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Abstract

SouthKoreanTelevisionDramas

By

SanggyoungLee

DoctorofPhilosophyinAsianStudies

UniversityofCalifornia,Berkeley

ProfessorAnnSwidler,Co-chair

ProfessorDanielO'Neill,Co-chair

ThisdissertationanalyzesKoreansoapoperas/television

dramasassocialandculturaltextsthattransmittheorallogicand

emotionalunderpinningsoftheKoreanpatriarchalfamilyandsocial

structureinaperiodofrapidsocialchange.

ThedissertationreviewsthehistoryofKoreanserialtelevision

dramasandstudiesthreegenreswithananalysisofoneortwo

examplesofeachgenre:historicaldramas(TheKingandI),

professionaldramas(AirCityandGoldenTime)andhomedramas

(DearParents).

Thedissertationfocusesoncontinuitiesandsomechangesin

thewaysthepatriarchalbasisofthetraditionalKoreanfamily,the

traditionalandnewly-emergingrolesofwoman,andthelarger

challengesofamodernizingsocietyareportrayedinKorean

televisiondrama.Classdivisions,personalvirtues,romanceand

familialloyaltiesprovidethebackgroundagainstwhichmale

charactersareestablishedaspatriarchs.Koreansoapoperasportray

thewomen’sabilitytoshapepatriarchythroughfeminineaffability
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andstrongemotionalbondsamongthewomeninthefamily.

Virtuouswomenareportrayedasbeingpowerfulbutcaring.

Theirpoliteandyieldingnaturesgivethemthevictoryintheendas

theyguidetheirfamilythroughthemultipledimensionsoffamilylife

andrelationships.Incontrast,villainessesandroguematriarchs,such

asdomineeringmothers-in-law,usuallyendwithruinedlivesor

havingtogiveuptheirpower.Inthehistoricaldrama,TheKingandI,

powerfulmatriarchssuchasthequeendowagerandthegreat

womanseermustyieldtheirpowertotheirsonswhobecomethe

newpatriarchsintheroyalhousehold.Attimes,thevillainessesseem

tobethemorerationalcharactersasthevirtuouswomenbearallthe

burdensandsacrificethemselvesforothers.However,theirvirtues

makethempowerfulandeverythingisundertheircontrolinKorean

soapoperas.

Thedissertationanalysesthestrengthofthefemaleemotional

bondinKoreandramas.Thebondiscreatedthroughwomen-only

gatheringsinthehouse.Throughconstantdialoguethroughoutthe

dayandspecialtimesintheeveningwhentheygathertotalk,sing

andcrywithcatharsisandhappiness,theymaintaintheiremotional

bondsoffriendshipandconcernforeachother.Ontheotherhand,

malecharacters,whethertheybequietandreservedfathers,war

heroes,membersoftheroyaldynastyorkings,havenosuchbonds

exceptinmilitarysituationswheretheymustdependoneachother.

Assoapoperashavefocusedonvirtuouswomenfornearlyforty

years,thefemalebondiswelldevelopedbutthemalebondisstillin

itsincubation.

Relativelynewsoapoperas,shortserializedprofessional

dramas,presentfemaleandmalecharactersthatrejectthe

patriarchalculture.Theirworkaholiclivesleavenotimeforloveor
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personalrelationshipsorforthepatriarchalsocialstructure.However,

theprofessionaldramaswiththeiraloofrejectionofthedominating

culturegainasmallerratioofviewersthandramasthatsupportthe

patriarchalfamily.Theresearchrevealsthattheserialformoflong-

runningtelevisionsoapoperasencouragesviewerstofindtheirsocial

roleandfunctioninsupportingthepatriarchalsocialsystemthrough

identificationwiththecharactersportrayed.ThusKoreans’conflicts

abouthowpatriarchalvaluescanbeadaptedtomodernityare

workedoutthroughthedramasthatcaptivateKoreanand

internationalaudiences.
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Introduction

WhenmyadvisorsuggestedthatSouthKoreanTelevisionDrama
wouldbeagoodsubjectformydissertation,Iwasembarrassed.Iasked
myself:doesheknowwhatIamdoinginmydormitory?Toeasemy
homesicknessIwatchedmanyhoursofKoreantelevisiondramasduring
myPh.D.days.Aguiltypleasure!Why,asaninternationalstudent,wasI
wastingprecioustimewatchingsoapoperasfrommyhomecountrywhenI
couldhavebeenimprovingmyEnglishandmeetingAmericanpeers?The
soapoperashealedmyhomesicknessastheyconnectedmetotheKorean
societytowhichIbelong.IdecidedtodelveintoSouthKoreansocietyas
thesubjectofmydissertation.Soapoperasmatchedmyintentionwell.

AsIwatchedKoreansoapoperas,whatshockedmewasthatthey
arealmostentirelycenteredonthefamily.Familywasthekeywordto
understandKoreansociety.Nationalisticandhistoricalstories,workplace
stories,andhomestoriesstartedfromandendedatthefamilylevel.Inthe
earlyyearsofKoreandramas,theconceptoffamilyincludedtownand
urbanneighborhoodcommunitiesbuttheconceptchangedovertheyears
toincludeonlythenuclearfamilyanditsin-laws.Ifoundfewexceptionsto
thistrend.Tobemorespecific,family,thatis,thepatriarchalfamily,and
women’sroleinupholdingpatriarchyarethemainthemesofmy
dissertation.

Despitethiscontinuityintheunderlyingconcernwithwomen’sroles
insustainingpatriarchy,Ifindcomplexcontradictionsandchangesin
Koreansoapopera.Therearepowerfulwomenwhocontrolmenand
childrentoupholdtheirpatriarchalrolesandtolivetheirdailylivesattheir
best,aswellaswomenwhoarepowerfulvillainessesand,intherecent
professionaldramas,womenwhorejectloveandpatriarchalculturefor
theircommitmenttocareersortothegoodoftheircommunities.Thus
Koreans’complexconflictsabouthowapatriarchalsocietycanadaptto
modernityareworkedoutthroughthedramasthatcaptivateKoreanand
also,lately,internationalaudiences.

ThefirstchapterdescribesthehistoryofKoreantelevisiondramas
fromthetimeofJapanesecolonialrulefrom1910to1945,throughthe
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UnitedStatesoccupationafterWorldWarII,tothepresenttime.

ChapterTwolooksatKoreanhistoricaldramasfeaturingtheroyal
familiesoftheJoseonDynastyandmilitaryheroes.Thetypicalplotsin
dynastydramasincludedpowerstruggles,battlesforenthronement,and
romance.Thedrama,TheKingandI,abouttheroyalfamilyandthe
eunuchswhoservewithinthepalaceisanalyzedindepth.

ChapterThreeexaminesKoreanprofessionaldramaswhichcenter
ontheworkplaceratherthanthefamily.Thecharactersinprofessional
dramasareindividualswhodevotethemselvestotheirworkratherthanto
theirfamily.Inthischapter,Idiscussthreeseries:CityHall,astoryabout
amanandwomanwithpoliticalambitions;AirCity,astoryaboutthe
professionalswhomaintainoperationsandnationalsecurityinalarge
airport;andGoldenTime,astoryaboutmedicaldoctorsandnursesinthe
EmergencyRoomofahospital.

ChapterFourexploreshomedramasandthedynamicsoffamily
membersastheymaintainandrestorepatriarchalfamilystructuresand
valuesintheirdailylives.Thedrama,DearParents,givesaclearviewinto
theinnerworkingsofafamilyasitfollowstherelationshipsamongparents,
theirchildrenandspouses,relativesandin-laws.

Manyofthedramasandseriespresentedinthisdissertationcanbe
foundwithEnglishsubtitlesonYouTube.comandotherwebsitesthat
featureinternationaltelevisionprograms.Watchingthemwithspecial
attentiontochangesinwomen'srolemaybeofinteresttoyou.
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1.HistoryofSouthKoreanTelevisionDramas

TheSerialFormat

RadiodramasinKoreawerebroadcaststartingfromOctober1928
whileKoreawasunderJapaneserule.Thecontent,subject,andideasfor
televisiondramasarerelatedtotheearlyradiodramas.Film,Manhwa
cartoonstrips,novelsandradio’sinventoryofplayscriptsweretheinitial
generalresourcesforKoreantelevisionsoapoperasbeginningin1952.1

Differenttypesofmediasharedcontentdespitethedifferentmodesof
expression,andtheoriginalKoreantelevisiondramaswerealsoaddedto
theinventoryofstoriesastimewenton.AsKorea’snationalinventoryof
storiesfromthe1910shasusuallymadefemalecharactersthemostactive
proselytizersforpatriarchy,femalecharacters’emotionsandactionshave
continuedtotakeupmostoftherunningtime.

Televisiondramasaredifferentfromothermediabecauseofthe
synergyofthreecharacteristics:serialformat,voice,andface.Whenradio
serialsweregiventhename‘soapoperas’inthe1920s,theterm
insinuatedthatserializeddramasencouragedhousewivestokilltime,and
tobeeasilyinfluencedbyadvertisementsairedbetweentheserialsfor
productslikesoapandlaundrydetergents.Thename,soapoperas,despite
itsearlierdevaluation,nowsignifiesthemostimportantcharacteristicof
televisiondramas,theserialform.Theserialformatloosensthetieswith
otherstorytellingmedia,andtheformdesignatestelevisiondramasasthe
placefortheviewers’ritualizedpracticeofwatchingeachepisode.
Televisionsoapoperaswiththeirvisualpresentationaremoreeffective
thanradiodramasincarryingemotionalidentification2fortheviewers.Itis
alsosaidtohavebeeneasierforactorstoemotionallyidentifywiththe

1
TelevisiontransmissionduringtheKoreanWarandthelate-50sshouldbecontroversialwhetheritisincludedin

thehistoryof‘Korean’televisiondramasorinsomeforeignplan.Seefootnote6.
2
Tosumuptheexplanationonemotionalidentificationoftelevisiondramas,pleasure-basedmediaexistsfor

individualemotionalidentification.Apersonusuallybecomesemotionalabouttelevisiondramas.Emotions

awakenone’ssensesaswellasconstructone’sconsciousnessandintelligence─totraintoknowvirtue.Releasing

andemancipatingviewersthemselvesinbody,thought,andmindisexpectedinrepetitivewatching.
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charactersintelevisedserialsthaninvoice-actedradiodramas.3Film’s
revolutionaryplotsandexperimentsinexpressingthehumanpsycheare
notconducivetorepeatedwatchingbutrathertomarkedimpact.Whereas
Manhwaandnovelsarenotpassiveentertainment,sinceitisnecessaryfor
thereaderstoengageinholdingthebookandactivepage-turning,soap
operasunfoldonthescreenautomaticallywhenthetelevisionisonasthe
viewerdoeshousechoresandotherworkwhichrequireattentionandbut
alsoallowfordistraction.Televisionistheextraordinarymediumthat
satisfiesface,voice,andlengthoftime.4Thelengthofthenumberof
episodesmaximizesthesynergyamongallthree.Sotheserialformisthe
mostimportantofall.Face,voice,andlength,thethreesourcesofmedia
attraction-withnoneedtobeaestheticallymeaningful-areinfully
developedformonlyinsoapoperas.

Verifyingthepreciseinfluencesfromdifferentmediaandliterature
ontelevisionandsoapoperasisverydifficult.Nomediummanifestsall
threeaspectsexceptfortelevisiondramas:radiodramaslackvisual
imagery,filmslacklength,andManhwacartoonsandnovelslackfaceand
voice.Moreover,televisiondramas,thelatecomerintheentertainment
industry,achievedpeaklevelquicklythroughindiscriminatecopying.
KoreantelevisionproducedcopiesofAmericanandJapanesesoapoperas.
Italsocopiedmanyingredientsfromothermedia.Thecopiesmighthave
beenasoapopera’sframework,aninternationallypopularcharacter,a
scene,storyline,orambiance.Whatwouldhavebeentheimpactin
televisiondramaswhentheactressPokHyesuk,whosedebutwasin1926
andwhoseoriginalcontributionwasinfilm,workedinradiodrama,film,
andthenintelevisiondramain1965Korea?Theactressandher
colleaguesexperiencedAmericancinemafromthe1910sandtheysawthe
Americansoapoperasofthe1950s.Radiodramasandfilmdeveloped
underJapaneseruleandtheAmericanOccupation,andsoaredhighin
qualityandinquantityatthattime.PokHyesukalsotookpartinKorean
andEuropeantheatricalplayseventhoughtheaterwasnotcomparablein
popularity,andtheplaysdelayedthedevelopmentoftheserialform.
TelevisionrecordedandairedstageplayslikeMarionetteshowsandHenry

3
May26,1981.PokHyesuk.“AMemoir,”DongaIlbo

4
Forexamplesandreferencesrelatingothermediatotelevisiondramas,seethefirstpagesofHistoricalDramas,

ProfessionalDramas,andHomeDramas.
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Ibsen’sADoll’sHousepriortothestabilizationoftelevisionserials.
Manhwacartoonsandnovelsprovidedstorylinesthatcouldbeextended
overmanyepisodes,andthishelpedtheactressandhercolleaguesbetter
understandthesoapoperastheystarredin.Itwouldbeeasytograspall
orsomeofthesefromthecharacterPokportrayedinasoapoperaof1965.

Theserialformwasfullydevelopedwiththelong-runseriesdramas.
Duringthetwodecadesfromthetimetheradioserialformwasimported
byaradiostationinSeoul(startingwiththe1946-48AmericanOccupation
until1966and19685),thenumberofradiodramasincreasedtomorethan
150andthebeststoriesweresoldtofilmandtelevisionorganizations.
Televisiondramasexpandedradiodramas’20-30minuteserialformatinto
afixedone-hourformat.Laterradioalsofollowedwithone-hourdramasin
thelate1960stocompetewithtelevisiondramas.Televisiondramasinthe
‘50s-‘60swereserializedin5to30episodesinweekendserials,butthere
werealsomanytelevisiondramasoflessthanfiveepisodeswhichendedin
amonth.Theserialformanddeviationsfromradiodramaswerealso
influencedbyforeigntelevisiondramas.

From1962-Present:StabilizingtheForm

TheearlyperiodofKoreantelevisiondramaiscriticalfor
understandingtheserialformbecauseoftheelementsthatexpeditedits
rapidstabilization.EarlyKoreantelevisiondramasinthe1950s6beganwith
foreigninfluencesuchasproductioninspirationfromtheUnitedStatesand
theatricalnarrativesandcontentfromJapan.Theywerealsoinfluencedby

5
Ch̒oeCh̒ang-bong,KangHyŏn-du.2001.163

6
Koreantelevisiondramaasadivisionwithitsserialformbeganinthemid-60s.Priortothenationwide

transmissionoftelevisiondramas,a20-minutesoapbyHLKZ-TV(1956-59),licenseheldbytheKoreantelevision

makerRCA,wasairedonthesubchannelofAFKN,thetelevisionchannelfortheAmericanmilitarypopulation.It

wasatthetimewhentelevisionwasanobjectforexhibitioninagrandhotelinSeoul,thecapitalcity.Radiowas

therulingmediuminthe1960s.By1960,thegovernmentimplementedradiodistributiontownbytown.Onthe

otherhand,televisionstationshadunstabletransmissionwithmanycomplaints.RCA’s,AFKN’s,andHLKZ-TV’s

soapoperasmightbecalledthefirstinthehistoryofKoreantelevisiondrama.ButnotuntilEpisodesfromReal

StoriesandEpisodesofIlyo-Yuho,andtheestablishmentofTBCandMBC,didthepublichaveaccesstosoapopera

screeningtotheextentwhereaviewergroupwasformed.
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regulativeinterventionfromthenationalgovernment.Moreimported
AmericanTVshowswerebroadcastthanoriginalKoreandramasuntilthe
importswerebannedbythegovernmentandtheKoreantelevisiondramas
gainedaudiences’trust.KoreantelevisiondramasfollowedJapanesetear-
jerkingShinpa(drama)narrativealongwithdedicationtothe‘catharsis
insidethefamily’themeofradiodramas.Thegovernmentdirectedthat
televisiondramaspromotevirtueandservethenationalinterest;thisis
evidencedbythenationalintelligenceagency’sstaffwritingthescriptfora
televisiondrama.

Spectatorswerealsoliterallypreparedintheirwatchingandlistening
abilitiesbecausetheKoreanaudiencehadbeenshoweredwithartistic
productionsintheGoldenAgeoffilm(1956-65)andradiodrama(1966-
68).Theaudience’swell-knownenthusiasmfornewmediaalsostabilized
television,andthisenthusiasmestablishedthetelevisiondramaindustry
quickly.

Broadcastin1963onKBS,Kukt’omali,aKoreanRomeoandJuliet
story,wasthefirsttelevisionhistoricaldrama.Thenumberofviewersof
thisoriginalsoapoperacanonlybeguessedatsincethiswasatimewhen
televisionsetswererareandthepeopleintownsgatheredinfrontofa
sharedtelevisiontowatchtogether.Whatisclearisthattheearlyviewers
ofthefirsttelevisionhistoricaldramawereusedtoitsdiscourseandplot.
Koreanaudiencesreadhistoricalnovelsandtheylistenedtoradiohistorical
dramasandwatchedhistoricaldramasinstreettheatersfromthe1900s.
Thosenovels,radiodramas,andtheaterplaysarepartofthenational
inventoryofstories.

ThefirstthreebroadcastingcompanieswerethepublicKorea
BroadcastingSystem(KBS),theprivatelyoperatedTongyangBroadcasting
Corporation(TBC)whichopenedin1964,andtheMunhwaBroadcasting
Corporation(MBC),whichopenedin1969.

Twoprograms,ER(EpisodesfromRealStories,1964-1985)andEIY
(EpisodesofIlyo-Yuho,1965-1970)werethefirsttousetheserialformas
distinguishedfromtheindependentepisodesofSundaySerialandFriday
TheaterofKBS,thestationrunbythegovernmentwhichbroadcast
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televisiondramasfrom1962.ERwaswrittenbyKimTong-Hyon,aKorean
CentralIntelligenceAgency(KCIA)official,anditincludedrealKCIAstories
ofspy-catchersandsoldiers.EIY,writtenbyYuho,thelegendarywriterof
homecomedies,introducedurbanaffairsandfamilylifeofthetimeintohis
stories.

Faststabilizationbroughtsuccessintherealmoftelevisionwhich
diminishedtheinfluenceofmoviesandradiodrama,butitdidnotmean
thatallcontentwaswelcomedbytheviewersintheearlyperiodofits
development.Competitionamongbroadcastcompaniesforviewersmeant
thattheycompetedwithsimilardramastoriesanddependedonafewstar
playwrights.Broadcastingstationstelevisedtheirpopularandprofitable
serialsforlongruns,suchasadecadeortwo,andtheyoften,even
annually,remadesomebelovedserials.

1970s-1980

Thefundamentaldevelopmentofserialtelevisiondramastartedfrom
1970.Dailyserialsandweekendserialsmovedintoprimetime,andafew
ofthemwerebundledintoapproximately200to400episodeseach.

Inthe1970s,televisiondramaswerecopiedfromradiodramas.
Accordingto100YearsofKoreanBroadcasting,7televisionrecruitedits
staffmembersfromradioandfilmorganizations.Infact,actorsandstaff
membersworkedinthestudiosinclusivelyforradio,television,andfilm.
Radioandfilmsuppliedhumanresourcesaswellasaninventoryofstories.

Thethreetelevisionstations,KBS,MBC,andTBC,participatedinthe
flourishingeraoftelevisiondramas.Giventhenumberoftelevisiondramas
andthenumberofepisodes,the1970swastheunsurpasseddecadeinthe
historyoftelevisiondramas.Twolong-runningsoapsSusaPanjang(Chief
PoliceInvestigator,1971-89)aboutcrimeinthestreetsofSeouland
ChŏnwŏnIlgi(CountryDiary,1980-2002)aboutmodernizationand

7
Ch̒oeCh̒ang-bong,KangHyŏn-du,Uripangsong100-yŏn[KoreanBroadcasting100Years]Seoul:Hyŏnamsa,

2001
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urbanizationofafarmfamilyandtheirneighborsadornedthestartandthe
endofthedecade.

Televisiondramasofthe1970sweremuchlongerthanthe1960s
serialsof1-30episodes,andtheserialformatcarriedthenationintoan
emotionalwhirlaslongserialsandritualizedviewingpracticesencouraged
viewerstoemotionallyidentifythemselveswiththecharactersandaction
inadeeperwaythantheshortermini-seriesdid.ThehistoryoftheKorean
serialformshowsthattheserialsrootedviewersinemotionalidentification
withthecharactersandtheirstories.AcrossKoreansocietyspectators
werefascinatedbyAssi(AMarriedLady,1970-71,253episodes),about
thelifeofavirtuouswomanandherin-lawfamily,andYŏro(ThePathof
Life,1972,211episodes)whichsharedanalmostidenticalstorywithAssi
andotherhomedramasincludingDaughter(1970-71,300+episodes)and
Stepmom(1972,411episodes).Thetelevisioncriticswerehorrifiedbythe
overemphasisonemotioninthosetelevisiondramas,butaudiencesloved
them.

Unliketheoriginalsoapoperasthatwereconsideredmaterialfor
housewives’time-killing,theemotionalfunctionininterpersonalrelationsin
AssiandYŏroattractedtheinterestofspectatorsnationwideasviewers
soughttounderstandtheirrolesinsocietyandthe“proper”functionof
patriarchy.Bothstoriesshowedineptpatriarchswhowererespectedby
extraordinarilyvirtuouswives.Thus,Koreantelevisiondramaswere
effectiveinconveyingtheideologyofpatriarchy;theyembracedand
targetedwomenaswellasmen.FromER(EpisodesfromRealStories,
1964-1985),acollectionofmilitarypoliceandspycatcherstories,andEIY
(EpisodesofIlyo-Yuho,1965-1970),acollectionofindependentstories
aboutordinarypeople’sromanceanddailyconflicts,toAssi,Yŏro,and
SusaPanjang,televisiondramasbeforethe1990scontainedlittlecontent
inconsistentwithdominantsocialandpoliticalideologies.

GovernmentIntervention

ImportsofAmericantelevisionserials,calledforeigndramas,were
regulatedfromthetimeoftheYushin(OctoberConstitutionalReform)of
thelate1970s.Governmentregulationsfortelevisiondramaswere
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enforcedonthreemajoroccasions.The1973amendmentofthe
broadcastinglawpushedpost-censorshipinsteadofthepreviouspre-
monitoring.In1980,theChunadministrationtemporarilyshutdownTBCby
forcetoreformitsbroadcastingfortheadministration’spoliticalgoals.At
thetimeoftheshutdownofTBC,itscompetitionwithpublicKBSwasatits
peak.In1991,theDepartmentofAdministrationoftheBlueHouse
(Executivebranch)summonedtheownerofMBCtowarnagainst
broadcastingDdang(TheEarth,1991)asthegovernmentfoundthenew
televisiondrama’sthemetobeadangerousdescriptionofsocialills.This
disciplinaryactioncooleddowntheprivatelyownedMBC’sandTBC’srivalry
withtheKoreaBroadcastingSystem.TheKoreangovernmentconsidered
televisiondramatobeanobjectofitsdisciplinealongwithotherpolitical
affairs.Theboomingsoapoperasandthebroadcastingindustryrarely
deviatedfrombeingawell-controlledpublictoolforleisureunderthe
censorshipanddisciplineofgovernmentstaffplaywrights.Sotherewas
littleneedforthegovernmenttobealarmedaboutsoapoperas.

However,thegovernmentsteadilymadethepointthattelevision
dramasaggravatedthesenseofeconomicdeprivationintheworkingclass
bytheirexcessivedescriptionofwealthinequality.Moreover,longhairand
anti-Americansentimentwerecensoredasthesealsoshowedpeople’s
politicalanxiety,thatis,subversivedistrusttowardthegovernment.The
government,especiallyinthe70s,hadreasonforitsfearofanti-American
sentimentincontemporarysociety.Longhairandanti-Americansentiment
weresymbolsoftheAmericananti-warmovementwhichwascriticalofthe
Americangovernment.TheKoreangovernmentremainedvigilant
regardingthetransferofsubversivethoughtsfromoverseas.

1980s-1990

Notallofthetelevisiondramasinserialformsucceededincreating
deepemotionalidentification.Therewerehigh-impactepicseriesand
miniseriesofnomorethan16-20episodes,buttheseshorterminiseries
usuallyfailedtoengageviewersasdeeplyasthelong-runningserialswith
theircontinuousemotionalidentificationandhundredsofepisodes.

Soapoperasinthe1980s,whichinheritedtheserialformofthe70s
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soapoperasandcontentfromthenationalinventoryofstoriesfromradio,
film,andnovels,werediversifiedbutrestrainedbecauseofthe
government’scensorship.Historicaldramasalignedmilitantheroesand
battlesformaleviewerswithmoderatepoliticization.Kaeguk(TheRiseof
TheDynasty,1983)rationalizedthebloodycoupofthefoundingfatherof
theChosŏnDynasty,Yi,ageneralandagovernorofthepreviousdynasty.
Atthetimeofitsshowing,PresidentChunDoo-hwanwasalsoageneral.
Chun’scoupwasindirectlypraisedthroughthedramaasnecessaryforthe
establishmentofthenewregime.

Pangong(anti-communism)wasanever-endingsourcefortelevision
dramasinthe1980s.Politicsanditsconservativedramacodecontinuedto
fosterpoliticallynecessarybigotryagainstNorthKoreaandlowersocial
classes.Alongwithpolitics,economicdevelopmentwasintensely
propagandizedasKoreadedicateditselftomovingupfromtheconditionof
adevelopingcountry.

Urbanandfamilydramasmettheirhighestmomentduringthis
period,butsoapoperasabouttragedyandadulterywererestricted.The
contentmostlyillustratedafamily’shumblelifeinanurbanareaand
interactionswithneighbors.Emotionsexpressedinromanceandfamily,
particularlyinmelodramas,werecompatiblewithpubliccampaignsfor
stabilizingsociety.Thelongerserialscreatedtrustworthyfiguresthatgave
spectatorsmodelsforfindingtheirsocialroleandfunctionthrough
empathywiththecharacters.Homedramasofthetimeemphasizedsocial
relationshipsbyincludingafamily’sneighborsandneighborhoodinthe
storieswhereascurrenthomedramascentermorenarrowlyonthemain
family.AprogramfeaturingafamilylivinginthebackstreetsofSeoulwas
popular.Serialswithanurbanlandscape—oranurbanizedruralareaasin
ChonwonIlgi—weretelecastforalongtimeupuntilthe2000s.Television
dramaslikeSusaPanjang(1971-1989),OrdinaryPeople(1982-84,491
episodes),andOneRooftop,ThreeFamilies(1986-94)fashionedthesocial
orderinKoreansocietyandfamilialorderinmulti-facetedfamilies.

1990s-2000

GovernmentinterventionendedDdang(TheEarth,1991)bycutting
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15episodesofthe50episodesinitsoriginalplan.Cameraobscurain
Ddangfollowedthreemenwhometinthesameplaceatthesametime:
onerich,onemiddleclass,andonepoor.Thesoapoperaboldlynarrated
contemporarypoliticaleventsandtheoverheatedhousingmarketbubble.
Thegovernmentfounditproblematicbecausethesoapoperajuxtaposed
scenesofaconglomeratefamily'spartywithapeasant'ssaying,“Wedon't
belonghere,”claimingthatthejuxtapositionillustratedthegapbetween
therichandthepoor.8 Thegovernmentfearedthatthedescriptionofthe
wealthgapwouldincreasepoliticalandsocialanxieties.

Theyearsafterdemocratizationinpoliticsweremetwithanincrease
inthenumberofminiseries,soapsandlongserialsoncontemporary
historyandpoliticsalongwithnewimperatives.Aftertheopeningofthe
SeoulBroadcastingSystem(SBS)in1991andthedevelopmentofcable
televisionnetworks,soapoperasbecametheproductofthelatecapitalist
wave.Themarketforminiseriesinthe1990sgrewsorapidlyitput
Yonsokguk(long-runserials)inperil.Miniseriestookprimetimeslotsand
starredpopulartelevisionactors.Theyfeaturedahero’smentalgrowthand
awarenessasapatriarchthroughromance.Theminiseriesprovidedthe
spectatorswithanopportunityfordeeppsychologicalidentificationwith
theheroandheroine.Homedramasfromthe90smovedawayfrom
societaldiagnosisbutnotfrominternalfamilyconcerns.

Inthe1990s-2000s,miniseriesinKoreaoutnumberedlongserials
andtookprimetime.However,theirrisingnumberdidnotmeanthey
attractedahigherratioofviewersthanhistoricaldramasandhomedramas.
Miniseriesandtheepicsinserialformfailedtogainlargeaudiences
becausetheycouldnotbuildthestoryofpatriarchyaslongserialsoap
operasdid.Thestoriesofhistoricaldramasandhomedramaswere
strongerthanshortminiseriesbecausetgelongerserialshadsimplymore
timetodeveloptheplot.Forexample,inAirCity(2007),aprofessional
dramaaboutrelationshipsamonganairportcrew,thecharactersdidnot
relateintermsofpatriarchalvalues.Theywereliberatedfromhierarchyin
thatthecharactersdidnotsubordinatethemselvestothesocialsystem
anddidnotindulgeintheusualsoap-operas'emotionalwhirl.Spectators
couldseeadifferenttypeofinterpersonalrelationsratherthanthefemale

8
PangsongsaSaryojip[BroadcastingHistorySourceBook]Seoul:Pangsongwiwônhoe,2001.440
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emotionalbondwithinthefamilyoraffectionateromanticrelationshipsthat
wewillseeinlaterchapters.Thisshiftintheserialform—thatis,theserial
formnotbeingusedasthelong-termopportunitytofindone’s“proper”
roledesignatedbythesocietyanditsideology--broughtsomechangesto
theissueofpatriarchaldependency.Evenso,mostminiseries’plots
suggestedthesamestructureofineptpatriarchsandablewomen,of
monogamouspatriarchyandoneman-onewomanromanceaslongserials
did.Whilerepeatedemotionalidentificationinlongsoapoperastrainsand
educatestheviewersinpatriarchy,thelackofrepetitiousemotional
changeinshortsoapoperasdoesprovidetheviewerswithacatharsis
throughanexplosiveclimax.

2000s-Present

PangHakgi’sManhwacomicstripsofthe70s,TamoNamsun,was
remadeintothehistoricaldramaDamo(TheLadyInspector,2003)in
whichtheladyinspectorandherseniorofficersfallinloveinthemiddleof
murdercases.Ch’oeInho’snovelSangdoaboutaKoreanginsengtrade
owner’sspirittoovercomethebarrierstosuccessinatoughtrademarket
wasserializedinSangdo(MoralsinTradingBusiness,2001-02).9National
securityagentsintroducedinER(EpisodesfromRealStories,1964-85)
reappearandtakeamajorroleinrecenttelevisiondramaslikeAirCity
(2007)inwhichanairportcrew’sromanceandworkarejuxtaposed.The
novelsofthe1940s-50sstillprovidefeaturesinthestorylinesofpresent
favoritehistoricaldramas.Currenthomedramasdonotdeviateinstructure
fromthefamilydramasinmotionpicturesandradiodramasofthe60s.

Televisiondramasafterthe2000smostlyconsistofYonsokguk(long-
runsoaps)andminiseries.Homedramasandhistoricaldramasstillrun
duringprimetimeandthefavoriteplotsarerepeated;storiesofmarriage
androyalenthronementprovidecharactersinwhichspectatorsexperience
patriarchalrule.Homedramaslinkthesubjectswithsocialchangeand
multiplyfamilialissuesinsteadofexpandingthemesoutsideofthefamily.
Historicalcostumedramasventureintoafantasizedtechnologically

9
ForDamoandSangdo,seethechaptersonHistoricalDramasandProfessionalDramas.Thefollowingchapters

suggestideasonthesoapoperasinitalictitles.
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modernizedpast.Someminiseriessoapsof14-20hoursmanifestmore
experimentalandinformativecontent.Theyrejectgivingspectatorsthe
deeppsychologicalidentificationandrepeatedpracticethatlongserials
delivertoviewers.Theminiseriessoapshavemoreliberatingpossibilitiesin
thesensethattheydonotpresumepatriarchyasasetting.Notallofthe
miniseriessoapoperasareexperimental.Romancesoapsportraythe
hero’sgrowthattheserviceofpatriarchy.Whilefemalecharacters’
emotionsandactionstakeupmostoftherunningtime,manysoapoperas
developthemalebond,sotherearemaleheroeswhodonotrelyonlyon
femalecharacters’participationinordertobepatriarchs.Powerful
matriarchsandineptheroeswereapopularthemeofhomedramas,and
recenthistoricaldramasattempttoescapethesimpleplotofroyal
enthronementstrugglesbycastingfemalesasheroes,nottheprotectorsof
patriarchy.

Governmentcensorshipandinterventionintelevisiondramas,which
waswidespreadfromthe1970stotheearly1990s,turnedinto
encouragementandactivesupportinthelate‘90s.Thegovernment
becameawareoftheeconomicandculturalvalueofsoapoperaexports,
anditchosesoapoperasasanindustrytoreceivegovernmentsupportin
the21thcentury.Thehistoryoftelevisionsoapoperas,especiallythelong-
seriesformat,createdanewculturalformthroughwhichdeepissuesof
Koreansocietycouldareexaminedasthecountryrapidlytransformedinto
amoderneconomicpower.
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2.HISTORICALDRAMAS

Historicaldramas,thatis,historicalcostumedramas,describethe
eventsofdynastiesandcommoners’livesthroughamixofhistoricalfacts
andimagination.

Broadcastin1963onKBS,Kukt’omali,aKoreanRomeoandJuliet
storyinthecourtofasmallKoreankingdom,wasthefirsttelevision
historicaldrama.Thenumberoforiginalviewersofthissoapoperacan
onlybeguessedatbecauseatthattimepeopleintownsandvillages
gatheredinfrontofacommunaltelevisiontowatchtheprograms.Whatis
clearisthattheoriginalviewersofthefirsttelevisionhistoricaldramawere
familiarwithitsdiscourseandplot.Fromthe1900sKoreanaudiencesread
historicalnovels,listenedtoradiohistoricaldramasandwatchedhistorical
dramasinstreettheaters.Thesenovels,radiodramas,andtheaterplays
arepartofthenationalinventoryofstories.

Historicaldramas,professionalorworkplacedramas,andhomeor
domesticdramasaredifferentgenresinKoreantelevisiondrama.Thisis
quiteclearbecauseeachhasitsownformatandcharacteristicsthatmake
theboundariesfirm.Whilethatistrue,thereisalsoacertainblurringin
theboundariesoftelevisiondramagenres.Homedramasandprofessional
dramasarementionedinthischapterabouthistoricaldramasbecause
historicaldramasarepartiallyabouttheroyalfamilyandarealsoabout
groupsofprofessionalsinroyalhouseholds.Therefore,tospecifyboththe
differencesandsimilaritiesoftheroyalfamilytothefamiliesshownin
homedramas,andbetweenthepalacestaffandmodernprofessionals,I
havetointroducehomedramasandprofessionaldramaspriortotheir
chapters.ThereasonIputhistoricaldramasfirstamongthethreegenres
isbecausehistoricaldramaswerethefirsttelevisiondramas,aswellasthe
firstmodernnovels,streettheaters,andradiodramas.

Historicalcostumedramasarenotdifferentfromprofessionaldramas
andhomedramasinemotionallyinvolvingspectatorswiththecharacters
andencouragingpsychologicalidentificationinthemindoftheviewers.
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Modernemotionsareengagedintheintensityofcombatorbattlesfor
enthronementintheroyalfamilyandinthemythiccommoners’romance.
Asinhomedramas,linkingsupportforpatriarchywithexpressivefemale
charactersdoesnotdisregardthemaleviewers’emotionalconnection.
Virtueimmortalizesthepatriarchswhoareestablishedbybothroyal
familiesandhometownromance.Historicaldramasaddstronggender
traitsformaleviewers,forexample,malebondingamongwarriorheroesin
amilitarygarrison.Suchthemesrarelyappearinothertelevisiondrama
genres.Themalebondexcludesfemales,anditsheroesbuildapatriarchal
societywhichisnotopentowomen.Thearmyepitomizespatriarchyinthe
worldofmen.Asmalecharactersarenotportrayedtoensuretheviewers’
emotionalconnection,ordeeppsychologicalidentification,theusualmale
bondinhistoricaldramasdoesnotreachthesamestateasthecontinuous
andstrongemotionalfemalebondpresentedinothergenres.Inthe
extremecircumstanceofbattles,soapoperasendowmalecharacterswith
emotions,sothemalebondinafewhistoricaldramasinvolvingamilitary
calamityshowemotionalconnectionsthataresomewhatsimilartothe
femalebondsinhomedramas.Togiveanexample,inthehistoricaldrama,
TheKingandI,theeunuchsinthe“DepartmentofEunuchs”display
nostalgicsadnessovertheirlostbodypartwhichgivesthemmythicaland
saintlyglamourwhendisplayingtheirskillswithswordsandworldlypalace
administration.

Historicaldramas,Sagŭk,aresoapoperasaboutKorea’shistorical
past.Directorsrevivethedynasties’dramaticmomentsonthescreen.
Unlikeothercategoriesoftelevisiondramas,historicaldramasareonly
faintlyaffectedbytheglobalformatdevelopedinAmericanandEnglish
broadcasting.HistoricaldramasinKoreamanifestuniquenationalpointsin
frameandcontent.InHometownfromFolklore(1977-1989),thelegendof
horrorborrowedtheJapaneseconceptsofspectersandphantoms.Even
thoughborrowed,theseconceptsbuiltthenation’suncanny10pastaswell.

10UncannyortheUncannymeansintenseemotionstowardsanunknownobject.Themysticsurroundingsofthe
pastincostumedramasmiximageswithviewers’intenseemotionsregardingtheirnationalpast.Horrorand
legendsstarringmonstersandghostsprovoketheUncanny;theimageitselfisunambiguous.Historicaldramas
mainlydescribethefamilialinthestructureofthenationandnationalpast.Forexample,thenarrativerelieson
thefamilylifeofacertainpastdynastyindetail.Familialemotionsmoldthepretendedandnon-historicalpastinto
theviewers’mindquitespecifically;whichonewouldbemoreprecarious,thespecificortheUncanny?Bothwould
arouseintenseemotions.Botharehoaxes,butthematterisconcernedwithindividualconstructionofthe
observer’smind-onewouldinflectherownmechanicsontheuncannyobjects-andwithcollectiveconstruction
ofthemind-detailsrollasdéjàvuorprophecyinpeople’spsyche.Sotheperceptionofanimagewiththepastis
somethingwornoutbypreviousexperiencewiththehistoricalpastatthemomentaviewerseeshistorical
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Ethnicityandmystique,thespecialcharacteristicsofKoreanSagŭk
distinguishhistoricaldramasfromKoreanSagŭkfilmsthatreliedon
alternativehistoryandexperimentalfiction.Televisedhistoricaldramas
featuredethnicitywhereashistoricaldramasinfilmpresentedexperiments
basedontransnationalcopyingandborrowing.KoreanSagŭkusesdetailed
historicalevidencewithreferencetothedynasty’sannalsandotherkinds
ofofficialandunofficialhistoricalrecords.Thisorientationdominated
historicaldramasuntilthe2000swhenTVstationslaboredtoproducea
fictionalalternativehistoryfollowingtheglobalformatofhistoricaldramas.

Historicalcostumedramasreiteratethenationalinventoryofstories.
RepeatedplotsandcharactersinSagŭkrevivetheissuesofhistorical
novelsandlegendaryheroes’biographiesfromthe1900s-40s.Prominent
writerschosescenesfromthehistoricalpastof5000yearsagoatthetime
Koreansmetmodernity.Mostoftheplotsinthenationalinventoryof
storieswerebroadcastseveraltimesinfilmandontelevision.

Thefirsttypeofpopularhistoricaldramafocusedontheheroicdeeds
ofimportantwarriorsfromKorea’spast.SinCh’aeho’sbiographicalnovels
Ŭljimundŏk(1908),Ch’oeYong(1908),Yisunshinchŏn(1908),
Ch’oedot’ongchŏn(1909),andParkŬnsik’sYŏngaesomun(1911)praised
thegeneralswhodefeatedtheenemiesthatinvadedthecountry.11These
generals,theleadersofthenationalarmy,withtheirbrilliantmilitary
strategies,defeatedtheenemy’sarmy.Thewritingsaboutmilitaryheroes
inhistoryrepresentedtheauthors’wishestoendtheJapaneseoccupation
inKorea.Later,GeneralYisunshin’sstorywastelevisedwithobvious
nationalisticandanti-Japanesesentiment.ThebroadcastofImmortal
Yisunshin(2004-05,104episodes),inwhichYisunshin,theKoreangeneral
whodefeatedJapan’snavy,becametheguardiandeitytoprotectthesea
aroundtheKoreanpeninsula,wasverypopular.Itssuccesswas
unexpectedasthishistoricaldramaaboutabattleshipwasfarfromstories
ofcourtenthronementandcommoners’romance,theusualmainthemes
inSagŭk.Yisunshinasatelevisionresourcedidnotreceiveasmuchpublic

dramas.Thisaccumulationthathaswornone’sconsciousnesswillbeexplosiveandmanifestedincrisis.Hidden
emotionstowardthetypicalUncannywillfindanoutletthroughanimmediatechoiceofviolence.

11Forthenarratednationinliterature,seeSchmid,Andre.KoreaBetweenEmpires,1895-1919.NewYork:

ColumbiaUniversityPress,2002
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attentionasthelegendarygeneraldidinhisreallifeandinpeople’shearts
forcenturies.The2004successwasexceptionalinthehistoryofhistorical
dramas.

Anotherkindofhistoricaldramafocusedonroyaldynasties.There
areafewwriterstokeepinmindintracingtheoriginofcontemporary
dynasticdramas.KimTongin’sThoseYoung(1928),GreatSuyang(1932),
andSpringofthePlaceUnhyŏn(1933-34)arenovelsaboutthekings,
queensandtheirroyalrelativesintheJoseonDynasty(1392-1910).Those
charactersbecamesoapoperastarsinSagŭk,historicaldramas.The
typicalplotsindynastydramasincludedpowerstruggles,battlesfor
enthronement,andtwistedromances.Thefirstdynastysoapopera
Kukt’omalihadsuchaplot.Theprinceandtheprincessofwarring
neighborcountrieslovedeachotherlikeRomeoandJuliet.Theprincess
betrayedhernationbydestroyingamagicdrumwhichwasanalarmto
signalaforeigninvasionfromtheprince’scountry.

YiKwangsuisthewritertowhomKoreantelevisionowesagreat
debt.Hecontributednotonlythewell-chosenhistoricalmoments,butalso
thelanguage,dramatizationandpenetratinghumansentimentsthatmade
thesedramassuccessful.Hisbook,TragedyofKingTanjong(writtenin
1928-29),broughttearstotheeyesofKoreansformanyyears.King
Tanjong,theunfortunate14year-oldnephewofGreatSuyangKingSejo,
resignedfromhisthroneafterSuyang’sbloodypurge.Tanjongwasexiled
fromthepalace,thoughloyalscholars,evenunderSuyang’storture,
insistedonhislegitimateenthronement.Thefateoftheyoungking,the
crueltyinthepurge,thepowerstrugglesinthecourt,andthescholars’
allegiancehavebeenconsideredthemostinformativescenesinKorean
televisionhistory.Koreantelevisionrepeatedlytelecastthestoryunder
manydifferenttitles.Yi’shistoricalnovelsincludedMauiTaeja(Heir
ApparentMaui,1926-27),Yisunshin(1931-32),TheMartyrYich’adon
(1935),KingKongmin(1937),KimssibuinJeon(MadamKim,1940),King
Sejong(1942),andKingSejo(1942).

ParkChonghwa’sBloodontheRoyalRobe(1936)isaviolentstory
aboutYŏnsangunwhoalsowascalledYŏnsan.Hisposthumoustitleasthe
kingwaslaterremovedfromtheannalsbecauseofhisreignofterror.
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BloodontheRoyalRobegavetelevisiondirectorsunlimitedaccesstothe
storyofYŏnsangun.Yŏnsan(1494-1506)wasthe10thkingofJoseon.He
ruledthenationwellinhisearliestyears.However,inhisadolescencehe
wastoldthatthetragicdeathofthedeposedQueenYun,hismother,was
carriedoutunderhisfather’scommand.Thenewsdrovehimmad.He
murderedaloyaleunuchandbeathisgrandmother,QueenDowagerInsu.
ThegrandmotherQueenDowagerInsuwasthereveredelderoftheroyal
courtfromwhomYŏnsan,theking,beggedforadviceafterhisfatherdied.
Thisinsanekingwasfinallydethronedbyhissubjectsanddiedofdisease
inexilesoonafterhisbanishment.Thisstorywaspopularbecauseofits
insightintothehumanpsychethroughitsportrayalofthecharacters.

Koreanspectatorsloveroyalfamilytragedies.HongMyunghee’s
Imkkukjung(1928)andLeeT’aejun’sPrinceHodong(1942)novelswere
alsotelevised.InJulyof1963,KBSlaunchedKukt’omali,followingtheplot
ofPrinceHodongakaKoreanRomeoandJulietasmentionedabove.The
dramahistoricizedthestoryofaprincesswhodestroyedtheChamyŏngo,
thenation’smagicdrumthatalertedpeopleofanenemyinvasion,inorder
toprotectherlover,enemyPrinceHodong.Thelovestoryendstragically
fortheprincess'familyandhernation.Itwasairedbytelevisionstationsin
1964andin2012.HongMyunghee’searliernovel,Imkkukjung,thetaleof
arebelliouspeasantarmyanditsleader,wasonscreeninthe1970sandin
1996-97.

Courtsoapsliketheonesdescribedabovewerethefavoritesfrom
thebeginningofthehistoryofKoreantelevisiondrama.Otherthanroyal
courtsoaps,therewerefolksoapslikeHometownfromFolklore(1977-89)
andSecretInvestigator(1981-84).HometownfromFolklorecopied
Japaneseghoststoriesinwhichcommonersandpettygovernmentstaff
werefrightenedtodeathineachepisode.Theghostswereusuallywomen
bearingagrudgewhocapturedpeoplewhocouldhelpthemtoprovetheir
innocence.SecretInvestigatorfollowedtheformatofasecretinvestigator
solvingcasesincommoners’lives.Therearealsofolksoaps,whicharenot
foreigncopies,butarebasedonpremodernliteraturelikeHonggildong,
KoreanRobinhood,andCh’unhyang,aclass-leapingromance.Koreanfilm
makersproducedthepremoderntaleslikeCh’unhyanginthe1950swhich
inturnmadethestoriestelevision’smust-seedramas.Atpresent,most
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historicaldramasdonotrequirethedivisionofcourtandfolkcategories.
Thestationsexpandedhistoricaldramastofantasyandalternativehistory
thatjuxtaposecourtandfolk,premodernandmodernandpostmodern.

Contemporarynovelistscontributedtoproducingadifferentkindof
historicaldrama.ParkKyungri’sT’ojitheEarth(1987-90,2004),Park
Wanseo’sMimang(AWidow,1996-97),andCh’oeInho’sSangdo(Moralsin
theTradingBusiness,2001-02),werenovelsthatwerebroadcastinthe
formatofhistoricaldramas.Thesetelevisiondramasrevivedthenational
historyofthelate20thcentury.TheKoreancapitalisttraditionportraying
generousmerchantgroupswasrevisitedalsointheseseries.T’ojithe
Earth’splotwasaboutaYangbanliteratiwomanwhodevelopedherown
businessandbroketheglassceilinginmodernKorea.Mimangsimilarly
describedaliterati’swidowbuildingherownbusiness.Thesetwodramas
portrayedwomen’sindependencewhichemergedfrombrokenpatriarchal
families.SangdopresentedaKoreanJinsengmerchantwhohadtradewith
China.ThesethreesoapsshowedwhatKoreanventurebusinessesinthe
early2000swerelike.Theserialsalsopointedoutthatthecapitalist
traditiongreatlyhelpedKoreameetmodernitywithease.Theeconomic
successofmerchantgroupsindicatedthatthehistoricaltransitionfrompre
-moderntomodernsocietywasnotharmfultothecountry.Thecapitalist
processassistedthepublicinrecoveringfromblundersgeneratedby
politicsaspoliticalturbulenceandwarsgavehardshipstothepeople.The
merchants’classpavedthewayforKorea’sreconstructionand
industrializationaftertheKoreanWar.Strongwomenindustrialleaders
weredaringexamples.

ThesesoapoperasexaminedtheoriginandethicsofKorean
capitalismbyrepresentingindependentwomen.Womenweregivena
positiveimageofleadingthetransition.Ifintheprevioussoapoperas
femaleconflictswerelimitedtoexhaustiveinternalfamilywars,womenin
theepicofmodernitybroketheirnormativeroles,andchallengedsocial
regulations.Thepreviousportrayalsofqueensandroyalconsorts
presentedassistantcharactersofthecourt,butthemodernwomen
merchantswererepresentedasleaderswholedreforms.Thedramas
depictedKorea’smodernstart.
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Merchantwomenwereverydifferentrolesfortheportrayalof
women,buttherewereindependentfemalerolesasvillainessesinsoap
operasaswell.TheybroketheConfucianrulesofthedynasticsociety,and
theywerefullofenergy,activeanddeterminedlikethewomenbusiness
leaders.In1971,MBC’sChanghibinwasaired.Asweremanyother
televisiondramas,Changhibinwaswrittenin1959byafamousplaywright
ofradiodramas,andin1961itwasremadeintoafilmaswell.It
contrastedthevirtuousQueenInhyŏnandvillainessChanghibin,aranking
royalconsortlady.SpectatorswereenragedagainstChanghibin,theroyal
consort,becauseshewontheking’sheartandpersuadedhimtokillQueen
Inhyŏn.Chang’sdeathbypoison,theformofthedeathpenaltysystemin
Joseon,providedanunforgettableclimaxofthedrama.Changhibin’sand
QueenInhyŏn’slivesofconflictinthepalacesetthestandardofvirtueand
evildoingforthespectatorsofseveralgenerations12asthedramasunder
thesametitlewererepeatedlytelevised.WomeninHistory(1981-82),Five
HundredYearsoftheJoseonDynasty(1983-90,MBC)toJangheebin(1995,
SBS),(2002-03,KBS),DongYi(2010,MBC)andJangokjung(2013,SBS)
gavenewinterpretationsofChanghibin’slife,notjustasavillainessbutas
apoliticalscapegoatandafemaleheroatatimewhenwomen’srolewas
confinedunderConfuciansuppression.

Inadditiontomerchantwomenandvillainesses,manyhistorical
dramasfocusedonthelivesofwomen,notonlyontheirstrugglesand
tragedies,butalsosometimesontheirtriumphs.TBC’somnibusedition
FiveHundredYearsoftheYiDynastyandWomen(1972-1979)wasa
collectionoffourteenhistoricaldramasaboutthewomenwholivedinthe
eraoftheJoseonDynasty.Samokok(MissingtheLateMother,1972)
featuredthetyrannyofYŏnsangun,Joseon’s10thking.ParkChonghwa’s
novelBloodontheRoyalRobe(1936)wasfilmedasYŏnsangun(1961)by
ShinSangok,afilmdirectorwhosealternativereadingsandexperiments
wereunprecedented,aswellasSamokok,the1972soapoperawhich
borrowedplotsandcharactersfromthe1961film.Thedrama,Queen
Inmok(1974),drewthecharacterofthedethronedqueenwhosesonwas
killedbyhishalf-brother.ImprisonedLady(1976)toldthestoryofalady
whowashiddeninaseparatehallbecauseherfacewasugly.Laterinthe

12Newcomb,Horace.1987.455-470
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storyshetriumphedbymakingherhusbandasuccessfulofficerthrough
hermagicandsheturnedintoabeautifulwoman.Thesoapopera’s
director,KimChaehyŏng,startedhiscareerwiththefirstKoreantelevision
historicaldramaKukt’omaliin1963.FromthesuccessofFiveHundred
YearsofYiDynastyandWomen,Kimstabilizedandexpandedhiscareerin
thedivisionofhistoricaldramas.Hedirecteddrama-makinginthatdivision
formorethanfortyyears.KimestablishedSagŭkandcourtstoriesasa
dramagenreinKorea,andhealsodistinguishedKoreanhistoricaldramas
fromSagŭkfilmandtheatricalplays.Itissaidthathemadeapproximately
250seriesoverallincourtandfolksoaps,andthusestablishedthepresent
inventoryofstorylinesinhistoricaldrama.Mysteriousheroineswereoneof
thedirector’scontributions.Togiveanexample,YŏnhwaandImprisoned
Lady,oneoftheepisodesfromFiveHundredYearsoftheYiDynastyand
Women,depictedfemaledominanceinfamilylifebyshowingtwo
affectionatemothersforamysteriousdaughterandvirtuouswifelockedin
aseparatehousebecauseofheruglyfacebutwholaterturnedintoa
beautifulwoman.

HometownfromFolklore,anotheromnibuseditionof578episodes,
startedin1977,followedtheJapaneseimageofhorrordramas,featuring
Koreanfolklore.Theconceptofghostsandhauntingsinbloodyevents
camefromJapan.FilmslikeMoonlitCemetery(1967)andYiDynasty
Ghostlore(1970)hadbeenadaptedfromYotsuyaGhostStoryinTokkaido
(1959),theJapaneseghoststorywithfemaleghostsinwhitegownsand
longunboundblackhair.Koreantraditionalliteratureandfilmbeforethe
1960sdidnotpresentthiskindoffemaleghost.Thegrudge-bearingghosts
inwhiteinKoreanhistoricaldramaswereaJapaneseinventionthatwas
borrowedbyKoreanfilmdirectorsinthe1960s.13Beforetheborrowing,
ShinSangok’sLadyWhiteSnake(1960)wasbasedontheChineselegend
ofLadyWhiteSnake.TheghostwasfarfromtheJapanese-conceptualized
femaleghostsinhisYiDynastyGhostlore(1970)andintheseries
HometownfromFolklore.Tothatextent,HometownfromFolklorecouldbe
calledacollectionofKorean,Chinese,andJapanesehorrorstoriesthough
itchosetofocusonhowfrighteningthesuddenappearanceoffemale
ghostswastothespectatorsasintheJapanesehorrorstories.

13August11,2009“KoreanFemaleGhostswearWhite?”WeeklyKyunghyang
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HometownfromFolklorebuiltakindofvirtualhometownforviewers.
ThesceneswherecommonerslivedrepresentedKorea’snationalpast.The
serieswaspopularandwasbroadcastforthirteenyears.Theseries
resumedfrom1996to1999,andairedin2008,2009,2013.Intotal,all
episodesaddedupto668.Femaleghostswerethemaincharactersinthe
storiesdepictingKorea’shistoricaltownsbuttherewereothercharacters
suchasdogsandmalevictims.Asanexample,acommoner’swifewas
takenbyhighwavestotheseashoreinIudoIsland,aheavenlykingdom
wherethedayspassedasourdecades.Whenthewifereturnedhomeafter
aseeminglyshortstaythere,herhusband’sgreatgrandsontoldherhow
longshehadbeenaway.Thewifescreamedahorriblescreamand
immediatelybecameoldandshrankintoaskeleton.Althoughthedramas
usedtheimageofJapanesefemalespecters,theKoreanghostsinthe
historicalseriesblendedcommoners’livesandvillainesseswiththelivesof
thenationalpast.

Sagŭkintroducedsecretinvestigators,detectives,andpolicemenin
the1980s.Theearly1980sinKoreasawawiderangeofmodernand
historicalpolicestoriesincludingSusaPanjang,113InvestigationUnit,
SecretInvestigator(1981-84),andThePoliceChief(1981).Modernpolice
soapswerehardboiledinthetraditionstartingfromER,acollectionof
professionaldramaepisodes;however,historicalpolicedramascontained
bitsofhumor.SecretInvestigatordepictedthepolicesystemofthe
previousDynasty.Thisactioncomedywasadaptedfromthecinemathat
waspopularinKoreaandHongKongfromthe1960s.SecretInvestigator
chartedeachepisodeoftheinvestigatorandhistwoassistants,probing
themisbehaviorofdistrictmagistratesandlocalgovernorsandreportingit
totheroyalcourt.Ineachepisode,theinvestigatorandhisassistants
outsmartedthewickedmagistrates.

FiveHundredYearsoftheJoseonDynasty(akaFYJMBC,1983-90,)
andKBS1TV’shistoricaldramaseriesthatairedinthe1980sputmultiple
royalcourt-relatedplotlinesinmotion.Retracedwerethemainpolitical
incidentsintheJoseonDynasty.KBS’sKaegukandCh’udonggungMama
(1983)bothdramatizedKingT’aejo,thekingwhowasthefieldmarshalof
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KingKongminofKoryŏ(Goryeoinadifferenttransliteration14)andKing
T’aejongwhowasknownasPangwon.KingT’aejo’spurgeofsubjectsloyal
totheGoryeoDynastyandhisestablishmentofthenewdynasty,Joseon,
werefollowedbyhissonPangwon’swaronhisbrotherstotakeoverthe
throne.Thecompetitionforthethronefeaturedallegianceandreformation.
KingT’aejo’sbetrayalandlegitimatereformoftheunstablestructuremay
haveprovidedideologicalsupportforformerPresidentChun’scoupd’état.
ThestoryofKingT’aejoandhissonwasremadeinDragon’sTearin1996
andGreatGeomancyin2013.Dragon’sTearwasoneofthegreatesthits
inthehistoryofhistoricaldramas.Theepicwasserializedwithagreat
numberofcharacters.ThestoryfollowedKingT’aejo’sstoryand,more
importantly,whilethehistoricaldramafocusedonwomen,asprevious
historicaldramashad,itshiftedtomilitarismandmalebonding.The
solemnandsomberepicreceivedwidecriticalpraise,anditsstorylinewas
idealizedbytheotherhistoricaldramasaboutmilitantmaleheroeslike
Wanggŏn(2000-02),Jumong(2006),andTaejoyŏng(2006-07).

HanuraHanurain1988andHanjungnokofFYJin1988portrayedthe
reignofKingYŏngjoandthetragicdeathofhisson,CrownPrinceSado.
FYJonMBC,oneofthebestbroadcastingcompaniesinKorea,usuallyhad
ahighernumberofspectators.KBStriedtostopFYJ’ssolorunbyairinga
dramaaboutasimilarsubject,familialconflictandtragedyintheroyal
family.Therivalrybetweenthetelevisionstationsalsoencouragedthe
releaseofavarietyofhistoricaldramas.KBS’HanuraHanurawonpublic
preference.KingYŏngjo’sreignwasthelongestandthemoststable.The
tragicironyinthelongreignsofKingYŏngjoandKingChŏngjo,Yŏngjo’s
grandson,wasgreatlytwistedandadjustedtostructurethescriptsand
intensifytheemotions.KingYŏngjolockeduphissonCrownPrinceSado,
RegentandHeirApparent,inaricechestfordaysunderthepretextthat
hismentalillnessandviolentbehaviormadeitnecessary.ThefatherKing

14ForthetransliterationoftheKoreanwords,McCune-ReischauerRomanizationisthegeneralsysteminscholarly
writings.However,methodsoftransliterationinmediavaryeventhoughnonebreaksawayfromthestandard
Koreanpronunciation.ThewordsthatdonotconformtotheMcCune-ReischauersystemarefromDVDsand
printeddescriptionsofsoapoperastranslatedintoEnglishbeforethewritingofthisdoctoralthesis.Forexample,
KoryôwouldbewrittenincertainsubtitlesasGoryeo,T’aejongTaejong,PangwonBangwon,andJoseonChosŏnor
Josun.Similarly,PresidentChunshouldbetransliteratedasPresidentChŏninMcCune-ReischauerRomanization.
Butmostjournalsintroducepoliticians’namesindifferentspellingsfromtheauthenticsystem.Scholarsalsouse
thefixednamesinthecasesofwell-known,often-reiteratedpoliticalandindustrialleaders.
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starvedhissuccessortodeath.Televisiondramasdepictedhisgrandson
Chŏngjo,agreatking,asthescapegoatofpoliticsbyselectivelypicturing
KingYŏngjo’scharismaticpresence,Sado’stragicdeath,andKing
Chŏngjo’sdeathbypoisoning.Thatis,Chŏngjowasdescribedasthe
victimizedgrandsonwhowitnessedhisfather’stragicdeath.

Sado’sdeathbyhisfather’scommandwasserializedinP’ach’ŏnmu
(1980),KingandQueen(1998-2000),YiSan(2007),PaintersoftheWind
(2008),andWarriorBaekdongsoo(2011).Inthe2000s,directorsand
noveliststookstepstochangethehistoricalviewofKingChŏngjo,and
theirdeviationfromtheoldstoryline,fromthepitifulgrandsontothe
matureadultking,provedtobefavoredbyaudiences.Theirtelevision
dramasstarredhimasthepassionatemonarchwholaunchedmanybills
andimplementedprojects,givingthereignmoredescriptionandmore
romancethandidtheprevioussoapoperas.

TongŭiPogam(EncyclopediaofEasternMedicine,MBC)in1991,Hur
Junin1999,andGuamHeojunin2013arethebiographicaldramasabout
Hŏjun(1539-1615),Joseon’sroyaldoctor.15Hewasthephysicianincharge
oftheroyalmedicalsysteminthereignofKingSŏnjo,the14thking.The
bestofKoreanculturalheritageispresentedthroughhissuccessfulcareer
inwhichheovercamethelimitsofthecastesystem,andthroughhis
publicationoftheEncyclopediaofEasternMedicine.Hŏjun’sstorywas
differentfromhorrorfolkloreandcourtsoaps.Itfeaturedpeoplelivingwith
illness,anaspectofthepalaceotherthanclanpoliticsandevilwomen.
Hŏjunasadramasubjectchangedthetypicalframeworkofhistorical
dramas.Hewaswellknownasaself-mademan,andwhatwasmore
appealingtoviewerswastheemotionaltoneinthesceneswhenhehealed
andcuredpoorcommonersandhisroyalhighnessesbyhismedication.
Viewersweremovedtotearsinthepresenceofthedoctor’sdevotion,
respect,andknowledge.Thesoapoperaengagedviewers’emotionas
otherhistoricaldramaswiththeirromanceandcombatdid,butina
differentway.

15HurJun,Heojun,andHŏjunaredifferenttransliterationsforthesameperson.Publishedtitlesoftelevision

dramaswerenotrevisedtotheMcCune-Reischauersystem.Seefootnote5.
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Historicalcostumedramasportrayingalternativehistoryarecalled
FusionSagŭk.LeePyŏnghun,thedirectorwhoserializedSecret
InvestigatorandFiveHundredYearsoftheJoseonDynasty(1983-90),
establishedhisbasicformulaforhistoricaldramasfromthesuccessof
thosetwoseries.EagernesstograftapopularforeigngenreontoKorean
televisionresultedinacoupleofdecadesofalternativehistory,anewtype
ofhistoricaldrama,stagingamixtureofcourtsoapsandfolksoapseries
likeJewelinthePalace(2003),YiSan(2007),DongYi(2010),andThe
King’sDoctor(2013).Leewasoneofthedirectorsleadingtheboom
focusingonalternativehistoryinKoreanhistoricaldrama.Inalternative-
historyhistoricaldramas,directorsdidnotfollowannalsandthedynasty
diariesofkingsandqueensastypicalhistoricaldramasdid.Instead,kings
andqueensassistedfantasycharacterssuchastime-travelingmodern
Koreansandtalentedcommonersasbackgroundforstoriesinwhich
doctorsandchefsexhibittheirbrilliantskills.Thequalityandcontentof
FusionSagŭkvary.From2003,Koreanfilmsandtelevisiondramashad
increasinginventoriesofFusionSagŭk.

Byfullycontrollingalltimeperiodsofthepast,presentandfuture,
alternativehistorydramasincludingtime-slips,thatis,soapoperaswith
timetravel,showthatthepresent,equippedwithtechnology,rulesthe
pastandthefuture.Viewerswatchamodernpersonusingtimetravelto
gobacktothepastandintroduceanewkindofweapon,ormedicine
whichchangesthecourseofhistoryinsoapoperassuchasTheKing’s
Doctor(2013)andQueenInhyŏn’sMan(2012).Thesesoapsimaginedthat
postmodernmeninstructedpremodernmenwithexoticinformationon
wagingwar,penicillin,flirting,food,andmuchmore.Alternativehistory
dramassuchasDamo(2003),Chuno(SlaveHunt,2010),and
SungkyunkwanScandal(2010)donotusetime-slips,butthesealso
reproducedhistoricaltownswithmodernanachronistichistoricization.
Damo’sdetectivelady,whoseoriginalworkistoinspectcrimescenes,has
aHollywoodromanceinmodernlanguage.Chuno’sslavehuntersexercise
inmodernfitnesscenterstobuildmuscles.SungkyunkwanScandal’s
studentsinmodernizedfancycostumeactoutsomefreshDisneyschool
stories.

Thesehigh-impactalternativehistoryserialsmadeeachepisode
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movie-film-likewithsuperiorproductionvaluesandfashionablecostumes.
Airingduringthecabletelevisionera,time-slipsexpandedtheirinfluence
fast.Theserialsfeaturedmodernromanceandmoderncapitalism,usinga
historicalbackgroundforgettingtheaudiences’attention.Alternative
historysoapoperasaretheextremeexamplesofhistoricization16through
courtsoapsandfolksoaps.InQueenInhyŏn’sMan(2012),Heejin,an
actresslivinginthepresenttimefallsinlovewithBungdo,aneliteman
whotime-leaptthreehundredyearsfromJoseon.Bungdohastolearn
contemporarylanguage,manners,andeverythingnecessaryforbasicliving
inHeejin’stime.RooftopPrince(2012)alsostagesawomanof2012’s
Koreaandatime-travelingCrownPrincefromJoseon.Theroyalranking
menfromthepastaretaughtthebasicABCsasthoughtheyaretoddlers.
ThemenfromtheDynastylearnhowtousemoneyandothercommodities.
Soinaway,thisputswomeninthesedramasinasuperiorpositionover
themensincetheyknowhowthemodernworldworks.

FusionSagŭksoapoperascanbeseenasabattlefieldofcapitalist
desiresandmodernarroganceturningthepastintoourcapitalistpresent
withmelodramaticimagination.Thesoapoperasprojectourpresentinto
ourpastwithmaterialluxuryandemotionalexcess.

16Historicizationisawayoforganizinghistoricalnarratives.Sohistoricizationdiffersfromthehistoricalviewof
writersanddirectorsandevenactors.Inthisdissertation,IsuggestthatKoreanhistoricaldramasarehistorical
narrativesorganizedwithmodernarrogance.Thiskindofhistoricizationinsoapoperasisbestrepresentedintime-
slipswithtimetravel.Oneskilledmodernmanorwomanmessesupthewholetown’shistorywithhisorhernew
knowledge.
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<Figure1.TheKingandI;everythingoriginatedfromlove.>

TheKingandI(2007)

TheKingandI,theremakeoftheYŏnsangun17storyinwhich,as
describedabove,theking,Yŏnsan,killsaeunuchinroyalservicetoavenge
hismother’smurder,isbasedonthenovelBloodontheRoyalRobe[1936].
ItdiffersfrommanypreviousdramasaboutYŏnsangunbyaccentuating
thegroupofeunuchs,thepalacestaffinchargeoftheroyalfamily’s
personalandpublicaffairs.Thisisthestoryofloyaltyanddevotionto
one’srulerandhislineage,andofKimChuhsun,anoblepersonwho
sacrificeshimselffirsttoprotectthewomanhelovesandthentoprotect
thedynastyofwhichsheisapart.KimChuhsunissupportedand
protectedbythe“DepartmentofEunuchs.”TheKingandIsoapopera’s
purposeistoshoweunuchsasmenwhoacceptedcastrationtobecome
loyalservantstotheroyalfamily.

Therestofthestoryline,includingprojectingQueenDowagerInsu’s

17PrinceYoong,andlater,theKing,werehistitlesusedinthe2007soapopera.Yŏnsangun,theposthumoustitle,
washardlyusedinthedramascript.However,hisposthumoustitlewasmorecommonlyusedthanPrinceYoong
andtheKing.Theviewerswerefamiliarwiththemadking’staleaspartofthenationalinventory.
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matriarchyintothereignsofbothKingSungjongandhissonYŏnsangun,
andthefigureofdeposedQueenYun(hermaidennamewasSohwa),
changedlittlefromthenovel,BloodontheRoyalRobe.Thegroupof
eunuchsandthetwoheadeunuchs,JoChigyumandKimChuhsun,protect
thereigningkingsandtheroyalfamilyfromvillainsandvillainessesbut
theyfailtostopYŏnsangunfromdrivinghimselfandthereigninto
madness.OnethirdoftheseriesfocusesontheyounglovebetweenKing
Sungjong,Sohwa,andKimChuhsun.Later,thesimpleplotofromance
getscomplicatedbecauseofthelargenumberofrivalgroupsinthepalace
andtheeunuchschool.Thetelevisiondramaisanexperimentindistancing
soapoperasfromusualfamilystoriesbyremovingscenesoutsideofthe
familiesandbyshiftingyoungromanceandtheprofessionaleunuchs’bond
tothecenterofconcern.

BeforeSohwa’sroyalweddingwithKingSungjong,KimChuhsun
castrateshimselfandbecomesaeunuchbecausehewantstobecloseto
Sohwainordertoprotectherfromthehardshipstobeexpectedinthe
palacewherequeenswithnofactionalsupportarethreatenedbyother
politicalfactions.DespiteKimChuhsun’sefforts,Sohwa,QueenYun,is
deposedbytheQueenDowagerInsuandsentencedtodeathattheendof
politicalturmoil.KimChuhsunacceptstherequestofSohwatolookafter
hersonYŏnsanwhoinheritsthethrone.KimChuhsunputsallhisefforts
formanyyearsintonurturingYŏnsantobeasovereign.AfterYŏnsan
becomesking,heswearsrevengewhenheseeshismother’svomited
bloodontherobeshewaswearingatthetimeshewasforcedtodrink
poison.Intheend,KimChuhsuniskilledbythecrazyKingYŏnsanwhen
KimChuhsunbegshimnottoseekrevengeforhismother’sdeath.

TheKingandIrepeatstheenduringfeaturesinKoreanhistorical
dramas.Latersomesoapoperastoriesdeviatefromhistoricalfacts,
turningthehistoricalreignsintoastageformoderncharacters,with
concernsofdepartmentalreformsandadministrativeconflicts.Abu-Lughod
arguesthatsoapoperasengageviewerswithmodernityandnationalist
sentiment.Koreansoapoperastransmitthesensibilityofnationalityasa
pattern,farfromnationalism,throughcostumeandtheportrayalof
dynasticvirtue.Thepastisportrayedasasocietycaughtinamaelstromof
purgesandpowerstruggles.TraditionalKoreancourtdramasshowthat
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thepastdynastieshadtheirownsystemsthatweredifferentfromour
modernsociety.TheKingandIisatypicalcourtsoapthatestablishesthe
reignsunderthebalanceamongtheking,officials,eunuchs,courtmaids,
andthequeen-royalconsorts,whereasFusionSagŭkandtime-slipselevate
transnationalmodernitybyprojectingincomparablemodernsuperiorityinto
thepast.

TheKingandIhasadiversecastofcharactersandstorylineswhich
isadeparturefromKoreansoapoperas'typicallinearcharacters.Korean
soapoperasusuallyrepeatonestoryaboutlove,courtship,andmarriage;
loveandcourtshipinvolvetheheroandtheheroine,whilemarriage
engagesmultiplefamilycharacters.InTheKingandI,post-marriage
includesvillains,villainesses,matriarchs,andpatriarchsinadditiontothe
professionalgroupofeunuchs.Theeunuchsembodytheideologyof
patriarchyintheirdevotiontosupportingpatriarchs,justaswomendoin
thefamilyhomedramas.

Villainesses

InTheKingandI,Sŏlyŏng,thestepdaughterofasatanicsenior
eunuch,isagothicvillainess.Thesenioreunuch,avillainthreateningthe
throneandusinghisstepsonsfromtheeunuchschooltotakecontrolover
thenation,ispoisonedtodeathbyhisstepdaughterSŏlyŏng.Inthe
beginning,shedisguisesherselfasadocileassistantcarryingouthis
blueprint,makingseparatecontractswithoneofthestepsonsinorderto
enthroneaprinceborntotheroyalconsort,HeebinLadyŎm,insteadof
theGrandHeir.Thestepdaughtergivestheimpressionofbeingweak,but
sheisgoodtopeoplemorepowerfulorolderthanherselfinorderto
manipulatethem.Sŏlyŏng’spowerandabilityappealstoroyalconsorts,
andherdeadlyseductivenessappealstoall.AssoonasSŏlyŏnghas
enoughstatusandknowledgetonotrequireassistancefromthesenior
eunuch,shekillshim.Shewasborntoafamilydestroyedbythesenior
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eunuch,sosheisincarnatedintoanavenger.Thepowerofavillainess
seemslimitless,butSŏlyŏng,thegothicvillainess,meetsaviolentdeathin
theend.Aswewillseeinthenextpagesthematriarchsofsoapoperas
alwayshavetheirpowertakenawayintheend.Whenthematriarchsare
toostrongtogobacktothepatriarchalfamily,theyhavetobekilled,and
soSŏlyŏngisremovedbeforeshegetstoostrong.

Sŏlyŏngisanexampleofapowerfulseducer,atypeofKorean
villainesses.Thepowerofthistypeofvillainessliesinheruseofdeadly
objectslikepoisonormagic.Byusingsweetwords,theybindothersto
themselves.Thesevillainessesrarelyappearinsoapoperas,butoncethey
appear,theyarepowerfulseducers.Gumiho,thefoxwomanwithninetails,
isarepresentativeofthistypeinhistoricaldramas.Thefoxtransformsinto
abeautywhoseducesmenatnight,andkillsthembysuckingouttheir
souls.ThesepowerfulvillainessessuchasSŏlyŏngandGumihoarecreated
bymalewriterstosatisfythemalefantasyofbeingseduced.However,
mostofthesevillainessesarenotattractivetospectators.Althoughthe
seriesarepopular,criticsfromvariedrealmsfindfaultswiththecharacters
asmalewritersdonotgivethemacomplexpersonalitythatengages
viewers.Thevillainessesgetlessattentionandsympathythanvirtuous
womenimaginedbyfemalewriters.Whenwewatchsoapoperasinwhich
villainessesarestarred,itiseasytorecognizethatthevillainessesare
moreone-dimensionalcharactersthanvirtuousladies.Theiractof
seducingisnotseductivefromtheperspectiveoffemaleviewersand
femaleviewersareuncomfortablewiththevillainesses’emotional
inconsistencyandneurosis.Furthermore,thebeautifulseducersdonot
demonstrategreaterabilitythanvirtuouswomen.Thevirtuouswomen
havethepowerofguardingthepatriarchy,andthisisgreaterthanthe
seductionofmagic.Asthecoachesofpatriarchs,thevirtuouswomen
instructviewersconcerningtheirsocialfunctions.Thevirtuouswomen’s
guidingpowerisattractivetotheviewerswhereastheseductivepowerof
villainessesendsinfailureanddisaster.Andthus,villainessesandtheir
exerciseofpowerarecondemnedinKoreansoapoperas.

DifferentfromanactivevillainesslikeSŏlyŏng,lessactivevillainesses
insoapoperasendupprotectingthepatriarchy.TheroyalconsortsinThe
KingandIarepassivevillainesses.Theyactwithinthefamilysystem
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creatingemotionalbondswithwomenoftheroyalfamilywhilecompeting
forthethrone.Theirpresenceasapartoftheroyalhouseholdlimitstheir
mobilityandkeepsthemsubordinated.Therearefrequentsceneswhere
thewomensittogethertodiscussplansforsuccessionorwhowillinherit
thekingship.Despitetheirconfinementtotheassignedhallofthepalace,
queendowagers,thepossiblematriarchs,arevigilanttodefendtheGrand
Heir’sclaimstoensurehewillbeenthroned.Theydefendtheheirapparent
fromthebloodthirstyladieswhowoulddisplacehim.Royalconsortladies
relyonhelpfromoutsideofthepalacetocommittheirevildeeds.Unlike
otherhistoricaldramasinwhichvillainsfromthefamilyoftheconsort
ladiestakepart,inTheKingandI,Sŏlyŏngislocatedoutsideofthepalace
soshecanmoveactively,hoppingfromthisplacetothatplace.Although
theladiescommitmaliciousacts(poisoningtheHeirApparent,terminating
QueenYun,usingmethodsofabortionagainstaladywhocouldpotentially
bearanheirtothethrone),itisSŏlyŏngwhoplanstheschemesand
providesthemeans.

Therearealsovirtuouswomenwhoareinitiallymisunderstoodas
villainesses.Theirentryintothesoapoperasisgroundbreakingandstriking
whereastheirleavingispraiseworthyandheartwarmingtothosewho
supportthesocialsystem.TheKingandI’sŎŭludongisintroducedasa
villainesswhorepeatedlyinsistssheisrebellingagainstthedynasty’s
patriarchythroughheradulterywithmenfromallclasses,whichincludes
KingSungjong.PersonalinterrogationsbyJoChigyum,oneofthehead
eunuchs,andKingSungjongrevealthatherex-husband’srejectionforced
hertoliveabandonedwithinthepatriarchalsystem.Sherebelledbecause
thepatriarchalsystemhadletherdown,andthisexplainsherbehavior.
Sheshowshersincereloyaltytothekingasasubjectandsheservesboth
thenationandthefamily’spatriarch.ŎŭludonginTheKingandIgivesup
heradventuresofseductionandmalice,andbecomesvirtuous.She
separatesherselffromherpastofvillainousdeeds,soherexperienceof
beingexcludedfromthepatriarch’sguidanceisendedwhenshecomes
backintothesystem.Inherloyalty,Ŏŭludongchoosestobeexecutedfor
treasontoprotectKingSungjong,herlover.
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Matriarchs

Matriarchisalsoanimportanttermtounderstandinhistorical
dramas.Seniorwomen,grandmothers,mothers,andmothers-in-lawplay
majorrolesinKoreansoapoperas,butfewofthemaretruematriarchs.
Oneofthemostimportanttasksforthemistobethespeakersfor
patriarchyastheyprotectandsupportthepatriarchs’authority.Asthey
cultivateemotionalbondswithfamilymembers,motheringthemand
caringforthem,theyrepeatedlyexplaintothefamilymemberswhattheir
rolesareinthepatriarchalculture.Eventhepatriarchsareexpectedto
followtherulesgivenbyseniorwomen.Patriarchswhorejecttheirproper
rolesbyassertingexcessiveauthorityandpowerinsteadofrespectingtheir
spousesandcaringfortheirchildrenintheexpectedwaysgettamedby
theseniorwomen’swhip.However,sincetheseseniorwomeneventually
leavethepositionofauthoritytothepatriarchs,theyarenotmatriarchs
butpowerfulwomenwhousetheirpowertomaintainpatriarchy.

Matriarchs,incontrast,arepowerfulwomenwhoareseizedbythe
passiontorule.Someofthemarevillainesses;othersofthemareconfined
totheirplacestolivewithpersonaldignity.Matriarchalmothers-in-laware
roguematriarchsmanipulatingtherelationshipbetweentheirsonsand
theirnewdaughters-in-lawtomaximizetheirpowertorulethefamily.We
seetheseroguematriarchsfrequentlyinhomedramas.Thepersonalityof
theseroguematriarchsismalevolent,changeable,envious,wickedand
obsessiveintheireffortstoseparatethenewlyweds.Theirmindissuch
thattheycannotlivewithoutprovokinghavoc.Roguematriarchs,favorite
charactersinhomedramas,areextremecontradictionsofthepatriarchal
familybecauseinthesestoriesthefathersdothenurturinginstead.Rogue
matriarchs’outburstsofemotion,unlikecool-headedandvirtuous
matriarch-likecharacters(whosepossibleendsintheplotsalsocomein
theformofretreat,disappearance,anddeathmuchlikeroguematriarchs)
andtheirexerciseofpowerofferviewerswhattheusualimperativesof
soapoperadonotbringtotheviewers.Roguematriarchs’yelling,fighting,
andcrazytrouble-makinggivevicarioussatisfactiontoviewersthatthe
usualvirtuouswomancharactersdonotoffer:catharticexplosions.
Becausetheroguecharactersfundamentallyerasesocietallogic,
emancipationforbothfemaleandmaleviewersliesinthesetemporary
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escapesfrompatriarchy.Thesedramaselucidatemaleviewers’anxietiesof
beingruledbywomenandfemaleviewers’fearsofbeingsubordinatedto
thesocialsystem.Roguematriarchsdonotinstillaudienceswithvirtue;
theyattractthemwithhystericalexplosionsandthosecatastrophes—ina
patriarchalsense—givetheviewersanimaginativebreakfrompatriarchy.
Thespectatorscontemplateanti-patriarchalinsurrection,andthenthey
revertbacktopatriarchycalmlyastheroguemeetsherdemise.

Othermatriarchsconfinethemselvestobeingvirtuouswomen,so
theydonotthreatenthevaluesofpatriarchy.QueenDowagerInsuinthe
drama,TheKingandI,isthematriarchoftheDynastyandoftheroyal
family.Hermatriarchyissecurewiththetaskofnurturingherson,King
Sungjong,sothathecanbecomethepatriarch,butitisendedbythe
tyrannyofhergrandson,Yŏnsangun.Herschemingleadstothefailureof
twoconsecutivereigns.KingSungjong,herson,gainspatriarchalstatusin
aromancethattakesplaceoutsidethepalaceintheabsenceofQueen
DowagerInsu.Butheislatersubordinatedtohismotherwithinthe
matriarchalpalace.Hemarrieshischildhoodlove,Sohwa,and
strengthenedbythepoweroflove,hepersuadestheQueenDowagerto
chooseSohwatobethequeen.Themarriageestablishestheking’s
patriarchalrule,andhiswife,Sohwa,nowQueenYun,acknowledgesthe
kingasapatriarch.Nomatterhowdeeptheirloveis,conflictoverthe
rulingideologybetweenthepatriarch’swife,QueenYun,andthematriarch,
hismotherQueenInsu,isinevitable.AsQueenYun’sfallfrompower
becomesinevitable—sheisdeposedbythecommandoftheQueen
Dowager—KingSungjongfindsanotherlove,Ŏŭludong,whowillsupport
hispositionasthepatriarch.Ŏŭludong,avillainessturnedvirtuous,
understandshermissionwellsoshesupportstheKing’srulebyher
personalcharmtowardstheKing,andatthesametimeshekeepstheKing
outofthematriarch’sreach.Unfortunately,bothoftheKing’stwobeloved
womenaremurderedthroughpalaceintrigue.Atthetimeofhisdeaththe
Kingexpresseshisregret,andaskstheGrandHeirnottorepeathis
father’smistakes.However,theGrandHeir,Yŏnsangun,growsuptobea
madtyrantafterhelearnshowhismotherwaskilled.

TheoriginalnovelofYŏnsangun’sstorymanifestsalongingforthe
JoseonDynastyasitwasbeforeJapaneseimperialrule.Koreanwriters
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wereattentivetothedesireofreturningtoKorea’snationalpastandliving
asanindependentnationunderonepatriarchwhilethecountrywasunder
Japaneseimperialism.Inthenovels/filmsofthe1920s-30s,wewouldread
TheKingandIasaconfrontationbetweenatyrantandamatriarch.
However,thereismorethantheconfrontationinthissoapopera.Queen
DowagerInsuandKingYŏnsanarealikeintryingtobuildtheirownworlds.
Insuisamatriarchwhoembodiespatriarchalvirtue.Thematriarch
sustainedbypatriarchalvaluesisnotatransformingandcathartic
characterliketheroguematriarch.Yŏnsan’sviolenceandabusiveexercise
ofpowercontrastswithQueenDowagerInsu’spatriarchalcharacteristics.
Hethrivesonmadnessthatseekscruelrevengewithwide-spreadpurges
ofallwhobetray,opposeorcriticizehim.

TheKingandIalsopresentsanotherverydifferenttypeof
matriarchy,onethatyieldstothepatriarchy,butisneitherroguenor
patriarch-like.ThecharacterSoeguinop’ainTheKingandIrunsthe
Dynasty’seunuchschool.Sheisoneofthegreatestseersinthecountry,
sosheearnsahumblelivingforstudentsintheschoolbyworkingasa
soothsayerfortheroyalfamily.Thecastratedchildrenleavetheirparents
andtakeupresidenceintheschoolforeunuchsuntiltheyarereadyto
movetothepalace.Soeguinop’a,whoseextraordinarymagicalpower
confineshertotheveryhumblestatusofasuperstitiousstrangerin
Confuciansociety,isaliberatedmatriarch.Thestudentsvenerateher,and
theyrelyonherforemotionalbondingandforknowledgeoflife.Royal
womengotoherforadvice.Althoughsheraisesthestudentstoworkfor
thepatriarchy,herworldconstitutesamatriarchythatexcludes
categorizationandhierarchy,butinsteadrestsonlisteningandempathy.It
isaworldthatisseparatedfromtheConfucianpatriarchs.Therefore,her
matriarchydoesnotfacethesamechallengesasQueenDowagerInsu
facesduringherrule.UnlikeQueenDowagerInsu,Soeguinop’adoesnot
havetodealwithpowerstruggles,betrayal,orrespectingandnurturing
theConfucianpatriarchs,KingSungjongandYŏnsan.The“wise”seer
yieldsherplacetoJoChigyum,oneofherschoolsonswhenshe
recognizesthatJoChigyumisreadytobethepatriarch,theheadeunuch
oftheDynasty.Atthatpointshedisappearsfromthesoapopera,leaving
theschoolandallofthecontactsshehashadinherlifetime.Thisisnot
doneoutofpassivity.Theseerisasovereigninherworld.Her
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disappearanceisanactofindependence.Herdisappearanceshowsher
independencefromhermagicalpower,andtheactsecularizesher.
DeclaringthatJoChigyumwilleducateandtakecareoftheschool
students,Soeguinop’aself-erasesherplace.JoChigyum,throughhis
position,inheritstheauthorityovertheeunuch’sschool.GiventhatQueen
DowagerInsudiesoffury,andthatthematriarchsinhomedramasare
forciblyhumbled,Soeguinop’a’sself-abasementistrulywise,andthis
wisdomisshownthroughtheactofgivingthecastratedmenbackthe
patriarchalrole.Apartoftheresultingpatriarchyisanunwounded
matriarchy.Thedrama’saggrandizingofitsheroJoChigyum,bythe
endowmentofallabilitiesandvirtuepossibleformen,isensuredbythe
inheritance.

VillainsandPatriarchs

Patriarchsinhistoricaldramascanbemilitantandactivein
constructingtheirpatriarchalrule.InTheKingandI,JoChigyumisa
militantpatriarcheventhoughheisaeunuchwhoispartofthedomestic
stafffortheroyalfamily.Gentlepatriarchsinhomedramas,andin
historicaldramas,areestablishedbyfemalecharacters.Theyareemotional,
andtheycarefortheirchildren.Differentfromnurturingpatriarchs,
militantpatriarchsinhistoricaldramasinteractwithpeoplebravelyand
strategically.Theygainandmaintainpowerbytheirabilities.Historical
dramasarewrittenbymalewriters,somalecharactersareexplainedin
greatdetail,whereashomedramas,morefrequentlywrittenbyfemale
writers,accentuatethepoweroffemalecharacters,givingfewerdetailsto
malecharacters.Whilebothtypesgivepatriarchsauthorityanddignity,
historicaldramascreatethepatriarchsbythemalebondbetweenthe
warriorpatriarchandhisstrategicgroup;homedramascreatethe
patriarchthroughthefemalebondofthewomeninthefamily.Gentle
fathersareexpectedtobevirtuousbythewomensupportingthe
patriarchalauthorityaswewillseeinthechapteronhomedramas,but
warriorpatriarchsarenotrestrainedorregulatedbywomenandtheygain
theirauthoritythroughtheirpowerandthroughtheirmalegroups.Menare
themajorviewersofhistoricaldramasthatfeaturewarfare,sothemale
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bondattractsmaleviewers’emotionalidentificationasthefemalebondin
homedramasfacilitatesfemaleviewers’emotionalidentification.Militant
patriarchsarenotrestrainedbyvirtueorwomen’scontrolwhentheyare
structuringtheirpatriarchalrule.Theybuildthepatriarchalsystemthrough
forcewithintheirownmaleboundaries.

Militantheroesintelevisiondramasbecamepopularfromthe1980s.
TelevisiondramaslikeKaeguk(1983),Dragon’sTear(1996),andWanggŏn
(2000-02)depictedrebelliousheroesandtheircoups,whichfounded
dynastiesandnations.Thesoapoperasfascinatedmaleviewerswith
characterssuchasJoChigyuminTheKingandIin2007.Warriorheroes
canmakeallianceswithvillains,andtheyarenotstrictlymoralregardless
oftheirroyaldignity.Unlikethevirtuousfemalebondinhomedramas,the
malebondcarriesbothviceandvirtue,villainsandheroes.JoChigyum,
theheadeunuch,workswithhisstepfather,avillain,untilhisauthorityand
powerareestablished,andthenhecleanseshispatriarchybyremovingthe
villainandrestoringhisowndignity.Hedoesnotkillthevillainbyhisown
hand.Hisstepsister,Sŏlyŏng,killsthefathervillain.JoChigyumwilldo
everythingonbehalfoftheDynasty,killingandbetrayingfriends,butheis
sovirtuousthathisheartistornbywrongdoingeventhoughitisallforthe
Dynasty.JoChigyum’sindividualizationofvirtuedoesnotgalvanizethe
malebondaroundvirtuenorisitconfinedtovirtue.Warriorpatriarchs,
whoarenotsodifferentfromvillainsintheirlifepaths,unfetterthemselves
andthemaleviewersfromfeminizationandwomen’scontrol.

Villainshavepsychologicalpointstoconsider.JoChigyum,the
militantheroandheadeunuch,raisestheissueofmalefearofcastration
whilerevealingapowerfulleaderasImentionedabove.Yŏnsangun,the
villainandwickedking,alsomanifestsadifferentkindofliberationfor
viewers.Heisirrationallyemotional.Heexemplifiestheresultofmaleloss
ofrationality.Hislongingforhispoisoned-to-deathmotherrepresentsthe
lostchild’slongingforthesufferingmother,themothertypeinwhichfilms
usuallyspecializebutthatisusuallyrejectedinsoapoperas.Thisthemeis
includedinthetelevisiondramaTheKingandIinrespecttothestory’s
origininthe1960sfilm.However,thisdoesnotmeanthatTheKingandI
isdifferentfromothersoapoperasinallaspects.ModernKoreansoap
operasareamixtureofstoriesaddedinthe1920s,‘30s,‘40sandmodern
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interpretation.Thesufferingmothersacrificesherselfforherson.Viewers
ofthefantasies,includingthemalefantasyofbeingalostchildlongingfor
hismissingmother,wanttoreturntothewholenessandonenessfoundin
mothers.

LoyaltytothePatriarchy

Abu-Lughod18explainsthatmelodramaticemotioninEgyptiansoap
operasimbuedthenation’sspectatorswithasenseofmodernityincluding
itspatterns,habitsandproductsforliving.ModernemotioninKorean
historicaldramasisprojectedintothenationalpast.Thepowerofmodern
emotionsuffusesmultiplelayersoftimesandplaces.Thedistantpast
becomesourpastaslongasitmanifestsinterpersonaldispositionswith
whichwecanidentify.Thepastinhistoricaldramasisnotmeanttobethe
actualpast.Thetimeandplacehavetoconformtoourideasandour
senseofvirtue.Romanceinhistoricaldramasismademodernby
presentingbothwomen’sindependenceandmen’scaring.

Moderndemocracyinhistoricaldramasencouragespeopletomove
betweenthedynasties’classes.ThenationalpastdoesnotgiveKorean
soapoperasanationalistictinge.Usingthenationalpasttocultivate
modernemotionsanddispositionswasahistoricalinvention—nationalismis
oneofthemoderndispositions,andmostoriginalstoriesforhistorical
dramaswerecreatedinatimeofenforcedJapanesenationalismduringthe
colonialerainthe1910s-40s.19DuringJapan’simperialoccupationofKorea,
novelistswroteundercircumstancesinwhichKoreannationalismcouldnot
beutteredbecauseJapanesenationalisticpoliciesshutoutthepossibilities
forKoreannationalism.Instead,writersusedhistoricaldramasasan
intelligentwaytoprovideaconceptofKoreannationality.Thefictitious,
nationalpastwasalessonthatkilledtwobirdswithonestone:historical

18Abu-Lughod,Lila.DramasofNationhood:ThePoliticsofTelevisioninEgypt.
Chicago,Ill.:UniversityofChicagoPress,2005.
19Modernityofthetimeincludednationalism.Furthermore,howeverdistancedandrationalizedfromnationalism
thenovelsonKoreannationalityare,readerswillreadthemnationalisticallywhentheyarealsoseparatedfrom
Japanesenationality.
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dramasaboutKoreangreatnessinfusednationwidereaderswithmodernity
andtransformedthememoryofadynastythathadbeenruinedbythe
Japaneseintooneofprideandfamiliarity.

Currenthistoricaldramasdonotaccentuatenationalismasan
importantemotion,probablybecauseofthehabitofavoidingKorean
nationalismunderJapaneseimperialism.StrengtheningKoreannationalism
isalsonolongernecessary.Soapoperaswithnationalisticthemesamplify
emotionsbetweencharacters,andtheyreplacenationalisticsentiments
withinterpersonalemotionssuchasawoman’sbrokenheartatthenews
ofherResistancefiancé’sdeath.Loyaltytothenationinsoapoperasisnot
theemotionusedtoembodynationalism.Althoughloyaltytothenationis
mentionedbycharactersinhistoricaldramas,beingloyalinhistorical
dramasmeanspersonalloyalty,thatis,totheheadperson,notnational
loyalty.Theloyaltypaidpersonallytosuperiorsisnotthesameasloyalty
paidtothenationalgroupornation.CharactersinTheKingandIwho
speakofloyaltytothekingsexpressdevotiontotheindividuals.The
emotionalidentificationofviewersreconstitutesthenationalpastwith
individualsensibility.Inotherwords,itisinterpersonalinteractionina
familialstructurewhetherthestructureisgreatasinanationstateorsmall
asinagroupofeunuchs.Itencouragesspectatorstoremainnationalbut
notnationalistic.Thenationinthesoapoperaispresentbutinterpersonal
relationsaredominantoverthenation.

JoChigyumandKimChuhsun,theheadeunuchsandthekings’
powerfulservants,speakforthepatriarchyandaredrivenbytheirdesire
topreservethesocialorder,whilethevillainsandanti-patriarchstryto
destroythesocialstructure.JoChigyum,thepresentheadeunuch,andhis
villainstepfather,theformerheadeunuchintheDepartmentofEunuchs,
havedifferentideals.JoChigyumwouldcuthisownthroattoprotectthe
dynasty,soheacceptsallthedecisionsmadebytheKingeventhoughhe
foreseesthatthebloodthirstykingwillruintheDynasty.JoChigyumisso
loyaltotheKingthathedevoteshisoutstandingabilitiesofintelligence,
martialartprowessandhumanresourcestoprotectthetyrant’srule.At
thebeginningofthesoapopera,KimChuhsunwasanactivecharacter
whenhelovedSohwa,QueenYun,totheextentofcastratinghimselfto
protectherinthepalace,buthelaterbecomesamorepassivecharacter.
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Heforgivesthevillainwhoplannedtodeposethequeen,hissecretlove
andhismaster.Heisanincarnationofdevotion,butasaeunuchheisnot
emotionallyexpressive.Chuhsun’scalmandtolerantbearingdoesnot
attractviewers’empathyasmuchasemotionallyexpressivecharactersdo.
JoChigyumspeaksalotandactsenergeticallywhereasKimChuhsun
remainsblandlythoughtfulinallmatters.

TheKingandIturnsKimChuhsunintoanideologicalsymbolinthe
secondhalfofthesoapopera.KimChuhsunistooloyalinhisthoughtful
actionstobecomparedtoothers.Hecastrateshimselfandentersthe
SchoolofEunuchstobecomealoyalservantofQueenYun,hisadolescent
love.Ashispassionateloveisreplacedbyloyalty,heloseshisemotional
expressiveness.ThesoapoperathenpresentsKimChuhsunasan
administratorwhoreformsthepalacegovernment,turninghimintoavery
differentcharacter.Heleadsthereformationmovementamongthepalace
staffadministrativelyandsystematicallyinareservedmanner,explaining
thatthereformationmovementisthewaytoprotectQueenYun’sson,
Yŏnsan.Hispositionasanadministratorislessinterestingtospectators
whoaremoreinterestedinpersonalinteractionsandinterpersonal
strategies.TheyoungYŏnsan,longingforhisdeadmother,emotionally
interactswithKimChuhsunasanurturingfather.TheKingisruinedbyhis
longingtobenurtured.Hismotherwaspoisonedbyhisfather,theKing,
andKimChuhsun,thefatherfigurewhofosteredhim,iscastrated.The
castratedandphilosophicaleunuchinsiststhattheKing’smaliciousness
harmsthesocialsystemoftheDynasty.Thisobjectiveremarkdisappoints
becauseitismadewithoutaccompanyingemotions.UnlikeKimChuhsun,
JoChigyumhasnumerousemotionalmoments;hiswilltobeloyalis
expressedovertlywithtearsandsolemnity,anditclimaxesinhis
committingsuicideratherthanbeatraitortothetyrant.JoChigyum’sties
tohisknightbrotherandhissecretlove,alady-in-waiting,arealso
emotionallystrong.

KimChuhsundoesnotengageviewers’emotions.Afterhebecomes
aeunuch,allofhisstories,whichseemverymoving,aretoldthrough
othercharacters’narrations.DifferentfromtheyoungKimChuhsun,the
matureKimChuhsunisaninsipidcharacterwhoalwaysstayscalm.The
spectatorsdonotdirectlywitnesshisbehaviorandpassionbecausehis
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characterisnotpresentedinenoughdetailforemotionalidentification.In
thethirdandthelastpartofTheKingandI,Sohwa,QueenYunandKing
Sungjong,theheroineandtheherooftheromance,aredead.Kim
Chuhsunisleftaliveandtriestotransformhimselfintothefatherfigurefor
theirsontheGrandHeirwhogrowsuptobeatyrant.Furthermore,he
keptKingSungjong’sadulteryasecretfromthedeposedqueen,remaining
loyaltohisroleintheeunuchsystemaspartoftheeunuchstaffinthe
King’shall.Hebetraysthevirtueofpersonalemotionsofdevotiontothe
Queen,andfollowsideologyforthegreatergoodoftheroyalfamily.

Class,asanideologicaldeviceinTheKingandI,hasblurred
boundariesamongtheeunuchsbecauseoftheyallbelongtotheeunuchs’
unionandallarefocusedonsupportingtheKing.Theportrayalofclass
showsthathistoricaldramascomefrommodernwritingonthedynasty
sinceclassisamoderninvention.Koreansoapoperasusetheprofessional
grouptomixdifferentclasses.Asweshallseewhenwediscuss
professionaldramas,suchdramasexplorerelationshipsbetweenclassesby
puttingcharactersfromdifferentbackgroundstogetherasateam.Home
dramasalsodepictafamilyanditsin-lawfamiliesasindividual
professionalsinthevariousfields.Notalltelevisiondramasfeature
charactersofvariousclassbackgrounds.Soapoperasmagnifythelivesof
theupperclass.Nevertheless,thereareeffortstotelevisemoreclasses,
andonewaytodothatistoshowaprofessionalgroup,bindingcharacters
fromdifferentclassesinasharedgrouptask.TheeunuchgroupinThe
KingandIalignsdifferentpersonalitieswithclasses,involvingcharacters
rangingfromcommonersandmiddlementoliterati.Althoughthe
professionalgroupisshownastheupperclass,theinnerworkingsofthe
groupbidspectatorstoseeclassdifferences.Thegroup’svirtueis
demonstratedpreciselybythewaydifferencesinindividuals’backgrounds
arefusedintothegroup.Theeunuchgroupisalsoaunionthatchallenges
thepatriarchalDynastyandbreaksfromthesystem—oneofthe
democraticreformsthatcandestroytheDynasty’spatriarchalhierarchy.
Theirbreakingofthestructuretiespersonalitiestogetherinvirtueandthis
againprovidesaunionbetweenpeople.Thechallengeandthestruggle
overthethroneandroyalrulebuildthepatriarchymorefirmly.Individuals
becomefirmintheirbeliefsinsocialhierarchy.TheDepartmentofEunuchs
andJoChigyumreformtheDepartmentintothepalace’sInstituteof
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Guardians.Outofabrokensystem,JoChigyumbuildsanewpatriarchy,
oneofvirtue,andincludingdifferentclasses.

ThereIsNoMaleEmotionalBond

TheKingandIwasdirectedbyKimJaehyoung,thelegendary
televisionproducerwhoproducedhistoricaldramasformorethanforty-five
years.Itseemsclearthatheintendedtobuildmaleemotionalbondswith
hischoiceoftheeunuchschoolasthemaincenterofhissoapopera.
BecausehehimselfwasafoundingfatheroftheKoreanhistoricaldrama
andofitspatriarchalspherecultivatedbypowerfulwomen,inhislater
yearshemighthavewantedtoportraymaleemotionalbondsequaltothe
emotionalbonds20amongwomen.Thiswasnotthemalebondconveyedin
1980shistoricaldramasbuiltaboundwarandarmament,butamalebond
offeminizedemotionalexchange.KimChuhsun,JoChigyum,andtheir
eunuchfriendscreatedsuchabondforacertainperiodundertheir
matriarch,Soeguinop’a.However,inthelasthalfofthedrama,Kim
Chuhsun,akeyroleforfeminizedemotionalexchange,endsupasapetty
bureaucrat.Infact,nomaninthesoapoperaholdsthepowertocarryon
themalebondthatbegansoambitiously.Andthus,malespectatorshave
togetemotionalsatisfactionandcatharsisfromtheexplosionsofthemad
tyrantmuchasKoreanmalesdidfromthe20sand30s.

Conclusion

Historicaldramasarebasedonnationalstoriesthathavebeen
developedfromthetimewhenKoreabegantobemodernized.Novels,
films,theatricalmusicals,andradiodramascontributedtotheplotsofthe
televisionhistoricaldramas.Withthisbase,viewersdonotexpectvery
freshandnewpointsofview.Infact,theformatandcontentofhistorical

20TheChapteronHomeDramasconsidersthefemaleemotionalbond.Onewomanwithstrongembracingability
ishighlylikelytogetothergroupmembersinvolvedinrepeatedemotionalexchanges.Thefemaleemotionalbond
hasacomprehensiveandmultilateralconstruction.
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dramasarerepeatedmanytimeswithfewchallengestothewell-known
traditionalstories.

Historicalcostumedramasseemtoportraynationalandnationalistic
ideals.However,byanalyzingthedramaswerecognizethatisnot
completelytrueashistoricaldramastakeplaceatthefamilylevel.Inthe
drama,TheKingandI,loyaltytothekingisnotloyaltytothenation,but
totheroyalfamily.Thehistoricalcostumedramashaveshowncomplex
characterizationofthemenandwomenwhosurroundthepatriarch.The
QueenDowagerisseenasapowerfulmatriarchasshesupportsher
grandsoninhisstruggleforthethrone.Theroyalfamily'sfightsamong
differentprincesoverthethroneareaccompaniedbyvillainesseswho
seemtobesuccessfulbutwhoeitherdisappearorendinruin.Virtuous
womensufferatthehandsofdominatingwomenandmenalike.The
women,menandeunuchservantsareheldtogetherinaweboffamily-like
relationships.

Inhistoricaldramasportrayingmilitaryheroes,themalebond
excludesanyfemaledisruptions,andtheheroesbuildapatriarchalsociety
whichisnotsubjectedtowomen’sinfluence;patriarchyintheworldof
menislikethearmy.Theusualmalebondinhistoricaldramasdoesnot
reachthesamestateasthestrongemotionalfemalebondpresentedin
othergenres.Anemotionalmalebondisnotsuccessfullydepictedinthe
drama,butthetrialispriceless.Nevertheless,Inhistoricaldramaswhich
malewritersaredominating,womencharactersarenotwelldepictedlike
malesare.Historicaldramasalsogiveastressonthevirtuesandsacrifices
ofwomen.Butintheend,thesacrificesofwomenandtheheroiceffortsof
menallgotostrengthenorrestorethepatriarchalorder.Thecomplexities
andcontradictionsofthatorderareshown,however,intheextraordinary
sacrificesitrequiresfromallitsparticipants.
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3.PROFESSIONALDRAMAS

Professionaldramasdescribeworkingconditionsandtheethosofthe
workplace.IntheUnitedStates,televisiondramasfeaturingprofessions
arecalledworkplacedramas.Professionaldramasexploretheprofessional
skills,workplacesandcircumstancesinafewprofessionsincludingchefs,
detectives,politicians,doctors,entrepreneurs,farmers,mediaemployers,
andattorneys.Theterm‘professionaldrama’isliterallytranslatedfromthe
Koreanterm,Chonmunjik(profession)drama.Thetermconveysthe
originalKoreanwordinthesamewaythat‘historicaldrama’istheterm
translatedfromSaguk(history).Mostoftheprofessionaldramasare
televisedinprimetimeastwice-a-weekminiseries.Intheprofessional
dramas,in-depthprofessionalknowledgemakesthecharacterspowerful
figureswhoseemlargerthanlife.Thisgivesareasonablebackgroundfor
romanceandsuccess.Professionsprovidethecharactersacertainstatusin
ordertoauthenticatejustice,romance,andsuccessintelevisiondramas.
Professionaldramasareworthyofanalysisbecausethestatuspersonified
intheprofessionsreflectsKoreansocietalchangesinpoliticalideology,
economics,andpatriarchy.Probably,maleaudiencesaremoreattractedto
thesedramasthantohomedramasorhistoricaldramas.However,the
professionaldramasarenotmeanttodisplacethefemaleviewers’
dominationoftheKoreandramamarket.Theproducersoftelevision
dramascontinuetoregardwomenastheirkeyaudience.

Unlikehistoricaldramasthatarebasedonnationalcharacters,
Koreanprofessionaldramasshownonnationaltelevisionfromthe1990s
areinternationalandtransnational.21AlbertMoraninhisintroductiontoTV
FormatsWorldwidepresentsthepastdebatesmaintainingthatTVisglobal,
nationalandlocal.Moraninsiststhatprogramcontentwastradedbetween
nationsandstations,forexamplebetweenBBCandABC.Heclaimsthat

21HistoricaldramaswerealsoaffectedobviouslybyJapaneseghostlore,HongKongactioncomedy,andAmerican
role-playinggames.AmericanandBritishcostumedramasmighthavebeeninspirationalresources.Nevertheless,
therearetworeasonshistoricaldramasarelessinternationalthanprofessionaldramas:Televisiondramadirectors
establishedtheirowntastesfornearlyfortyyears.Andthenationalinventoryofstorylineswasinheritedfromthe
nationalwriters.Mostofall,copyinginprofessionaldramasledtotheproductionofidenticalsoapoperasglobally.
Seefootnote2.
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originalityinTVprogramsisahard-to-achieveluxurysincebroadcasting
meansthereareahighnumberofhourstobefilledwhichmeansthat
thereisnotmuchemphasisontheprograms’uniqueness.Itissaidthat
transnationalcopyingtogetherwithcustomizationofthenationalrelay
stationshasbeenpersistentinthehistoryoftelevision.22Exchanges
betweennationalprogramssustaintransnationality,23atraitthatthe
televisionindustryachievedearlyonincomparisonwithothermediawhich
wereslowandpartiallyorentirelyreluctantto‘copy’somethingforeign.
Althoughnotuniversallyagreedupon,Moranstatesthattelevision
programscanbelocal,forexample,KoreaandJapanhadlocalshows,
news,andevenlocalversionsofsoapoperas,whileaccumulatingformats
andstorylines‘copied’fromtransnationalandnationalprograms.Thisis
seenonlocalTVstationsinKoreawhichalsoyieldtheirhourstoKorean
nationalprogramsandprogramsfromothernations.Astaffmemberfrom
alocalKoreanstationassertedthatlocalstationsarenottrashcansforthe
centralstationandcalledforthecentralstationtostopwideningthegap
betweenSeoul’srichpopulationandthelocalpoorpopulationby
continuallytransmittingscenesfeaturingtheupperclass.24Thiscomplaint
showsthatlocalstationshadfewlocallyproducedprograms.

TheAmericanseriesMr.DistrictAttorney(1951-1954)andBritish
Spycatcher(1959-1961)aresimilartotheearliestformofprofessional
televisiondramasinKorea,acollectionofindependentepisodeswhich
werebarelyserialized.TheSpecialForcesandMilitaryPoliceinKBS’sER
(EpisodesfromRealStories,1964-1985)werepopularprofessionalrolesin
televisiondramas.ERwasmoreliketheAmericanUSSteelHour(Theatre
GuildOnTheAir,1953-1961),BritishArmchairTheatre(1956-1974),and
CanadianGeneralMotorsTheatre(1953-1961),whichwerecollectionsof
independentnon-serializedepisodes.ERfeaturedspycatchers,detectives,
andsoldiersadvocatingnationalsecurityandanticommunistpropaganda.

22Moran,Albert.TVFormatsWorldwide:LocalizingGlobalPrograms.Bristol:Intellect.2009.15
23Iusethewordtransnationalitytoexplainthattelevisionshareditsformatandcontentsgloballyrelativelyquickly
andwithundisputedsharingamongnations.ForeignfilmsandtheaterpiecesweremoreKoreanizedandtested.
Forexample,musicalsweretranslatedafteralapseoftime.42ndStreetwasreleased16yearsafteritsfirstcallon
BroadwaydespitethefactthattherewasnothingnewintheKoreanversion.Booksandothermediaarequickly
translatedandsoldintoday'ssociety,andthatkindofquicksharingisreminiscentofhowtelevisiondeveloped
explosivelyinthe60sandthe70s.
241972.“Localstationsarenottrashcans(ofthecentral)”PangsongsaSaryojip307-318
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TheEnglish007seriesmoviesproducedstartingin1962,alsosupported
propagandaandnationalsecurity.Similarly,ER’sepisodesfeaturedthe
1960s-80sinKorea,andthecountry’sharshpolitical,economicandsocial
changesofthetimewerewatereddownthroughpropaganda.AlthoughER
wastobeserializedlater,theserializedprofessionaldramasstartedfrom
MBC’sSusaPanjang(ChiefPoliceInvestigator,1971-1989)andChonwon
Ilgi(CountryDiary,1980-2002)whichusedprofessionsasthesubject,not
asthebackground.SusaPanjangandChonwonIlgireflectedthesocial
orderandtherapidlyrisingeconomyinKoreansociety.SusaPanjang’s
detectiveshandledpettycrimeandmisdemeanorchargesintheback
streetsandalleysofSeoulandfocusedonteachingpettycriminalscivic
virtue.Throughfollowingthedailylifeofafarmingfamilyandvillage,
ChonwonIlgidepictedtheruralfarmers’growthintothemodernizedand
urbanizedagriculturalfamily.

TBC’sEpisodesofIlyo-Yuho(EIY)andKBS’sERinthe1960sequaled
thelevelofqualityoftheTheatreseriesbroadcastintheUS,UK,and
Canada.Makingthepivotaltransitionfromradiototelevisionlaterthanthe
foreignpioneeringTVnations,Koreawasefficientindevelopingtelevision
dramasbecausesheimportedandadaptedothernations’popularformats.
BeingtheearliestprofessionaldramasinKorea,mostepisodesofERand
EIYtransferredcharactersofmanytransnationallyacceptableprofessions
intoKoreansociety.Thejobsandworkshownindramasrangedfromsmall
businesstospymasters.EIYmostlyshowedhomedramas,andER
dramatizedtheprofessionsrelatingtonationalsecuritywiththespiceof
politics.EIYalsodepicteditscharacters’domesticlives,suchasromance
betweenajournalistandamistressorawidower’sconflictwithhis
daughters.ER’sserialdramaNowPyongyang(1982),whichstarredreal
politicians’characters,wasmuchlovedbyspectatorssinceitdescribedthe
violenceandabsurdityinNorthKorea.KimJongIl’sleadershipwas
portrayedinthatprofessionaldramaasnonsensicalbecauseNorthKorea
hadtobedepictedasirrationalinPangongdŭrama(anti-communist
televisiondramas).KimByungkiwhoplayedtheKimJongIlroleearned
theKoreanawardforthebestactor.NowPyongyangwasPangong(anti-
communism)setontheNorthKoreanstage,butordinarilyERinthe1970s
stagedKorean-styleJamesBonds,spycatchers,anddetectiveswho
protectedKorea’ssecurity.113InvestigationsUnit(1973-1983),astoryof
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urbandetectivesandinspectors,andSusaPanjangattestedtothe
preferencefordetectivesandspyworkersinthe1970sdramas.

Pangong(anti-communism)wasanever-endingsourcefortelevision
dramasinthe1980s.Politicsanditsconservativedramacodecontinuedto
fosternecessarybigotryagainstNorthKoreaandthelowersocialclasses.
Alongwithpolitics,economicdevelopmentwasintenselypropagandizedas
Koreadedicateditselftomovingupfromtheconditionofadeveloping
country.Chaebolconglomeratesproducednationalwealthfromthe
increasedpoolofjobs.TheriseofChaebolwassovisibleinthe1980sthat
businessmenbecamedramaheroesnolessadmiredthansecurityagents.
TheMillionaireLog(1982-83)startedfromthetruestoryofbillionaireKim
KapsunfromGongju.KimbybirthwasaNobislaveinalocaloffice,who
madeafortunewithhisownhandsandbecameoneofthenation’s
tycoons.Althoughhewasapro-Japanesebillionairewhoprofitedfrom
peasants’laborandpoliticalpartnershipinthecolonialera,crowdsstoodin
lineforhisfuneralceremony.Hissuccessingoingfromthelowest,poorest
classtotherichestwasmuchlikethesuccessofKoreancompaniesand
KoreaneconomicgrowthafterthepovertystemmingfromtheCivilWar.
Kim’stalealsosatisfiedspectators’needtoblamethenPresidentChun
administration’sheavyrelianceonpolitics.Fromthattime,thelivesof
Koreanmillionairesbecameoneofthemostfrequentbackgroundsettings
fortelevisiondramasforthenextthirtyyears.

Politicalandbusinessdramasdealtwiththeworldsofpoliticiansand
economicleadersinKorea.TheRepublicSeries(1989-96),AmbitiousYears
(1990),Kukhi(1999),TheTimesofHeroes(2004-05),andGiant(2010)
focusedonthepoliticalandsocialhistoryofKorea,presentingthelivesof
realpoliticiansandgreatbusinessowners.TheRepublicSeriesshowed
politicians’powerstrugglesbasedontruestories.AmbitiousYearswas
aboutHyundai’sheavyindustryandconstructioncompanyinKorea;Kukhi
wasaboutthesuccessoftheCrownBakeryCompany;TheTimesof
Heroesshowedthenationaleconomicgrowthcalled“TheHan(River’s)
Miracle”andrelevantentrepreneurs.Finally,GiantshowedKorean
politiciansandcompanyownerswholedthenation’seconomic
development.Additionally,theminiseriesformatafterthe1990swas
effectiveforprofessionaldramassinceproducersandplaywrightscould
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showthemostimpressiveanddramaticjobscenesinthelimitedperiodof
16-24episodes.Theformathadnoadditionalcharactersorextrathemes
comparedtolong-runninghomedramasandhistoricaldramas.

Economicheroesofthe1980sdramasdisplayedmoreheroismthan
theirpoliticalcounterparts.Playwrightsemphasizedtheeconomicleaders’
self-madefortuneandworkaholicnaturewhiletheydepictedpoliticiansand
securityworkersaspoliticallysavvy.Televisiondramassplitpoliticsandthe
economydecisively,andtheyapplaudedsomepeople’scontributiontothe
country’seconomicdevelopment.Thedrama,Ambitious25Hours(1983),
recordedthesuccessofSamsungandHyundai.However,thesoapopera
wascloseduponpressurefromtheKoreanChamberofCommerceasthe
presentcompanyownerswereunwillingtobepresentedonpublic
television.Anotherdrama,HwouiHwoui(1988),wasabiographyofa
venturecompany’sownerinthemid-70s.HisChaeseCompanymadea
fortuneinoilin1974-79.Hisbusinessgrewfromaverysmallretailstoreto
oneofthenationaltradecompaniesinfiveyears.Yearslater,spectators
mistookHwouiHwouiastherealstoryofYulsanorOne,othermid-70s
start-upcompaniesthatsharedindustrialhistoriesverysimilartothatof
Chaese.Economicheroesweredepictedinlesscomplicatedplotsthan
thoseofpoliticalcharacters.Theysimplybuilttheirbusinessesandearned
alotofmoney.Incontrast,thepoliticalplotswerecomplicated,with
conspiraciesanddarkstrugglesshadowedbyindividualinterests.The
simplereconomicplotsconveyedthemeaningthattheeconomicpie
becamebiggerandpromisedaneconomicshareforallcitizens.

Televisiondramasinfluencedpolitics.Oneexampleisthedrama
AmbitiousYearsthatwastelecastin1989.ItissaidthatPresidentLee
MyungBak(2008-13)andMinisterYuInch’on(2008-11)establishedtheir
politicalpowerfromthisdrama.TheywerelaterelectedPresidentand
MinisterofCulture,SportsandTourismrespectively.YuInch’onwasthe
televisionstarwhoplayedtheroleoftheprotagonist,LeeMyungBak,in
AmbitiousYears.Lee’scharacterinthedramashowedloyaltyandsacrifice
fortheHyundaiCompanywhichviewerstranslatedintodedicationto
Koreanindustrialdevelopment.Spectatorsin1989didnotcarethatLee’s
workasdepictedinthetelevisiondramawasfictitious.Thetelevision
dramawassopopularthatLeeandYubecameheroesoftheKorean
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economy.ThedramatriggeredLee’scareertransitionfromaHyundaiman
toapolitician.TherearemanyothertelevisiondramasandTVstarswho
enjoyedabriefspikeinpopularityinpolitics,businessandothercurrent
affairsinKoreabecauseoftherolestheyplayedindramas.

The1990swasatimeofexpandingprofessionaldramas.Dramaslike
Pilot(1993),Icing(1996),Supermodel(1996),andMedicalTeamBrothers
(1997),representingworkandromanceamongpilots,icehockeyplayers,
models,anddoctors,werefromHollywoodfilms,andtheysucceededin
varyingthetopicsinKoreandramas.TheyweredifferentfromChŏnwŏn
IlgiandERwhichwerewrittenforeducationalpurposes.Unlikeprevious
businessdramaswhichreliedonimaginativetales,thenewdramaswere
morereality-based.Forthisreasonextraprofessionalconsultationforeach
jobinthosesoapoperaswasrequired.Professionaldramasinthe1990s
weresomethingbetweenstoriesofromanceandstoriesofsuccess.Most
oftheminiseriestargetedthegenerationofnoviceworkers.Therefore,the
storylineswereaboutthecareer-startersseekingtheirownwaythrough
existingbusinessrulesandstructures.Thesoapoperasalsowere
broadcastatthetimewhenmanyinvestedinventurecompanieswiththe
sponsorshipoftheseries.

1996’sMimang(AWidow),describingaliterati’swidowbuildingher
ownbusiness,and1999’sKukhi,portrayingthewomanCEOofCrown
BakeryCompanybreakingtheglassceiling,revealedthedifference
betweenpoliticaldramasandbusinessdramas.Basically,businessdramas’
playwrightswrotethehero’sadventurousbiography,whilepoliticaldramas
wereevent-drivendocumentary-likesoapoperas.MimangandKukhiboth
drewspectatorsintotheideaoflineargrowthofwealthandbusiness.The
femalebusinessownerstookhoneststepstoaccumulatewealthwhile
risingfromthebottomtothetopofsociety.Theydidnotgiveupdespite
barriersandfailures.Thesetwotelevisiondramaswereprofessional
enoughtoshowKoreantraditionandthefoundationofcommercebuilt
upongooddeedsandlegallearning.Thecodesoflinearprogressand
successinbusinessdramaswerealsorepresentedinGoldenAge(2000),a
soapoperathatdepictedabanker’sgrowthfromthetimeofJapanese
colonialruletothe1970s.However,GoldenAgeputmoreenergyinto
issuesofKoreanethnicityandconfrontationbetweenKoreaandJapan.
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Soapoperasaboutpoliticsalsodevelopednewstorylinesinthe
2000s.TheRepublicseriesinthe2000swasbasedonfactsinpolitical
history.Suchserialshadafirmrootinthelonghistoryofradio
documentarydramasandfilmsinKorea,andthesoapoperasbecame
recordsofpoliticalhistory.InTheRepublicseries,broadcastformorethan
adecade,politiciansweredescribedthroughaseriesofincidentsofselfish
conflictsandgreedforpowerwithintheirinnercircle.Incontrastto
businessdramas,TheRepublicseriesledspectatorstoseeKoreanpolitical
historyasagameplayedbyafewpoliticians.Theseriesdidnotdescribe
theprofessionaldutiesofthepresidents,congressmen,oradmirals
portrayed,butratherthroughnumerousincidentsdescribedthecountless
powerstrugglessurroundingthem.Thepoliticianswereproblemsolvers
reactingtothreatsandattacksfromtheiropponentswhowerethesource
ofincessantthreatssuchasmurder,moneyconflicts,eavesdropping,and
beatings.Thestorylineshadlittleconnectionwiththeactualhistorical
characters’status.Thisthemewassimilartohistoricaldramasaboutthe
struggleforenthronementamongtheroyaltyandnobility.

In2004,adrama,TheAgeofHeroes,endedinthemiddleofthe
seriesallegedlybecauseofanexternalthreatfromabusinessownerwho
wasdispleasedwiththedramaexposingfamilymattersonair.
Consequently,companyownersintelevisiondramaswerereducedto
backgroundcharacters.Inotherwords,thetraditionofbiographical
businessdramas,thatis,longserialsinwhichelementsfrompoliticaland
historicaldramaswerejuxtaposedandwhichportrayedactualindustry
peoplewithfictionalizeddramascripts,hadlittleroomtocontinue.Instead,
wealthypeopleintheminiserieswerefrequentlytheretoboostthe
capitalistfantasysincethe2000s.Somemaincharacterswerewealthy
businessowners’progenywhofellinlovewithsomeonefromapoorfamily.
Othermaincharacterswerebraveyoungsterswho,withtheirsharpinsight
andsenseofjustice,werehostiletothosewhowerewealthybutdishonest.
Fewofthewealthyyoungergenerationweretaughtabouttheirfamily
businessorevenexpressedinterestintheirfamilies’professions.Inmost
cases,thebusinessesexistedtogivethemalifeofluxuryandanairof
superiority.Althoughthisdeteriorationdidnotapplytoalldramas,the
wealthyChaebolcharacterscametobedecorations,notprofessionalsin
professionaldramas.Televisionsoapoperasaboutpoliticsturnedinto



50

romanticfictioninhigh-impactminiseries.CityHall(2009)examineda
congressmaniticsturnedintoromanticfictioninhigh-impactminiseries.ury
andanairofsTaemulandThePresidentin2010alsodramatized
presidentialcampaigns,offeringthedreamofnationalleadershipmadeup
ofpure-heartedpoliticians.

Newtopicsandvariationsonoldertopicscontinuedinthesoap
operas.Doctors,fashiondesignersandshowbusinessworkers,lawyers,
prosecutors,cooks,bakers,journalists,airportmanagers,andmusicians
heraldedtheeraofprofessionaldramas.Inthebeginningofthe2000s,
professionaldramas’popularitysupplantedthatofhomedramasand
historicaldramas.Asaresult,homedramasandhistoricaldramassoon
adoptedprofessionalthemes,andthustheboundarybetweenthethree
typesofsoapoperasbecamedifficulttodistinguish.Therepresentative
hybridsoapoperaswereJewelinthePalace(2003-04),inwhichthe
historicaldramadevelopedaprofessionalanglewithafocusonthepalace
staffofchefsandnurses,andBakerKing,KimTakgu(2010),ahome
dramaaboutbakers.InJewelinthePalaceafemalepalacestaffmember
isskillfulincooking,Chineseacupuncture,andinmedicalbodymassage.
Sheisbelovedbyherseniorsandthemalestaff.InBakerKing,KimTakgu,
aboygrowsuptobeaskilledbakerdespitethemanyhardships
surroundinghimfromhischildhood.Bothsoapoperasareknownfortheir
authenticprofessionalworkingscenessuchascooking,baking,massaging,
etc.eventhough,infact,theyareconsideredtobeahistoricaldramaand
ahomedramarespectively.

CityHall(2009)

CityHallgavethemostfascinatingintroductiontocityofficialsand
politicalcampaignsamongalltheminiseriesthathadbeenairedupuntil
2009.Thisstoryaboutacongressman’sloveandsuccessthattriumphed
overastormofpartisanconflictsandcapitalistcompetitionwasverylikely
payingitsrespecttoTheAmericanPresident(1995)fromHollywood.The
dramabeginsbyintroducingatenth-levelcityhallemployee,ShinMirae,
andherfriend,anotherpettyofficialincityhall.ShinMiraewasahot-
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bloodedpoliticalidealistwhowaslosingheridealsandherpassionfor
goodgovernmentandconcentratingherenergiesonmakingthebest
coffeeforcityhallmeetings.ShinMiraedecidedtochangeherlifeby
challengingherselftoenteraMissHerringBeautyContestheldinher
seasidecity.AfterwinningtheMissHerringtitle,shethenwentontorun
formayorofthecity.ChoGuk,anintelligentdeputymayorwhorebelled
againstthedeviousandpowerfulmayor,workedhiswayuptobecomea
cool-headedlawmakerandthendecidedtorunforthepresidencyofthe
country.Afterthetwobecomeromanticallyinvolved,ChoGukasksShin
Miraetobeapuppetmayorwhowillhelphispoliticalcareer.Astheseries
progresses,ChoGukwinstheNationalAssemblyelectionandShinMirae
winsthemayoralelectioninthecity.However,ShinMiraerefusestobe
thepuppetChoGukexpected.Astheirrelationshipunfolds,ChoGuk
becomeswillingtogiveuphispowerfulandwealthysupportersbecauseof
hisloveforShinMirae.Thetwocharactersdrawouteachother’s
sensitivityforvirtueandromancethroughtheirloveforeachother.

RomanceandPatriarchy

ShinMiraeisatheatricalproductionofthedreamthatthepowerof
romancecansupportacouple’saccomplishmentseveninthemidstof
politicalupheaval.InternalchangesinthecharactersofShinMirae,Cho
Gukandthepeoplewhosurroundthemhelptobringaboutthe
transformationofChoGukintoahumaneandsensitivepolitician.The
romancebetweenChoGukandShinMiraechangeshighpoliticsfroman
impersonalprofessionintheremoteareaofviewers’everydaylives,intoa
professionworthyofalikeablecoupletransformationofChoGukintoa
humaneandsensitivepolitician.TheromancebetweenChoGukandShin
Miraechangeshighpoliticsfromanimpersonalprofessionintherh
pwealthypoliticalfamilywhosupportshispoliticalambition.ShinMiraeis
describedasonewhogrewupinthecitywithoutanyspecialstatusor
rights,butonewhoknowsthecitywell.Hermotherrunsafishstallinthe
localmarketandsoShinMiraeknowswhorunswhichbusinessandthe
pricerangeinthecity’smarket.Twoothermajorcharactersareamarried
couplewhoarebothinvolvedincitypoliticswhileholdingdifferentpolitical
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viewswhichcausedifficultiesintheirpersonalmarriedlife.Asa
councilwoman,MinJuhwa,thewife,lobbiesotherofficialswhileignoring
theneedsofthecommonpeoplewholiveinthecity.Herhusband
supportsShinMirae’scivic-mindedendeavors.Thecharactersliveinthe
cityofInju,whichisatanimpassebecausedifferentclassesandpartisan
viewsaredividedbypoliticalandpersonalambitions.

Theplotrevolvesaroundthetwocandidates’electioncampaigns,
ChoGukwhoisrunningforNationalAssemblyandShinMiraewhois
runningformayorofthecity,andalsotheplanofthemajorpoliticalparty
tomovethecityhallwhichwillhaveundesiredeffectsonthecommon
citizens.ShinMirae’sidealisticcommitmentclasheswiththemajorparty’s
decisiontomovethecityhallandbringsherunderattackbyChoGuk’s
father.ChoGuk,afirst-timecongressman,kneelsinfrontofhisfather,to
professhisloveforShinMireaandtopleadforShinMirae’spoliticalcareer.
ThroughkneelingandconfessinghisloveforShinMirae,ChoGukshows
heiswillingtogiveuphispoliticalcareerforShinMirea’ssake.Atthe
sametime,healsogivesuphiswealthyfiancke,Gohae.Meanwhile,Shin
MiraedecidestosacrificeherprivatelifeandherloveforChobytryingto
becomeaWonderWomanwhohasthepowertosolveeveryvoter’s
problemsandtooverturnevilthroughherownuncompromisingpolitics.
Herpledgetoworkforjusticeandforabetterlifeforallcitizens,andnot
fortheparty’sinterest,givesherthecouragetogiveupherloveforCho.

ShinMiraetellsherselfandtheworldthatsheisnotspecial;she
comesfromSomin,theworkingclass.Inthemidstofthemany
authoritativehigh-rankingpoliticianswhoarealsorunningformayor,Shin
Miraebecomespowerfulasshecampaignsbecauseshecanattractthe
mostcitizenstoherpoliticalrallies.Sheisoneofthecommonpeoplewho
areoftenpowerlessandcannotexercisetheirrightsorrealizetheirhigh
ideals,butshedoeswintheelectionand,intheend,asthemayorofthe
citysheisabletobringheridealstolife.Spectatorsfindthejoyof
renewedhopefortheiridealsbywatchingShinMirae’sstoryinCityHall.

Atsomepointsintheseries,theromancebetweenChoGukandShin
MiraetakesonthequalityoftragedylikeRomeoandJuliette.Thecouple’s
circuitousbutardentloveunfoldingunderpartisanpoliticshasa
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pronouncedpossibilityofendingtragically.Thetwoarewillingtothrow
awayalltheyhavefortheirromanceandtheirpoliticalideals.InCityHall,
ChoGukandShinMiraeseemtoberomanticbeyondreasonthroughout
theseries.Thetwopoliticiansliveforloveandtheromanceworks
beautifully.InAllAboutMyRomance(2013)anothercongressman’sloveis
verydifferentinthatthedramakeepsthemaincharactersreasonableand
coolatalltimes.

WithintheinstitutionofthefamilyChoGukusurpstheroleof
patriarchbystoppinghisfather’scampaignforthepresidencyandstepping
intohisplace.TheimplicationthatChowillrunforthepresidencyaddsa
layeroffamilyinstitutionontothenation.Familypermeatesallsocial
groupsfrompoliticaltopersonal,wealthycapitaliststotheeconomically
poor,fromthenationaltothevillage.ItisthesubtextthatShinMiraeand
ChoGukcouldbeentangledintothemachinationsofthosegroups
althoughtheyweretooconscientiousandtooidealistictodoso.
EmotionallyexpressivecharactersactoutCityHall’sromanticizationof
patriarchy.Virtueslikeromance,democracy,andindependencearemade
explicitduringtheseriesbytheunbalancedeconomicandpolitical
backgroundamongthecharacters.CityHalloffersthepatriarchalview
throughsensitiveemotionalwork.FallinginlovematuresChoGuk,the
politician,andShinMirae,the“independentwoman,”becomessubordinate
intheone-man-one-womanhierarchy.

TheGuardianandSettledness

Aguardianfigurerevealsthecityasapotentialincubatorfor
patriarchy.Shin,thechairofthecitycouncil,takesontheroleofCho
Guk’sguardianinthelastepisodes.Althoughthecityfatherdoesnothave
manylinesorscenesinthedrama,heappearstobeanativeofInjusince
heknowsthecityandrespectstheplace.Heisacompassionateand
veneratedpoliticianwhorefrainsfromparticipatinginpartisaninterests.
AlthoughheisshownfishingandidlinginInju’scountrysideformostofthe
20hourrunningtime,Shinrevealshimselftobethecity’sguardian.Hislife
-longinteractionswiththecitizensandhisaffectionforthecityhave
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qualifiedhimtoactasapatriarch,andheisfatherlytowardsChoGuk.His
ownfamilyisnotpartofthedrama.However,hehasnotbeensuccessful
indevelopingthecityorhelpingitscitizenstoearnabetterliving.His
powerlessnessisrevealedwhenheisthreatenedbythemajorpolitical
partiesandamultinationalcompany.AtthatpointShinacknowlegesCho
Guk’spotentialandgiveshimhissupportandhandsdownhisauthorityto
him.AsChoGukmakesclaimtobecomingthepatriarchofthecityby
launchingadevelopmentplanforthecity,heinheritsShin’sauthorityand
interpersonalrelationships.ChoGuk’sroleasapatriarchisestablishedin
hisromancewithMirae,anditisalsoinheritedfromShin.Similarguardian
figuresarealsoseeninhistoricaldramassuchasSoeguinop’ainTheKing
andIwhotransfershermatriarchalauthoritytothepatriarch-to-beand
takesherleave.

Settledplacesstagedinsoapoperasarefundamentaltopatriarchy.
ThecitizensofInjuwereinactiveinthepoliticsoftheircityandhadno
expectationsforabetterlife.Thedramaemphasizedtheroleofwomenin
thecity,particularlythewomenwhoranitsmarkets.However,thecity
wasneithermatriarchalnorfeminine.Thewomendidnotshowfeminine
passivity.25Femininepassivityisatraitthatmatriarchsandheroines
embracewhileroguematriarchs,villainesses,andfailedheroinesrejectit.
Forwomen,passivitydoesnotmeanbeingapassiveobserver.Thisfemale
passivityenablesamantoachieveapatriarchalrolethroughthewomen
beingactiveinsupportingandassistinghim.Suchpassivitygivesthe
womanthepowerofshapingpatriarchyandmanagingit.ShinMirae’s
familyhadnofather-figurepresent;shegrewupinanon-patriarchalrealm.
ThroughherrelationshipwithChoGuk,ShinMiraebecomesawareofthe
effectivenessofcultivatingfemininepassivitytohelpbothofthemsucceed
intheelections.WomeninInjulearnthepoliticsofhavingfeminine
passivityanditsuseinshapingpatriarchy.Politicsisaninstitutioninwhich
patriarchalvaluesrule.ThesewomenchangeInju’spatriarchalsystemsoit
supportsthecitizensinalliancewithShinMirae,themayor.Thewomen
charactersandShinMiraearelikethewomenandcourtierswhosupport
dynasticrulersinhistoricaldramas.

25Radway,1991.97,119-156
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AfterintroducingaudiencestothecityofInju,thesoapoperauses
thecharacterofMinJuhwa,ShinMirae’sfoilandamarriedmemberofthe
cityassemblywhobelongstothemajorparty,toupholdthepatriarchal
family.Thedramausesherinfertilityasaparalleltoherfailuretopersuade
thecitizenstovoteforherpartyandtoherfailuretomaintainemotional
interpersonalrelations.AsthefemalefoiltoShinMirae,MinJuhwamaligns
ShinMirae’sromancewithChoGukandthreatensthecity’sstabilityby
opposingthepatriarchalauthorityofChoGuk.Afemalefoilisnotas
powerfulasaroguevillainess.Sheisconfinedtotheroleofinterfering
withromanceandtheheroine’sconsequentglamour.Thus,MinJuhwa’s
initialwishforaunited,richercityisoverlookedandherpoliticalabilityin
negotiationsandresponsibilitiesisseenasactingwithevilintent.Min
Juhwaistamedintopatriarchyinthelastepisodeswiththenewsthatshe
hasconceivedachild.MinJuhwaisusedtoemphasizethestabilitywhich
originatesfrompatriarchybyjuxtaposingherearlyfailureasavillainess
andthenherhappinessasawomantransformedbyimpending
motherhood.

Thecityisshowntobeapatriarchalplace,anextensionofviewers’
patriarchalplaces,includinghomeandworkplace.Thecharacterslivein
thesettledplace,sotheyinteractfrequentlyaccordingtothesocial
hierarchythroughexpressingtheiremotions.Ahouseinhomedramasisa
representativesettledplaceforinterpersonalrelations.Iftheplacesare
fixedandregularinthecharacters’surroundings,televisiondramaviewers
findamodelfortheirrolesinlife.Wewillseethatunsettledplacesdestroy
patriarchyinAirCityandGoldenTime.

AirCity(2007)andGoldenTime(2013)

Intheserial,AirCity,airportemployees,Jisung,Dokyung,Myungwoo,
Hajoon,andUm,havetheirownpartstoplayastheyfacemanyairport
crisessuchasanartcollectiontheft,aKoreanAmerican’sarmed
confrontation,anairporttimebombalarm,etc.JisungworksforNational
Securityandisseekingrevengeforhisnationalsecuritycoworker’smurder;
Dokyungisanairportexecutivemanager;Myungwooisadoctorincharge
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oftheairporthospital;andHajoonisacoworkerofDokyung.Umisin
chargeoftheairport'scleaningcrew.AirCityis99%composedofwork
scenes.

InGoldenHour,DoctorChoe,hisheadnurse,andresidentsJaein
andMinwooworkintheemergencyroomofalargeclinic.GoldenHour
referstothesmallwindowoftimewhenpatientscanbestbehelpedby
skilledcareintheemergencyroom.Themedicalstaff,patientsandtheir
clinicaltreatmentarethemainsubjectsofthesoapopera.Thestory
revolvesaroundDoctorChoe’seffortstohavetheemergencyroom
becomeadepartmentinthehospitalequaltosurgeryandinternal
medicine,etc.Personalissues,suchasthefactthattheheadnurseloves
Dr.Choe,andJaein’sandMinwoo’sinnerconflictsasnoviceworkersinthe
clinic,arenottreatedasimportantissues.

RealismandUnsettledness

ThemostcriticalprobleminprofessionaldramasispresentedinAir
CityandGoldenTime:theprofessionalspresentedinthefictionalstory
mustshowrealprofessionalexpertisetospectators.MostKorean
professionaldramasareproducedwithmulti-layersoftheunlikely
wrappingsofromancefortheprofessionals.Withoutrelyingonimaginative
layers,suchasfamilyentanglements,AirCity(AC)andGoldenTime(GT)
choosetoberealistic.Portrayingtheappearanceofprofessionalrealityis
themostcriticalandthemostdifficultleveloftelevisionproductiontobe
achieved.Thislevelisnotreachedbywordsbutbyvisualssuchasairport
workers'simplehandticketingoradropofbloodpassingthroughanarrow
transparenttubeduringsurgery.Spokenjargonisfictionalbuteachmotion
isreal.Inthisway,professionaldramasareeffectiveinachievingrealism.
Inthataspect,professionaldramasaredifferentfromhistoricalcostume
dramaswhicharefullofourpreconceptions,andfromhomedramaswhich
structuretheplotthroughdialogue.AirCitypioneersthesphereofrealism.
ContrarytoCityHall,thedramaconcentratesontheperformanceofthe
jobratherthanonromanticstoriesabouttheairport.AirCitypursuesthe
realprofessionalactivitiesofairportemployeeswhichisunusualinthe
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formatoftelevisiondrama.AirCityseemstohavebeenusedbythe
governmentandtheairportauthoritiestoshowofftheperfectionofthe
airport.

<Figure2.AirCity>

Otherprofessionaldramasalsochooserealismoverromanticization.
Soapoperasareproducedfordailyviewing;theviewers’ritualwatchingof
eachepisodeideallyhelpsthemtofindmeaningintheirdailylifeand
providesguidancefortheirproperfunctioninthesocialsystem.Thestory’s
contentmayincreasetheviewers’sensitivitytotheirowninterpersonal
relationshipsindailylife.Forexample,one-man-one-womanromances
provideviewerswithemotionallysatisfyingmodels.Artificespresentedin
soapoperashavetobesufficientlyengagingtoencouragetheviewersto
continuewatching.Themostengagingplotsarecreatedthroughemotional
interactionsamongthecharacters,ratherthanplotsinvolvinganindividual
characteractingalone.Whenthestoryistoointellectual,charactersdon’t
appearinterestedineachother,andviewersalsoloseinterest.Some
professionaldramasstagestoriesinsituationsandplacesthathaveno
emotionalmeaningforviewers.Theyalsoover-emphasizethecharacters’
trustworthinessasprofessionalsandtheprofessionalgroup’ssophistication
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bypresentingtheminahardunemotionallight.Formingrealisticand
professionallycapablecharactersattheexpenseofemotionalinterpersonal
relationshipsdisappointsviewerswhoareaccustomedtoidentifyingwith
andfindingmeaningfortheirlivesinsoapoperas.AirCityandGolden
TimedidnotinterestviewerstothesameextentthatCityHallattractedits
audience.Allthreeminiserieshad20episodes.ResearchshowsthatCity
Hallattractedover20%oftheaudiencewhileAirCityandGoldenTime
attractedapproximately10%oftheaudience.

AirCityandGoldenTimearestagedinunusualspaceswherepeople
comeandgo,andbothseries’plotscenteraroundemergencies.Thesetwo
soapoperashaveunattachedcharacterswhoarereadytoleavetheir
workplaceatanytime.AirCity’sairportmanager,Dokyung,tellsthe
NationalSecurityagent,Jisung,thatairportsareherhomebecause
watchingsomanydeparturesandarrivalscomfortsher.Thecomfortshe
findsintheairportcommunityistiedtoherchildhoodexperienceofleaving
andabandoningheryoungersisterwhensheleftthecountry.Golden
Time’semergencyroomisafluctuatingspaceinthehospitalinthesense
thatthepatientswhoaretreatedbythedoctorsandnursesleavequickly
eitherbybeingadmittedtoaward,bybeingdischargedorbydying.The
emergencyroomisevenmoretransientinitsinterpersonalrelationships
thanAirCitywheretheregularcharactershaveofficesandco-workers.
Thecharactersinbothdramasarenotgivengroundtosettledown.This
differenceinsettingsisincontrasttohomedramas,historicaldramasand
otherromanticprofessionaldramaswhichhaveplotsrootedinafamiliar
setting.Settlednessdoesnotguaranteesuccessfulpatriarchy,but
unsettlednesssignifiesfailedpatriarchy.Thatis,patriarchyissuccessful
whenpatriarchalfactors,likethefather'sauthority,arerespectedbyhis
wifeandchildrenorwhenaone-man-one-womanromanceendswitha
wedding.Storiesoffailedpatriarchy,asusuallyseeninprofessional
televisiondramas,starindecisivecharacterswhohavelittleauthorityor
menandwomenwhoavoidromanceandrelationships.

Thereasonthatprofessionalsoapsdonotpromotepatriarchallogic
isthattheadmirationforprofessionalworkersishighevenwithoutbeing
coatedwithvirtuesofpatriarchalauthorityandfilialobedience,orwith
romanticemotionsandotherlayersofillusion.AirCityisapromotional
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productfortwoKoreangovernmentalinstitutions,IIAC(Incheon
InternationalAirportCorporation)andNIS(NationalIntelligenceService,
thenewtitleofpreviousKCIA).“Toraisethebrandvalueoftheairport,”
thegovernmentalbodies,includingcustoms,policeheadquarters,Ministry
ofJustice,andNIS,providedinformation,theworkforce,andaccessto
thefilminglocationstothetelevisiondrama.Althoughthedramaproducers
complainedthatthecooperationofthegovernmentwasverylimited,the
five-millionWon,16-hoursoapoperabenefitedfrommanygovernmental
structures.Theactorsandstaffweregivenpermissiontopassintothe
securedareasandtowearofficialuniforms.Initsdraft,AirCityhadto
agreetogivemoreattentiontoarealisticviewratherthanto
romanticization.GoldenTimedoesnothaveaspecificpromotional
backgroundalthoughsomemedicalclinicswerepublicized.GoldenTime
portraysacompetitiveprofessionalgameamongdoctorswhohave
superiormedicalknowledgeandskills,leavinglittleroomforfamilialor
romantictiesamongthecharacters.Theoperatingroomdisplaysonly
surgicaltoolsandpartsofthehumanbodybeingoperatedon.Theseries
isallaboutdiagnosis,medicalemergencies,operations,andmovingfrom
theemergencyroomtotheoperatingtheater.Intimacyisnotfeatured.

Theserialformdistinguishestelevisiondramasfromothermediums’
dramas.Incontrasttonovels,films,andtheatricalplayswhichhave
endings,televisiondramaspromisetheaudienceanewnextepisode.In
thecaseofthelongrunningseries,ChŏnwŏnIlgi,thispromisewaskept
forsometwentyyears.Introducinganewformat,AirCityandGoldenTime
didnotpromisethateachcharacterwouldbesafeinthenextepisode.
Althoughthemaincharacterslivethroughtotheendoftheseries,attimes
minorcharactersdidnotcomeback.Deathsandfarewellswerefacedat
certainmoments.Homedramasspendmonthsofbroadcastingtime
examiningindetailoneeventinthecharacters’lives—forexample,taking
careofadaughter-in-lawwhobrokeherarminDearParents.However,in
professionalsoapoperasthereisnohesitationtosoundthebeepsignifying
thatapatient’sheartstoppedortoshowthatagangmemberhasbeen
killed.

Emotionaldetachmentisthetopqualityoftheseprofessionalworkers.
Jisung,anationalsecurityagent,whoisstationedattheairportafterhis
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colleague’smurder,chasesthemurdererthroughtheairport.Duringthe
pursuit,Jisunghastojumpoverthesecuritydeskbreakingairportrules.
Dokyung,anewlyrecruitedexecutiveoftheairportstandingbesidethe
deskwithanairportpolicemen,watchescalmlyandgivesthecommand,
“Arresthim(Jisung)!”allowingthemurderertoescape.Theairportsecurity
lawhastobeobserved.Dokyungispresentinthechasescenetoshowthe
spectatorsthateventhoughsheisawoman,sheisaprofessionalandhas
authority.Herprofessionalqualitykeepstheairport’scustomerserviceand
immigrationcontrolwellmanaged.Thereareairportsecurityprocedures
thatmustbefollowedeveniftheyinterferewithanotheragency’s
investigation.Jisungisequallyproudofhisprofessionalresponsibilities.
Thenationalsecurityagentattimesdisruptstheentireairport’sactivities
tocatchanunknownsuspect.Healsoadmonishesacolleaguewho
unprofessionallyjokesatwork.Othercharactersexhibitthesame
professionalquality.Theairportcleaningandsupportcrewshelpthe
airport’scommissionersandpoliceofficersinvestigatingadrugcartel.
Othernationalsecurityagentsandprosecutorscooperatewithcrewsto
keeptheairporthassle-andcrime-free.

Thedramadoesnotshowthecharacterssleeping;theirwork
scheduledoesnotgivetimeforrest.Thedramaisairedtoshowcaseethics
intheworkplace,nottoshowcaseindividualheroesworkingalone.AirCity
createsanairportworldofprofessionalswhoarenotconcernedabout
romance;theyarenottemptedtostepintoromanticrelationshipsdespite
theindicationsofromanticattractionamongfourmaincharacters.Jisung’s
ex-girlfriend,Myungwoo,isthedoctorinchargeofpatientcareand
diseasecontrolattheairportwhoisonstandbytwentyfourhoursaday.
Viewerslearnthatwhenshewasdiagnosedwithcancerthreeyearsearlier
shehidherdiseasefromJisungandendedtheirrelationship.However,
whentheymeetagainattheairport,theydonotresumetheirrelationship.
AlthoughJisungandDokyoungworkcloselytogether,theymaintaina
distancebetweenthem.

FailedPatriarchy
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JustasAirCityusescharactersfortheirprofessionalserviceofthe
airportratherthandevelopingeachcharacter’spersonallife,soGolden
Timedoesthesamefortheclinic’sEmergencyRoom.GoldenTimeisa
medicalshowabouttechnology.Itrejectsanyideaofnon-medical
storylines.Dr.Choe,theheadoftheEmergencyRoom,neglectshisown
physicalandmentalneeds,buthedoesnotallowapatienttoslipthrough
hishands.Hedoesnotaccepttheinvitationtoanemotionalattachment
whentheheadnurse,whohasafianclstellshimthatshehaslikedhimfor
threeyears.Thedoctorremindshimselfthathehasnotnow,andnever
willhave,anythoughtforloveorwealth,andhedoesnotdesireafamily.
Despitehisrefusal,theheadnurselaterleavesherfianchindthepromise
ofacomfortablelifetocontinuetoworkwithDr.Choeinthehospital.
AsidefromthecompassionatefeelingsthatDr.Choehasforhispatients,
thecharactersarenotdevelopedtoprioritizetheirpersonallivessothe
internsandresidentsrarelyspeakoftheiremotionsorindividualissues.
Theycommunicateusingmedicaljargontoshowtheirclinicalknowledgeto
spectators.Thegroup’snatureisfirmlyboundintheircaringforpatients,
notininterpersonalmomentsbetweenthecharacters.

PatriarchalfactorsstemmingfromromanceaswesawitinCityHall
arenotfoundinthesedramas.However,inAirCityandGoldenTime,
despitethefactthatthesettinginthebeginningepisodeswasnotthesoil
tocultivatepatriarchalnotions,theairportChiefofNISandDr.Choedo
turnintofatherlyfigurestowardstheendoftheseries.TheNISChiefends
uprevealinghisfailureasafatherlyfigureinthreeepisodes.InGolden
Time,Dr.Choeintentionallydeniestheroleofpatriarchinthathedoesnot
asserttheabsolutepatriarchalrulethatisusualinmedicalclinics,andheis
readytogiveupeverythinginastruggleagainstagroupofhospital
surgeonswhoopposehisplanstoenlargethescopeoftheemergency
room.Heismomentarilyfatherlytointernswhileteachingthemand
guidingthemtothinkonlyofsavingpatients,butheisnotinclinedtoform
abondwiththegroup.Heurgesthemtoleavehishospitalandrelocatein
betterpositions.

Wherethereisnoauthoritativepatriarchalcharacter,thereisatragic
character.Um,themanageroftheairport’scleaningdepartment,haslost
hisfamilyandsoheallowsJisungtoliveinhisboardinghouse,andrefers
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tohimashisson.Uminvitestwomoreforeign“sons”toliveinhishouse.
Hislongingforthelostson—longingforwhathecannotretrieve—reveals
hislossofthepatriarchalposition.Umnurtureshisadopted“sons”because
hewantstobenurturedbythepresenceofafamily.Femaleneighborsand
hisniecedonothelphimtobuildpatriarchalauthority.Hisnurturingof
menwhoareoutsidehisfamilyandwhowilleventuallyleavetheairportis
astragicashisremainingattheairport.Heisunwillingtomovefromthe
househelivedinwithhisfamilyandheisunabletoleavehisairportcrew
whomhetreatsasfamily.Theairportandtheemergencyroomarenot
placesthatpromoteromanticordomesticpatriarchalvalues.

Inadditiontotheconceptofpatriarchybeinglimitedbytheabsence
offatherfigures,inprofessionaldramasromanceisalsofleetingand
atypical.Koreansoapoperasusuallypresentspectatorswithone-man-one-
womanromances,andpresentromanceasthemostessentialplotcontent.
Incontrast,romanceinAirCityandGoldenTimeisunexploredand
unresolved.AirCity’sfourworkers,Jisung,Hajoon,Dokyung,and
Myungwooaretoobusywiththeirworktodeveloptheirromanticfeelings;
theirrelationshipsarenotconfinedtotheromanticplotoftypicalKorean
soapoperasbutremainprofessional.Asmentionedabove,Myungwoo,
Jisung’sex-girlfriend,hadhiddenhercancer,andhadlefthimthreeyears
earlier.Jisung,asecurityagentwhoselifeisinconstantperilbecauseof
hisvolatileworkasaNICagent,hadlookedtoMyungwooforloveand
stability,butshelefthimwithoutexplanation.Now,thesecurityagent,
withtwoheroinesathisside,doesnotallowhimselftofallintothetrapof
romance.Atthesametime,Dokyung,apossiblenewloveinterest,does
notallowherselftheemotionalrideofaromance.Jisung,Myungwoo,and
Dokyungkeeptheirdistancefromeachotheremotionally.Afourth
character,Hajoon,theairport’smanager,wouldliketocultivatearomantic
relationshipwithDokyung.NomatterhowearnestlyHajoontriestoget
closertoDokyung,theairportworkitselfandtheotherthreecharacters’
interactionsamongthemselvesinterfereandhiseffortsareinvain.Itis
understandablethatduringtheairingin2007spectatorsidentifiedwiththe
romanticallyinclinedHajooninsteadofJisungandDokyung,themain
characters.Hajoonwasexpressive,forthrightandintimate,soheinvited
spectators’emotionalinvolvement.
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GoldenTimeshowswhathappenswhenamanwhoisindifferentto
romance,andwhouseshisnurturingabilityoutsidetheromanticrealm
meetsawomanwhodoesnotpresentfemalesubmissivenessinasoap
opera.Romanceispossibleifthecharactersareendowedwithexpressive
andpassionateemotions—whicharethefundamentalqualitiesofbeloved
charactersinsoapoperas.Romancetakesplacewhenmaleaffection
meetsfeminineacquiescence.Patriarchalromancestartsfromwomen
viewingmenastheirpatriarchs,andtheirviewisheightenedbytheir
femininecompliance.Aman’sabilitytobetender,caringandloving26is
veryimportantinsoapoperas.Themale’squietexteriormustaccentuate
hissoftinteriorthatwillnurturethewoman’sfemininepassivity.Dr.Choe
andtheheadnurse,andthetworesidents,JaeinandMinwoo,inGolden
Time,areworseinromancethantheairport’screwssincetheyarenot
evengiventhepersonalityqualitiesforromance.Thesoapoperadoesnot
havethemexpresstheiremotions;italsodoesnotputtheminsituations
thatwouldstimulaterelationships.Asmentionedearlier,inGoldenTime,
Dr.Choe’semotionsaretotallydevotedtohispatientsintheER,andare
therebyunavailableforaone-man-one-womanromance.Dr.Choeis
indifferenttoeverythingincludinghispersonaleverydaylife;allofhis
passiongoesintohiscareforhispatients.Thetworesidents,Jaein,a
youngman,andMinwoo,ayoungwoman,donotunderstandDr.Choe’s
blinddevotiontothepatientsintheemergencyroom.However,Dr.Choe
nurturesthembyteachingthemhisprinciplesaboutpatientcarealong
withthemedicalskillsandknowledgetheyneedfortheirdevelopment.In
thebeginningoftheseries,viewersexpectthetwoyoungresidentdoctors
willbecomeromanticallyinvolvedastheygettoknoweachotherand
becomemoreemotionallyexpressive.Instead,MinwooinheritsDr.Choe’s
commitmenttothepatientsandshealsobecomesindifferenttoeverything
exceptdevelopinghersurgicalskill.TheromanticpossibilitybetweenJaein
andMinwoodisappearsasdoesthatbetweenDr.Choeandtheheadnurse.

Whenthethreepowerfulinstitutionsofmodernsociety,medicine,
education,andthestatejusticesystemconstraintheirmembers’lives,the

26Radway,1991.127-128Tobecomemorefeminineistobeabletonurture,andtoexpresstenderfeelings.
Becomingmorefeminineisawaytodrawothers’femininesidewithemotionalexchangebasedontheperson’s
femininepowertoembraceothers.
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professionalsneglectothergrouprelationships,suchasfamilyandfriends,
andreducetheiruniqueselftotheirworkandworkprojects.Intelevision
professionaldramasthisfocusingonlyontheworkplaceproducesself-
sufficientcharacters.WorkplaceschangeandpeopleareinfluxinAirCity.
GoldenTime’sDr.Choevoluntarilyisolateshimself,anddoesnotaccept
familialrelationshipsoraromancewiththeheadnursewhomothershim.
Dr.Choeisconstantlyfocusedonthedropsofbloodgoingintoapatient,
ortheinjuredpartsofabody,andtheneedsofhispatients.JisungandDr.
Choe,themaleheroes,rejectanyhumanizedandfamilialstructureinthe
workplace,andtheyremainrelationship-freeandindependentinstead.The
femalecharactersdothesame.

Conclusion

Mostprofessionalshortserialdramastraceandfollowthesame
formataslongserials.Whileentangledwithdifferentlevelsofaffection
andrelationships,thecharactersareengagedinbuildingandsupporting
thepatriarchalsysteminnationalandlocalpolitics.CityHallissuchan
example:ayoungmanseekingaseatintheNationalAssemblybecomes
involvedwithawomanwhoisrunningformayorofhercity.ShinMirae,
thefemaleprotagonist,successfullysupportsChoKukinwinninghis
electionandwithhissupportbecomesmayor.Elementsofthefamily
structureandmale-femalerelationshipspermeateKoreansocialgroups
fromthepoliticaltothecapitalistsystems.

Thereareotherprofessionaldramaswhich,throughtheiremphasis
onprofessionalskillsandworkplace,arenotbasedonthepatriarchal
familyvaluesthatarelovedbyKoreandramaproducersandviewers.
DramassuchasAirCityandGoldenTime,activelyandintentionallyreject
thepatriarchalculture.Forboththemenandwomeninthesesoapoperas,
therejectionseemstobeliberating.Liberationfromthepatriarchalsystem
allowsthecharacterstobedetachedandindependent.Thisdevelopment
ofshortminiseriessoapoperasbroughtanewphasetoKoreantelevision
dramas.
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4.HOMEDRAMAS

Homedramas,familydramas,calleddomesticdramasinEnglish-
speakingcountries,27areincludedinthegenrecalledhomedramas/home
drama(inKorean,Homdŭrama).Thedesignationofhomedramaissaidto
haveoriginatedfromtheJapanesetelevisiondramasattheopeningofthe
NHKTVstationofJapan.However,thenarrativesofhomedramaswere
derivedfromAmericantelevisiondramas,sincetheimportedUStelevision
dramastookupconsiderableon-airtimeinKoreaandJapanfordecades.

IlilweekdayandChumalweekendsoapoperasareaboutfamilyand
patriarchalvalues.Theextendedtelevisionhouseholdhasalineageof
grandparents,parents,sonsanddaughtersfeaturedintheleadingroles,as
wellasgreat-grandchildren.Thefamiliesofneighbors,relatives,andin-
lawssupportthelargefamilywhenitcomestoimportanteventsand
incidents.Fathersareusuallymediatorsbetweenfamilymembers.Mothers
spendtimeandconsummateskillpeacemakingintheirchildren’smarriages
andinhusband-wiferelationships.Grandparentsaretheeducationalcenter
transmittingtheirlifetimeknowledgetotherestofthefamily.Thefamily
orderandpatriarchalstructurehavetobeupheld.Mostoftheproblems,
thefocalpointsforthesoapoperas’dramas,aretriggeredeitherbythose
whoarenotobedienttothefamilystructureorthosewhoobsessively
imposestrictordersonthepretextofupholdingthefamilystructure.

Likeothergenresintelevisiondrama,homedramaisagenre
inventedduringthedevelopmentofAmericantelevisiondramas.The
popularityofTheGoldbergs(1949)andTheseAreMyChildren(1949)
influencedthedevelopmentofhomedramasinthehistoryoftelevision
dramasforthenextdecades.Thetrendofhomedramaswaspickedupby
othernationsasTVformatsbecameglobal.AformerexecutiveofaKorean
broadcastingstationinaninterview28aboutlaunchingStepmom(1972)
saidthatherecommendedKimSuhyŏn,apreviouslyunknownfreelance

27Newcomb,1987.Modleski,2008
Allen,RobertC.SpeakingofSoapOperas.ChapelHill:UniversityofNorthCarolinaPress,1985
Pioneeringstudiesintelevisionanditsformofdramahardlycalltelevisiondramasbyanyothernamebutsoap
opera(s).Genredivisioninsoapoperasincludesdomestichomedramas,workplacedramas,historicaldramas,etc.
28July12,2013“KimSuhyŏn’sFortyFiveYears“JoseonIlbo
http://senior.chosun.com/site/data/html_dir/2013/07/12/2013071200814.html
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televisionplaywright,butagoodwriterofradiohomedrama,becausehe
recognizedthepopularityofhomedramasinAmericaandJapan.Although
hespokeasthoughhomedramasstartedtogaininfluencearound1970,
homedramawasoneoftheearliestformatsintelevisionandradiodramas
andinfilm.InKorea,the1960swastheheydayforfamilydramamovies
thathadasettingsimilartoTVhomedramas.RomancePapa(1960),The
StrayBullet(1961)andTheCoachman(1961)werethecinematic
examples.Allthreedepictafather’sjoyanddespairasthefamilymembers
experienceupsanddowns.TheFlintstonesandBewitchedintheUnited
StatesandSevenGrandsons(1964-66)inJapanshowthatthe1960swas
aninternationalperiodofbroadcastinghomedramas.From1965to1970
Korea’sTBCalsobroadcastshorterformathomedramasintheEpisodesof
Ilyo-Yuho(EIY),ashowwrittenbyYuHo,oneofthelegendary
playwrights.

Homedramashadtohavemanyepisodesinalongruntodescribea
family’severydaylife.Assi(1970-71,253episodes),Yŏro(1972,211
episodes),Stepmom(1972,411episodes),andotherswerebroadcastfor
asimilarlengthofoneortwoyearswithlittlevariationincontent.Assiwas
aboutavirtuouslady’smarriageunderacruelmother-inlaw.Itwassimilar
toYŏro’smarriagetoahandicapped,mentally-challengedhusbandinabig
family.Stepmomdepictedagenerousstepmom’slifepathofdevotionto
thefamily,attheendofwhich,aftermanystruggles,shewasrecognized
asagoodmother.Homedramaswereamixtureofmelodrama,comedy,
andshinpa,anewschooloftear-jerkingstory-telling.Theplaywrights
includedYuHoandKimSuhyŏnwhowrotehomedramasinthe1970s.
Thegoaloftheplaywrightswastowinthespectators’sympathyforthe
soapoperafamilywhichwasadramaticrepresentationofanextended
family.Asalongrunwasnecessarytobuildafirmfamilialhierarchy,these
soapoperashadtobecenteredonpatriarchalvalues.Amentally-
challengedhusband’scharactercouldbelesspatriarchal,butthedrama
wasnotso.Thedailycircumstanceswereharsherforthehandicapped
husband’swife,and'thepatriarchaldomination'wascarriedoutbyher
mother-in-lawandthelargeextendedfamilyforwhichthewifehadto
sacrificeherself.Thecharacters,suchasamentally-challengedhusband
andastepmother,showedthatpatriarchywassostrongthateventhey
wereincludedinthesystem.Infact,viewers’tearsstreamedbecauseof
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theemphasisonthecharacters'lackofnormality.Inthetypicalstructure
ofthehomedramastories,therewasamajorheartbreakwhichaffected
allofthefamilymembers,suchastheintroductionofayoungstepmother
orthebeautifulwife’smentally-challengedhusband.Astherewerelarge
numbersofpeopleinandaroundthefamily,therewereceaseless
incidentstodrivetheplot.ThecharactersexpressedHinoaerak(happiness,
anger,sadness,andjoy)andsharedJung(affection),andampleemotional
relationshipsandinteractionsamongmembersinthefamily.Although
therearefewerepisodes,thisstructureisstilleffectiveinpresentinglarge
householdsinpresentdayweekendandweekdayhomedramas.

Spectatorsinthe1970sandthe‘80swereexposedtoimportant
socialthemesthroughsoapoperas.NaYŏnsukfrom1979producedhome
dramasaboutpoorurbanhillsideplaceswhereinternalmigrantworkers
dwelledwhentheymovedfromthecountrysidetoSeoul.YaKomryeya
(1979-80)andTaldongne(1980-81)wonthegovernment’spraisebecause
thedramaschangedthecommonperceptionofpoorhillsidetownswhich
hadbeenbywordsforurbanfailuresbeforetheseriesweretelecast.The
writer’sOrdinaryPeople(1982-84,491episodes)becamepopularnotonly
asapopulartermbutasasoap-opera-definednewsocialclasscalled
“ordinarypeople.”Inhis1986presidentialcampaign,theformerKorean
PresidentRohTaeWooranforelectionwiththephrase,“Iamanordinary
man,Iwanttobethepresidentforyour,ordinarymen’s,well-being.”
Pot’ong-saram,theKoreanwordforOrdinaryPeople,hadthepowerof
compromisingtheConservativesandtheirpopulistcritics.29However,the
divisivepoliticsoftheNohadministrationdilutedthesymbolicpowerof
Pot’ong-saram.Koreansfromallclasseswerenotincludedinthepolicies
underhisadministrationinthesamewaythatthesoapopera’scharacters
wereacceptedbytheirwarm-heartedneighborsinOrdinaryPeople.Thisis
anextraordinaryexampleoftheinfluenceoftelevisiondramasonthe
spectators’politicalopinions.Homedramaswereoftentoprankedinthe
numberofspectatorsinnationwidesurveys.Thatwasbecausethe
playwrightswroteaboutthedailydetailsofrepresentativeandwide-
rangingKoreanfamilies,andbecauseKoreanspectatorswerelookingfora
stabilizedsocialformulafortheirlives.

29February23,1989KyunghyangShinmunLeeChungbok,“WhenItWillBe,theEraofOrdinaryPeople”
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Televisiondramasalsorepresentedthegovernment’seffortsto
organizesocialorderinurbanareasandmodernizedruralareas.Soap
operasportrayedpoorandmiddleclassurbansidestreetsasplaces
preservingpremodernvalueslikeaffectionbetweenneighborsand
nurturingurbanmannersandsocialorder.Ruralareasinsoapoperaswere
shownasmodernizedandcleanandadvancedintechnology.Ruraltowns
werenotdifferentfromurbantownssincetheywerealsoshownas
maintainingvirtueanddevelopingintoorderlyplaces.Soapoperaslike
ChŏnwŏnIlgi(1980-2002),andOneRooftop,ThreeFamilies(1986-94)
influencedviewers’thinkingaboutthesocialandfamilialorderby
presentingmodelsoffamilieslivingintheurbanandruralareasin
cooperationandharmonywiththeirneighbors.ChŏnwŏnIlgi’sseniorfigure
promotedcooperationandorderlybehavioramongthetownpeople.One
Rooftop,ThreeFamilies’housewaswherepeoplelivinginanurban
backstreetreconciledtheirdifferencestomaintainpeace.

Viewersinthe1980sand1990swatchedLoveandTruth(1984-85),
SeoulTtukbaegi(1990-91),WhatIsLove(1991-92),LoveHangingonthe
DateTree(1990-2007),SonandDaughter(1992-93),TheCouple(1994-
98),MenofTheFamilySpahouse(1995-96),FirstLove(1997),andYou
andMe(1997-98).Allofthesewerelong-runningshows,atleastmore
thanayear,thatfocusedondepictingthemiddleclass’dailylivesineach
episode.Thesehomedramaswerebroadcastinprimetimeonweekdays
andweekends,andwerecalledYŏnsokgŭk,theprimetimefull-hourlong
serialdramas.TheyincludedIlilYŏnsokgŭk,along-runningweekday
eveningseries,andChumalYŏnsokgŭk,aweekendeveningseries.The
dramaswereassignedtothetimethatspectators’familiesgathered
aroundthetelevisionafterdinnerathome.Thesoapoperaswereone
reasonKoreanfamiliesandfriendsgottogetherathome.Itwassaidthat
nocarsorpeoplewereonthestreetduringthehoursofpopulartelevision
dramas.Beforethe2000s,thesedramastargetedallfamilymembers,and
someweresopopularthattheywereperceivedasanationalevent.
However,afterthattime,soapoperaswerewrittenmoreforwomenthan
formen.Therewasapopularperceptionthatthemaleaudiencewas
supposedtobemoreinterestedinthenewschannels,andthatwomen
weremoreattractedbytheemotionalstoriesofthesoapoperas.
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Thespectatorswhowereattractedtodailydramaswereinterested
notonlyintheextendedfamilies,butalsointherolesthatweretypifiedin
soapoperas.Thelargehouseholdandthecharactersindramasnever
departedfromthestandardizedpattern.Theymaintainedtheregularity
requiredinKorea.Forexample,invitinganextraterritorialalientothe
houseasinAmericanNBC’sALF(1986-1990)wasthelastthingthatcould
happeninKoreansoapoperas─ALFwaspopularinKorea,butnosimilar
plotshaveappearedinKoreansoapoperasdespitethepopularityofthe
Americanseries.Yŏnsokgŭkdramasusedallkindsofcharactersinthe
plots.Structuredrepresentationoffamilyandsocialroleswithawide
varietyofuniquecharacterswasthespecialtyoflongsoaps.

Thedefinitionandcontentofhomedramashavenotchangedmucheven
uptothepresent.Theprimetimeseriescombineallsortsofstories
includingcomedy,melodrama,docudrama,sitcom,andromancebutwithin
acertainregularity.Televisionstations’investmentallowedthemto
incorporatemanywaysofattractingviewersintheprimetimeYŏnsokgŭk.
Theywerequicktocloseunsuccessfulseriesandtoextendthelifeof
popularseries.Directors,writers,andactorschosenbythenetworkswere
olderveterans,popularstars,andnewcomerswithhighpotentialinthe
broadcastingfield.Thus,fewoftheYŏnsokgŭkseriesreceivedlowratings.
Theseriesalsoworkedtopromoteyoungactorswithhighpotentialby
introducingnewtalenttoviewers.Longserieswhichranformorethana
yearorslightlylessbecamepopularshowsfortheirstationsandsteady
sourcesofincome.TBCinthe1970sandMBCinthe1980sweretwopillar
televisionstationsofYŏnsokgŭkinthehistoryofKoreantelevisiondramas.
KBSreviveditsdivisionofseriessoapoperafromthemid-1990s.

Sincethemid-2000s,Koreansoapoperashavebeencriticizedfor
theirabsurdstorylines,calledMakjanginKorean.Examplesofsuchplots
are:twofamilieswithfourmarriagesbetweenthem;astepmother’sson
marriedthestepmother’shiddendaughter;aplaywright,abandonedbyher
father’sremarriage,playshavocwithherfather’snewwife,anactor,by
writingadramainwhichthenewwifeisabusedbyothers;asurrogate
mothermarriedherclient’sbrother,herson’suncle.Thoseserialsoap
operasweakenedpublicacceptanceofthetelevisiondramasbutdrew
contrastingreviews.Absurdityinstorytellingfoundenthusiasticacceptance



70

amongasegmentofspectatorswhoenjoywatchingweirdandexciting
stories.SomesteadfastwomenfansapplaudedMakjangdramaswiththeir
nonsensicalstorylineswhileothersinKoreansocietyworriedaboutthe
harmdonebytheimmoralityportrayedintheseries.Theoutspoken
independentwomen’svoicesinthistypeofdramaandplotsrevolving
aroundwomen’srevengeontheirenemiesandconfrontationsbetween
menandwomendividedsocialopinion.Theearlierhomedramashad
showndysfunctionalfamiliesrestoredtothevaluesofhierarchy,respect,
andunity,butMakjangYŏnsokgŭkserialsinthe2000squestionedfamily
valuesbypresentingwomen’snewlifepossibilities.Thismirroredthe
changesoccurringinKoreansociety.Womenspectatorshavemore
possibilitiesandpowernowthanatanyotherperiodofKoreanhistory.

Themostnotabledifferenceinsoapoperanarrativesisthatafterthe
late1990shomedramasplacedlittleweightontheinfluenceofneighbors
andsociety.Currenthomedramasarestagedwithinthefamilyhomeand
thein-lawshomes.Interpersonalrelationshipsintheworkplacearegiven
moreimportancethantheorderandharmonyoftheneighborhoodortown
becausetheworkplacehasbecomeapartoffamilylife.Evenso,the
emphasisontheextra-familialrelationsismeager.Thebackstreetsof
Seoulandruraltownshavelosttheirusefulnessasstages,whereasin
recentsoapoperasthefamily’shouseholdcontainsmoreroles.Various
charactersinthefamilyandinthein-lawfamiliesreplaceneighborsand
townpeopleascentralcharacters.Therefore,homedramasilluminatethe
movefromsocietalrelationstofamilialandpersonalrelations.Itisnotthat
familialrelationswerenotthemainthemeofearlierhomedramas,butthe
orderofthesurroundingsocietyandtownswasheavilyemphasizedinthe
1980stotheextentthatsoapoperasshedlightonthetown’speopleand
spotlightedonlyafewfamilymembers.Homedramashavecometofocus
oneachfamilymemberinfamilialinterpersonalrelationships.Theserecent
homedramasemphasizetheemotionalidentificationbetweenviewersand
thefemalecharactersandthebondingamongfemalecharacters.
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<Figure3.DearParents;theAnfamily.>

DearParents(2004-05,PumonimChŏnSangsŏ)

Intheseriescalled,DearParents,AnGyogam,thefatherinthe
drama,isaquietman.Okhwa,hiswifeandmotheroffour,usuallyspeaks
forhim.AsAnismostlysilent,hisreservegivesflexibilitytohiscaringand
nurturingnature.Heisapatriarchwithfemininequalitiesinthathe
comfortsfamilymembers,takesactionforhisfamilyatdecisivemoments,
andalsowritesletterstohislateparentsasasoliloquyexpressinghisfilial
piety.Hiswritinganditsnarratedemotionisthepaththecharactertakes
tomeetspectators,enablingthemtounderstandhispsyche.Okhwa,his
wife,takesthetypicalfemaleroleofhomedramas,supportingthefather’s
patriarchalposition.Allconcernsabouttheirchildrenarerevealedthrough
herconversationsassheaddressesquestionstoherhusbandandtheir
fourchildren.Heremotionsaredynamicandexpressiveinthedrama.They
rangefromrageandfear,tocomfortandcatharsis,allcenteredonthe
eventsinherchildren’slives.Thefourchildren,Sungsil,Jihwan,Junghwan,
andSungmiwereraisedtobehonorableandupright.Thesoapopera
openswithSungsil’sannouncementofherdivorce.Sungsil’sand
Changsoo’s,herhusband’s,familywilleventuallypatchthecouple’s
damagedfamilybacktogether.Theotherthreechildrengothrough
romanceandmarriage.Jihwan,thefirstson,marriesAri,anupper-class
woman.Junghwan,thesecondson,marriesMiyun,hisclosefriend.
Sungmi,theseconddaughter,meetsanunpleasantboyfriendandbreaks
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upwithhimattheend.TheAnfamily’sendowmentofvirtueandits
establishedpatriarchalvaluesofthefather'sauthorityandthechildren's
respectfortheirparentsandothersgivespectatorsanunderstandingof
howfamilyshouldfunctioninKorea.InDearParents,spectatorsaregiven
emotionaleducation,forexample:readinganother’spsyche,learning
familyrolesandrelationships,andstrivingtounderstandothers.

SubordinationandAnxieties

Fearandanxietiesofbeingexcludedfromthepatriarchalfamilyrule
thesoapopera.Thefearofexclusionencouragesfemalecharactersto
supportthepatriarchalfamilystructure.SotheAnfamilyhelpsSungsilto
restorehermarriageandfamily,aprocesswhichlastsfortheentire68
hourstheseriesran.BystartingwithSungsil’slosinghertemperwhenher
husbandisunfaithful,thesoapoperaarticulatesthefearandanxietyof
beingalienatedfromherhusbandandexcludedfromthefamily.Portraying
suchfeargeneratesthebeliefthatinclusioninthepatriarchalfamilyisthe
highestvalue.Itimpliesthatallvirtuesoriginatefromthepatriarchal
sphere,thefamily.An,thepatriarchinDearParents,isanestablished
moralfigurewhosemorals,rules,andvirtuesareeventuallytaughttothe
imperfectmensuchashisunfaithfulson-in-lawandpatriarchs-to-be,his
twosons.Womeninthefamilyareactiveparticipantsinandmanagersof
thisprocessbytakingonthetaskofnurturingpatriarchsandsupporting
theirdominance.

WorkingwomenandwomenshownatworkareimportantinDear
Parentssincethetelevisiondramashowsaviewofwomen’sindependent
authorityinasocietyinwhichtheyareusuallysubmissive.Whiletheyare
commonlyviewedashavingonlyasupportingroleinthefamily,women
alsohaveimportantbusinessrolesinsocietyandarecapableinmany
spheres.Theynotonlyworkconstantlyinthehome;manyarealso
breadwinners.Women’sabilityandknowledgeareportrayedinthisdrama
throughavarietyofroles:workinginthefamilyhome,beingemployedin
aclothingcompany,drawingupbusinesscontracts,andowninga
restaurant.Daughter-in-lawMiyun’smotherisarestaurantownerwhois
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confidentofherskillfulmanagementtoearnherfamily’sliving.Mothersof
thefamiliesarediligentworkers.Ari’sstepmotherkeepsherhomefresh
andshefillsthekitchenwithgoodfood.Sungsiljoinedacompanytogain
herfinancialindependence,andshealsoprovesherabilitytocareforher
autisticchild.SungmiandMiyunarealsoindependentcareerwomen.
However,Sungmi’sworkintheclothingcompanyandMiyun’sworkasa
playwrightarenotportrayedasspecificallyasOkhwa’shouseholdchores.
Evenso,Sungmi’sandMiyun’sworkistalkedaboutmorethanthemen’s
workintheirconversations.

Asthesoapoperapresentsrelationshipsandcommunicationsamong
familymembersinthecontextoftheirhomelife,householdchoresare
prominentlydisplayed.OkhwaeducatesAriandJunghwanwhilepreparing
boilingwater.Thetaskofboilingwateristhoroughlyportrayed,from
bringingapottotheoutsidekitchen,startingafirewithwood,putting
waterinthepotandplacingthepotonthefire.Okhwa’sdominanceinthe
familyisconfirmedasshecarriesoutherhousewife’stasks.

Thesoapoperadoesnottakemen’sworkseriously.Althoughthe
menareaccompaniedtothedoorbyfamilymemberswhentheygooutto
workeachmorning,theyarenotshownattheirworkplaces.Viewersknow
themalecharactersworkbecausetheyleavethehouseeachdayandalso
throughthewomen’sconversationsaboutthem.Junghwan,thesecond
son,andhisfriendsarepresentedatworkthemostamongthemale
charactersbecauseofhisdependenceonOkhwaforhelprunninghissnack
stallbusiness.Helpingthesnackstallisanextendedhousechorefor
Okhwainthesoapopera.

Thesecapable,independentworkingwomenstillfinditnecessaryto
appeartosubordinatethemselvestopatriarchalauthoritywithinthefamily
astheycontrolthepatriarchandguidetheyoungmenintheirfutureroles.
Thewomen’slongingforaperfect,harmoniouspatriarchalfamilystructure
stabilizesandrestrainsthefatherandyoungermenthroughnormsand
expectationsthatdirectthemalecharacters’attitudesandbehavior.
Throughouttheprogramwhenamaledoesnotconformtothenorms,he
isreproached,punished,andeducatedbythewomeninhisfamily.Even
therakewillbetransformedastheresultoftheeducationhereceives.
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Thus,thesoapopera,DearParents,likemostKoreanhomedramas,
requiresthemalecharacterstobeethical.Unethicalmalesareconsidered
unforgivabletothesameextentthatincompetentfemalecharactersare
consideredsinful.An,thefather,Changsoo,theunfaithfulhusband,and
Sungmi’sunpleasantboyfriendareallineptintheirownways.However,An
isestablishedasanethicalpatriarch,whereashisproblematicson-in-law,
Changsoo,andhisdaughter’sunpleasantboyfriendmustcontinuallybe
educatedinmorality.

Theemotionalbondandconversationsamongthewomenclarify
theirroleinupholdingethicalmaleauthoritywithinthefamily.Female
characterssacrificetheirtimeandefforttonurturethemalecharactersin
thepatriarchalfamilyevenwhentheirpowerandabilitycouldbeusedin
theworkplace.Singlewomen,thosewhohavenevermarriedorwhoare
divorced,haveagreaterdegreeofsocialsafetyiftheylivewiththeir
parents,grandparentsorotherrelatives.Toavoidtheanxietyofliving
alonewithouttheprotectionofthepatriarchalfamily,Gumjoo,An’s
unmarriedsister,isplacedinthecenterofthefamily’sfeminineinteraction.
Sheisforthrightinpersonality,andearnsherownliving.Hersinglelife
couldbepleasantlivingbyherself,butGumjoochosetolivewithher
brother’sfamily.ShedoessobecauseJunghwan,thesecondson,promised
toholdancestralceremoniesforherafterherdeath,andbecausethe
familymembersprovideemotionalsupportforher.Thefactthatitisinher
roomwherethefemalecharactersgatherandtalkshowsthatGumjooisa
veryimportantfigureintheplot.Sheisattentivetoandcaresaboutallin
thefamily.ItisGumjoowhodrawsoutthestoryfromSungsilregarding
Changsoo’sinfidelityandherdecisiontodivorcehimwhileotherfamily
membersdonotrecognizethechangeinherseeminglymodelmarriage.
GumjooalsogiveswomanlywisdomtoSungmiwhoisgoingthroughan
emotionalconflictbetweenchoosingindependenceasasinglepersonand
gettingmarried.OkhwaandGumjooaresisters-in-lawandbestfriends.
Eachnightafterdinner,whenAnretirestohisdesktowritethelettersto
hisparents,OkhwaandGumjoositinGumjoo’sroom,singingandtalking
withgreatemotionalaffability.Thisgatheringplaceforthefemale
charactersshowsthatthefemaleemotionalbonddoesnotinterferewith
theirsubjectiontopatriarchalauthority,butcalmstheiranxietiesandgives
thememotionalsupportsotheycanlivewithinthesystem.
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Women’splaceinthepatriarchalhierarchyishighlightedintherole
ofmothers.Patriarchyexploitsmotherfigurestomaintainitsstability.
Mothersconsideranddiscussalltheimportantandpettyconcernsabout
thefamily’schildrenandrelatethepatriarchalvaluesofthecharactersto
theviewers.Presentingthemothers’roleofmaintainingthenetworkof
familyrelationshipsthroughconversationandinhousechoresisoneway
thatviewersaremadecomfortablewithpatriarchalvaluesandauthority.It
seemsnaturalthatmothersbuildnetworkswithallthecharactersintheir
dailyroutine,andtheiractionsareacceptedbyviewersastheordinary
workofwomenwhomaintainthepatriarchalfamily.Viewersaregenerous.
Ifsoapoperasprovidethemwithmodelsforfindingtheirroleinthe
patriarchalfamilytheywillacceptevenpoorlyorganizedstories.

Themothers’obsessiontomaintainpatriarchalvaluesinthefamilyis
acceptedbyviewersbecausetheirlisteningtotheirchildren’s
problems—commonlytheirfearandanxietiesaboutabusiveorunethical
patriarchs—andpacifyingtheirchildrenarevirtuousqualitiesinwomen.
Theymaybeobsessiveinmaintainingpatriarchalauthorityinthefamily,
buttheyarenotaggressiveormasculinefigures.Theirmotherrole
requiresthemtobeself-sacrificingandtobeusedtodistractions.Dear
Parents’motherfigure,Okhwa,isconstantlyemotionallyexhaustedfrom
takingcareofherfamily.However,thefemaleemotionalbondamongthe
mother,herdaughters,andhersister-in-lawhelpsOkhwatodealwiththe
emotionalfatigueofherlaborasthehomemaker.Heremotionalstrength
makesOkhwaadominantcharacterinthesoapopera.Mothers’obsession
withtheirchildrenisthebyproductoftheprocessthroughwhichtheygive
love,orderandstabilityinthefamily.Womentalkamongthemselvesto
findmeaningintherelationshipsandeventsofeverydaylifeinthefamily
andpassonthetraditionalpatriarchalfamilyvalues.Inthisway,mothers
exercisetheirpowerinthefamily.

Marriage

Marriagesinhomedramasarediscussedconstantlyinthe
conversationsofwomen,andtheirtalkrevealsfear.Changsoo,Sungsil’s
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unfaithfulhusband,isinstructedthroughextensiveconversationsamong
thefamily’swomenincludingOkhwa,Sungsil,Gumjoo,andSungmiand
Sungsil’smother-in-law.TheyallreproachChangsooforhisindifference
towardJun,hisautisticchild,andpraiseSungsil’sdecisivenessregarding
herdivorce.However,thefearofbeingdivorced,notbelongingtoa
nuclearfamilyandbeingasinglemother,isstrongerthananyother
consideration,andsointheend,thewomenadvocateforChangsootobe
forgivenandthemarriagepreserved.ThesupportforChangsooshowsthat
thewomeninthefamilywillnotgiveuponhimordismisshimeven
thoughheisaflawedfatherandhusband.Thethoughtofdivorcebrings
feartotheentirefamily.Okhwaandotherwomeninthefamilytryto
preventSungsil’sdivorceastheybothcriticizeherhusbandandalso
advocateforhim.Sungsil’sroguemother-in-lawarguesthatChangsoowill
remarryafterthedivorcewhereasSungsilcannotbecausevirtuouswomen
followtheConfuciantraditionofnotremarrying.Okhwaandthewomenin
thefamilydonotevenconsiderthepossibilityofSungsilremarrying.Their
planistoeducateandtransformChangsoointoabetterman.Dissolving
themarriageandleavingChangsooasheisareunthinkabletothese
women.

DearParentsportrays68hoursofdeconstructingthedecisionto
divorceandofrestoringaselfishfatherandhusbandthroughvirtue.Home
dramaswithamonogamouspatriarchalbackgrounddonotgenerallybring
thediscussionofdivorceintotheopenasDearParentsdidinitsprocessof
reunitingthemarriedcouple.Astheprocessofavoidingdivorceisan
unusualplotinromance,DearParents’plotrequiredmorefirmpatriarchal
control(inthiscasethecontrolisinthehandsofthewomen).Avoiding
divorceislinkedtotherepentanceofaspoiledman,thatis,the
transformationofarake.Regardingtherestorationofaspoiledpatriarch,
asModleskidebatesonarake’stransformability,mostthinkthatan
untransformedrakeisanimpossiblesubjectofaplot.Mosthomedramas
arecenteredaroundparentsendeavoringtopairtheirchildrenwithperfect
marriagematches.Newly-wedsareusuallytheendproductofsoapoperas,
nottheresolutionofconflictsbetweenamarriedcouple.

WhatmakestheexaminationsofpatriarchyinthestoriesofAnand
ChangsoointerestingisthehistoryofinepthusbandsinKoreansoap



77

operas.AssiandYŏrobothshowtheincompetenceofmarriedmales.In
fact,Yŏro’shusbandismentally-challengedasisAssi’shusband.Theinept
patriarchsfeaturedinKoreanhomedramasnonethelesspossessgreat
personalityandhighmoralstandards.Theirineptitudeinworldlyaffairs
andtheirlackofabilityforpracticalmanagementistheothersideoftheir
extraordinarypersonalityandmorality.Thistypeofincompetentbutmoral
andcaringfatherisstillpresentedinrecenthomedramas.InDearParents,
tosupportthefamily’smissionofreformingarake,Changsooisdescribed
withsomegoodcharacteristics.Hisloveforhisfamilywassincereeven
thoughhecouldnothandlelife’schallenges,andhebegandrinkingto
excessafterlearningthathissonhadautism.An,areticentandquiet
fatherinthesoapopera,caresforChangsooandmakesaneffortto
restorehismorality.

TheplotinvolvingChangsoo’sreturntohisfamilyinvitesmale
viewers’emotionalidentification.Malecharactersalsofindtheirabilityto
carefortheirfamilyinotherwaysasidefromtheirmothers’instruction.
Marriageinsoapoperasformsmalecharactersintopatriarchalheadsof
theirfamily.TheauthorityChangsooderivesfromhismarriagegiveshim
independencefromhisforcefulandmercilessmother.Changsoo’smother
isanoverbearinganddemandingmother-in-lawtoSungsil.

Thisconflictbetweenawifeandanoverbearingmother-in-lawisanother
regularplotofhomedramas;thewifeandthehusbandcannotfindtheir
placeofauthoritywhenanarrogantmother-in-lawdominatesthefamily.
Oftennewly-wedshaveaconflictwithadomineeringmother-in-lawin
whichtheymustovercomeherdestructivepowertoestablishtheirown
authority.ChangsooissupportedasafatherbySungsil’sfamily,buthis
motheryellsathimandbeatshimwhenhisinfidelityisrevealed.His
motherscoldshimforimmaturity,andsheblamesSungsilforherinability
tomaintainacomfortablehomeforherson.Sheclaimsthatitisbecause
ofSungsil’sfailureasawifethatChangsoobecameinvolvedinan
extramaritalrelationship.DearParentsshowsChangsoovehemently
opposingSungsil’sdecisiontodivorcebecausehewantstorestorehis
independencefromhismother.ByChangsoo’sreturntothefamilywiththe
supportofthesolidpatriarchalvaluesandteachingsoftheAnfamily,
Sungsil’smarriagerestoresthemaritalpatriarchy,andChangsoorecovers
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hisindependence.TheirreunionrestoresSungsil’sexerciseofthe
emotionalstrengthsheneedstohandleherhusbandandchildren,and
restoresChangsoo’semotionalbondwithhisfamilyandtheviewers.

InthecaseoftheseconddaughteroftheAnfamily,Sungmi,herpre
-maritalrelationshipwithherunpleasantboyfriendalsoshowsthat
marriageinsoapoperasinvitesthemaleviewers’emotionalinteraction.
Sungmiadmiredhersister’sperfectmarriage(asitseemedbeforeSungsil’s
announcementofdivorce)toaseeminglydevotedhusbandandher
wealthylifestyle.Sungmialsoseekstofindanestablishedmanwhohas
morality.Asherboyfriendisaspoiledchildfromarichfamily,Sungmitries
toteachhimhowtoliveameaningfullifebeyondowninganexpensivecar
andbuyingluxuriousitems.TheboyfriendrevealshisinnerselftoSungmi
andtalksabouthisemotionsandhisindecisivenessaboutahusband’srole
inmarriage.Callingherhislifeconsultant,hediscussesallissuesinhislife
withSungmiandasksforheropinionandadvice.Heisaspoiledchildwho
isinbetweenlisteningtohismotherandwishingtobeindependent.Like
Changsoo,Sungmi’sboyfriendactivelyinvitesanemotionalbondwithmale
viewers,butasanegativemodel.

Thesoapoperanurturesindividualsensibilityaboutwomen’sroleas
theoneresponsibleforthemarriage.Assaidearlier,theauthorityroleis
actualizedinthepresenceofaperfectpatriarchalhusbandandfatherwho
hasintegrityandcaresforhischildren.Subtleemotionalchangesand
specificeventsportrayedinSungsil’sdivorce,Ari’smarryingJihwanand
Sungmi’slisteningtoherboyfriend,facilitatethissensibility.Thesoap
operadoesnotrejectthesocialnormsforawoman,andthusitdoesnot
provideadefinitestatusoranactualauthoritytowomen.Themale
patriarchsoccupytheconcreteauthoritystatuswhereaswomenhave
concealedpower.Theplotsdonotchallengethesocialnormsofwives’
obeyingtheirhusbands,theirfamilies’conventionsandsocialnorms,even
whenitissaidthatwomenrulethefamily.However,bynurturingeach
individual’ssensibility,thetelevisiondramasuggeststhatwomencreate
theatmosphereofhome,therebyalsocreatinganemotionalbondwiththe
viewers.Asmostemotionsoriginatefromfemalecharacters,theviewers
cometorecognizetheemotionalpowerthatcontrolsmarriageandthe
family.Thesoapoperainspiresitsfemaleviewerstolearnhowtoexpand
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theirrolesandsocialfunctionsthroughtheuseofemotionalpower.

NurturingFathers

NurturingfathersarecharacteristicinKoreanhomedramas.The
father’semotionalpowerisusedtonurturehischildren,butnothiswifeor
otherpeopleoutsideofthefamily.Fathers’emotionalpowerfornurturing
islimited.Thepowerresidesinthefatherroleofmalecharacters,butitis
notexercisedintheirroleashusbandorinanyworkplacerole.Thefather’s
careforhisfamilyincludesbeingathome,listeningtohischildrenand
knowingwhatishappeningintheirlives.Suchfathersexpressasmuch
emotionalpowerasthefemalecharactersdowhenmothering.Dear
Parentsportraystheoldestson,Jihwan’s,andson-in-law,Changsoo’s,
emotionalgrowthandtheirabilitytocareforothers.Anisalreadyan
authenticatedfather,skilledinnurturinghischildren,provenbythe
emotionalpowerinhissoliloquies.BeforehisweddingJihwanwas
consideredintelligent,competentandunemotionalandwasseenasbeing
restrainedandimpassive.Hismarriagechangeshischaracterinthehouse
soheseemsfoolish,ashestartstoexpresshisemotionsinhisrelationship
withAri,hiswife.Hefollowstheroutetobecomeavulnerable,moral,
gentlepatriarch,changingcompletelyfromanimpassiveintellectual.
Changsoo’scharactershowsmaledevelopmentinemotionsfornurturing
evenmoreclearlythanJihwan.SungsilwantedtodivorceChangsoo
becauseofhislackofcareforhisautisticsonandhisinfidelity.Hegrows
emotionallymaturesothatbytheendofthesoapopera,heisableto
communicatewithandnurtureJunbetterthanSungsil.

Thedifferencebetweenwomen’sandmen’semotionalpowerliesin
therestricteduseofemotionalnurturing.Femalecharactersusetheir
emotionstobondwithothercharacters,mostlyformingstrong
relationshipsbetweenwomen.Forthemen,theirwivesandmarriageshelp
themtodeveloptheabilitytonurturetheirchildren,buttheiremotional
powerisspentonlyontheirchildren.Oncetheybecomefathers,themen
donotusetheiremotionstobindthemselvestootherfamilies,friends,
and/ortheirwives.Althoughtherearesoapoperascenesofhusbandsand
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wivesgoingonsocialoutingssuchasmeetingfriendsandattending
weddings,thescenesonlyshowthemleavinghomeorthefathersare
silentthroughoutthesocialoccasion.Womenfindsupportandwisdom
fromthebondstheycreateoutsideofthepatriarchalfamily.Ari’sactive
exchangewithOkhwaandSungsilhighlightsJihwan’slackof
communicationwithfamilymembers.Okhwahasactiverelationships
outsideofthefamily,whereasAndoesnotemotionallybondwithothers
outsideofthefamily.Okhwa’sfrequentandlongconversationswithher
friendcontrastwithAn’soutingwithcolleagueswhichismentionedinone
sentenceathomeinsteadofinadepictionoftheactualmeetingscene.
Changsooreturnstothefamilyandrestoreshisauthorityasthepatriarch
byacceptinghisson,Jun,asSungsilwanted.An’sfocusinghisconcernand
nurturingonhisfamilyandChangsoo’sreturntohisfamilyrevealthata
father’snurturingflowsfromhisroleasatraditionalpatriarch.

Mother’sNurturing

Afather’snurturingdoesnotnegatethemother’sroleinthefamily.
Mothers,astheyfunctioninpatriarchy,areneitheraggressorsnorvictims
insoapoperas,sincetheyhavetheirfunctionsandauthorityinthe
patriarchalfamily.Theyhavetobeself-sacrificingandyieldingtothe
positionofthepatriarchinthefamily,aswellasbethecenterof
communicationoutsidethefamilywhilefathersaresociallyisolated.The
configurationofincompetentfatherandcompetentmotherinKoreansoap
operasrecoversthehistoryofwomenexpandingtheirsphereofpower;
thecapableandpowerfulmothercannotbelimitedorrejectedinherrole
ofmotheringchildren.

Okhwaisnotacharacterwhooccupiesaheavy-handedauthoritarian
roleinthefamilynordoesshehaveapaternal,man-likeposition.30

Mothersaresometimesportrayedasmasculinefiguresorasasexual
figures.However,evenmasculinedomineeringmothersmustsupportthe
quiet,gentlefathers'patriarchalrole.Koreansoapoperashaveatendency

30Kaplan,E.Ann.MotherhoodandRepresentation:TheMotherinPopularCultureandMelodrama,London:
Routledge,1992.59-75
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toerasesexualityfromparents,andthisiscalledcastratedcharacters.At
anyrate,womenandmeninthedramasmerelyfunctionasparentsnot
showingtheirlivesasrealisticwomenandmen.Anurturingmotheris
sometimesreplacedbyadomineeringauthoritarianpresenceasamother-
in-lawwithacoldandscoldingpersonality.Inthe1970sanurturing
motherandvirtuouswifeoftensufferedunderthepowerofolderwomen
whentheydidnothaveanemotionalbondwithfemalecompanionssuch
asmaturedaughtersandempatheticsisters-in-law.Grandmothers,
mothers,andmothers-in-lawinapositionofauthorityarepowerfulwithin
thefamilystructure.Theyareportrayedasasexualfigurestolessenthe
differencebetweenseniormalesandseniorfemales.

Okhwa’sandGumjoo’sstronginfluencecomefromtheiremotional
bondswithinthefamily.Theroleofmotherinsoapoperashaschanged
throughhistoryintoapowerfulwomanthroughemotionalbondingsothat
mothercharacterslikeOkhwaactivelyguidetheirchildren,inawaythatis
closetoatraditionalfathers’controllingwayofguidingthem.Okhwa’sway
ofcaringforherchildrenshowsgoodjudgment,intelligenceandwisdom.
InKoreansoapoperas,sometimesmothersarestilleitherdominatingor
transitionalasinOkhwa’srole.Idealandgentlefathersaremoral
authoritiesintheirfamilieswhereasidealmothersarestillchanging.That
Okhwadoesnotfallintotheroleofapowerlessfemaleanddoesnotlose
hermotheringabilityiscreditedtoherrelationshipwiththemother-
surrogate,Gumjoo,hersister-in-law.DearParentsisuniqueinpresenting
boththemotherandthemother-surrogate.Okhwahasthefemininepower
tosupportherhusbandinbuildingthepatriarchalfamilystructure.Gumjoo,
theauntofthechildren,createsacaringemotionalatmospherewhich
cannotshapeacompletelynonhierarchicalalignment,butneitherdoesit
entirelyservepatriarchalthinking.Asacatharsisfrombeingburdenedby
filialduties,emotionalbondingcreatestherealmoffemaleinteractions
beyondpatriarchy.Theseemotionalnetworkshelpfemalecharactersto
maintainthepatriarchalfamilywhilecontrarily,theirabilitytorecuperate
themselvesinthenon-patriarchalsectoralsoprovesthelimitsofpatriarchy.

EconomicClassandEmotion
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Consciousnessregardingeconomicclassalsoaddsemotionalpower
topatriarchy.Characters’awarenessofandattitudetowardsclassarenot
easilyreadinmostsoapoperas.Classdistinctionsareusuallyvagueand
abstract.However,DearParentsdividestheclasses,facilitatingthe
spectators’readingacharacter’smindthroughknowingthecharacter’s
economicclass.Class,likemarriage,servesforpatriarchalconstructionas
aconceptualdevicetoembodythehierarchalsystem.TheAnfamilyisa
perfectpatriarchy;familiesbelongingtootherclassesdisplayimperfect
patriarchy.Thesoapoperaclearlyelucidatestheclassdivisionituses.
Daughter-in-law,Ari,son-in-law,Changsoo,andSungmi’sunpleasant
boyfriendarefromtheupperclass,andtheAnfamilyisfromthemiddle
class.TheAnchildren,Jihwan,Sungsil,andSungmi,wereenviedbytheir
friendsandfamilyfortheirmatcheswithmembersoftheupperclass.The
families’upperandmiddle-classpositionsarerevealedbytheproperties
theyown,andtheAnfamilymembers’descriptionofthewealthoftheirin-
lawfamilies.Theproblemsinthemarriage,andSungmi’sill-matched
relationship,startfromtheupperclasscharacters’lackofvirtue.TheAn
familyhelpsthemtodevelopthevirtuespropertopatriarchy:Ariwas
dependentandnotverycapable,andsheistransformedintoan
independentandskillfulperson.Changsoowaschildish;hehadgood
characterwhenhewaswithSungsilandtheirdaughterbeforehisadultery,
buthewasnotfreefromhismother.WiththeAnfamily’shelpheturned
intoaperfectpatriarchwithindependencefromhismotherandthe
emotionalstrengthtocareforJun,hisson.Sungmi’sboyfriendwasalso
childish,butshefailedtochangehimintoabetterperson.Andthus,class
disparityisalsoaffectedbydependencyinthepsychologicalrealm.

Soapoperas’fundamentalfunctionistocontrasttheclasses,and
thentoallowtheclassdisparitytoillustratethesuperiorityofthemiddle
class.TheAnfamilyrejectsmaterialgreed;theirordinaryfamilyscenes
takeplaceinthehousewheretheysharefamilialroutinesandtheir
emotions.Ordinarymiddle-classfamilymeals,fruit,anddrinksareserved
duringlongconversationsamongtheAnfamilymemberswhileupper-class
childrenarepresentedsittinginluxuriouscafésanddrivingexpensivecars.
Theirmaterialbelongingsseemtocomplementtheiremotions.Asupper-
classchildrenarenotshownsharingtheirdailyroutinewiththeirfamilies.
ThefamilyofSungmi’swealthyboyfrienddoesnotappearatallinthe
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drama.Thereislittleemotionalinteractionwithinhisfamily;theirluxurious
lifestyleconveystheconnotationoftheabsenceofemotionalinteraction.
ThesoapoperaisgeneroustoAri.Sheisgivenregularfamilysceneswith
herfatheraftermarriagewhilesheisbeingnurturedbytheAnfamily.
Othertelevisiondramasalsoutilizeclassdifferencetoshowtheemotional
superiorityofthemiddle-class.Someexamplesare:inTheKingandI,
literatiHanmoisdishonoredbycommonerChuhsunasHanmorejects
patriarchyandmorality.InCityHall,workingclassMiraeteachesupper
classGohae,ChoGuk’sex-fiancé,thattherearemoreimportantthings
thanluxury.EmotionalinterpersonalrelationswerenotimportanttoGohae
whowasmoreinterestedinpoliticalambitionsthaninsustainingher
romanticrelationshipwithChoGuk.

Emotionallycompellingsoapoperasdonotrequireclassdivision,but
manyKoreansoapoperasstilluseupper-classpeopleasanobjectof
nurturingbythemiddleclass.Therelationsbetweenthenurturingandthe
nurturedareexploitativeinthatmiddle-classchildrenhavetohelp,advise,
andteachtheirupper-classpartnerswhilemeetingtheirendlessdemands
intherelationship.Themiddleclassispraisedforitsdignityandenduring
uprightmanner,butthenurturingpartyisaunilaterallyvirtuousgiver.
Responsibilityisimposedonthemiddleclass,andparticularly,onthe
childrenofthemiddleclasstohelptheupperclassdevelopemotionally.
Failed(‘failed'inthesensethatthesoapoperasfailtoconstructpatriarchal
relationshipsthroughthewomencharacterssupportingmaleauthority)
soapoperas,likeAirCity,donotportrayclassdisparityanddonotsharply
dividethenurturingcharactersfromthosebeingnurtured.Bothfemaleand
malecharactersinfailedsoapoperas,forexample,miniseriesprofessional
dramas,areindependentandsuccessful.InAirCity,thecharactersarenot
learningtohaveemotionalpower,andthecharacterKang’seffortto
interactwithothersemotionallyisrejected.Theabsenceofclassdifference
maynotbethereasonfortheabsenceofemotionalidentificationinthis
case,butmostsoapoperasdolinkclassdivisiontothedivisionbetween
thenurturingandthenurtured.Middle-classpeopleonthenurturingside
arerewardednotbytheirupper-classpartners’beingtransformed,asthey
donotsucceedallthetime,butbybeinggiventheresponsibilityof
nurturing.Dignityandvirtuemakethemeligiblefortheresponsibility.
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Ifmiddle-classcharactersarerewardedbybeingrecognizedfortheir
virtueandthustheabilitytonurture,soapoperasencouragespectatorsto
beattentivetothechangeinthedemeanorofthenurturedastheygrow
emotionally.DearParentsspotlightsChangsooandJun.Thefatherandson
relationshipembodiestheutmostresponsibilityinthesoapopera.Their
growthinemotionalinterpersonalrelationsandtheirchangeintakingon
thedemeanoroftheAnfamilyisthesoapopera’spoint.Sungsil’srestoring
thepatriarch,herhusband,byteachinghimtoexpressemotionalpower
succeedsthroughthemediationandsupportfromherfamily,whereas
Sungmi’sloneendeavortochangeherunpleasantboyfriendfails.By
presentingthefamily’sroleintransformingChangsoo,thesoapopera
impartspatriarchalvaluestothespectators’consciousness.

However,thereisanotherrealmbesidesnurturing,class,and
patriarchyinDearParents.Junghwan,theAn’ssecondson,andMiyun,the
daughterofOkhwa’sfriend,havebeenclosefriendsfromtheirchildhood,
havinggrownupinsamethetown.Junghwanopensasnackstall,and
marriesMiyun,whoisaplaywright.Thepurposeoftheirromanceisnotto
generatepatriarchalvirtuebecausetheyaremoreinneedofeconomic
securityandasolideconomicfoundationthaninneedofemotional
nurturing.Theydonotmakespecialeffortstomaintainpatriarchy,and
theirsnackstallisnotaplaceforhierarchy.JunghwanandMiyundonot
havealongingforpatriarchyordesiretochangeothers;neitherdothey
resistpatriarchyorrevealspecificuneasinesswiththesystemwhich
constitutesthefamilyandsociety.Theyhaveagroupoffriendswhohelp
Junghwanwiththesnackstallandgatherthereeverynightafterwork.
Junghwanbuildsthesnackstallasaseparatesphereforhisgroup,his
class.Thesnackstallisanextensionofahousekitchen.Itisaplacefor
thosewhodonotbelongtofamilialorpatriarchalcontroltogatherina
communityofequals.ItisaplaceforJunghwan,Miyun,theirfriends,and
customers.

JunghwanandMiyunshowspectatorsaninteractionbetweenmiddle-
classchildrenwhoarenotburdenedbythetaskofnurturingemotionsor
teachingethicstoupper-classchildren.Theygooutsideofthefamily
boundary,andbuildanetworkoffriendsintheirclassandfollowthe
routinesandpracticesoftheirclass.Theirnetworkoffriendsand
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customersoffersmoderateemotionalexchangesandeconomicinterests
eventhoughthisisnotthemainissueofthesoapopera.Assuch,their
interactionslackexplosivescenesandtheygraduallygrowinemotional
closeness.JunghwanandMiyunearntheirlivingandinteractwiththeir
peergroupinthenon-familialrealm.Junghwanandhisfriendsbecome
angryatafriendwhotakescareofaformerloveafterhermarriagefails,
andwarnthefoolishfriendthatshewillleavehimagain,soheshouldnot
spendhistimecaringforher.Devotiontoloveandlongingtonurture
anotherthatwillnotberewardedbymarriagearefoolish.Junghwan’sand
Miyun’semotionalinteractionsareaccompaniedbytheircooperationin
economicconcerns;Junghwanandhisfriendslendahandtoeachotherto
keeptheirstallopenandhelpanothermemberofthegroupasheopensa
retailstore.Gyusik,oneofthefriends,runsamanagementcompanyand
encouragesthefriendstoworktogetherinminormatters.Theireconomic
exchangeiscontrolled,notexcessive,liketheirmoderateandcontrolled
emotionalexchange.

JunghwanandMiyunalsorepresenttheconstancyofthemiddle
classinmaintainingtheirvalues.Theirtrustinpeoplewhoarelikethem
explainsJihwan’srejectionofbondingwiththeupperclassandtheAn
family’swomen’seagernesstoassimilateupper-classmalesintotheirsense
ofvirtue.TheAnfamilyissteadfastinmaintainingtheirdemeanor.
JunghwanandMiyunmaintainthesocialrelationsofthefamilywithinthe
sphereoftheirmiddle-classvaluesanddonotcauseanxietieswithinthe
family.Theyhavethetrustofthemiddleclassinsociety,andtheirsocial
interactionstakeplaceininterpersonalrelationswithtrustworthypeople.
Junghwandoesnotrelatetotheproblemsthatupper-classchildrengiveto
Sungsil,Jihwan,andSungmi.

Conclusion

Includingthesoapoperasthatwerebroadcastfornearlytwenty
years,homedramasarelikeastrongfortthathasneverbeenthreatened
byothergenresorothermediaintheirratiosofviewersandbeingthe
objectofdiscussionamongpeople.However,theyarenotalwayspraised.
Homedramaswerealsothefirsttobecensuredbycriticsandsincerefans
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fortheirunchangingandnever-endingstoriesandattimesabruptskipping
toaclimax.

Homedramasshowvariouscharacterswithinafamily.Besidesthe
parentsandchildren,oftenaunts,grandparentsandin-lawsbecome
involvedinthedailyactivities.Theirsharedaffectionandcomplexstories,
toldinanemotionallymovingway,presentasmallsegmentofKorean
societyinwhichviewerslivetheireverydayliveswiththeirowndiverse
stories.Homedramasaretoolsusedtotransmitnationalandsocialrules
totheviewers'familiesbyprovidingmodelsofvirtuouspatriarchalfamily
membersforemotionalidentification.

Inhomedramasviewerswatchcomplicatedissuessuchaseconomicclass
differencesandmarriageproblemswithin-lawspresentedinsimpleand
clearwaysthroughthevariouscharacters.Thebondbetweenaquiet,
unassumingfatherandaskillfulpowerfulmotherwhosewisdomguidesthe
familyisafrequentplot.Thefocusofthedramaisnotontheshort-
comingsofthepatriarchalhusbandandfather,butratheronthe
importanceofthewifeandmotherwhousesherintelligenceandwisdom
toguidethefamilywhileacknowledgingherhusband’sauthority.Home
dramasalsopresentthevirtuoussuperiorityofthemiddleclasswitha
familyfromthemiddleclasswhichrightfullyhandlesallsocialand
relationaltroublesandteachesitsvaluestotheupperclass.
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Conclusion

Chapterone,coveringthehistoryofKoreantelevisiondramas,
showsthatthestartofKoreantelevisiondramasisthemostimportant
periodforunderstandingKoreantelevisionbecauseitcontainedthe
elementsthatledtoitsrapidstabilization.EarlyKoreantelevisiondramas
inthe1950sbeganwithforeigninfluence:productioninspirationfromthe
UnitedStates,theatricalnarrativesandcontentfromJapan,andregulative
interventionfromthenationalgovernment.ImportedAmericanTVshows
weremorenumerousthanoriginalKoreandramasuntiltheimportswere
bannedbythegovernmentandKoreantelevisiondramasgainedthe
audience'sinterest.KoreantelevisiondramasfollowedJapaneseradio
programs,whichweremelodramaticnarrativescenteredonthefamily.The
Koreangovernmentdirectedtelevisiondramastoupholdthenational
interesttotheextentthattheNationalIntelligenceAgency'sstaffwrotethe
scriptforatelevisiondrama.TheKoreanaudienceintheearly1950s-70s
hadenjoyedtheinspirationalGoldenAgeoffilm(1956-65)andradio
drama(1965-70)andtheaudienceacceptedthenewtelevisionmedium
withenthusiasm.Suchenthusiasmstabilizedtelevisionandrapidly
establishedthetelevisiondramaindustry.

Therapidstabilizationoftelevisiondramadiminishedtheinfluence
offilmandradiodrama,butdidnotguaranteethatalltypesofcontent
werewelcomedbytheviewers.Viewers'favoritestorieswerewrittenbya
fewstarplaywrights.Broadcaststationstelevisedlongprofitableserials
whichstayedontheairforadecadeortwo.Themostbelovedserialswere
frequentlyremade,someevenannually.

Inthelaterperiod,broadcastcompaniesandtheaudience’smore
discriminatingtastestilldidnotbringmanychangesindramaforms.
Experimentswererareandnotwidelyaccepted.Thelongserialform
enablestelevisiontodominateviewers’thoughts.Theformencourages
watchingtelevisiondramasaspartofone’severydayritualandcarries
familiarandsociallyconformingcontent.

Thesecondchapterstartswithanintroductiontotheearly
historicaldramas.FromthetimeofKorea'ssteppingintothemodern
period,approximately1897,historicaldramas,novelsandtheaterprovided
thebasisforreinterpretingKoreanhistory.Thepremodernsignssuchas
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historicalcostumesandlanguageshavebeenreintroducedintheeraof
televisiondramaswithmoderndistortions.Inordertofocusonthe
characteristicsofKoreanhistoricaldramas,Ichoseonehistoricaldramato
examine.

TheKingandIpresentsinterestingcharactersrootedinthe
traditionalKoreanfamilystructure.Thissoapoperaintroducesdifferent
matriarchs(theregulativequeendowagerandthebenevolentseer)and
showshowtheyyieldtheirmatriarchalpowertoestablishtheirsons’
patriarchy.Thesoapoperacomparesthebeneficialandharmfulformsof
patriarchy.Therepresentativeharmfulpatriarchisdrawnasamadman
whoreignsasatyrantKing.Thedramaincludestheeunuchswhoservein
thepalacewithskillsofswordfightingandpalaceadministration.The
relationshipbetweentheKingsandeunuchsisfamilial.Eunuchscreate
theirownfamilysystemwithinthepalacestaffandtheyalsoservethe
Kingastheirfather.Thestorythatseemslikeataleofnationalisticloyalty
ofsubjectstoKingisinfactfamilialinthatthenationalsystemisthe
extensionofthefamily.Villainsandvillainessesarekeycharactersof
historicaldramasaswell.InTheKingandI,writtenbyamalewriter,the
villainess,eventhoughverypowerful,ispoorlydrawnoutasanengaging
character.Herovertevildoing,maliciouscharacterandtheharmfuleffects
ofherwickednessdonotencourageemotionalidentificationforthefemale
audience.Herimmoralcompulsivenesspreventsherfrombeingacathartic
characterforviewers,sosheisamerecounterpartforthevirtuouswomen
inthedrama.

Thissoapoperaisoneofthemostmeaningfuldramasamong
Koreantelevisiondramasbecausethedirectortriedtoportraytherare
maleemotionalbondbybringingeunuchstothefrontofthestory.The
eunuchsarecaring,sincereanddedicated.Theirfemininetraitsallowthem
toembracethemaleemotionalbondinawaywhichisquitedifferentfrom
theusualmalebondofbattlefielddramas.

Professionaldramaspresentedinchapterthreefollowtelevision's
globaltrend.Weekday15-20episodeserialprofessionaldramasillustrate
theKoreanmythsabouttheentrepreneurialspiritwithtruestoriesof
Koreanindustry.

CityHall,atelevisionserialaboutChoGuk,ayoungmanrunning
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foraseatintheNationalAssembly,andShinMirae,ayoungwoman
runningformayorofhercity,hasbothpoliticalandromanticthemes.Cho
Kuklivesinthecomplexityofhisownfamily,pityinghismotherwhowas
abandonedbyhisfather,thepowerfulleaderofapoliticalparty.ChoKuk’s
democraticpoliticalviewsandprinciplesarequitedifferentfromhisfather’s
politicaltactics.ChoKukbreaksfromthetraditionalfilialdutyandfamily
loyaltytotheoldergenerationtoliveouthisownpoliticalagenda.Inthe
spaceofpolitics,theCityHallandthenationalCongress,ShinMirae,the
femaleprotagonist,successfullysupportsChoKukinwinninghiselection.
ChoKuktransformshisnewpoliticalrelationshipsintofamily-like
relationshipsandloyalties.Hissupportersallowhimtostophisfather's
campaignforPresidencybyassistinghiminbuildinganewpoliticalbase.
TheimplicationthatChoKukwilllaterrunforthePresidencyaddsalayer
ofchangeinfamilydynamicsontothenation’spoliticalinstitution.
ElementsofthefamilystructurepermeateKoreansocialgroupsfrom
politicaltocapitalistsystems.

UnlikeCityHall,AirCityandGoldenTimerejectpatriarchyand
familystructure.Jisung,theprotagonistinAirCity,andDr.Choe,the
protagonistinGoldenTime,havenorelationshipswithfamilyandfriends
outsidetheirworkspaceandconcentratealltheireffortsontheirworkand
projects.Bothdramasfailedtogainalargeaudiencebecausetheylacked
theexpectedentangledromanceandfamilydynamics.However,thistype
ofprofessionaldramasproducedautonomousindividualsasrolemodels.
AirCity’sJisungdesirestobeananonymousNationalIntelligence
investigatorfollowinghisownindividualcareerpurposeandgoals.Golden
Time'sDr.Choeisvoluntarilyisolatedfromfamilyandfriends,refusing
closerelationships.Hisonlyconcernissavingthelivesofthosebroughtto
theEmergencyRoom.Themaleheroesrejectromanticismandfamilial
structuresintheirworkplace.Incomparisontothemaleheroesofother
televisiondramastheyremainrelativelycoldandaloof.Thisalternativeto
othersoapoperasfallsoutsidetheusualboundsofpatriarchyfoundinthe
familystructureandsociety.Mosttelevisiondramashaveaimedat
structuringpatriarchywithvirtuousfiguresaroundtheheroesandheroines
whoplacethemselvesonapatriarchaltrajectoryandactouttheir
customaryassignedroles.

Thefourthchapterdealswithhomedramas.Homedramasor
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familydramasledtheoriginal,almostnative,tasteofKorean
entertainment,fromitsprototypesatthebeginningoftheGoldenAgesof
filmandradiototheblossomingofthetelevisionera.Thetypicalplotof
homedramasbeginswithintroducingeachfamilymemberwithinthe
contextofrelationshipswithoutandoutsidethenuclearfamily.Inmany
casesthereisanexaminationofthebondbetweenaquietunassuming
fatherandaskillfulpowerfulmotherwhosewisdomguidesthefamily.The
focusofthedramaisnotontheshort-comingofthepatriarchalhusband
andfather,butratherontheimportanceofthewifeandmotherwhohas
theintelligenceandwisdomtoguidethefamilywhileoutwardly
acknowledgingherhusband’sauthority.Thebiggesthitsinthehistoryof
Koreantelevisiondramaswereabouttheyoungergenerationandin-law
relationshipsbetweenfamilies.Televisionsoapoperastoriesprovideanew
contextforsonsanddaughterstonavigatethechangingsocialroles
betweenfamiliesconnectedbymarriagebutnolongerlivingunderthe
sameroof.

Becauseofthepopularityofhomedramas,thegenreisbeingfused
intohistoricalcostumedramasandinsomeprofessionaldramas.Home
dramasworkwellwithvariedsocialgroupsandmaintaintheinterestof
theiraudienceoveralongperiodoftimewithsomeserialsreaching
approximately150-400hoursoftelecasting.

DearParents,oneofthehitsofKoreanhomedramas,isthetypical
familystoryfullofinterestingpointstoexplore.Eachofthefamily
membersnegotiatesspacesofanxietiesstemmingfromfamilyproblems,
infidelity,divorceandclass.Asarepresentativefamilyandtheirin-laws,
thecentralfamilyinthedramademonstratestheneededvirtuesfor
buildingandmaintainingapatriarchalfamily.Itisoverloadedwithvirtues
thatguidethefamilymemberstowardsanunnaturallyperfectstructure.
Itshighidealsexplainthestressthatisgiventowomenastheemotional
centersofthefamilies.DiversityofrolesinthecharactersoftheKorean
homedramaismanifestedbestintheparents:fatherswhoarequietand
retiringormentallychallengedretireinsidethehousepassivelylisteningto
theirparents,wives,siblings,sons,anddaughters.Thefathers’contacts
withtheoutsidesocietysuchashisworkplace,theneighborhoodand
children’sin-laws,aregivenverylimitedscopeinthedramas.Powerfuland
hard-workingmothersareoftenthebreadwinnersandproblem-solversof
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thefamily.Theyregulatethehousebytheirconversationsanddialogues
onmarriageandfamilyroles.Theyencourageeachfamilymember,
supporttheirhusband’sauthorityandincessantlymakesacrificesforthe
familypatriarch.Thewomeninthefamily,mother,auntsanddaughters
gathertotalkoverthedayandthevariousmovementsinrelationshipsthat
haveoccurred.Theirpoolingofwisdom,andreleaseofemotional
difficultiesthroughsingingtogetherhelpthemtoovercomealltheir
hardshipsandtheyrenewtheirpowerandenergyforthenextday.

AnothertraitseeninDearParentsisthevirtuoussuperiorityofthe
middleclass.Thesupposedmoralsuperiorityofthemiddleclassisnotonly
aKoreanperceptionbutistheuniversalapparatusfornon-traditional
society'ssocialstratificationofequality.Therepresentationalfamilyfrom
themiddleclassisvirtue-endowed,andthefamilyrightfullyhandlesall
socialandrelationaltroublesandteachesitsvaluestotheupperclass.

Koreansoapoperasputconsiderablestressontheconceptof
virtuouswomen.Afteranalyzinghistorical,professionalandhomedramas,
somequestionsremain.WhydidthegreatwomanseerinTheKingandI
yieldherauthoritytotheyoungJo?Whydothevillainessesalwayshavea
tragicendinsteadofsuccess?CanonlyprofessionalKoreanwomenrefuse
thepatriarchalsocialsystemandbeliberatedfromit?Canthepowerful
mothersportrayedinthedramasbeusedtorationalizetheexploitationof
mothers?

Toanswerthesequestions,Iassertthatvirtuouswomenarethe
substanceofKoreansoapoperas.Fromitsstart,Koreantelevisiondramas
inheritedplotsandstoriesfrompreviouslydevelopedmediasuchasradio
andfilmwhichalmostsolelyfocusedonvirtuouswomen.Whenvillainesses
appearedinmoderntelevisionsoapoperas,theywereusedtoshinealight
ontherighteouswomenwhosupportedpatriarchalfamilyvalueseven
thoughtheyweremarriedtoweakmenormentallyincompetenthusbands.
Throughsuchdramas,mothersandwiveshadmodelsofself-sacrificeand
obediencetotherulesofKoreanpatriarchalsocietyforthesakeoftheir
families.Thevirtuouswifesometimesearnedalivingandmaintainedher
familyinthefaceofvariousthreatssuchasdivorcewhileherhusbandwas
toopassivetospeakout.However,Koreansoapoperasdidnot
imaginativelyandbravelyreversetherolesofmenandwomen.Assaid
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earlier,thestrongmothercharacterhasalonghistoryinKoreandrama
world.

Modernshortprofessionaldramasofapproximately20episodesstar
femaleprofessionalswhorejectthepatriarchalculture.Theyareusually
shownasworkaholicwomenwhoarenotdependentonanyone.Theyhave
nohavetimefordating,romanceorsocialgatherings.Theirprofession
liberatesthemfromthepatriarchalexpectationthattheywillbemothers
andwiveswhowillonedaytaketheirroleinthepatriarchalfamily
structure.Suchdramasbothmirrorandencouragethecurrentchangesin
Koreansociety.

Thelargelyfemaleaudiencefindsitsatisfyingtotuneintotheir
favoriteweeklysoapoperastowatchvirtuousmothers,wivesor
professionalliberatedwomenlikethemselvesplayinganimportantrolein
thefamilyandsociety.Theirhiddenpowertoguideandprotecttheir
familiesisrecognized.Thecomplexculturalfoundationofthepatriarchal
familyisdramatizedinthecontextofanincreasinglymodernsocietywhere
womenseekmoreequalrolesandrecognition.
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