CHAPTER |
INTRODUCTION
1.1 Background Research

Literature has grown and evolved across the globe, breaking cultural and
linguistic barriers to capture the depth of human experience. From oral traditions
and handwritten manuscripts to contemporary digital formats, it has continually
adapted to reflect society’s ever-changing nature. This progression has naturally
opened the door for new forms of storytelling, with film emerging as a dynamic

extension of literary expression.

Film is a unique art form that combines various elements from other media,
such as visual arts, music, poetry, drama, and literature. As a powerful storytelling
medium, film is similar to literature and shares many elements with forms like the
short story and novel (Petrie and Boggs 2012). Both film and literature involve
storytelling but differ in how they convey stories: literature relies on the written
word, while film integrates visual and non-verbal elements, creating a unique
experiential aspect that can only be fully appreciated by watching. Like novels,
films use techniques such as flashback, foreshadowing, and non-linear plots to build
complex narratives. Both film and novels manipulate time and space to explore

characters and settings in detail.

According to Klarer, at the beginning of the twenty-first century, it is impossible
to neglect film as a semi-textual genre that is both influenced by and exerts
influence on literature and literary criticism (Klarer 2005). The way films are
presented—through techniques like camera angles, editing, montage, and the use of
slow or fast motion—often resembles features of literary texts or can be understood
in a similar framework. Even though film has its own unique traits and language, it
can still be analyzed using methods from literary criticism, as there’s a close
relationship between film analysis and traditional approaches to studying texts. This
suggests that film is seen as a semi-textual genre that not only is influenced by

literature but also influences literature and literary criticism. It indicates that film,
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like literature, has the ability to convey values and social reflections. Thus, film as
a form of visual literature serves as a medium for expressing values, social views,
and cultural ideas. Film culture is deeply intertwined with the realities of class
structure and power dynamics that shape our current historical context. The
relationship is undoubtedly two-way: cinema has a profound influence on society,
just as society shapes cinema in return. As a form of literature, film not only presents
stories but also builds complex emotional and intellectual experiences, similar to

literature in its ability to influence and reflect culture, such as postmodernism.

According to Jim I. Unah (Unah 2000), postmodernism is a philosophical
approach that rejects a strict logocentric view of reality. Postmodernism is a set of
ideas that supports freedom of thought, embraces diverse experiences, and is not
bound by rigid rules or a singular perspective. Unah explains that postmodernism
emerged as a response to modernism, which is firmly associated with discipline and
freedom from external influence. Postmodernism, in contrast, opposes formal rules
and rigid representational dogma, opening up to a plurality of meanings and
interpretations that depend on context. He asserts that postmodernism is not merely
anti-modernism but an effort to restore authentic human values that are believed to

have been lost in modern humanism.

According to Dick Hebdige (J Storey 2009), postmodernism can be applied to
various aspects of life, from interior decoration and filmmaking to
commercialization and technology. It involves a notion of cultural fragmentation,
the collapse of cultural hierarchies, and a distrust of grand narratives.
Postmodernism is identified as a collection of anti-modernist artistic strategies that
emerged in the 1950s and developed in the 1960s. However, this characterization
becomes complex because modernism itself encourages art to return to its original
function, while postmodernism often reintegrates narrative and representational
practices that modernism abandoned. In this view, postmodernism seems
contradictory by exploring elements that modernism intended to avoid. Thus, it can
be concluded that postmodernism represents a new sensibility rejecting the

dominance of high culture established by modernism, which was once seen as able

12



to shock and disrupt the middle class. Modernist works are now considered classics,

integrated into academic institutions and museums, losing their subversive power.

Postmodernism’s reflection in literary works such as film can be seen through
the characteristics of these films. Films with postmodern themes typically include
elements true to the meaning and origins of postmodernism itself. Postmodernism
in film emphasizes the inherent uncertainties of reality, embracing fragmented,
ironic, and self-reflexive narratives (Fabe 2014). This approach often appears in
films that challenge or deconstruct traditional narrative forms and structures,
conveying meaning through ambiguity and irony. According to Boggs (Boggs
2001), postmodernist films frequently disrupt traditional social values and coherent
narratives, showcasing themes of alienation and disillusionment. The defining traits
of postmodern cinema highlighted here reflect its complex and often contradictory
legacy: fragmented storytelling, erratic or fast-paced camera work, rapid image
transitions, dramatic special effects, themes of societal disorder, the decline of the
traditional hero, dystopian settings, and similar elements. Postmodern cinema often
embraces moral ambiguity and anti-heroes, challenging the traditional hero’s

journey.

The reflection of postmodernism in literary works like film can also be observed
through its narrative formula. According to (Cawelti 1976), a formula is a narrative
pattern combining cultural conventions with more universal story archetypes. A
formula is a way for literature or media to combine specific cultural elements—
such as character stereotypes, themes, and symbols—with basic story patterns that
are generally accepted across various cultural contexts. One common formula in
literature is the detective formula, which is based on a typical situational structure,
detective actions, characters, and a mystery-oriented setting. This formula follows
the foundational structure introduced by Edgar Allan Poe, where a story begins with
an unresolved crime and focuses on uncovering the perpetrator’s identity or

criminal motives.

In modernism, the resolution of mysteries or chaos in typical detective stories

relies on problem-solving through logic and deduction. Detective formulas that
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developed during modernism are known as classic detective formulas. Today, the
classic detective formula is part of the “canon’ of modernism, seen as a high-culture
standard that later became “classic” and conservative as postmodernism began to
rise. Just as postmodernism reflects a skepticism toward modernism, the
postmodern detective formula shows similar traits; this “classic” concept is
manipulated to reflect doubts about the ability of rationality (such as logic and
deduction) to resolve chaos in detective narratives. The postmodern detective
formula refers to how postmodern writers use elements of the classic detective story

to respond to or even critique the genre.

Instead of solving the mystery, the postmodern detective formula creates a
world full of ambiguities where logic and deduction cannot provide certainty or
comfort. Instead of fulfilling readers’ expectations for “order” or logical structure,
these works aim to create a sense of uncertainty, showing that the world and life are
far more complex than rationality alone can address. In this context, the postmodern
detective formula becomes a tool to “resist” the structure of the classic detective
story. While classic detectives aim to create an illusion of rational control over
chaos, postmodern narratives emphasize that not all mysteries can be solved easily.
This can be seen as a reflection of skepticism toward rationality, with
postmodernism suggesting that human life and the world are inherently ambiguous

and cannot always be explained logically.

Speaking of film as a form of literature that can reflect postmodernism as a
cultural phenomenon, several earlier films showcase postmodernism. For example,
Woody Allen’s Annie Hall. This film reflect postmodernism through its fragmented
storytelling, themes, and self-awareness. The film depicts life as a series of
conflicting stories, blending fantasy and reality in a way that questions whether
objective truth even exists. Woody Allen blurs the line between himself and his
character, Alvy Singer, using techniques like talking directly to the audience to
highlight the narrative’s artificiality and explore the overlap of fiction and personal
experience. Through humor and irony, the film examines the loss of traditional

sources of meaning and suggests that life is built on illusions, with art providing
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comfort despite its constructed nature. By playing with and subverting Hollywood
conventions, Allen emphasizes the fictional nature of cinema, showing how both
art and memory help us make sense of life’s chaos. These elements make Annie
Hall a deeply postmodern film, encouraging viewers to think critically about

identity, truth, and how stories shape our understanding of the world.

Another example is Se7en (1995). Se7en captures postmodernism through its
unsettling narrative and chaotic visuals. The film breaks away from traditional
detective stories by offering no clear resolution, instead plunging into themes of
moral ambiguity and existential despair. This is mirrored in the serial killer’s
grotesque notebooks, which are chaotic, fragmented, and intentionally disordered,
reflecting his deranged philosophy. These journals, crafted with painstaking detail,
align with the film’s exploration of decay, fractured truths, and the collapse of moral
certainties. Through its dark setting, opposing perspectives of the detectives, and its
focus on human flaws, Se7en delivers a haunting examination of the instability of

meaning in a broken world.

Reflecting on existing films, the author chose to examine postmodernism in the
film Catch Me If You Can (2002). Catch Me If You Can (2002) is a biographical
crime film based on the true story of Frank Abagnale Jr., one of the most notorious
con artists in U.S. history. In 1980, the real Abagnale co-wrote his autobiography,
Catch Me If You Can , which created a narrative around these claimed frauds. The
book inspired the film of the same name directed by Steven Spielberg in 2002
(Abagnale & Associates 2007). The film follows Frank, a young man who, before
his 19th birthday, successfully performs cons worth millions of dollars by posing
as various professionals, including a pilot, a doctor, and an attorney. As Frank
commits increasingly daring frauds, FBI agent Carl Hanratty makes it his mission

to capture him.

Based on previous studies on postmodernism in popular literature, those studies
tend to focus on socio-cultural critique, racial issues, or dystopian representations
within specific visual and narrative contexts. Therefore, the author decided to focus

on how postmodernism is represented through a non-linear narrative structure,
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pastiche elements, and how reality shaped by simulation and hyperreality in the film
Catch Me If You Can —an object that, according to prior research, has rarely been
discussed in relation to postmodernism. In addition, this study incorporates the
theories of Baudrillard, Lyotard, and Jameson, offering a broader perspective on
how postmodernism is presented and operates within the film. The author believes
that the interactions and complexities within the investigative process between Carl
as law enforcement and Frank as the criminal shift focus from strict deductive logic
toward a nuanced portrayal of character relationships and social context. Therefore,
this study aims to examine the postmodern elements in Catch Me If You Can

through its narrative and misse-en-scene.

1.2 Research Question

Based on the research background presented, this study identifies two main
questions that will guide the focus of the research, as outlined below:

1. What are postmodernism elements in the film?

2. How is the postmodernism detective formula reflected in the film?

1.3 Research Purposes

Based on the research background presented, this study aims to address two

main objectives, as outlined below:

1. To find out what are postmodern elements in the film.
2. To find out how is the postmodernism detective formula reflected in the

film.

1.4 Research Significances
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Fundamentally, this research is conducted to gain theoretical significance and
practical significance. The study is intended to demonstrate that literary works,

particularly films, can effectively portray postmodernist themes.
1. Theoretical significance

Theoretically, this study seeks to enhance knowledge of postmodernism as
represented in film, contributing to literary and cinematic studies. By analyzing the
film Catch Me If You Can through the perspective of postmodernist theories by
Lyotard, Baudrillard, and Jameson, it aims to illustrate how films can serve the
postmodern itself, both as a shift from modernism and as a philosophical thought,
shaping a film style rooted in postmodernism. Furthermore, this study aspires to
showcase how films extend beyond entertainment to serve as tools for intellectual

exploration.
2. Practical significance

Practically, this research provides a comparative framework for future studies
in film and literary analysis, especially those focused on postmodernism. It offers
insights into the interplay between film elements and postmodernism, both as a shift
from modernism and philosophical ideas, which can benefit students, scholars, and
enthusiasts interested in postmodernist representations in cinema. Additionally, this
study serves as a resource for analyzing themes of rejection on grand-narrative,
pastiche, and hyperreality, inspiring further research and fostering a greater

appreciation of films as complex literary works.

1.5 Conceptual Framework

In this study, the author attempts to explain the ideas contained in the film Catch
Me If You Can . Narrative analysis and mise-en-scene analysis are the methods used
to analyze the postmodernism elements in the film Catch Me If You Can . This
analysis will focus on identifying postmodern characteristics within the film and

then analyzing how these elements reflect the themes of postmodernism. However,
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while previous studies have addressed various aspects of postmodernism in
literature and film, there is a gap in research focusing on how Catch Me If You Can
integrates postmodernism through its narrative and mise-en-scéne based from Petrie
and Boggs (2012).

To analyze these postmodern characteristics, this study will employ narrative
and mise-en-scene analysis, grounded in the theories of Mario Klarer, Lyotard,
Baudrillard, Jameson, and Cawelti’s classical detective formula. By examining
Catch Me If You Can through these perspective, this study aims to deepen the
understanding of postmodernism’s influence on film as a literary art form.

‘Typical elements of the novel— varied narrative techniques, experimental
structuring of the plot, foreshadowing and flashback, the change of setting and time
structure —are commonly used in film. The stage offers only limited space for the
realization of many of these techniques. The terms plot, time, character, setting,
narrative perspective, and style emerge not only in the definitions and
characterizations of the genre of the novel, but also function as the most important
areas of inquiry in film. Films, and particularly video tapes, are like novels, which

in theory can be repeatedly read, or viewed. In this sense, a play is an archaic work
of art, placing the ideal of uniqueness on a pedestal.” (Klarer, 2005)

Klarer argued that film can be considered a form of literature because it shares
many key elements with novels, such as narrative techniques, plot structure,
character development, and setting. Just like novels, films use flashbacks,
foreshadowing, and non-linear storytelling to create complex stories. Both mediums
also manipulate time and space, allowing for detailed explorations of characters and
settings, something that stage plays, with their physical limitations, cannot do as
effectively. Additionally, films, like novels, can be watched repeatedly for deeper
analysis, while plays are live and cannot be revisited in the same way. Key areas of
analysis—such as plot, time, character, setting, and style—are crucial in both film
and literature, making film a narrative art form closely aligned with the novel.

‘At the beginning of the twenty-first century, it is impossible to neglect film as
a semi-textual genre both influenced by and exerting influence on literature and

literary criticism. Film is predetermined by literary techniques; conversely, literary
practice developed particular features under the impact of film’ (Klarer, 2005)
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Klarer argues that film and literature are closely connected, influencing each
other in important ways. Film, like literature, tells stories and conveys meaning.
Many films are based on books, but even original films are shaped by literary
methods. Similarly, the film chosen by the author, Catch Me If You Can , is an
adaptation of a true story that was turned into a book, an autobiography of the same
title (Baker 2002). At the same time, literature has been influenced by film, adopting
cinematic techniques like fast-paced scenes and vivid imagery. This mutual
influence means that both film and literature now share storytelling tools.

‘Film’s idiosyncratic modes of presentation—such as camera angle, editing,
montage, slow and fast motion—often parallel features of literary texts or can be
explained within a textual framework. Although film has its own specific
characteristics and terminology, it is possible to analyze film by drawing on
methods of literary criticism, as film criticism is closely related to the traditional
approaches of textual studies. There are, for example, approaches similar to text-

oriented literary criticism which deal with material aspects of film, such as film
stock, montage, editing, and sound.’ (Klarer, 2005)

Camera angle, editing, montage, and similar elements are aspects related to
cinematography. Klarer argues that cinematographic elements in a film can also be
analyzed within a textual framework, drawing on methods of literary criticism. This
supports the idea that Catch Me If You Can can also be analyzed through a textual
framework using literary criticism methods. The literary criticism approach used in
this research is postmodernism. The postmodernism theories used to analyze this
film are those proposed by Lyotard, Baudrillard, and Jameson:

‘Postmodernism is said to signal the collapse of all metanarratives with their
privileged truth to tell, and to witness instead the increasing sound of a plurality of

voices from the margins, with their insistence on difference, on cultural diversity,
and the claims of heterogeneity over homogeneity.” (J Storey 2009)

‘Lyotard’s view that postmodernist culture is not the end of the much superior
culture of modernism, but the sign of the advent of a new modernism.
Postmodernism is that which breaks with one modernism to form a new modernism:
‘A work can become modern only if it is first postmodern. Postmodernism thus
understood is not modernism at its end but in the nascent state, and this state is
constant.” (J Storey 2009)

According to Lyotard, postmodernism represents a shift away from traditional

“big stories” or metanarratives that claim universal truths, instead embracing a wide
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range of voices, particularly from marginalized groups, to celebrate cultural
diversity and difference. Lyotard, a key thinker in postmodernism, suggests that
postmodernism isn’t the end of modernism; rather, it’s a stepping stone toward a
new form of modernism. For him, postmodernism is an ongoing process—a starting
point that constantly renews modernism, making it fresh and evolving.
‘Baudrillard (1983) calls simulation ‘the generation by models of a real without
origins or reality: a hyperreal’ (2). Hyperrealism, he claims, is the characteristic
mode of postmodernity. In the realm of the hyperreal, the distinction between

simulation and the ‘real’ implodes; the ‘real” and the imaginary continually collapse
into each other.” (J Storey 2009)

The theory stated by Baudrillard can support this research, as he argues that
postmodernism is characterized by hyperreality, or the blurring of the line between
reality and its imitation. This characteristic of postmodernism can be found in the
film Catch Me If You Can , where Frank Abagnale Jr. continuously changes
identities throughout the film, blurring the real fact that he is merely a 19-year-old
minor, as he constantly pretends to be someone he is not.

‘Postmodernism is said to be a culture of pastiche: a culture, that is, marked by
the ‘complacent play of historical allusion’ (Jameson, 1988: 105). Pastiche is often
confused with parody; both involve imitation and mimicry. However, whereas
parody has an ‘ulterior motive’, to mock a divergence from convention or a norm,
pastiche is a ‘blank parody’ or ‘empty copy’, which has no sense of the very pos

sibility of there being a norm or a convention from which to diverge.” (J Storey
2009)

The postmodernism characteristics proposed by Jameson will also be used by
the author in this analysis. Jameson argues that postmodernism is marked by the
emergence of a pastiche culture, or shallow imitation of past styles that lack true
meaning. Catch Me If You Can is a film released in 2002 that depicts life in the
1960s. This element of nostalgia, according to Jameson, is also a characteristic of
postmodernism.

‘Postmodernism can be viewed as a splinter movement or as a branch of

poststructuralism that expands the range of the existential/poststructural model.’
(Walle 2017)

To support the formula that reflects postmodernism in this film, the author uses

the formula theory from Cawelti:
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“The formula of the classical detective story can be described as a conventional
way of defining and developing a particular kind of situation or situations, a pattern
of action or development of this situation, a certain group of characters and the
relations between them, and a setting or type of setting appropriate to the characters
and action.” (Cawelti 1976)

The formula analysis that will be used in this research is based on Cawelti’s
classical detective formula, where most components of this film reflect the
characteristics of a classic detective story, such as the dynamics between the main
characters, the choice of setting, and the pattern of action. However, Cawelti’s
classical detective formula will not be fully applied to explore postmodernism in
Catch Me If You Can , as the author will also base the study on the paradox found
in the detective formula analysis, as mentioned by Michael Holquist in Cawelti:

‘What the structural and philosophical presupposition of myth and depth
psychology were to Modernism (Mann, Joyce, Woolf, etc.) the detective story is to
Post-Modernism (Robbe Grillet, Borges, Nabokov, etc.). As Holquist sees it, the
postwar literary reaction against the psychological complexities and large myth-

making of modern literature found in the detective story a model of antiliterary
expression’ (Cawelti 1976)

Michael Holquist highlights the paradox within the classical detective formula,
particularly in relation to postmodern literature. According to Holquist, while
classical detective stories aim to create order and solve mysteries through logic and
deduction, postmodern detective stories invert this concept. In postmodern works,
there is moral ambiguity that shifts the narrative away from traditional detective
stories toward more complex and non-binary storytelling. Detective stories become
a kind of ‘antiliterary’ model for postmodern writers seeking to break away from
complex narrative traditions. This is similar to the conflict in Catch Me If You Can
, Which does not involve murder or simple moral questions, and where the criminal,
Frank Abagnale, is portrayed as a brilliant and sympathetic protagonist. The story
focuses more on the ‘cat-and-mouse’ chase rather than deductive investigation, and
the setting is often in busy, populated places, rather than the isolated locations

typical of classical detective stories.
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Chart 1.1 theoretical framework.

1.6 Previous Study

Previous studies are very important to provide additional information and help
during the analysis process and be differentiator compared to this research. In
addition, it can contribute, be a guide in conducting research, and be differentiator.
Therefore, the author choose three previous studies that has relation with the topic

that the author chose, that is film and postmodernism.

The first study is a journal paper titled “‘Like a Box of Chocolates’: ‘Forrest
Gump’ and Postmodernism” by Steven D. Scott (Scott 2001). This paper examines
the film Forrest Gump as a key artifact of postmodernism, exploring its themes,
narrative structure, and cultural significance. It argues that the film operates as both
a celebration and a critique of American society in the latter half of the 20th century,
embodying the contradictions and complexities of postmodern thought. The author
highlights how Forrest Gump deconstructs traditional notions of history and the
“American Dream,” presenting these concepts through the lens of irony, satire, and
commodification. The paper notes how the film employs intertextual references and

meta-narratives, positioning Forrest Gump as a work that simultaneously
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participates in and critiques the myths and ideologies of American culture. The
film’s protagonist, Forrest Gump, is presented as a "common man" whose
simplicity is both celebrated and scrutinized. This paper critiques the superficial
reading of Gump as an everyman hero, suggesting instead that his character
functions as a satirical allegory of America itself—naive, opportunistic, and
complicit in its contradictions. The narrative portrays Gump as a figure who
passively experiences major historical and cultural changes, reflecting a
postmodern critique of agency and individualism. This paper examines the film’s
use of commodification as both a theme and a function of its production. It discusses
how Forrest Gump became a cultural phenomenon, contributing to consumer
culture through its marketing strategies, such as product placements and tie-ins
which aligns with Jameson’s idea. Lastly, this paper positions Forrest Gump as a
self-reflexive work that exemplifies postmodernism’s capacity for both seduction
and critique. This paper highlihgts the film’s role as a mirror reflecting the
contradictions and complexities of contemporary American culture. Although this
research also discusses postmodernism, the differences between this research and

the current research are:

1. This first research is specific to the Forrest Gump film and its cultural
significance, whilst the current paper is focus on the analysis of

postmodernism characteristic in the film Catch Me If You Can .

2. The selection of different objects, where the first research focuses on
Forrest Gump and the current research examines the film Catch Me If

You Can .

The second research is a journal paper titled “Beyond Black and White: Race
and Postmodernism in The Lord of the Rings Films” by Sue Kim (Kim 2005). This
research critically examines the racial coding and postmodern elements in Peter
Jackson’s The Lord of the Rings film trilogy. The paper examines how The Lord
of the Rings films reflect postmodernism both in their aesthetics and structure.
Aesthetically, the films fragment traditional narratives, blending various cultural
references, genres, and historical elements. Through the use of special effects, CGlI,
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and non-linear editing, the filmmakers create a stylized, fragmented version of
reality that challenges linear storytelling. The racialized color coding of good and
evil—whiteness symbolizing purity and blackness representing evil—illustrates the
postmodern tendency to blur boundaries and obscure deeper racial discourses
within the narrative. Structurally, the paper argues that the films mirror postmodern
capitalism, with their global, transnational labor forces and the commodification of
culture. The production and distribution processes, from international labor
contributions to the marketing of DVDs and merchandise, reflect late capitalism’s
focus on fragmented, mobile, and temporary labor. The films themselves become
commodities in a global market, epitomizing postmodern consumerism. Despite
promoting ideals of moral clarity, unity, and justice, the films ultimately undermine
these messages by presenting them within a postmodern framework. While The
Lord of the Rings champions the triumph of good over evil, the paper suggests this
message is hollow, as the films’ production is deeply tied to capitalist structures
that obscure real-world racial and political issues. The films create an illusion of
unity and moral clarity while masking underlying power dynamics, reflecting the
contradictions of postmodern capitalism, where race and politics are both denied
and reproduced. Despite the same topics that underlying both this paper and current

paper, there are some differences:

1. This research use the films The Lord of The Ring as object, whilst

current paper use a different film titled Catch Me If You Can

2. This research analyzes the films in the context of global capitalism, race,
and the production processes behind the film industry, whilst current
research Focuses more narrowly on the structural and narrative
techniques of postmodern cinema, particularly the manipulation of

traditional storytelling methods.

Lastly, the third research is a journal paper titled “Ramble City: Postmodernism
and "Blade Runner"” by Giuliana Bruno (Bruno 1987). This paper examines the
film Blade Runner as a critical reflection of the postmodern condition, focusing on
its representation of space, time, identity, and history. It argues that the film

24



operates as a metaphor for postmodernism, blending fragmented narratives and
aesthetics with cultural and architectural pastiche. Bruno highlights how Blade
Runner constructs a postindustrial cityscape marked by decay, hybridity, and the
erosion of boundaries, reflecting the logic of late capitalism. Drawing on Fredric
Jameson’s concepts of pastiche and schizophrenia, the paper explores the film’s
portrayal of fragmented temporality and spatial disintegration, where the characters,
particularly the replicants, struggle with a lack of historical continuity and identity.
The analysis also incorporates Baudrillard’s theory of simulacra and simulation,
arguing that the replicants exemplify the postmodern condition of hyperreality, as
they embody the indistinguishable line between real and artificial. The paper further
emphasizes the role of photography in the film, presenting it as a symbol of the
replicants’ desire to reclaim history and assert their existence. Through its layered
visuals, chaotic urbanism, and exploration of simulacra, Blade Runner critiques the
loss of historical authenticity and the commodification of memory, positioning
itself as a profound commentary on the contradictions of postmodern culture. The
differences between this research and the current research are as follows:

1. The first research focuses on Blade Runner (1987) as a metaphor for the
postmodern condition, emphasizing fragmented urban space, identity,
and simulacra in a dystopian setting, while the current research includes
a broader exploration of postmodernism based on the perspectives of

various scholars such as Lyotard, Baudrillard, and Jameson.

2. The object of study in this research is the film Blade Runner (1987),
whereas the current research analyzes Catch Me If You Can (2002).
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