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1995d0] At A uf =R & grot 7k o] F2 AI71EA 1 91712k
o} A Faprt At FHTE A71E AHS HECE XFHA A
QI-&E]o] gt ‘Alvute] &3 02 Ul 11 HE9] 7P thsA el WA
2 AE=20|E 7|5t i A o] 2} ke 2 A Q] ARt A2 TAE 7]&9]
oz s FA5HA 4 E|(obsolescence) Y2l 50 A= Bl
ojdtt. “20417] leE T X A=z oAl AI7I7F A
(numerically) £4 7ol wet E&6k= dleo] Hoj7ke A Atz
L8] AAT FHSkE, 19999 HE7F 1= e] AAfoloj7} g =
gl g0l 71308k 284 ARl “BEY E3/APH] £ (The Death
of Film/The Decay of Cinema)< ‘A|H|u}e] &5 G2 SZo1HA]
AUPRE AlEE 0] B9 S = F41% 7333t AlAkolol= 1990
Al SHHEE =A%) AR HAE QAR A|ARI0] JAR] 7R | v
Hof| AoiM= BF FAF AIAEHS HESHEEE o] tiA| IgolA EE

A olulAle] ZApz AR 24
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1) o] 20lA4= cinema®] Fo|=2 '3} Al ‘A|UuFE £t o] = 7HAE] 7} o] oAl A
¥ g5} ZFolx AER otk Aret ATE HE FSKfilm)et FEsto], F5ke]
A 2A 9] I D A =AR A U(S Fskiat 4G A, T L) BFE Xol=
@o]?l cinemag AMESH] HiEo[th.

2) Susan Sontag, “The Decay of Cinema,” The New York Times, February 25, 1996,
https://www.nytimes.com/1996/02/25/magazine/the-decay-of-cinema.ht
ml (B4 2022.12.1)

3) Godfrey Cheshire, “The Death of Film/The Decay of Cinema,” The New York
Press, August 11, 1999, https://www.nypress.com/news/the-death-of-filmthe-
decay-of-cinema-DFNP1019991230312309999 (8<: 2022.12.10.)
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I AFEH FH o Aok 9FE HoHA A F Al Q= v|ehHE

£ Q43 o1 S 27 28 Aol

Arfolole] 54, 5 WEY 2L 2 Alujute] Befoleh 54
20004} o]F S0]0A] (1231 GRNAE) 3 A2eo] Tl Gt

2 w24 A =2 2010 Lqﬂi % 35mm ZE 9 16mm T’é%‘% i

SPERELERETERES i%&ﬂ Qicts) za»w o]
who] Al $5AT G ALAET ek B2 E wuks
T, Al EfbE] e, obNAE YJebHErE So) 7=} BhAJEL H(Tacita
Dean) 5 EAItjvl &) seto] 4 2551 iariso] A7 2
22 2h419] o] ZEIIE ol A7 PEHs, BEL ojds] A]Lﬂ
uho] G et 4 gl A1 AE R Hol 9k o]e} gL 2
Alte] Zgol2ke HiAle] gelrt Azt Aol glojA] BEolx

Aok 44 7Hke] wAte 2= SE5H s E o e
(0]

l

lH—h
o

>
<t

ok, Aluoe] 222 BEe) Bett APHO R BHA7)7] ofYrhe 3
A ARE0] £, ARe] £, el E Hltl e AAEe) £ 5

Mz 7]&o] Adnte] = mup W o2 AFE1 S5

2,
in)

4) Godfrey Cheshire, “The Death of Film/The Decay of Cinema,” The New York
Press, August 11, 1999, https://www.nypress.com/news/the-death-of-filmt
he-decay-of-cinema-DFNP1019991230312309999 (4: 2022.12.10.)

5) 0|2} -2 A 9] AZl gt @9k tha-2 =, John Belton, “If Film Is Dead,
What Is Cinema?”, Screen 55.4, 2014, pp.460-470.
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7 0] Shiet TAE 875 e FRA|H0] T 7HA e AUk
gREolyich o] ul A o]4) E F7]9} Tiekt vie] et Qi
A, AT, A% 7714 9le] v A51910] Uebdth, 54 of
vl o] BAAS A5 g ofsmAl Aol o AEE I
2299] Adeto] el PR B T8 oFshAIATE)

= o] ZollA] &uhe Alynte] WS EBH 02 sk k. e

6) A= 9] ‘Al|ute] Z-& o of| tiaflAl = th2 FE. Michael Witt, “The Death(s)
of Cinema According to Godard,” Screen 40.3, 1999, pp.331-346.
7) Sontag, “The Decay of Cinema.”
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O] ZHHol A & | ofn| A= AHAI Y] BBt AIH A A== B0 &
A Zzto] SASHRRE UE glis 22 0 & XJuljEt). o7 7kR )= 74
HOeE AAZIE #HE  #HAI  CGl(computer-generated
imagery)7} 7Pt} SALA] ko] A9 A Q] HFof LA 5 I
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(apparatus)d A, S AEE0|Edl= ARE do| YA AIAET F3}
g Zobol= 71e 4 DQ}Zq AA Q] AT L AA= A, v, &S
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A 9P € A, % B Hlcl 2.2} Ak TV i gol 4 o]u|x| &
APA B2 B Bk ofTlol AL TR 4 Qs AR 165t ul
a4 9;11 sh2|9] 02 0] st ol thet Ao FAE,
= galo z0] Heph|oh Aodolek ApdTe] Al e B3t
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8) Sontag, “The Decay of Cinema.”

9) o] Z=2 1AL wtFsAA] o] A17]9] AHEE “F-Ug AlHFF(le cinéma seul) =
AL o= Fo|F "R} theS #=R. Raymond Bellour, “Cinema Alone’/
Multiple ‘Cinemas”, Alphaville: Journal of Film and Screen Media 5. 2013,
https://doi.org/10.33178/alpha.5.08 (F4<: 2022.12.10.)

10) André Gaudreault and Philippe Marion, The End of Cinema?: A Medium in
Crisis in the Digital Age, trans. Timothy Barnard, New York: Columbia
University Press, 2015, p.13.

11) tf2ollA 918, Miriam de Rosa and Vinzenz Hediger, “Post-what?
Post-when?: A Conversation on the Posts’ of Post-media and Post-cinema,”
Cinéma & Cie 26-27, 2016, pp.13-14.
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s}, sk, JAL Gkt 71719 FAS Ehoh= H o= oARA] =
o} ZAE-AYuls 9] £451H Alvvt T AZAE] Lol 5K (film)
£ Vo 2L W4 719] EQget WE Aol Slct"13)
FEAE-AYutEhs goj7} 0|9} 22 959l R gY BAS 1
A =717 #E2HR] AR o]m|R|E o|F= Ted, 44 T4

L4017 oA 9] AedS g5k AA B A=l HAE 7]&e] v

12) Shane Denson and Julia Leyda, “Perspectives on Post-Cinema: An
Introduction,” in Post-cinema: Theorizing 21st-Century Film, eds. Shane
Denson and Julia Leyda, Falmer: REFRAME Books, 2016, p.2.

13) Dominique Chateau and José Moure, “Introduction,” in Post-cinema: Cinema
in the Post-art Era, eds. Dominique Chateau and José Moure, Amsterdam:
Amsterdam University Press, 2020, p.14
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convergence)°llA] 2=t} “Oq@ri\—:iu P& dEHlA AT, AR
B A2 JA19 A& TE FAE FAISHAIRE FAlo] ZHZto|A H=
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14) Anne Friedberg, “The End of Cinema: Multimedia and Technological
Change,” in Reinventing Film Studies, eds. Christine Gledhill and Linda
Williams, London: Arnold, 2000, p.439.
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ZOPHA = TRE SHH O & T T W T]4= o|9f -2 Hol= Qlsf ot
7} A3 (transitional moment)o]l 1o, Fstet=
E Forfe} 93 T 59 V1€ M MEE 7
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Hxd 7l deald A IS E B HY @ ZH)S Ad[uket

Ao gk JAHA, o] 24 Zigstof F7tsof gt 15 e Er Tl
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20417 e} 2147] 22 10111‘34*1 72782 oW, o] TN A
Yol AetAel 74 8.4, AUkt &1 Ak HEAY)E BlAd
Ul 3 o] :La %Zﬁﬂ Auetz SAEA) SLOBAE Ay
olo] 848 HHSHE T4 ofulx|o] Eye AR Bale] B g

gl gt | 3}74]‘47} ’3'@6] K9F5% 1990 SHE-E 2000
Z7MA| EAE-AUl=242) A WA 717} A1 9] A 74 2= S4A
O 2 tEHA ujA 9] ZA 24 (ontological) Ao @F?ﬂ‘jr ', 2000
Al SHHRE = AR 24419 $E 2ol A] o]Fol= Sk AT
£ x3oke “A P (topological) I BARFE"100] Tl 712k

o] ZollA A7l5tal =B THA| AT FHAE|Q] A A THm|o =2 25}
A: T Aldate] gt 7714 719=(The Lumiére Galaxy: Seven
Key Words for the Cinema to Come, 2015)+=H}2 o] S H#j A]7]9]
RAE-AYuE AF fjEols HESHHA ZAE-AYRE 24

15) Anne Friedberg, “The End of Cinema: Multimedia and Technological
Change,” in Reinventing Film Studies, eds. Christine Gledhill and Linda
Williams, London: Arnold, 2000, p.440.

16) Malte Hagener, “Thinking Inside and Outside of the (Black) Box: Bird Box
and Netflix’s Algorithmic Operations,” in Post-cinema: Cinema in the Post-art
Era, pp.175-176.
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(post-cinematic conditions), & E54 AlUute] 24421 HA 7} <F
SHE|ar Ad[ulzE QI mitjo] € ofledt AR JRES O HA W Z
O & HI5k= FAof &F= 7Y=L o]Foh= 24

Qht}. 71 Ag&e] A} 7HAE 7 3= 0 & A A5t
up 2710] AUHRE 74|12t B, S £49] %‘ﬂi’i nefek 4=
Al k= AZ1E Algttth= Aol “Allnle M2 Faet 77955 &
Zo] 11 31 o] IO AARE FASI|E F R 2= o’ A
&8 WAL, Adute] AfeiA] (relocation)”F G2 ol A 9] T TRE &=
oFY folghz U2of wet o' ti7kE X =H e o] & 2t Stk 11

A A&AJ0] o]Fo 2 2El= T35 ‘AlYUte] o]d(idea of cinema)’
o}

Auote] wisfe} o] o] 2
81,7k AAIBHE 7744 7] R, XHHH‘]
L oiAe) £ 247} 1 A9 BEAQ) TS A|ehs A4S Hol
U TR A o] A5 e Shee Wbk ol2A 2w Aldimke] Al

22k Avete] 5% 947t BEAHQ AVERE FERY FoHee wut
TF2 27 BB olFsto] ofd] B0 R EAfhs AL Eikt A
W) A2 B8 ZHAEl S Ak} afA|] 2ol 1 A E AR 84t

17) Francesco Casetti, The Lumiére Galaxy: Seven Key Words for the Cinema to Come,
New York: Columbia University Press, 2015, p.14. ¥9.& o] 2 LGZ ¥7]
s 25 1 Qg3
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18) Caestti, “Filmic Experience,” Screen 50.1, 2009, p.57.
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19209 Hio|nt2 F3}=t A|7] thed Jete] Asa) BeHdS =03 MY 41EAL]
<l WS g gl tiste] (Cult of Distraction: On Berlin’s Picture
Palaces) 5= =gttt
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|A] A2, B84 o5, VIEHARE A4E AUE 7|77 AlEs
AZE-Ao1(8F A 02 TopRH AEEY H|H o] ¥

22) 716 5ol o] 27 s o]} Z2 £ S
A0l “TV, A, FeiAs} 248 YEYJAA
= A& 1S g, of7|ofA 9] HH2
-Al9|"Kcinema-beyond-cinema)(ZG 31)2] &
HOE o]} 22 AL o] 3§ H-3A % JelhS Hlold

Faet 717], EFAFONAE 7 oA AAEE AYA7| L |
o] SRS 3EA|7IH, oJopr]of| HFTaL, o] AE-L AT HEO] THA]
Uehts 84S 271l A3 5 ok olYf) E=5= AES Al
2 9]-3]H(back-to-the-cinema) (ZG 31)A 0|t ‘AlYntES-go]
ﬂ-/\]‘—ﬂu}’ 73—5.—10] HEZA1I /\]Lﬂu} ﬂ—‘?—gl ]1_4017} Xﬂ“‘O}L ]%75. s

ol
¢

e e
oY,
019\‘;"
m[é
8,
Ko
lr

i

>,
)
o
mla
%
£

A 5 3
&= %ﬂ%ﬁ}““‘i/ﬂ o] EEA] 7135 SA A AW B e] Zoltt.
Aldute] iR E Ald|Hte] HE -T_'}/—h‘o] o|F= ¥iFHolgh= Tl
Al mpetet 4= Sl olfi7t HEE o] whizo|t}. ojet A2 MFHE THY
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AZA (& 0] & FAPI DD AT7)9] 448 Fofl 1L 5717} 2
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A 718k} 7]& 4] A2 A= 1 g olF= 4= ZHET B4
2 o|e} Z2 HiE=A 9 Ak AVRE 224, 71e4] 849 54

3 FEl2 Yol ‘o\d ORA ARG AL ke, e o2
TefshAE oz 7o) A7 oluje} QlAlzt ]| tEolch, = A
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HuhE- ‘1’5‘01’8 AldmFet ‘ARt o]-3]H 2 AlHEZE 3101l
HHhE olf= :;’-/‘33_1_7}—,—,\ o]F0]A glom ojg
A A= ﬂ@ﬂ%}ﬂ"’ﬂ ok Q1A 23Rt AlU|mte] o2 HE= o] A
2ol tigt g2 AlgstaL, AR ohE axet AT, S3E0] AfEjA]
= 2 = o] o= AL A dshe A, AAAE =
RISt o] 22 IS Bl AvRrE E53, T AR E AY]
n}o] 217442 oG A BFE =7t o] Fizol '] {18l FHHlo= 25t
A7t AASRE F HA 71 JE } Tra(relic)¥} =/ icon)o|tt. 7HA]
Bl Aldleke] AEi] = 241 Y= 7P ZAFSHA BEsh=
F 7 98, & DVD= = 71101% TV, 2E8 Y E3iE0] T2o] ot
of Sl& AlURFY] FHIX(E AFo=A9 JIhE Mk HE
(delivery), 12]3L ZAOTE 59 AR A Y 3l o]Ql9] & A4E
Aldmte] B 91t S 08 AR A ok= T (setting)Z AE T
o}, 252 Bl A== o} A2 vHIE FRlol A Y] A1 JAF
S Hy7] wizo] "ttt KrojEolet S, 11 Sk | B
HA [IHo]] F5H4 AY(cinematic presentation)?] FAF E A=
oA AA™E S 7] di2ell ABE(eld i 3k AldlvkEls A
o] o Y, =1 HX}Oﬂ E3AYU 70l | LG 6210 &
HEEADE 752t AaE=49 7E 9} FEo] 2R =g E o
S EH o= —7‘——-1—51 M2 T S8 FAMY =218
TETHs Aol o= HeE 9—*101‘511, Fohe] AkZolw,
sl E‘“J—]r 2 542 TRol7] mhizol AestA 2Hseitt mEbA
Fol= tE A tAlsks AR, 17 7R 1 243 S8k AFe
TR Q= "“O]E} (LG 62). o|AY Exdstd 1 O 71719k 23
&0l A ®slol= SAof| &5k AldIUke] o] Al7|sk= 249 &

R
)
f
2
O
L
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Al skel A siglo] AbREAIE g o]u x| 9] Sl Ae)
24Q) A%02 AP FEHS] Al ™elot 4, 1T Azt
3} o]l 4|9} HAHS BAI] Bahe o] @Alo) Holehs THolA 1t
PP Jed] HHAY) ALRE ThAIE ATl

AIERE: 7} o FATSHE vl ol AfuX| o] TolA ARg-gkct

= A2 ARE Hdsk= AA(apparatus), L2 3L Ald[Ake] FEIE 7
ARl Z 0 2 A 13Tk & &3t 0]9F 22 AAof| A FRjm]d= &
SHA O] Al B1A, W] §1A 7| 9=t shAETh Al A 719101 2dA
(assemblage)i= 2] 7141221 A4S 19602} 19700 9] A=
A ©]&(Screen Theory)o]l 7WE3}et A il HAZA|EHR
(dlsposmf) 2 7S AL Qs A-Fo| BEF], 38 AEYd H=,
AEE S|4 5ol AAISRE AT 1 o|2o|A A= ST 7S B4
Y, & TS Aol 71e4), Ale4, 2514 448459 M4
|1 FUARI EHA| = gt o] 4= oﬁ@rﬂﬂ oj&, WA K
573, T FHHO|A Y] JAL o|u]R| e} ARR-E O] 73 At Fo] 2T E}. s
Aol 5, 8 SE2, 22X Q ol 59| AME Aroke] R
A 91019l ‘dispositif S ‘apparatus’ HAl A1 024 214
P3| Eo] Al7Istal WHAIA 2 HAZAE I 7 F2 AlURkE “H]
A=A Haj ol &2 o] Sl F27 ol et 8 459] 740l
FAT HA(LG 69)2& AH/d3lr.20 o] wgtolA & of AFA=
A9] Aldak= Alate] A 8 AE HEZARI AUURE HAE S84

I

7]
e

20) oA ™ HEH A FA ol &3 ATE F= FAION BA] ol ZAE-Aute] Wizt

oM 4t ARl YA E| = 7 E o] Ao} o] et 8 oke v x4

A&, el 2]e] SFgE tAXAE X S ol E] AA2E ofF U
A 2R FISIATE, 4785, sH=Pskls], (2018), 5-67%.
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Q 94Z Yol B2 717], BRE, B40] 7|44, AYH, B A4S
EYSH A0 AR ERICE A Alumtol A wakshs Ao
E4EE UL vl o]o} 2L A25S T8} Aol W Axt
o= Ay gk et B

nke] EAE 74 o] 1L F-ASHA AH
A9l YAZAJE| L 7l Fo] AA[Sh= T4 [dA|o|&0] Yokl 7147t
FAIE sk Aol ozt A9 Aol 71AE (A)/d5k= Aolth
o]} 72 S 51| sl 7 A El= A 2A 2 ARt Zi=
FEI 7P S YSohe F 7S EFE wEiith sk ES2 1920
dd A|(spherical) A3 3t &R BE&L]-17], 193049
AR AT RS AR F3F 2] TRk ioke & ARk Al 2A0]
ofloAlFrEN91,2D 1960 thet 70 7FHA ] AT AR} HEHA
EA9] JALE ZoRt A9 H]-HEA Q] JoF AHS 7= D
S} (expanded cinema)22), Z18] 31 1990l o] % 2= g4 <] thefst
239 A2 9 JAFA|A- 0 2 L E|o] 2 ZA] 2] 3t = o]ojR]= A
Hoh2) T iRl 25 W20 ek vigolA thefdt oF g 3
MEL 717] Tz Au|aet FAoHAA J3H4 AS lExshe 4 A
ZH(strategies of repair)] ThFst ot ZHAElo] wk2H o] F= EH
oA A&7t Eim TAL A4 oA WS It «1 —‘:é—'
goto] 8RS F7HeHL wASHAY 2L thiid= ¥

21) 1930d) oflojAllpElR19] H]-51H A AT o] Zh= all& ], A4 ghojo] of
g ATEE S A2, A5 7Y F(Glass House)d] 314 A Bk A=A
o] ofolAlE|IT e Hokyl HA ¢7],, MHwES, 815, F=H|wEE,
2020, 51-87%.

22) Gene Youngblood, Expanded Cinema, New York: Dutton, 1970.

23) o] AXof A= th2-2 2=, Jihoon Kim, Between Film, Video, and the Digital:
Hybrid Moving Images in the Post-media Age, New York: Bloomsbury
Academic, 2016, chapter 5.
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vlwke] AR B L7} 2|54 0 2 Ax2E 4 s =P AAlEke
AHE SHAT (LG 92).

Hl #iA 71 HE=21 B (expansion)2 378 0lIA1 A4 5 RiA| Eof
E—

2 =

1-41 7= AstebEAl 19604 thet 70 the] Sggstehs the k4]
o= AlYute] et o] 2RI WMFEE P ARttt 7]
o= AlYu}r} 3B5FA 0l AEE 3t A|AES Yol Z7tzkAol A

>,

Jl55k= o] @02 A E = A, 183 FREAA & 5 9l
= 7P o i@ S A Qo] AISHE AlHUEE: o] F= AALR} ofH]

2], N E 59 8 A7 AREALS] EXE|(grassroots) AFof 95 A
253 7o 2R BAEE EfiAT|to] AR EH(transmedia
storytelling)] AFo] Qlr}.24) o] & 2plo] Pl HpZ o] Agaset A
&, EMEO = o|F5h= 2140171 JeHE E49] Feletd, 7HAEl= H
o7t Aldu 4 53 HSEE 247 d5she J9H FHIY = 7
F= A HEFRAS E=AL mlHolthot media)e} R BT o

(cool media) /N9 #-85f0] A3} 25) SHHO= ;ﬂ%zjl?_ Aot
9] FAto|x} ufEFlo] FokE ‘TAL H|Ho = 15k ol7|%

| AokstaiAt she A, —21’\1]7] =
| E-43 33HA YA G2} Zio] Sirt.
I B B st ;qy]].lg_] 5 A 2
27k vt ol 2 EFst AA} vl o]
9] "ltjo] oju|xE HFHog mIoh= 2141719 J3Heo] 9L
t}20) Blo]o] & "ulo] (ZJHE|=)(Redacted, 2007), 74 H vH|ZF=E

W A2 A H o] 4FHTS tha
EH%E& %H* og FA O T

=)
o N
)
N
aﬂa
i)
10%
jg
-4
&
Fl F

24) ol Argsh= IgolA 7HAEl= dlE] 1A PawAs AA (18, a4l
o}, ] 2qhu)=, 2008)% =olota g3,
Rl

25) v} 2], fultioje] ofsf: Qizbo] Sk, W o, A RA IR, 1999,
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2-9] (A& =L AE])(Zero Dark Thirty 2012), 1831 7=, 98 A
A ZAR} Zof| A Q] ZHAe) T, Tk o5} AYALE] 1 SFALE A A}A o]
AY AEE 7)9re] 2Hs OIUIZ](operational image)E 2592 A2t
ARl M 28 B3-S THdohe 241 420 t o2 XAk thqld
Sl 12719] AQjo] FALY] Ao &3trh27) o] F A7) mjeky, A4
22 gtolof| thsfl 7HA| el = thZatt o] At “1rek (53] 3D)ol 9
Esto] AldupZt o] & I E EE0 8 W & Ql= WA 02 AlA
= QAT 4= AQItH, ot Al A eI Fiel, AREE QIEY]
SOlA 72 olu| XS BEo] A 80 EM A= 15}
Aoy Autel FUe WAL -1, TIE0lA A alstal, e AAE
Adsk= Aol FAZ Qu|et=A] I50]| ZHteSE ot= IS
(LG 119). AU ZILRE YEQ AT w|t]o] F7tol A 113 5]
Aldute] ggat BEo] o] T AP IAE-AnF 24S E&(AY]
2 9= 2D} BsKERE rlYoj9] AlvRk-E]7))9] HEHo R Jﬂrg}% -
WA Sh= FAIH AlHRES] 4541 A4S ASTT
O E1AeE oAl B 7] S Ald|ute] AjufR|f SHgo] 7HA Q=
ATE A4 RJA A IARE 320 A9 7 9] Jsk = =2
Stk oA A 719 =21 “sto] M Emjolhypertopia)'+ P14 319 5
H|ZE 1ol heterotopia)t 7i'd 3} thu| == W4 02 AA =1 Y wsh

rlr rsﬂ i

26) 7HIEl= 31 & FrEto| 49 7S e} o] B2 A7) F3tEE gt oH|X|
(poor image) & #-85}1L 0|2} 2 o|u]x|9] &4 ‘3—! Ao gk BAY JHE
‘TAE vt o] 7} FXok= EYTE FEEE)E FEske 08 o3Itk 7ol
9] g1t oW R Zd o] oAl thaE FE, "t”*"} o|mRIE &5, FA

H] o, TAT O] Z2HIRE, YaETH A 2018, 41-60%.

27) mt27]9] g olu|A] gl digh o&2y] ERlo] AY & shaE e H=x

Harun Farokei, “Phantom Images,” Public 29, 2004, pp.12-22.
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ok F39 FE|2E ot /g2 8, BA, 713 4, 2d A, FAl
] ] —S—J—E =
ok A2 32

AEAS) A7k

=

o]
XH OM— ZE Jekto] 7%t OHEﬂilE._MJ o} Eﬂh}‘— = %73
zag Fgsior ghe Sttt 2l A (myopia)t FEEE WAE X

371 she sol s mxjokz Aluuke] AuiX|7t =T B7o] S st

L 22 Aol A9 ) WetE TeiRick. % S| 2Evlo} mlo]
LI 4B T T 02 e RS AT, Slolsl 5
o} B AU} @312 Tro] Qi 2373} A4 Yol 7o) 27

Tl S A FHAE7E Dok “AE8Al 5o
AAK: B2 AAE A s Eolrke A4, S
(elsewhere) O & 9-2] AFA1Z T 3317}71 918} ‘o] here) S WU A
o7h= Faebd, A1Z+] o] 2 FHENA AlYluk= $-2]7} o]m
£ ol EEoEN THE XS TFM ol o & fl#tt (LG 131).
SHH O & o]e} Zhe QU WISH= AFY Bt 34 37 1H0] BATHEE

o
i)
19
)
~
o
X

o

l
o}
O Mt M 2

b}

28) Michel Foucault, “Of Other Spaces,” Diacritics 16, 1986, p.26 (FF+&, u]d 3
I, 2 IE,. OlHEESo}y, ol &, B4, 2014, 53%).
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PR AL, A7 o] HE AAE AAL A2 AdslE = 5A
off AREALS] oA 24 7Re D AL SAEM, AlUute] B o] 5t
ol ‘H2i7p oA TAo] vhefet 71719k IE#Hlo] A 3f) AHilo] &
bl FBet FFdE Told 7= F(access) 2 & o] st FAdol &
A}, 18y 7HA el = olef B2 WIS st F7tollA e BHte
29 FX1A W}, 2 shte] TAfA tE BARS] ARl o|gRte.
2 7SR gkt 7Bl AEAR1 Alnirt ghE o 2= A
A1 QEOo 2 HojEo|HA thE O & H|7|= SH| 2 ET]o}e] 2 T
AFSHHA = T2 SHH 0 & TAOA (7 7AW 9] 37 02 Y
oh= sto|HEn|ore] ZAY Eg AR Gty FRsHA Fx19] Hels
333 A17] 742 F3tHE, 18al & Adol Zdslet ol ESA L]
Y3Kcinema of attraction)”} X ok= TE/Jof|A] ZH=t}, “olEZX
o] F3F+= stolm E o] =2]e} Y| 9b2 =T & YEhdit}. 11 o]u|x

WSS e AR 2ok §aL 5|8 152 =2 sk, &
e I o= Ao, 19| A nhgo] HEeith #AE2 o
XO7 IR QA gh=tt. 235|3 152 olv] AHlE 2R ot
AE A0l AR (LG 150).

stolm Ewjot /go] Ao gA ofil WA 7]l HAEH]
(display)= ZAE-Alnp 27 stofA] A=9] HlE 12 71
7t} A-E4 0 Avvke] AT 92 JoH A|A 2} A4S E st
o] AAE A=A B2 A E AAISt= ZHwindow), °IPI A&

o A=7} otz A7He] FEE=A AAShe 2 U(frame), T
=
5

=]

A

o

-~

(o]

2 4

fu oo fr 19

Aol &g H=dhe FAlO WYshe A&(mirron)2] 272 AT
= AATH29) Ty HIEQ IS thfet HAE Al 71Ale

5 odo] ATEe o] e S48 AnE 4 gl AR 715E
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2 sl ﬂm 559 JAHo g wT ATUL A

o) 2= QAT sl BUE, A9 A o4l B A
249 ARE S48 Kol Au B AXW, X410 mHT}
97 YuE Bitel o] R ATHRAY 7)53) o]o} 2L A

i)
o

ow

22 7ls2 HolE 2 253 A2 = AAT AYute] 23 dAH o]
oo FEshs WS B8 kA AL, AREARY] S HAl S
Hohe Aoz AEoAE et o] Vs dBE = AUe &
A9 M2 e Ax3P7] f3l 7HEl= HaEdoleke §o1E
et "HAagdgole (FAE) Hole A3 2olA| ¢h= A, (T Y
A9) EHY 2, B (M12A™) 8% E3(dispossession) AR
o MZHo] oJu]A & 2osHA] e=th. HAEd ol B3] o|vAE
s e A2 27 oA E ARl A -5 Yl
Sto] 2] o]l 21 oW A E H=H (LG 168). 7HE = HAEH0l2
of oo} &2 WPt A& A Alduf A= -0f| A 9] o]u] x| 9] 13 A

oH.
i)
o,
gl
gl

(epiphany)THe T =l ojm|x|o] 914, = Hr A
A% WhgahthR HeA 1 s o5d 928 S vto] 4
wishe} ARk ALt} AR A AR
sapel q_%a o2 SRt HHOR PRI A2 Sol A Ay
ako] zpel7t AR 4 .

5 s lolo] 2] o) Aole] el Ao] Weptlels £

)
g

rJ
1o
)
i
i r

of ol 2 o Aok o8] AR 2N ofm| XA AZ A=)
S12, 71 ofm|A 8 AAHA Q) dmejo whet 24 she, ST BAS 9l
T olm|A-AAE HAFSHe AAS 2L Q7] whEolc ApIFo] HE

20) o] SRl A The-g . Evps AN, el A, FgstolE: ke &
Aok ol A B, 85 F, AFUALLEERA, 2012
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57, Welol o] 77, Hiel W o] Al o= Q1) Hlold
o] $8H8 doli A0 719 Altfe] Ak R2E 9, Ga

ES ¥, & AAE sAIAE Tl olvAE EUal AEshe AAE

kA9t A A 719 S AR == Alve] W sl B3-S 7
2)7]:= 48 (performance)°|tt. 7HEl= Y7t F3kE Hlofu o]
3o 2 1Rl J3e] AE/dS A YHUH 4 (attendance)Q] BE
o] t] o} A|ujH o & AH-GE|R] GHA E|Qlrtal FARITh JA2 A4
g wu HofiRl ] Azt Fstktol] AEnkE SokA] et @

9 DVD, 2E2Y EF, fREE &9l 95Fs He WA Jokt
1 Hilshe FEohs SATS 2] Feth AFEHU AnfEEo] A
Al B E HH} A= vhEslke 7}—.—11] I & i(glance)—rlzl—

CVES —éEE 1"’ Zﬂoio} /\) 71%4 FAT 717189 71&4
Q1 71'5-& wofstal Alojoh= A), Aol A A I F(F3tl it
g 9 HhE-S A nlr]ojo] FRohe TRt 9lAE Ak 9l 25 v

, 24 vt Q.9 ZH2 m|t]o] QI3 Fx PE EFRITE A=
237, YAEY 0|24 AT} slo|HET IR A H|t]o] FZR
o] g FJolgh= Tt A1 9] TR S50 2 FHUS = gl %t
(performen)=A19] WIS 03t 1 THH ojeh 22 /g Uio
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A ARke] A 1ok T o EA @%@—’F =7 FHAEl=
ket Jalt vpZe] mirjo] P97t HE
CHA] HIR| =] o] & &3 Aldnke] 7 J)r
< 7= Al-AlA] (re-relocation)o|2t
S A-AEi A= olv] A= 2g E A
EZo] |, AF, AL} BHdlo] tha
n|t]ojake A A iR Ve, 7
). 1A A -AEi R A4S e tq 059}75' Tt ol ‘=
=0 2 =o}7k= Z(back to the motherland)’30)
= A99] 0|5 5= gttt A2 JEE 7] Sl %ﬂﬂoﬂ/ﬂ =
AR A, 1213 2L 4K patrimony) 2.2 F/dsi2l =4
0 2 Alst= ZAAENA A =71 A-)" (LG 195). A-AeiR] 9] = W
ol A Fzttof| 9] Zhalofl ZARE Y5+ Aol 5| 3lEE o= it
O|AL IAE-AYu} 27]0] Y2 W59 E7hgt At IHo= &
TSRl HEAQ1 Aute] FRRE 7P 1 Fatte] ARt 9l 715t
= TZA MEo] o] P912] 7hsAdS AHi19] AE2Ql el vt
S5 SHaL o] o EA M= Ao AT, S0 R AFAIE7IE
THISHAG o]t} 0|2t & A0 ' AJdute] FE
g Xooﬂ 0|1, o] "Po] FF'2 Sl EAE-A]
A=

I-ﬂi
-lN
ol
L
>
)
d
i
>

1_4_:

%529 F4
dut g2e] A B m} 9 Aok 380l ALY s
A e FETT. %

30) Casetti, “Back to the Motherland: The Film Theatre in the Postmedia Age,”
Screen 52.1, 2011, pp.1-12.
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Zo1TF (LG 200).

SMEN FAk: ZAE-A|H[0F B £ TRIOINZE 251A|,2

A A 7 ANYES FALOR A B rFnjo2 L5
BB A A7) of@ X|%e] 0] o] X1 oA ofH AA
2 ABSHAA? o] AR B5] 918 Ui EAE-Auu} A2 ] 7
A Aoz o%}nw o] 2] 32 A F4o] 21o] At Wi

HJ_Z’H A /\M]“H ‘A =9} FHi(material and form)oll =5}
= AEo =, &8I AAoloj9] H]o] ‘Alunte] =t YRICEA 5F
02 ZAPH FEoNA HADRY] o]go] Y= Ao FEII Fo
uheH]2]7} 20019 i mlE]0]2] Aol oA AUukE A3 ol (art
of index)& AsAA TR E AJHRFE “AA} om| 2| F ZH419] of 2]
484 F ohUE xlshe oyl o] E4=gt Al "3 Vel Eit oA
THFZ 0] A o] AAFRS Hio} SRS AEA 0] o3} o]n|x|Q] EAjo &
AElo] 2 A1 7idS ARYHL, o] ZgolA 7Heket TAkde]
E4QI HFo| AT A=-714E oW| A E EZAR] AMnte] 7Ht A
A2 FHE 733 & 01717\1—4 AR AYHk= @A o] ofH 7]
EL 86k = 188 W8-S A2T 5= = 7S 7 "R "

31) Lev Manovich, The Language of New Media, Cambridge. MA: MIT Press, 2001,
p.302.
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Ak 32} ehlglet. 2] 9 ERT D, N, RS BET Txge]
#olg A ol|x|9] et 714t 712 o) A Re) Slgka, Iem el
J9]2] 284} ggoleRe s ekl Yol wale] BaAel KfololA] 2t
o}, =L “WE] sabd, AIAR 7)ol dhat Zi o)A £

)

= Ikl
£ HUAE mbolel FHEsk=d 7]ofshH, Z]:Ti*éol A, AAA
(referentiality), 224430 EAZ Q] IAE ESolF+= AU HHEZ
O = SPIARIH 332l F4RI, o]of 22 Tl WETH HAES
LAl ejofA9] ofu|x] 22 7 d B3l BE 7|9 AFKIA olu|Z|

)
> B

W Ak 2|AH] 7k0] B o)1 QlatAel

£ A9 AEAS HEA
1, AyA o = wjA| o] E4A A &5ER] g EEEAR HEY
T4 AR 2E9 B olte] HAE Aol BE Gsie} A2t
Aoz QX }o]—tﬂaH:,_ ol “@As] YT =0] 7|5 07 FR T ‘&Y
jA|e} FoHA B 7|58 57 SR HHok= 4y 449 o &
Ast7] ﬂvu:oﬂ °“‘9]r7} FAIRE “AA|} A A HFOA E 3
Zlolgkal sttt miA] -EE(medium materialism)°]2t & 4= QL
=olt g2 Obé}% YAE 7]&o] AYutE L2 0 s HAGRS o}

Yet Aebt ke wA] 4o mateoly] wEo] o ol4 ¥
7 ohjep39eke o 2 QAR gt olo 2o 7 %ms&o&
£ ez} We)n nlelee O Esit Aol A7jsks

32) Berys Gaut, A Philosophy of Cinematic Art, London: Cambridge University
Press, 2010, p.50.

33) Mary Ann Doane, “The Indexical and the Concept of Medium Specificity,”
Differences: A Journal of Feminist Media Studies 18.1, 2007, p.132.

34) D. N. Rodowick, The Virtual Life of Film, Cambridge, MA: Harvard University
Press, 2007, p.10.

35) Ted Nannicelli and Malcolm Turvey, “Against Post-cinema,” Cinéma & Cie
26-27, 2016, p.34.
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715 F 7] e E AARt stk HAE HEhs rHojE 7He] A
AE S8E %9 E3Hintermingling)s ¢l AUEH|t]o], slo|mu]
to], 1811 thE £F4 vt o] AlAIE AB/dok="30) LAl =& 1ot
oFstal, 71 Hglo| ko] AR B A} Hilgoll oA E HEA A
vmke] A 8K 1‘:}— Folt}. 7 WA= ofm[A] ] /ol
R0 E IRt ute 2 uhiHX|oF FARSHA HAE Ald[rtof A=
oJu]z]9] 7| ZHt} o]u]| 2] 2] ?1F Y (encoding)°] AY5HA L o= <l
g Aldvhs 25 FellA 7R ZHHEtol ofet 23k T 2
= 715 S 9 AR T ol HESHA] Rt 7RIk A AlA|
o olw|R|= oA P49 7k AlA o]r|A|et 23} o F=H] o]5°] &
UFH A 0 & 55T A Z}E]7] wfio]t}"37)

o147 YA AUILE ] R RE0] ol H BE Fajete] 2
ol T WShe o) HAE- AN A o} 7ke] A4S 7
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Imaging in Popular Cinema, Edinburgh, UK: Edinburgh University Press,
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39) Dan North, Performing Illusions: Cinema, Special Effects and the Virtual Actor,
London: Wallflower Press, 2008; Stephen Prince, Digital Visual Effects in
Cinema: The Seduction of Reality, New Brunswick, NJ: Rutgers University
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Digital Utopia,” in Change Mummified: Cinema, Historicity, Theory, Minneapolis,
MN: University of Minnesota Press, 2001, pp.301-349.
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41) Tom Gunning, “What's the Point of Index? or, Faking Photographs,”
Nordicom Review 25.1/2, 2004, p.41.

42) Gunning, “Moving Away from the Index: Cinema and the Impression of
Reality,” Differences: A Journal of Feminist Media Studies 18.1, 2007, pp.38-309.
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Dynamics: Mapping the Borders of Cinema, Vienna: Austrian Film Museum,
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Amsterdam University Press, 2019.
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Abstract

Cinema’s Change and Persistence

- The Lumiére Galaxy and Post-cinema Studies

Kim, Ji-Hoon(Chung-ang University)

This paper positions Francesco Cassetti's 2015 book, 7he Lumiére
Galaxy: Seven Key Words for the Cinema to Come, within post-cinema
studies. I define post-cinema studies as a set of scholarly approaches and
discourses since the 1990s that have responded to the post-cinematic
conditions: conditions in which the boundaries of normative have been
dismantled and dynamically redrawn as its constitutive components, such
as celluloid, lens-based imagery, single screen, projection, and the fixity of
spectators, are changed by digital technologies and non-theatrical
experiential platforms. Summarizing the tendencies of post-cinema
studies as four keywords (material and form, platform, history, and
philosophy), I argue that 7he Lumiére Galaxy, based on its emphases on
platform and history, demands us to consider the post-cinematic condition
as a dual movement of cinema's persistence and change. On the one hand,
Cassetti diagnoses the post-cinema conditions as a situation in which
traditional cinematic experience, and the place and apparatus that
constitute it, are undergoing unprecedented changes. On the other hand,
he nevertheless stresses that such a shift provides an opportunity for
rediscovery, reconstruction, and reinvention of the traditional cinema
experience in other places and devices. In so doing, he challenges the
so-called ‘death of cinema’ discourse, as well as its epistemological basis
that posits the term post-cinema as marking a fundamental, periodizing
break from cinema. In order to closely examine Cassetti's argument, this
paper elucidates the seven keywords suggested by The Lumiére Galaxy.

relocation, relic/icon, assemblage, expansion, hypertopia, display, and
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performance. This leads to underline Cassetti's contribution to

post-cinema studies.

(Keywords: Post-cinema, cinema, Francesco Casetti, The Lumiére Galaxy,
relocation, platform, experience)
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