-cartoonish protagonist 
and antagonist as the perfect vessels for exploring possibly one 
of the most primitive human emotions, vengeance. However, 
+RQJ·V�YHULVLPLOLWXGH�SHUIHFWO\�ÀWV�KLV�RYHUDUFKLQJ�FLQHPDWLF�
YLVLRQ³ERWK� EHIRUH� DQG� DIWHU�.LP1³ZKLFK� DLPV� WR� FDSWXUH�
the multifaceted reality that people too often reduce to simple 
categories after observing only a few facets. As Jung Rae urges 
LQ�+RQJ·V�ÀOP�Woman on the Beach (2006), it seems that Hong 
believes novel, multidimensional images constructed from 
GLŲHUHQW�IDFHWV�RI�UHDOLW\�FDQ�SURWHFW�XV�IURP�IDOOLQJ�LQWR�WKH�
WUDS�RI�VLPSOLÀFDWLRQ�DQG�VWHUHRW\SLQJ�

 Hong’s way of escaping hackneyed images is to emancipate 
his plot and characters from causality. David Bordwell distils the 
HVVHQFH� RI� FODVVLFDO� QDUUDWLYH� RI� FRPPHUFLDO� ÀOPV� DV� FDXVDOO\�
connected plots, goal-oriented characters, and cinematic devices 
that advance the story to the clear-cut objectives of the narrative, 
as opposed to the narrative of Art Cinema that breaks free from 
some of these restrictions.2 However, Hong’s cinema also does not 
ÀW�%RUGZHOO·V�QRWLRQ�RI�$UW�&LQHPD�WKDW�LV�´FODVVLFDO�LQ�LWV�UHOLDQFH�
upon psychological causation”. In an interview preceding the 
release of The Day He Arrives (2011), Hong articulates his rejection 
of psychological causation, asserting it to be a mere retrospection 
of what happened, concocted by some observers.3 Any observer, 
with limited perspectives and intentions, distorts the truth while 
reconstructing the narrative. Hong’s primary goal is to transcend 
such distortions; instead his approach is to let coincidences govern 
KLV�ÀOPV��UDWKHU�WKDQ�GHWHUPLQLVWLF�UXOHV�RI�DFWLRQ�DQG�UHDFWLRQ��

1 The Kim mentioned here refers to actress Kim 
Min-Hee, known for her remarkable acting, 
EXW� DOVR� WKH� DŲDLU� VKH� KDG� ZLWK� +RQJ�� 7KHLU�
relationship, which began in 2015, is both 

professional and personal, intertwining with both 
their artistic endeavours. 
2 Bordwell, 56.
3 Kim.
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Before
Kim

 Notwithstanding his invariable dedication to his cinematic 
YLVLRQ� DQG� DSSDUHQW� UHSHWLWLRQV� DPRQJ� KLV� ÀOPV�� HDFK� RI� +RQJ·V�
ZRUNV� SRVVHVVHV� FUXFLDO� GLŲHUHQFHV� IURP� WKH� SUHYLRXV� ERG\� RI�
work, mirroring the repetition and variation within his individual 
ÀOPV��,Q�WKLV�HVVD\��,�IRFXV�RQ�RQH�RI�PRUH�VLJQLÀFDQW�VKLIWV�LQ�KLV�
ÀOPRJUDSK\�WKDW�,�KDYH�REVHUYHG��DIWHU�WKH�LQWURGXFWLRQ�RI�.LP�0LQ�
+HH� LQ�+RQJ·V�ÀOPV��DQG�DOVR�KLV� OLIH��� L�H��ÀOPV�VLQFH�Right Now, 
Wrong Then (2015). 

)LUVW��,�PXVW�EULHÁ\�VNHWFK�+RQJ·V�FLQHPDWLF�XQLYHUVH�EHIRUH�.LP��
,Q�SUHWW\�PXFK�DOO� RI�KLV�ÀOPV�� LQFOXGLQJ� WKH�RQHV� DIWHU�.LP�� WKH�
SURWDJRQLVW� LV� DQ� DUWLVW� DQG� RIWHQ� D� ÀOPPDNHU�� 7KH� HQWLUH� SORW�
usually revolves around this protagonist interacting with his or her 
old acquaintances, and new friends encountered by chance. More 
importantly, those interactions are repeated: sometimes explicitly 
with the same sets of people, other times more subtly sharing only 
a vague resemblance. The repetition and variation become more 
pronounced due to his cinematic techniques, such as dividing his 
ÀOPV�H[SOLFLWO\�LQWR�D�IHZ�FKDSWHUV��RU�PDUNLQJ�VHSDUDWLRQV�EHWZHHQ�
each segment that is repeated and varied by music or narration. This 
signature style of Hong’s aligns with his universe, which is full of 
contingency rather than of causality. 

� +RZHYHU�� LQ� ÀOPV� EHIRUH� .LP� 0LQ� +HH�� WKH� FRQWLQJHQF\�
typically led to nowhere, and the repetition was rather depressing 
and claustrophobic. This worldview, where coincidences replace 
meaning, is best epitomised by a short dialogue in Woman on the 
Beach ��������$V�XVXDO��WKH�FKDUDFWHUV�LQ�WKLV�ÀOP�DUH�ÀOP�LQGXVWU\�
adjacent people. They talk about the synopsis of a potential new 
ÀOP��´2Q�0LUDFOHµ��$�PDQ�HQFRXQWHUV�D�PLUDFOH��KHDULQJ�WKH�VDPH�
Mozart song three times in a day by coincidence. He then devotes 
ten years of his life tracing the reason behind this miracle, trying 
WR�XQGHUVWDQG�WKH�PHDQLQJ�RI�WKH�XQLYHUVH��ÀQGLQJ�DOO�WKH�LQWULFDWH�
connections between everything. Nonetheless, these omnipresent 
FRQQHFWLRQV� WKHPVHOYHV� RŲHU� QR� LQKHUHQW� PHDQLQJ�� OHDYLQJ� WKH�
mission destined to fail. 
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 However, Hong is more interested in depicting those 
complicated interconnections rather than extracting a meaning out 
of them. For this, he needed to explore these various contingencies. 
The Day He Arrives �������RŲHUV�D�SULPH�H[DPSOH��VKRZFDVLQJ�IRXU�
GLŲHUHQW� GD\V� DIWHU� 6HRQJ� -XQ�� D� VHPL�UHWLUHG� ÀOP� GLUHFWRU�� YLVLWV�
Seoul. These four days can be interpreted as either four consecutive 
days after the arrival, or four parallel scenarios of the day he arrives. 
Seong Jun meets the same set of people on all four days, engaging 
LQ�ORRVHO\�VLPLODU�FRQYHUVDWLRQV��'HVSLWH�WKH�GLŲHUHQFHV�LQ�KRZ�HDFK�
GD\�XQIROGV��6HRQJ�-XQ�DOZD\V�OHDYHV�WKH�ZRPDQ�KH�ÁLUWV�ZLWK�DW�WKH�
end. He can be regarded as the typical Hong protagonist who “faces 
an obstacle, is turned away, and continues to fall” when “searching 
for a way beyond an apparently existential impasse”, according to 
$NLUD�0L]XWD�/LSSLW·V�DQDO\VLV�RQ�+RQJ·V�ÀUVW�IRXU�ÀOPV�4   

$W� WKH� HQG� RI� WKH� ÀOP�� 6HRQJ� -XQ·V� XQIRUJHWWDEOH� H[SUHVVLRQ� RI�
terror suggests a sense of being trapped in the Limbo, where 
PHDQLQJIXO� DGYDQFHPHQW� LV� LPSRVVLEOH�� ,I� ,� ERUURZ�6ODYRM�åLæHN·V�
ZRUGV� RQ�.U]\VWRI� .LHŜORZVNL·V� ÀOP�Blind Chance (1987): “we get 
a claustrophobic universe in which there is no freedom of choice 
precisely because ALL5 choices are already realised”.6

4 Lippit, 22.
5 Author’s emphasis on “ALL”.
6 åLæHN�����

The Day
He Arrives 
(2011)
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After 
Kim

Hong stays committed to his agenda of capturing the entirety of 
WUXWK��+RZHYHU��KLV�UHSHWLWLRQV�VWDUWHG�WR�ÀQG�D�EUHDNWKURXJK�RXW�
of his prior claustrophobic world after meeting Kim Min Hee. Let 
XV� H[DPLQH� WKH� ÀUVW�+RQJ� 6DQJ� 6RR�ÀOP� VWDUULQJ� KHU��Right Now, 
Wrong Then �������� &KHRQ� 6RR�� D� ÀOP� GLUHFWRU�� YLVLWV� 6XZRQ� IRU�
D� ÀOP� IHVWLYDO� DQG�PHHWV�+HH� -XQJ�� DQ� H[�PRGHO� QRZ� LGHQWLI\LQJ�
KHUVHOI� DV� D� SDLQWHU�� 7KH� VWUXFWXUH� RI� WKLV� ÀOP� LV� UDWKHU� VLPSOH���
&KHRQ�6RR�ÁLUWV�ZLWK�+HH� -XQJ�ZLWKRXW� EHLQJ� FRPSOHWHO\� KRQHVW�
when talking to her and other people. Disappointed, Hee Jung never 
VHHV�&KHRQ�6RR�DJDLQ��7KHQ�WKH�ÀOP�VXGGHQO\�VWDUWV�RYHU��7KH�VHFRQG�
WLPH�� &KHRQ� 6RR� GRHV� WKLQJV� ULJKW�� +H� VWLOO� ÁLUWV� ZLWK� +HH� -XQJ
but with full honesty, baring himself to her (quite literally, going
naked). The next day he gets the ‘right’ ending. Unlike previous
ÀOPV�RI�+RQJ��ZKHUH� DOO� FRQWLQJHQFLHV�ZHUH�XQIROGHG��Right Now,
Wrong Then is more of a “what if” story. In the second iteration
of the day, Cheon Soo makes the right choices, or to quote a
FULWLTXH�RI�DQRWKHU�.LHŜORZVNL�ÀOP�The Double Life of Veronique (1991),
“repetition becomes accumulation, with a prior mistake as a base for
successful action”7.

7 Insdorf, qtd. in Lippit 22.

Right Now, 
Wrong Then 

(2015)
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 The most straightforward changes can be seen in On the 
Beach at Night Alone (2017). Young Hee (Kim Min Hee) is an actress 
who became embroiled in a scandal because of her relationship with 
a married director, although they are no longer together. Again, 
Young Hee encounters various people repeatedly, some by accident. 
However, the repetition she goes through has a clearer direction. In 
WKH�EHJLQQLQJ��VKH�VWLOO�ORQJV�IRU�KHU�H[�ORYHU��$V�WKH�ÀOP�SURJUHVVHV��
she is surrounded by genuinely caring female friends, has moments 
to express her anger at dishonest people, and reaches a closure 
ZLWK�KHU�H[�ORYHU��DOEHLW�LQ�D�GUHDP��<RXQJ�+HH�FDQ�ÀQDOO\�VD\�WKDW�
HYHU\WKLQJ�LV�RND\�DW�WKH�HQG�RI�WKH�ÀOP�

� ,Q� WKLV� VHQVH�� .LP·V� FKDUDFWHU� LQ� WKH� ÀOP� DFWV� DV� D� SRLQW�
of connection between both Kim herself, and the character Young 
Hee; the relationship between the married director and actress are 
PLPLFNHG�LQ�ERWK�ÀOP�DQG�UHDOLW\��7KHUHIRUH�VKH�HPERGLHV�D��VHOI��
referencing point that allows for a layered interpretation of the 
ÀOP��$W�WKH�VDPH�WLPH�.LP�LV�QRW�D�SURS�WR�+RQJ��RU�D�VXSSRUWLQJ�
FKDUDFWHU��UDWKHU��VKH�LV�WKH�PXVH�WKDW�LQVSLUHG�ERWK�WKH�ÀOP�DQG�DOVR�
WKH�DFWXDO�ORYH�DŲDLU�

� 0RUH� UDGLFDO� FKDQJHV� DSSHDUHG� DIWHU� +RQJ·V� DŲDLU� ZLWK�
.LP�0LQ�+HH³UHPDUNDEO\�VLPLODU�WR�WKH�SORW�RI�Right Now, Wrong 
Then³EHFDPH�SXEOLF��3HUKDSV�WKLV�HYROXWLRQ�ZDV�SUHGLFWDEOH��VLQFH�
Hong is a director who draws inspirations from his life, although 
LW�LV�LPSRUWDQW�WR�QRWH�WKDW�KH�DOZD\V�GLŲHUHQWLDWHV�KLV�ZRUNV�IURP�
autobiographical ones. In an interview after On the Beach at Night Alone 
(2017), Hong acknowledges that his real-life emotions towards Kim 
0LQ�+HH�DŲHFWHG�WKH�ZD\�KH�SRUWUD\V�KLV�FKDUDFWHUV�8 His approach 
to his characters became unmistakably sympathetic. In the rest of 
this essay, I will explore new directions that Hong is experimenting 
ZLWK�VRPH�RI�WKH�QRWDEOH�ÀOPV�DIWHU�.LP�

8 Jang.

On the Beach 
at Night Alone 

(2017)
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� $� QHZ� PDQLIHVWR� RI� KLV� ÀOP� LV� KLQWHG� LQ� The Novelist’s 
Film ��������ZKLFK� IROORZV�D�QRYHOLVW� WU\LQJ� WR�PDNH� D�ÀOP�ZKLOH�
reconnecting with old and new friends. Her goal is to capture the 
real emotions emerging from the human interactions among the 
DFWRUV�VKH�FDUHV�DERXW��7KH�ÀOP�ZLOO�EH�ÀFWLRQDO��\HW�WKH�VWRU\�ZLOO�
QRW� SOD\� D� ELJ� UROH�� 6R� IDU�� WKH� GHVFULSWLRQ� RI� WKLV� ÀOP�ZLWKLQ�D�
ÀOP� VRXQGV�ÀWWLQJ� WR� D� W\SLFDO�+RQJ�6DQJ� 6RR�ÀOP� WKDW� H[SORUHV�
contingent but not necessarily real events. The Novelist’s Film inserts 
VRPH�SDUWV�RI�VDLG�ÀOP�QHDU�WKH�HQG��DQG�LW�LV�VWULNLQJ�WR�VHH�KRZ�
GLŲHUHQW�LW�LV�IURP�+RQJ·V�SUHYLRXV�ÀOPV��,W�GRHV�QRW�VK\�DZD\�IURP�
capturing moments beautifully (the director even follows Gil Soo’s 
request of having coloured shots instead of black and white), which 
DOPRVW�IHOW�OLNH�D�WDERR��FRQVLGHULQJ�+RQJ·V�SUHYLRXV�ÀOPV��,Q�WKLV�
short video, it seems like Hong, who is behind the camera, displays 
KLV�JHQXLQH�HPRWLRQV�WRZDUGV�.LP��WUXO\�DSSUHFLDWLQJ�WKH�ÁHHWLQJ�
moment, rather than being disoriented in the recurring moments.

 One of the ways that The Novelist’s Film deviates from its 
SUHGHFHVVRUV�LV�WKH�UROH�.LP�0LQ�+HH�LQKDELWV�ZLWKLQ�WKH�ÀOP��7KLV�
is also similar to Hotel By The River (2018), where the focus is no 
longer on the personal lives of Kim and Hong but instead a dissection 
of Hong’s life as a man navigating his middle-age. In The Novelist’s 
Film, rather than being a reference of their personal life beyond the 
VFUHHQ²WKDW�LV��+RQJ�DQG�.LP·V�ORYH�DŲDLU².LP�LV�QRZ�SDUW�RI�WKH�
FUHDWLYH� SURFHVV�� 7KH� VKRUW� ÀOP� WKHUHIRUH� H[WHQGV� EH\RQG� VLPSO\�
being a documentation of his emotions towards Kim; it appears as a 
joint love letter to cinema.

The Novelist’s 
Film (2022)
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Editor’s Note ,Q� :DWHU marks another change of Hong’s style. The intentional blurring in the 
ÀOP� LQGLFDWHV� WKH� FKDQJH� LQ� WKH� ZD\� RI� YLHZLQJ�� :KHQ� ZH� VHH� WKH� ÀOP� IURP� DIDU�� WKH� EOXUU\�
images almost look like an Impressionist painting. The out-of-focused shots in� ,Q� :DWHU� prompt 
the audience to think about the true essence of cinema: images, and the way we read them. 
:KLOVW� ZH� LPDJLQH� ÀOP� WR� EH� D� PHGLXP� WKDW� UHSURGXFHV� UHDOLW\�� +RQJ·V� WHFKQLTXH� UHPLQGV� XV�
RI� WKH� LQVWDELOLW\� RI� ÀOP�� RQFH� LW� ORVHV� IRFXV�� ZH� FDQQRW� UHDG� WKH� LQWHQGHG� H[SUHVVLRQV�� $OO� IRUPV�
of camera shots almost lose their magic of being able to signify emotions, like a close-up of 
Gloria Swanson in Sunset Boulevard (1950), or the ultra-wide shot in Gone With The Wind (1939).

 ,Q�:DWHU�(2023) initiates another direction of search in Hong’s 
ÀOPRJUDSK\�� 6LPLODU� WR The Novelist’s Film, Seong Mo, an amateur 
GLUHFWRU��DWWHPSWV�WR�PDNH�D�ÀOP�ZLWK�KLV�IULHQGV��IROORZLQJ�+RQJ·V�
methodology: going to a location with his cast before writing a story. 
7KH�PRVW�VDOLHQW�IHDWXUH�LV�WKH�RŲ�IRFXVLQJ�RI�WKH�HQWLUH�ÀOP��7KH�
DXGLHQFH·V�YLVLRQ�JHWV�PRUH�DQG�PRUH�EOXUU\�DV�WKH�ÀOP�SURJUHVVHV��
It seems to echo Cheon Soo’s statement in Right Now, Wrong Then³
what matters is the bravery of going forward without even knowing 
the way forward. The uncertainty looming around the characters 
LV� UHÁHFWHG� LQ� WKHLU�GLDORJXH�� UHYROYLQJ�DURXQG� WKLQJV� WKDW� FDQQRW�
be easily made clear, such as unseen ghosts or unheard screams. 
'HVSLWH�DOO�WKHVH�XQFHUWDLQWLHV��6HRQJ�0R�VXFFHHGV�LQ�ÀQGLQJ�ZKDW�
KH�ZDQWV�WR�ÀOP��$�ZRPDQ�LV�FOHDQLQJ�XS�WKH�WUDVK�XQGHU�WKH�FOLŲ��
ZKLOH�WKH�WRXULVWV�RYHU�WKH�FOLŲ�DUH�HQMR\LQJ�WKHPVHOYHV��REOLYLRXV�
WR� WKH� WUDFHV� WKH\�KDYH� OHIW�� ,Q� 6HRQJ�0R·V� ÀOP��KH� LV� WUDSSHG� LQ�
EHWZHHQ�WKH�ZRUOG�DERYH�WKH�FOLŲ��ZLWK�DOO�LWV�HDUWKO\�WHPSWDWLRQV��
DQG�WKH�ZRUOG�XQGHU�WKH�FOLŲ�ZLWK�WKH�ZRPDQ��6HRQJ�0R�ZDONV�LQWR�
WKH�RFHDQ�DW�WKH�HQG�RI�KLV�ÀOP��ZKLFK�DOVR�HQGV�¶,Q�:DWHU·��,W�VHHPV�
popular to interpret this last scene as Seong Mo approaching death. 
However, I again want to make the connection with going forward 
unknowingly. The entire world is blurry like in water. Walking
into the water seems like his attempt to embrace that uncertainty
and proceed.  

,Q�:DWHU 
(2023)
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 Hong Sang Soo has always been a keen observer. His earlier 
ÀOPV�DUH�PDUNHG�E\� WKHLU�SRWHQF\�RI� VHHLQJ�EH\RQG� WKH� IDoDGH�RI�
clichéd images. In that process, Hong often observed the impasse that 
we encounter every day. These dreadful but seemingly unremarkable 
PRPHQWV�KDYH�EHHQ�ODUJHO\�LJQRUHG�LQ�PRVW�ÀOPV��ZKLFK�IRFXV�PRUH�
on conveying the central message. Yet, knowing that many, if not 
most, real-life events are merely temporally contiguous rather than 
causally related, and that meaning cannot be derived from analysing 
RXU�ÀQLWH�VQDSVKRWV�RI�WKH�ZRUOG��+RQJ·V�ÀOPV�SRVVHVV�D�IDU�JUHDWHU�
VHQVH�RI�FUHGLELOLW\�FRPSDUHG�WR�PRUH�FRQYHQWLRQDO�ÀOPV�

 Given that Hong understands the terrifying ambiguity and 
complexity of the world, his new trajectory after Kim looks even 
more daunting to me. At the same time, I am eager to learn in his 
QHZ�ÀOPV�ZKDW� WKLV� DJHLQJ� DUWLVW� FRXOG� ÀQG� DIWHU� KLV� FRXUDJHRXV�
march into the uncertain during the last decade. 
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