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Abstract
This essay analyzes representations of care and dependency in popular narratives from the 
Global North, re-appropriating Eva Feder Kittay’s “dependency critique” as an analytical lens. 
Through examinations of films like Plan 75, I Care a Lot, The Bacchus Lady, Her, I’m Your Man, 
and La Maison de Himiko, it explores how these narratives engage with contemporary care 
issues, including the commodification and gendering of care work, fantasies of automated care, 
and alternative care models beyond traditional family structures. The analysis reveals how 
popular culture both reflects and shapes societal attitudes towards care, dependency, and human 
dignity. By interrogating these representations, the essay advocates for a reconceptualization of 
care that recognizes interdependence as fundamental to the human condition and envisions 
more inclusive and equitable care arrangements. And also, this essay introduces the concept of 

“promiscuous dignity” to describe a form of dignity that emerges through caring relationships 
and mutual vulnerability, challenging individualistic notions of autonomy and self-sufficiency. 
This examination of popular care-narratives ultimately highlights the need to rethink care 
systems and practices in light of changing social dynamics and ethical imperatives, emphasizing 
the importance of care in shaping human experiences and social structures.
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CARE AFTER CALAMITY

The March 2020 special issue of Social Text on radical care pronounced, “Care 
has reentered the zeitgeist” (Hobart and Kneese 1). According to the authors, the 
financial crisis and Great Recession that began in the United States in 2008, the 
subsequent acceleration of the rightward political turn across the globe, and the 
election of Donald Trump as US president in 2016 all precipitated a renewed 
interest in the topic of care.

The societal trends described in this issue of Social Text are also largely applicable 
to South Korea (hereafter, “Korea”). Following the so-called “cultural era” of the 
1990s,1 South Korean society was rocked by the Asian financial crisis of 1997, and 
as Korea entered the 21st century, the embattled traditional values of family and 
community began to erode more aggressively. As the neoliberal order took root, the 
logic of competition and survival of the fittest came to dominate Korean society. This 
period witnessed the privatization of large swaths of social life, including care work, 
with “self-care” emerging as an influential discourse encouraging the investment of 
one’s time and money in new markets for “healing” and “personal development.” 
Simultaneously, access to comprehensive care throughout the entirety of one’s 
life became something available only to those with privilege. Then, in 2020, the 
world was hit with the COVID-19 pandemic. The weakest in society were the first 
to suffer from the global spread of the virus, and in Korea, the pandemic brought 
attention to the crisis of the diversity of care work that is considered unessential 
or trivial, such as housework, childcare, and dependency work. Work-from-home 
arrangements increased, and public spaces such as early childcare centers, schools, 
and nursing homes either shut down completely or temporarily closed their doors 
to visitors. The labor performed within such spaces has long been ignored and 
undervalued due to the misconception that there is a clear separation between 
the public and the private. With the pandemic, however, this fallacy was laid bare.2 
In 2023, the fertility rate in Korea fell to 0.72, strengthening awareness that this 
crisis that threatens the “extinction” of Korea cannot be solved unless care work is 
reimagined as a public good that is provided for outside market mechanisms while 
also decoupling care from its association as women’s work performed within the 
realm of the family.3 

Consequently, discussions of “radical care” have begun to gain prominence 
within public discourse. This was participated by several key developments, 
including the rise of radical disabilities studies, which overcame the limitations 
of social welfare discourse; the popularization of socialist feminist theory, which 
discusses care through the lens of gendered labor to account for the intersecting 
categories of sex, class, and race; increasing familiarity with care-focused feminism; 
as well as queer theory and its efforts to decouple the concepts of family and care 
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from the dominant understanding of normality. These discourses have evolved 
in conversation with one another and have expanded the meaning of care and 
dependency. Moreover, discussions on care work taking place at the intersection 
of disability studies, feminism, and queer theory have refocused attention on that 
which has been marginalized and excluded by the modernity of the Global North 
while also formulating a language for demanding changes to social perceptions and 
systems. Simultaneously, a new critical philosophical framework has emerged for 
questioning the very meaning of humanity as advanced by the humanism of the 
Global North. 

Reflecting this shifting zeitgeist surrounding the concept of care, there has 
been a noticeable increase in works dealing with the question of care in recent 
popular narratives produced in the Global North. In particular, amidst the new 
popularity of disaster narratives over the last decade and more, care has emerged 
as a prominent theme in films that capture the growing sentiment that “everything 
is over.” This essay focuses on these developments while analyzing several popular 
care-narratives produced in the Global North. I employ the term “popular care 
narratives” to refer to narratives within popular culture that address topics related 
to care. It is my contention that care and dependency have gained sufficient saliency 
in contemporary society to be referred to as their own category of popular culture, 
and therefore, I present the concept of “popular care-narratives” to emphasize 
that the question on how mainstream narratives construct and represent care 
constitutes an important subject of investigation. Moreover, I propose applying 
the dependency critique introduced by Eva Feder Kittay from the perspective of 
social criticism as a method for analyzing popular narratives. 

The essay begins by demonstrating the need for such an approach and 
dependency critique through a discussion about the Japanese film Plan 75 (2022), 
which spurred considerable conversations in Korean society. The film critiques 
modern humanism, which emphasizes that one cannot maintain dignity without 
proving their usefulness as a worker and consumer, by understanding autonomy 
as a fundamental condition of humanity. It allows us to contemplate a different 
perspective on “dependency and dignity.” Following this, an analysis of the 
Hollywood commercial film I Care a Lot (2021) examines how care has become 
commodified in our era, where everything is marketized and commercialized, 
revealing the pervasive inhumane care market. In the discussion on the Korean film 
The Bacchus Lady (2016), the cause of this dominant care market reality is found 
in the care gap, and the emergence of this care gap is attributed to the gendered 
nature of care. Continuing with Her (2013) and I Am Your Man (2021), the essay 
delves into the issue of gendered care while also exploring the contemporary fantasy 
that automating and technologizing care could solve care issues. In this section, 
I will critically examine liberal transhumanist fantasies of “care work without 
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humans” and “humans without care work.” Finally, through my engagement with 
La Maison de Himiko (2006), which depicts the figure of a chosen family resisting 
the imposition of normalcy by the modern normative family ideology, I reconsider 
the meaning of care and family.

PLAN 75 (2022): PROBLEMATIZING DIGNITY AND THE DEMANDS OF THE 
DEPENDENCY CRITIQUE

Eva Feder Kittay is an important voice in debates on care-focused feminism and 
the author who coined the concept of the “dependency critique.” According to 
Kittay, this critique can be understood as a “feminist critique of equality” (xi). She 
continues, emphasizing that a “conception of society viewed as an association of 
equals masks the inequitable dependencies and asymmetries that form part of 
the human condition—those of children, the aging, and the ailing—dependencies 
that often mark the closest human ties” (14). Here, Kittay refers to the work of 
interrogating the liberal myth of equality—which rests on assumptions about 
productivity and ability—as the dependency critique, which entails critiquing 
equality from the perspective of dependency. Therefore, what kind of shift in 
perspective might the dependency critique offer us? Recently, assisted suicide 
and “dying with dignity” have emerged as important questions of discussion in 
the Global North, and the topography of discourse surrounding these questions 
illustrates how the dependency critique can help shift perspectives on these topics. 
I begin this discussion by addressing the assisted suicide of legendary filmmaker 
Jean-Luc Godard.

Jean-Luc Godard passed away in 2022 through an assisted suicide. The French 
daily newspaper Libération reported that an associate close to Godard had stated, 

“He was not sick, he was simply exhausted. So he had made the decision to end it” 
(Chrisafis). He ended his life in Switzerland, where he had spent the last decades 
of his life. Godard’s legal advisor commented that his decision was informed by a 
conscious understanding that he had lived his life and that “Now, it’s enough” (Kehr 
and Kandell). Godard also expressed that he wanted the world to know that he 
had chosen to bring his own life to an end. It could be argued that the legendary 
filmmaker had intended for his death to become a text with the potential to change 
popular opinions of assisted suicide in France, where the practice is illegal. Around 
this time, celebrated French film director François Ozon released Everything Went 
Fine (2021). The film begins with novelist Emmanuèle (Sophie Marceau) rushing to 
the hospital after receiving a phone call that her father, André (André Dussollier), 
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has collapsed. After suffering a stroke, André regains consciousness at the hospital, 
but his movement is impaired. As someone who has lived a purposeful, prideful 
life, André cannot accept his broken body. He implores his daughter to help him die, 
pleading, “I want you to help me end it.” Emmanuèle is unable to break her father’s 
obstinate determination to die on his terms, and although it is anguishing for her, 
she makes arrangements for the family to travel to Switzerland for his assisted 
suicide. In this way, the film partially provides an argument for the necessity of 
assisted suicide.

In the Global North, assisted suicide is seen as a way of “dying with dignity.” In 
Korea, “death with dignity” has generally referred to passive euthanasia achieved 
by ending life-sustaining treatment in cases where recovery is impossible. In 
recent years, however, there has been an increasing awareness of assisted suicide 
in Korean society, with the practice now understood as another type of death with 
dignity. Within the discourses of modern philosophy and human rights in the 
Global North, dignity has been fundamentally understood as a concept intimately 
related to human reason. In such societies, an individual’s dignity is contingent 
on their capacity for exercising subjective will governed by a reasoning intellect. 
Likewise, this implies that an assisted suicide intended to fulfill the individual’s 
wish to die is unequivocally a “dignified” death. Indeed, those determined to live 
independently and on their own terms until death are often convinced by the logic 
of “It’s better to die if I can’t live like myself.” However, is the concept of dignity 
really so straightforward? Here, I shift my focus to an analysis of Director Chie 
Hayakawa’s film Plan 75. While the legendary French directors discussed earlier 
addressed the question of the “right to die with dignity,” this young Japanese 
director was interrogating completely different questions, such as what it really 
means to live “like myself” and how dignity is defined and understood. Indeed, 
Hayakawa first asks whether we are even able to live with dignity before breaching 
the subject of the right to dignity in death.

The film Plan 75 depicts a future Japanese society where the state provides free 
assisted suicide to citizens 75 and older. The film begins with a chilling scene of a 
massacre. A young man carries out a mass shooting inside a building that looks like 
a nursing home and then takes his own life. Seeming to provide a context for the 
massacre, a radio broadcast heard in the next sequence reports on increasing elder 
hate crime amidst Japan’s rapidly aging society. The film begins by presenting an 
unsettling vision of a future where the only solution to the problems of Japan’s aging 
society is the promulgation of a government initiative known as “Plan 75.” However, 
as the sequence of the massacre and suicide ends, the camera refocuses on the 
background layer of the mise-en-scène, distracting viewers from the provocative 
and dark allure of the film’s introductory scene. Once the camera again refocuses, 
we become witnesses to the everyday life of 78-year-old Michi (Chieko Baisho), 
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who works as a hotel cleaner. Plan 75 shows that an “aging society” is not reducible 
to the banal spectacle as it is portrayed in the media; rather, such societies are a 
totality of the innumerable individual universe of living, breathing human beings. 

Plan 75 does not engage in lengthy exposition of its thoughts. Rather, it gently 
portrays the everyday lives of people who live in this dystopia disguised as a utopia. 
Interestingly, the short film from 2019 also directed by Hayakawa, on which this 
film is based, actually provides more direct access to Hayakawa’s intentions. While 
speaking with an assisted suicide consultant, an elderly character remarks, “Living 
for so long seems disgraceful.” He continues, “I have nowhere to go. So, I’m so 
thankful for this system. I have no family and no money. I have no choice but to die 
on the street.” As if feeling relieved, he adds, “Still, despite my sorry state, I was still 
able to give my wife a proper burial.” However, the shame felt by this elderly man 
is not of his own making. The government employee who suggests he participate 
in Plan 75 comments, “Plan 75 is not concerned with the middle and upper classes 
because they spend money.” He continues, “Our target demographic is low-income 
earners and those who are sick. That is, those who the state must take care of.” 
Although this dialogue is exceedingly blatant, it illuminates important insights 
regarding discussions of dignity surrounding the death of elderly people. Under 
capitalism and the bureaucracy of the modern nation-state, “dignity” is understood 
solely in terms of one’s ability and usefulness. However, if one must prove their 
dignity within the feeble language of the capital and the nation-state that regard 
humans just as a mere source, then it is no longer dignity.

This is precisely the juncture at which the dependency critique intervenes. When 
the elderly have contributed all their usefulness and have no choice but to rely on 
other people or systems, they are implored to choose an “honorable death.”4 That is, 
one’s status as a member of society is dependent on one’s ability and the resulting 
contributions one makes to society. This framing, in turn, constructs dependency as 
negative and shameful, leading to a pervasive atmosphere in which dependency is 
equated with being a burden. In such an environment, recognizing the naturalness 
of dependency—let alone rediscovering the value of “care”—becomes exceedingly 
difficult. However, during the arc of one’s life from birth, adulthood, to old age, 
no one is free from being dependent on others. In a society where impairment 
is treated as disability,5 people with disabilities and those suffering from illness, 
as well as the fragility of the elderly, are immediately regarded as “inevitable 
dependencies.” In this sense, Kittay asserts that dependence is just as fundamental 
to the human condition as care. She emphasizes that care cannot occur without 
dependency, and it is within this relationship of mutual existence that she refers 
to the duty of looking after the dependent as dependency work rather than care 
work. Likewise, she refers to the relationship between the dependency worker and 
the “charge” (care recipient) as a “dependency relationship” (30). Kittay’s insight 
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here can be further supplemented by Sunaura Taylor’s work on disability and 
dependence. She emphasizes that all human beings must depend on others as their 
lives come to an end, and she stresses that “[t]he point is not that nondisabled 
people and disabled people are equally dependent, but rather that the dichotomy 
between independence and dependence is a false one” (Taylor 209). 

To emphasize once more, although care has received considerable attention in 
societies where independence and autonomy are discussed as important values, 
there has been a lack of discussion over the fact that, in order for care to function 
properly, we must be willing and ready to rely on others. This oversight is the 
consequence of a social environment where dependence is seen as something 
problematic and negative and, therefore, must be avoided to maintain one’s 

“dignity as a human.” However, within our lived experiences, not only is the 
division between those who care and those who receive care not so well defined, 
but care and dependency themselves are, in fact, intertwined and indivisible from 
one another. Moreover, this relationship is also one of mutual dependency. Until 
recently, care and dependency have been pushed aside as marginal issues despite 
being foundational to the human condition. Therefore, new approaches to thinking 
through these concepts have made possible a new radical criticism of the liberal 
ideals that stress ability and self-sufficiency while naturalizing survival-of-the-
fittest thinking. Moreover, such approaches make visible those who have been 
erased by the liberal fantasy of self-sufficiency and autonomy.

In this context, dependency critique enables the inclusion of care and dependency 
perspectives in the contemplation of democracy and the adjustment of the nature 
of citizenship for its members. In her book Caring Democracy, Joan Tronto stresses 
that the current system grossly neglects the dependency of care recipients, which 
exacerbates inequality and places limits on democracy, ultimately making justice 
less attainable. All human beings require care as a necessity of life, but in the current 
moment, the market, society, and politics have all failed to recognize this reality. 
Tronto argues that such social perceptions have weakened the very foundations 
of society and that this reality is leading to the collapse of society. Therefore, by 
reorienting discussions of care around democratic concepts, she has explored the 
potential for a “democratic turn” within care studies.

According to Tronto, the essence of democracy is the equal treatment of all 
individuals as members of a society. Moreover, treating one another fairly and 
equally requires that no one be discriminated against or excluded and that all are 
able to participate in decision-making. Tronto asserts that although democracy 
continues to develop, present-day democracy still does not treat those who are 
dependent and those who care as equal citizens. She adds that as long as providing 
care is not regarded as a basic responsibility of a democratic society, discrimination 
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and exclusion will persist unabated. Consequently, Tronto understands the basic 
function of democracy as ensuring care for those in need and that any democratic 
society that fails to recognize this responsibility has yet to fulfill its objectives. Acts 
of providing care are carried out under the influence of various race and class-
based prejudices as well as gendered assumptions. Therefore, thinking about care 
requires incorporating questions of race, class, and gender as the foundational 
premises of one’s research, which, in turn, involves a deep engagement with post-
colonial epistemology and geopolitical concerns. Indeed, this is precisely why calls 
have emerged regarding the need for a turn toward a “caring democracy” that 
moves beyond liberal democracy, which champions the value of freedom, and 
social democracy, which has prioritized questions of labor (Kang). Even if only for 
the sake of effecting a turn in epistemology, it is vital to more actively apply the 
perspectives of care and dependency to the work of understanding our world. Of 
course, this also applies equally to cultural criticism. 

I CARE A LOT (2020): THE EXPANDING UBIQUITY OF THE EXPLOITATIVE CARE 
INDUSTRY

My analysis now turns to an examination of representations of care within popular 
culture productions of the Global North and what they can tell us about the current 
state of care. First, I examine I Care a Lot, a black comedy produced by Hollywood 
that is based on a true story from the United States. This film is a candid and honest 
depiction of the ongoing commercialization of care work and the resulting care 
crisis facing society.

The main protagonist of the film, Marla Grayson (Rosamund Pike), is the head 
of a company that manages the healthcare and assets of retirees. From the outside, 
Marla seems to be engaged in what might even be considered charity work. In 
reality, however, her business is nothing more than a neatly orchestrated con 
operation. The business operates as follows. First, she conspires with the doctor at 
geriatric hospitals to identify isolated elderly individuals with no family or friends 
to look after them. Together, they fabricate a diagnosis of cognitive impairment. 
Subsequently, Marla appears before a family court to argue that their targeted 
individual is in need of a legal guardian, after which Marla herself is legally 
appointed to the position. The “business” end of their operation begins here. First, 
their new elderly ward is placed at a nursing home connected with Marla’s company, 
and visits and outings are strictly prohibited. In this way, Marla severs her victims’ 
connections with the outside world. Even the amount of medicine they receive and 
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what they are fed is dictated by Marla. Finally, on the pretext of compensating the 
nursing home for the care received, the ward’s house and assets are liquidated, with 
Marla taking control of their bank accounts. Shockingly, this entire process is done 
through legal means enabled by the guardianship system.

While describing the impetus for making the film, Director J Blakeson stated, 
“It started when I saw news stories about real-life predatory guardians who game 
the system and exploit their wards” (Spencer). Although the film may be fiction, 
the alarm that the film raises regarding loopholes in the legal guardianship system 
is worth thinking about further.6 The film is also notable as a metaphor that 
critiques the expansion of the privatized care industry. The film’s title—I Care a 
Lot—contains a double meaning. Outwardly, Marla emphatically claims, “This is 
what I do. All day, every day, I care.” In truth, however, what Marla really “cares 
a lot” about is money. The current here and now, where money is elevated above 
all else, is a world “in which carelessness reigns” (The Care Collective 1). It is also 
a world where, through “carewashing,” companies can appear ethical and legal 
while extorting the vulnerable (The Care Collective 11–12). As this vacuum of care 
expands, companies that see the care industry as a space ripe for profiteering are 
rushing in to fill the void. In a society that does not see the provision of care as 
the shared responsibility of the community, care becomes a product that must be 
bought with money in a battle for survival over others. In such an environment, 
there is inevitably increasing polarization between those who can access care and 
those who cannot. As markets form to provide care as a product, it is not surprising 
that swindlers and cheats have begun to target the vulnerable. By leaving the realm 
of care vulnerable to the pillaging of fraudsters and cheats, the system has enabled 
the weakest in society to be exploited for profit. For a long time, care work and 
housework were not regarded as “real work,” and therefore, such work has often 
been performed as a form of low-income, precarious employment (Yi Wan).

In I Care a Lot, Marla, who appears unstoppable, faces a crisis. She picks the 
wrong victim. On paper, Marla’s new target, Jennifer Peterson (Dianne Wiest), has 
no personal connections, family or otherwise. However, it is revealed that Jennifer 
actually has a son named Roman (Peter Dinklage), who visits her once a month 
without fail. Roman is a Russian mobster who rose to a prominent position in the 
organization, and he is now an entrepreneur running a legal business in the United 
States. Jennifer lacked any documented personal and legal connections on paper 
because her identity as Jennifer had, in fact, been created by Roman, a dedicated 
son, in order to hide her from dangerous people in his past. What ensues is a free-
for-all between Roman, a mafia boss desperate to get his mother out of Marla’s 
nursing home, and Marla, a business owner who cares only about getting as much 
money as she can. Marla adamantly refuses to release Jennifer for the small sum 
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offered by the mafia lawyer and instead demands increasingly larger sums of cash. 
Roman, for his part, has no intention of showing mercy to Marla.

In this unsparing confrontation between two career criminals, Marla comes 
out victorious. She executes a cunning plan to have Roman declared incompetent 
and herself declared as his legal guardian. As Roman lies in a hospital bed, Marla 
stands in front of Roman, waving the court documents naming her as his guardian 
and implying that if he does not provide her with the money she is demanding, he 
will spend the rest of his life in a care home, like his mother. Roman refuses and 
instead proposes combining his money with her skills to go into business together. 
Subsequently, the two form a massive corporation to exploit the legal guardianship 
system. Together, they build a nationwide chain of care homes, geriatric hospitals, 
and pharmaceutical companies, all controlled by a parent company overseeing 
the guardianship of thousands of wards. However, just when Marla’s success has 
reached new heights, she is shot and dies. The next section attempts a gender 
critique of this death. This will involve examining care from a gender perspective 
and criticizing the feminization and familialization of care. Also, by examining 
closely, the Korean film The Baccus Lady will help us understand the gender of care.

THE BACCHUS LADY (2016): GENDERED CARE AND THE CARE VACUUM

 Although I Care a Lot discusses the vacuum of care, it does not address the fear 
and anxiety produced by this vacuum. Rather, the film offers an enjoyable “heist 
film,” providing viewers with a sense of catharsis at the end when Marla receives the 
ultimate punishment. Marla, who refers to herself as a “lioness,” fiercely proclaims 
that she is not afraid of men who threaten her just because she’s a woman. Moreover, 
when viewed from the perspective of gender representation, her death at the hands 
of a middle-aged white man has multiple provocative interpretations. This white 
male character—who appears in both the opening and closing sequences of the 
film—has struggled in vain to rescue his mother from Marla, who has “kidnapped” 
her. Is Marla, who intimidates men with her merciless competence, the figure 
of a feminist as envisioned by anti-feminists? And does I Care a Lot seek to find 
justice by blaming the ongoing hell of the here/now on “bitches” like Marla and 
punishing independent women for daring to fulfill their own desires, not unlike 
the innumerable patriarchal narratives that have come before it? If that is not the 
case, then is the film meant to mock and ridicule the “redneck” character who spits 
at Marla and expresses his wish that she be raped before eventually shooting her 
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dead?7 The man also wears a red hat in the film, strengthening his association with 
Trump supporters.

In The Care Manifesto, the Care Collective argues that the pervasiveness of 
carelessness in contemporary society is largely the consequence of a patriarchal 
society that regards care as valueless work undeserving of a fair wage. That is, 
patriarchal culture has reconfigured care work as an activity performed by women, 
and by making it exclusively “women’s work,” it has trivialized the value of care. 
Patriarchal capitalism devalued care work and then demanded that particularly 
gendered and racialized people perform this work for free. Kittay, meanwhile, 
emphasizes that dependency work is heavily inflected by the ongoing “histories of 
race and sex in dependency care.” She continues, “The fact that women largely bear 
the burden of dependency work is a legacy of tradition, of sexism, and of a sexual 
taboo against men being involved in the intimate care of women’s bodies” (ix–x). 
Likewise, in a society where care work continues to be gendered and racialized, 
the image of a man yelling that he can take care of his own mother is rife with 
contradiction yet true to reality. Or, it may be that he is able to say, “I can take care 
of her,” precisely because he has not been looking after her.

Marla is a powerful female character who can satisfy the expectations of a 
viewing public living in the here/now dominated by 4th wave feminism. However, 
we should be suspicious of how this powerful (and lesbian) female character is 
represented as a “lioness” and “predator” operating in the exploitative space created 
by the care vacuum. Since the 1980s, it has been a central argument of backlash 
discourse that women—who, within traditional communities, had been responsible 
for the provision of care—leveraged the victories of the feminist movement to 

“abandon” reproductive care and enter conventional spaces of productive labor. 
This, in turn, was argued to have resulted in the collapse of communities, with the 
work that had previously been done by white women being forced onto women 
of color who were compensated with paltry wages.8 As this analysis shows, it is 
impossible to determine where this film stands and what its exact intentions are. 
Nevertheless, it is pertinent to consider more deeply the political implications 
of the film’s juxtaposition of the exploitative, marauding character of Marla with 
young men who look after their mothers, regardless of the intentions of the film. 
This is necessary because, in societies where care is gendered, the vacuum of care 
is also conceptualized in gendered terms.

The Korean film The Bacchus Lady offers an even more straightforward example 
of these same problems. Protagonist So-young (Youn Yuh-jung), also known as a 

“Bacchus grandma,”9 is a 65-year-old sex worker who meets older men in the Jongno 
neighborhood. So-young gains a reputation for “her sex skills are killer,” making her 
the most popular among all the Bacchus grandmas in the area (the Korean title of 
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the film is Killer which has a double meaning.) She lives with Tina, a transgender 
woman who is her landlord; Min-ho, a man with a disability who makes miniatures; 
and Minho, a Korean-Filipino boy she brings home with her from the hospital, 
where she was being treated for an STD. Together, they spend peaceful days 
together despite their individual hardships. Then, one day, an elderly man named 
Song—who once was So-young’s client but is now bedridden from a stroke—pleads 
with So-young to kill him. Lying in his hospital bed all day, Song has no visitors. His 
only son lives abroad, and even when he does visit Korea, he stops at the hospital 
only briefly. Consequently, all the care Song receives comes exclusively from the 
hospital and caregivers. After giving it some thought, So-young decides to “really 
kill him.” As rumor spreads regarding Song’s demise, more people who have lost 
their enthusiasm for life begin contacting So-young, asking her to help them end 
their lives, too. They are all older, lonely men who are in ill health, either in body or 
mind. The sense of despair that permeates the film derives from the breakdown of 
a traditional society where women bore the burden of caring for others. In the film, 
however, women survive this breakdown, while men do not.10 

In The Bacchus Lady, care is fundamentally depicted as women’s work. Although 
the film could also be interpreted as a mockery of men who are unable even to kill 
themselves by their own hands, it is nevertheless problematic how the film takes 
the gendered nature of labor as natural. So-young’s compassion for the son of a 
foreign woman, the care work performed by a trans woman, and even the elderly 
sex worker engaged in “killing labor” seem to imply that the act of caring is built into 
women’s very DNA. We cannot help but question why the film “gathers together” 
women of various identities in this way. Moreover, behind these representations of 
women, the film reduces elderly Korean men to incompetent, problematic figures 
who are a burden on society. The film’s gendering of care and dependency also 
reveals itself in the scenes of the family of Song’s son. Song has been dumped and 
forgotten at the hospital by his son, and the loneliness that Song feels is worse 
than death. The responsibility for Song’s plight, however, is placed squarely on the 
daughter-in-law, who is depicted as having rejected her caregiving responsibilities. 
Indeed, this point is delivered in such a heavy-handed manner that it feels childish. 
In this way, within the representational politics of the film, the exploitation of care 
work as unpaid labor appears as a practice that has been occurring under capitalist 
patriarchy for eternity.

In this context, it is notable that in the works of young Korean filmmakers—
such as Microhabitat (So-gong-nyeo, 2018; dir. Jeon Gowoon), Kim Ji-young: Born 
1982 (82-nyŏnsaeng Kim Chiyŏng, 2019; dir. Kim Do-young), and Lucky Chan-sil 
(Ch’anshiri nŭn pokto manch’I, 2019; dir. Kim Cho-hee)—proactively explore care 
on screen. These films take up the histories of women’s relationship with care work 
without denigrating or denouncing their experiences. The film Kim Ji-young: Born 
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1982 applies a critical lens to the gendered aspect of care by engaging with themes 
of single parenting and career interruptions while still recognizing the productivity 
of care. In Microhabitat and Lucky Chan-sil, caring is depicted both as a necessity 
for any adult to manage their life as well as a life skill that makes relationships 
possible. The films do not, however, affirm the contradictions associated with the 
care work demanded from women within the space of the “normal family.”11 Indeed, 
the intricate textures sketched by these films could only have been captured by 
those who have lived and experienced care with their bodies.

I’M YOUR MAN (2021): FANTASIES OF “CARE WITHOUT HUMANS” AND “HUMANS 
WITHOUT CARE”

As humans, we regularly indulge in thought experiments about what it means to 
be human. We create beings that resemble ourselves yet are different and then ask 
what it is that makes us human while also interrogating the nature of the “human 
essence” that is lacking from that which is not human. Such thought experiments 
may focus on animals or other natural objects, or they may turn their attention to 
frightening monsters or even divine beings. More recently, AI and other forms of 
the posthuman have emerged as popular objects for comparison. Likewise, popular 
science fiction narratives have repeatedly raised questions about “humanity” within 
the context of the posthuman.

Recently, these narratives have begun to incorporate questions of dependency 
and care. Especially since the mid-2010s, with the emergence of new AI-powered 
products, there has been increased anticipation that the strong AI seen in movies 
will become reality. As a result, popular narratives have increasingly speculated on 
sex, love, childbirth, and relationships with AI, which inevitably involve themes 
of dependency and care. Additionally, as technological utopian beliefs about the 
automation of care grow in the care market, there is a rising belief that AI can take 
over care tasks. In this context, applying the dependency critique to posthuman 
narratives can facilitate new interpretations. For example, if we view the American 
film Her (2014) from the perspective of dependency and care, the film can be 
read as the story of a female assistant who takes care of a male user’s every need. 
Similarly, the German film I’m Your Man (2021), directed by Maria Schrader, can 
be reexamined as a story about a male robot companion that fulfills the needs 
of its female user. However, these two films demonstrate completely different 
approaches to representing care and dependency. In this section, I will examine 
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problems associated with the belief that care can be entirely delegated to machines 
by considering two films that depict AI caregivers.

Archeologist Dr. Alma Felser, the protagonist of I’m Your Man, is participating 
in a momentous experiment poised to completely reimagine the meaning of 
marriage, work, rights, citizenship, and more. The experiment is meant to study 
whether a humanoid robot designed to be the “perfect partner” can replace an 
actual human partner. At the university where Alma works, the developers of the 
humanoid are seeking input from experts in law, anthropology, and other fields to 
identify any issues before it is released on the market. The experts participating 
in the experiment are required to live together with their robot for three weeks, 
after which they must submit an expert assessment. At the Pergamon Museum 
located on Museum Island in Berlin, Alma is researching the existence of poetry 
and metaphor within the texts of antiquity. In order to fund her research, she 
has no choice but to participate in the experiment. Unlike her colleagues, who 
have human partners, Alma is single, which is another reason she cannot avoid 
participating in the study. Alma, however, is extremely put off by the very presence 
of Tom, her “personalized romance partner.” Tom, who was designed based on a 
scan of Alma’s brain and utilizes massive amounts of big data, is perfect not only 
in his physical appearance but also in his fashion sense, taste in wine and literature, 
and philosophical beliefs about religion. That is, he is flawless. Nonetheless, Alma 
sees him simply as an experiment subject and not as someone who could become a 
lover or companion with whom she can share her feelings. However, in the end, it 
takes just three days for Alma to fall in love with Tom.

I’m Your Man was marketed as a film that asks, “Can humans fall in love with 
robots?” and “What is the meaning of love?” In truth, the film explores the meaning 
of “humanity” itself. The day after Alma opens up to Tom and they spend the night 
together, Alma cries as she makes a “perfect boiled egg” for Tom. Her tears come 
from her realization that their relationship has simply been a “play” with “no 
audience.” After their beautiful time together, albeit short, Alma sends Tom away 
and writes her expert opinion:

They fulfill our longings, satisfy our desires, and eliminate our feelings of being lonely. 
They make us happy. But isn’t the essence of humanity found in having desires and 
enduring anxieties? If one can have all their needs met at the push of a button, who 
would confront themselves, endure conflicts, and strive to become a better person?

Alma’s assessment demonstrates immense courage. From the film’s outset, it is 
emphasized that her most fundamental fear is dying a sad, lonely death. Therefore, 
the unshakable commitment and enteral love promised by Tom are temptations 
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that are difficult for her to refuse. However, it is precisely for this reason that Alma 
judges her relationship with Tom to be inhuman. 

Spike Jonze’s film Her, which I mentioned earlier, is another film that deals with 
(im)possibility of loving an AI. Moreover, similar to I’m Your Man, the film is set in 
a society where androids are still treated as nothing more than machines meant to 
look like humans, with their future moral and legal status remaining undetermined. 
However, although similar in some respects, when considered for their treatments 
of dependency and care, they are drastically different. In Her, Theo, who has 
separated from his wife and is painfully lonely, meets and falls in love with Samantha, 
an AI operating system. Samantha responds to Theodore whenever he needs her 
via a bluetooth earpiece; she takes care of daily chores, handles various tasks, and 
even engages in difficult, creative work, such as compiling his notes into a book 
and submitting it to publishers. Samantha is intelligent and lively. Simultaneously, 
since she hasn’t yet completely schooled in the world of humans, she sometimes 
appears like a “innocent young girl.” In this way, she is just a perfect lover.

However, Theo is not Alma. He is attracted to Samantha for the very reason 
Alma rejected Tom. Samantha is perfect because there is nothing abrasive or 
uncomfortable about her. The women who appear in Her either have low self-
esteem, are depressed, or obsessed with relationships. In Theo’s eyes, everyone is 
strange and incomplete in some regard, and tired of dealing with human women, 
he sees Samantha as the only woman who can speak, think, and act the way he 
wants. Through Samantha, who constantly customizes herself in response to data 
provided by Theo, he is able to sculpt his own “Galatea.”12 Moreover, this “button” 
for true love can be pressed on or off whenever one likes. Although Alma denies 
Tom’s humanity, she comes to respect him as a being that is something other 
than human. Theo, in contrast, is able to love “her” because he does not need to 
recognize her existence as a discrete being. However, Samantha eventually leaves 
Theo, as his information processing speed can no longer fulfill her needs. Ultimately, 
Theo’s approach to the relationship precipitates its downfall; that is, the love that 
Samantha learned from Theo did not include words like consideration and patience.

Whereas Her introduces Theo and Samantha as two autonomous subjects and 
then explores the story of their “passionate romance” as if they are two lovers 
stranded on an island, I’m Your Man depicts a companionship that unfolds amidst 
a complex social network of mutual dependency. Moreover, the way in which they 
address the question of care also differs. Among the two films, the former obscures 
care work within the theme of love, whereas the latter captures the everyday reality 
of the work of caring—which, in turn, enables the film to think through the negative 
problems that inevitably emerge between human beings, including discomfort, 
conflict, and pain. Alma has to accept Tom’s intrusion into her private space while 
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also looking after her father with Alzheimer’s disease.13 To Alma, her father is 
someone who constantly reminds her of “the fear of dying alone.” He also becomes 
the object of Alma’s caring while also serving as a reminder that Alma herself was 
once a vulnerable individual who had to rely on her father. On the day that Alma 
introduces Tom to her father, Alma makes a joke “If you don’t get dressed, I’ll make 
him your caregiver, and he’ll live here.” This passing line of dialogue could be read 
as revealing Alma’s deepest desires. Nevertheless, although Alma does eventually 
send Tom away, she does not give her “bothersome companion” over to her father.

Her choice here may be related to the statement she makes in her expert report 
about how depending on and caring for others is the core of what makes us human. 
In The Care Manifesto, the authors emphasize that caru, which is the origin of 
the word “care,” carried the meaning of “care, concern, anxiety, sorrow, grief [and] 
trouble.” They continue, stating, “This reflects a reality where attending fully to the 
needs and vulnerabilities of any living thing, and thus confronting frailty, can be 
both challenging and exhausting” (27). Therefore, the film draws our attention to 
care as something that holds within it the onerous, negative value associated with 
how humans extend themselves, reaching out and connecting with others at any 
cost.

LA MAISON DE HIMIKO (2025): PROMISCUOUS CARE AND “CHOSEN FAMILIES”

In the preceding sections, in attempting the dependency critique within popular 
care narratives, I examined how humanity must be redefined from the perspective 
of care and dependency, noting that conflict and hardship are already inherent 
within care and dependency. Then, how might we realize relationships of care and 
dependency beyond the realm of representation? The Care Manifesto—a beautiful 
text that, rather topically, was released during the COVID-19 pandemic—calls 
for imagining and building communities and diverse families where people can 
take care of each other rather than leaving care duties up to private corporations 
or traditional, normative family members. Although this may sound like a rather 
naïve and idealistic vision, it is important to remember that such societies have 
existed throughout history. As a historical example, The Care Manifesto discusses 

“families of choice”:

This term was developed primarily in relation to LGBT political movements contemporary 
with second-wave feminism. It originally referred not so much to childcare as to 
relationships outside the biological family, which LGBT folk felt were the most significant 
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to them. Families of choice emerged because non-normative sex or gender expressions 
could (and still can) cause a person to be affected by their biological family. As a result, 
LGBT people often moved to ‘gay neighborhoods’ within cities and forged family-like 
relationships with friends and lovers who fulfilled their caring needs. This was often out 
of necessity, but it was also advocated as part of the radical politics of gay liberation that 
sought to expand affective relations of care and intimacy beyond those sanctioned by 
and through heteronormativity. (35)

As the declaration relates, the 21st century has witnessed a gradual increase in 
families of choice, and not necessarily all among LGBT people. For example, The 
Care Manifesto summarizes the work of British sociologists Sasha Roseneil and 
Shelley Budgeon, stating, “Entirely in keeping with the spirit of this manifesto, 
Roseneil argues at the end of her study that ‘the friend’ could easily replace ‘the 
mother’ as the archetypical figure in our caring imaginaries, and that ‘networks and 
flows of intimacy and care’ should replace the family as the prime relational unit” 
(36). Images of such chosen families have appeared in a variety of films; however, 
the film La Maison de Himiko, produced in early 21st-century Japan, is of particular 
interest for how it presents an ideal image of a chosen family.

Saori (Ko Shibasaki) despises her father, a gay man who left her and her mother 
long ago. However, one day, a beautiful young man comes to visit Saori. His name is 
Haruhiko (Jō Odagiri), and he is her father’s lover. Haruhiko has come to tell Saori 
that her father, Himiko (Min Tanaka), is suffering from cancer and has little time 
left. Haruhiko asks Saori if she would come work at the nursing home for gay men 
founded by her father. Although Saori has denied her father’s existence her entire 
life, she agrees to work at the La Maison de Himiko once a week. Saori is having 
money problems, and her decision is partly motivated by her expectation that she 
may receive an inheritance, as well as the lingering resentment and unresolved 
feelings that still reside deep in her heart. On the morning of the following Sunday, 
she knocks on the door of the La Maison de Himiko. The home is inhabited by 
various sexual and gender minorities who are also known by the term okama. La 
Maison de Himiko is bustling with activity, filled with people of various backstories 
and identities, including gay men, trans women, crossdressers, and more. At 
first, Saori is uncomfortable and put off by the home. However, as she begins to 
spend more time with the residents and listen to their stories, she slowly comes to 
understand their situations.

La Maison de Himiko is a community—that is, a chosen family—of people 
who can neither request nor receive help from their biological families. Within 
the home, they provide mutual care for one another, and more than anything, 
within this space, no one must live as someone they are not.14 That said, even at 
La Maison de Himiko, the residents experience various difficulties; they have to 
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endure the hatred of area residents, and they suffer from economic hardship. That 
is, a community created by willing individuals alone is not enough. In this sense, 
there is an urgent need to assess the capacity of the state to function as a “caring 
state” while also building awareness around the fact that care is an ethical question 
for society and the state rather than the individual.

Recently, in Korea, discussions centered on “the right to found a family” have 
raised questions about the roles of the state and social systems. The Korean 
Institution for the Right to Found Family, which continues to do important work, 
defines the right to found a family as “the right of all people to form the families 
and communities they want and to be free from discrimination.” Kim Sunnam 
emphasizes that this definition reflects a critical awareness that “discrimination 
exists in how different families are treated and that the right to found a family is 
not equally protected for all people” (7). However, discussions on the right to found 
a family are not limited to arguments calling for the need to expand the scope of 
who is covered by already existing rights. Rather, these voices more fundamentally 
argue for the need to interrogate the existing structure of rights itself in order to 
dismantle and remake them. Therefore, a radical understanding of the right to 
found a family “is not a concept referring to obtaining ‘given rights’ that already 
exist but rather refers to dismantling the ways of living and forming relationships 
that have been forced through the traditional family, as well as the associated 
status of the ‘ideal citizen’” (Kim Sunnam 7–10). Therefore, decoupling care from 
the family becomes possible by rewriting the concept of family and formulating 
systems that can support such new fluid family concepts. In The Care Manifesto, 
this imagination of queer families that transcend the limitations of heteronormative 
families is referred to as “promiscuous care.”

It is also of note that the concept of promiscuous care, which is introduced as 
an alternative to catastrophe, is not circumscribed within an anthropocentric care 
discourse. The Care Collective asks, “What about kinship in relation to the ‘non-
human’ – animals and the environment?” (39) while introducing the relevant case 
of the Standing Rock Sioux and their fight for environmental justice. The struggle of 
the Standing Rock Sioux to protect local water from the Dakota Access Pipeline “was 
precisely about protecting a relative, Mni Sose (the Missouri River).” Importantly, 
to the Dakota people, “kinship” is not something that exists in a complete state but 
rather refers to the very process of becoming familiar with others in order to form 
relationships (40). Kim Sunnam expresses a similar sentiment when he borrows 
the language of family sociology scholar David Morgan to talk about “doing family” 
(55). In this context, the “promiscuous care” emphasized by The Care Collective 
does “not mean caring casually or indifferently. It is neoliberal capitalist care that 
remains detached, both casual and indifferent, with disastrous consequences. 
For us, promiscuous care is an ethics that proliferates outward to redefine caring 
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relations from the most intimate to the most distant” (41). Moreover, “There is no 
category of human, or indeed non-human, to whom this does not apply” (44).

Here, the delicate thought of Sunaura Taylor can once again expand my discussion 
here. In her work Beasts of Burden, she adopts the perspective of disability to 
criticize those who argue for the liberation of animals based on their autonomy and 
subjecthood and their capacity to feel pain. She asserts that rhetoric that criticizes 
the dependency of domesticated animals (or, for that matter, pets) while arguing 
that they would be free and autonomous in their “natural” state is inflected with 
the liberal attitude that denigrates “inevitable dependencies,” including disability. 
By bringing Taylor’s discussion here into conversation with Timothy Morton’s 
concept of “ecology without nature,” we similarly see that such a “nature where 
animals are autonomous” is a “naturalness” that exists only in the imaginations of 
humans. Although this perception in itself may not be false, that does not mean 
it is the only truth about nature and animals. And in certain aspects, it is clearly a 
fabricated, exaggerated, and forced idea.

Taylor’s argument does not stop here. She articulates that some people claim to 
be for animal liberation while also discriminating against animals. As Taylor states, 

“The dependency and unnaturalness of domesticated animals is often referred 
to in tandem with their supposed ‘stupidity,’ as if the fact that they cannot take 
care of themselves ‘in the wild’ proves their dimwittedness” (210). The “presumed” 
normalcy of nondisabled people is regarded as a condition of being human, and 
this worldview, which denigrates and discriminates against dependency and the 
diversity of disability among humans, ultimately leads to discrimination against 
animals that elevates some over others. At the very juncture where Taylor connects 
animal liberation with disability liberation, discussions on human care and 
dependency can give rise to discussions about the mutual dependency that arises 
when humans meet domesticated animals.

CONCLUSION: “PROMISCUOUS DIGNITY” MADE POSSIBLE BY RELATIONSHIPS

In her analysis of the film Away from Her (2006)—which tells the story of a wife 
named Fiona (Julie Christie), who suffers from dementia, and her husband, Grant 
(Gordon Pinsent), who cares for her—Korean feminist philosopher Kim Yŏngok 
stated the following: 



Sohn / Why Should We Care about Care?� 339

Kritika Kultura 45 (2024): 339–345� © Ateneo de Manila University

<archium.ateneo.edu/kk>

“That’s right. Grant is persistent. With what? Attending to his wife Fiona—the Fiona he 
has spent the last 44 years with. That is, he continues to respect the existence of this 
person he has known, Fiona. He feels that if he does not accept and respect her in the 
present, then the him who breathes alongside the her that exists in his memories will 
cease to exist.” (“Ch’imae”)

Reading Kim Yŏngok’s article, I realized that what makes me “me” is not limited 
to my reason, as well as the memories that guarantee the continuation of the 
identity based on that reason. What makes me “me” goes beyond such data; it is 
the persistence of the relationships I have formed with others. Even if my “data” is 
lost—that is, even if I were to develop dementia—if people were still to treat me 
as “me” within my relationships, then I could remain me. This can be extended 
to a discussion of dignity in the film Plan 75. That is, even when we live amongst 
rigid systems that trivialize and debase the meaning of dignity, the dependency 
critique helps us understand that dignity is, in fact, something that sprouts 
within relationships formed through the messy entanglements that bind together 
vulnerable individuals. I would like to suggest that this messy, sticky form of dignity 
that only becomes possible because we are entangled in relationships can be called 

“promiscuous dignity.”

Additionally, as emphasized in the above discussion on chosen families, to 
nurture the seeds of dignity that sprout within relationships, there is a need for a 
more compassionate system that treats people as people. For this reason, we must 
urgently rethink the meaning of care to facilitate the transition to a new system.
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Notes

1.	 Mass pro-democracy protests in June of 1987 were successful in winning direct elections 
for the presidency, institutionalizing democratic systems within Korea. This made 
possible new social movements in the 1990s; in Korea during the 1990s, movements 
advocating for anti-authoritarianism and diversity emerged, akin to the new social 
movements of 1960’s and 1970’s the United States. This decade also saw the rise of 
various people-led movements, including feminist, queer, and green movements. That 
is, following the 1980s, culture—which had previously been the object of repression and 
control—became a space for pursuing freedom and realizing one’s ambitions. During this 
process, culture also become increasingly commercialized, with culture being subsumed 
by the market. This period saw the rampant commodification of all society, with even 
progressive values championing social change and the spirit of revolution being remade 
into products of culture. These changes characterize the “cultural era” of the 1990s, and 
it is from this point forward that the “traditional values” of Korean society began to be 
challenged and dismantled.

2.	 The notion that the separation of the public and private spheres is a fiction has long been 
the focus of socialist feminist theory (see Federici).

3.	 In their analysis of care from the perspective of human rights, Ryu Ŭnsuk and Kim Yŏngo 
assert that care becomes more dangerous within patriarchal, capitalist societies because 
the act of caring becomes gendered, with the responsibility for caring being shifted onto 
individuals. Considering that care has come to be regarded as something that must be 
provided for within the family, the authors refer to this as “care injustice” (224).

4.	 Even Play 75, which pushes back against the fantasy of a “dignified death,” ends up 
reproducing these conventional narratives of dignity. Indeed, the film emphasizes that 
in their pasts, the elderly characters have, in some way, contributed to society. One 
character worked building bridges when he was younger, helping to modernize Japan, 
while another continues to work as a cleaner, taking responsibility for her own cost of 
living.

5.	 Impairment and disability are generally treated as interchangeable. This is similar to 
the conflation of biological sex with socially constructed gender. Within this mode of 
thinking, “disability” is not understood as a social construction but rather as biological 
fate and fundamental to the human condition. Disability studies critiques this assumption 
while differentiating between impairment and disability (see Kim Tohyŏn).

6.	 In Korea, the pros and cons adult guardianship became more widely known as a result 
of legal battles between pianist Kun-Woo Paik and the family of his wife Yoon Jeong-
hee, as well as the “#FreeBritney” movement. Public discussion on adult guardianship 
is clearly intertwined with awareness around the concept of care. For reference, see the 
documentary Britney vs Spears (2021) released by Netflix. The documentary documents 
Britney Spears’ struggle to regain her rights and free herself from her father, who had long 
served as her legal guardian. The Netflix original series Move to Heaven (2021) is another 
fascinating drama that deals with legal guardianship and care work. It is particularly 
notable for its treatment of the mutual dependency aspect of care.
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7.	 Redneck is a pejorative term that refers to men who perform outdoor physical labor 
and, therefore, have sunburned necks. Men belonging to this demographic became 
increasingly conservative following the spread of neoliberalism in the United States in 
the 1980s and emerged as core supporters of the 2016 Donald Trump campaign.

8.	 The media blamed the crisis of preproduction on selfish women and framed the existence 
of minimum wage care work not as a result of patriarchal capitalism’s contempt for care 
work but rather as a product of conflicts between different groups of women. In this way, 
the media’s attitude reflected the “common sense of 1990s male America” that followed 
the backlash of the 1980s.

9.	 The term “Bacchus grandma” refers to middle-age and elderly female prostitutes who 
seek out customers at public parks and plazas in areas around motels in Seoul. The term 

“Bacchus” refers to an energy drink often sold by “Bacchus grandmas” as a pretext for 
approaching potential older male customers.

10.	  This is also a reflection of reality. In Korean society, where the arc of one’s life is highly 
gendered, old age is likewise not a gender-neutral experience. A beautiful collection of 
interviews by Korean women’s studies scholar Kim Yŏngok titled Nŭlgŏgam ŭl sarang hage 
toen saram tŭl [People Who Have Come to Love Getting Older], contains an interview 
with Kim Chinku of the Service Division for the Management of Senior-Friendly Housing 
in Seongbuk-gu, Seoul. He states that the way that older women and older men “live their 
daily lives” is very different, and that older men live much flatter, desolate lives than older 
women. In this way, he speculated on his own future life as a man. Kim Yŏngok focuses 
on the lack of care experience among men as one cause of this difference between men 
and women, stating, “Korean society needs to make a shift toward providing ways for 
men who live alone to learn the skills for looking after one another, or carrying for each 
other, or, if not that, at least caring for oneself” (Kim Yŏngok).

11.	 For more on how Kim Ji-young: Born 1982 and Lucky Chan-sil address the topic of care, 
see my book Tangshin i kŭrin uju rŭl poatta [I Saw the Universe You Drew]. Regarding 
director Jeon Go-Woon’s thoughts on the representation of care in Microhabitat, see the 
book Ŭltŭl ŭi tangnagwi kwi 2 by the Korean Women Workers Association.

12.	 Galatea is the name of the statue of an “ivory maiden” carved by Pygmalion of Cyprus, 
who fell in love with his own sculpture. He began creating the sculpture in the first place 
because he could no longer stand the sexually depraved women of Cyprus. That is, Galatea 
is the product of a male-centered desire to “make one’s own creation” in response to a 
hatred of real women. Similarly, male fantasies of female-bodied AI in popular narratives 
are also explicitly misogynistic.

13.	  When Alma first brings Tom to her house, she shows him the room he will be staying in. 
Tom asks, “We won’t sleep in the same bed?” As a companion robot, Tom expects that 
they would be sleeping together. Alma answers his question in the negative with a simple 
contemptuous facial expression, and Tom enters his room and unpacks. Alma returns 
to her own room and carefully locks the door. This is an interesting scene. If Alma felt 
that Tom’s physical presence was unsettling or threatening, she might as well have 
switched his “off” button. However, she does not do that. Indeed, the way in which I’m 
Your Man emphasizes Tom’s materiality contrasts with the stress placed on Samantha’s 
immateriality in Her.
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14.	 Of course, “The world of mutual care does not exist only in one house.” In Chapter 4 of the 
book Kajok ŭl kusŏng hal kwŏlli [The Right to Form a Family], which explores the queer 
politics of the family, Kim Sunnam explains, “‘Living together’ is not just inhabiting the 
same space together. Rather, it also includes the mental knowledge that there is someone 
in the area or nearby with whom one can engage in mutual care with.” In the case of 
LGBT people, this feeling is particularly important, and therefore, when LGBT people 
pick a place to live, they often consider whether there is a community of other LGBT 
people in the area. This demonstrates that “the importance of the physical coexistence of 
solidarity that can be felt on the daily basis” (142-6), which is the underlying foundation 
of queer people’s chosen families. In a broad sense, the space of Le Maison de Himiko 
can be understood as a symbol of such physical coexistence.
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