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2) S. Prince, Djgital Visual Effects in Cinema. The Seduction of Reality, New Brunswick,
New Jersey: Rutgers University Press, 2012, p.1. 0|3} o] Q] Q1-8-A] x|} A=)
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3) S. Prince, Dijgital Visual Eftects in Cinema, p.2.
4) S. Prince, Digital Visual Effects in Cinema, p.3.
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5) D. North, Performing lllusions: Cinema, Special Effects and the Virtual Actor, London
and New York: Wallflower Press, 2008, p.6.

6) S. Prince, Dijgital Visual Effects in Cinema, pp.3-4.

7) K. Whissel, Spectacular Digital Eftects: CGI and Contemporary Cinema, Durham and
London: Duke University Press, 2014.
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8) S. Prince, Dijgital Visual Effects in Cinema, p.5.
9) S. Prince, Digital Visual Effects in Cinema, p.5.
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10) S. Prince, Dijgital Visual Effects in Cinema, p.9.
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11) S. Prince, Djgital Visual Effects in Cinema, pp.24-31.
12) S. Prince, Digital Visual Effects in Cinema, p.25.
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13) S. Prince, Digital Visual Effects in Cinema, p.55.



494 HFAAIAT A24d 12

i

s g R g L e ) LA 23 ) i s R 2 e o i o U = oS
o] ofgiol 7171 WES check Seld Telss ulus A
/J(Digital Compositing)->- 1| 2|9 TS & 1 HAlsHA] 28 4= 3
Al BFEer 59 At (Multipass rendering) 2ol A Th =]
A AW2ALS 71551 Fich (Autolr] oh 2 Spider Man 2) (2004) 2} (7
3 King Kong) (200502 T8 ah4e] cha] Al Abls] 2419
Chio oAE zslde SRamm Adey waen ek
(eFebEo] Ratatoule) (2007)0] AREE £ 7]#1S 3] ofefat tix/e
21 0] w|ghd] SUSS Sofrharh!y F3sHA Altjo] FojEERel A
B4 7|&(Hazeltine printing lights)> A5 MEALS S ¢+ =&
P, B AR Flde) EQlOE NS AT S Y We B
FEAIL FREALS B Y Fstol| 7R e, 1= lsf A
A Bjgmel o] wol MakiT: Talst (opAe)
Flags of Our Fathers) (2006)]] AR&H TA|E AHA HFAS FA3]
A 9| F3fetA whalo] 39| HAIE dolAl HAE 7so] Az
Screative powen"©] BRI chsh AEITE 10
HD H|T]Q &L o|u|x] P2 A(the image light curve)2 24
4= SIh oA Alme: TERle] 71 el Wick ek mpl
o} opgre} TiAE Altfe] ofu]x|e] s BAlst s
tF2=d|, vlold THMichael Mann)7F=-2] (ZFEZ Collateral) (2004),
(utolofju] BFo]A Miami Vice) (2006), (HEZ] ofuu] Public Enemmies) (2009)
18]a1 glou|= HA(David Fincher) 715-2] (ZT|9} Zodiac) 1} (A4

>~§, -|1>i —TL rl

e
of & nf ot L

91;

rlr i

14) S. Prince, Digital Visual Effects in Cinema, pp.63-65.
15) S. Prince, Digital Visual Effects in Cinema, pp.06-70.,
16) S. Prince, Digital Visual Effects in Cinema, pp.75-76.
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17) S. Prince, Djgital Visual Effects in Cinema, p.93.
18) S. Prince, Dijgital Visual Effects in Cinema, p.95.
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19) S. Prince, Digital Visual Effects in Cinema, pp.135-144.
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oLk o HAd A] oW E|(digital geometry) 9] Bl FsgolLk
of wheh, 52 ¢PRE Akde] tAlE bl siAE et offywold
7150l HallRl 7ol whet, 2D, 1/2D, 18jal 3D W' REF
ojxH LB Zedi= o] AoflA ofd izl Alel HAE Altfe] =

I
|

20) S. Prince, Digital Visual Effects in Cinema, p.144.
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A tlAile] A% ATt galel dhalA cHECE ol Sl Bk A
O T 5 o] o]=HIA 95} (ueke] v The Sea Hawio (1940)9}
(k) O AW 0094 SN BLRE THE] SJal ALE Z]He
Hjasl] ZA = B ARe e ES(dy-dock) oA o
%l gstolm virh 201 A ek 237 9o 7MY Sk
TEoiule Hl glolAl o] 59 AlelE Foii] Zelie ofdE 9} A
A0 3R 5O 2Jolof thelix] =efplth2 o] 7] 29 ¥t
oF7|¥l Zpol= o]Fth TF Aoz A g at SRkl
= 3 AlAEa A Alolofl= Rk AAAe] QUSIEh SN o=
o URE AldETs A otk ARl AR Zedd A ol
Mi(seamless) §1o] ety 2B el (HIAR HEQ] AJFERS: 7
JL& 71t} The Curious Case of Benjamin Button) (2008)2] A1A|ul-2-2}
HAg e T 71, (ohlED o ym|o] AlAL 719, (A|IEE
Changeling) (2008), Z12]31 (&2} Zodiac) (2007)2] TA|E vjE w|olg

7o) ARIIE FAIE o= EAst, AA| ofu]A|et 71 o|nfAlE ol
o] Fehe dl LRE= YAE Alaate] “ehaet ARe]
-8 i) 22)

o~

1-ru )
rlﬁ

&
54 "= 9] v]g Immersive Aesthetics; 4= AHEHE 52 SAFZ]
ol ee7)Hteks Jider fAYE anE Hr|Eehs tRE gelEo]
olu2E HPA7|= ] BAgH FR O g oS FAA HAE
e} £ aukE o B Hrh AR o ebdsh=Aof thafiA] =
ot} AR ZRlies ARISEK photogrammetry), ©|R]A] 7]HE 27

(image-based lighting), 18|31 HDRi(high dynamic range images)”|%©]

ol

21) S. Prince, Digital Visual Effects in Cinema, pp.176-182,
22) S. Prince, Djgital Visual Effects in Cinema, pp.169-170.
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23) S. Prince, Digital Visual Effects in Cinema, p.10.,
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3. X2y 2lgelE

d 5
oF B Aoz ARIAY Kol e AlZte] ZhseiA T 1l
A a1 Rt anpE AR o= A HIek b ARRiRel LElE
ZAE of2fRt yAE A HIF==A1 7IsE] 24 Sl AdR
e oP R WA HOE HS Ao 92l o ittt £
o ol2fRl BAE Fol AEE Ziie I 2dels de e
i 53] o8 SN A4 dS HAE S0l Sl = shor
QL Rt o] YRk ofulR|e] A2l Ak o] 24

o] FaidE 1ollA A2 e de|E(perceptual realism) T | 3E%
(indexicality)& Th= A} 4782] ARRIA] 2|2 7ol Tt Blsof
A - KA AT TE2 o7 M= 2Bl ZATE AAShs A2t
2 gdeSt YA A|#/de o|SHE EAEAYUL HE £oflA FHo
2 YA Al @3} om| |9 EAEL] EA|9F BRsto] thErh
42 £EBK(Susan Sontag)©] TH3ke] 4|2} The Decay of Cinema ©J|A]
g0l 1000 & Fke] HE20 AthE Autel 2pE A Q1 A2ttt w
| 8 1Al O RRE ARt A= ulsh P4k A g} ofn]
A1) AT Sk oo e5g ket 7t FR{E ol EaL Qlrk
ojgfet 35 &Kol ‘EAEA NP §oi7t SRR AlQl WAl
(Shane Densen)¥} Zg]o} #lo|thjulia Leyda)= FEAEAE: 214]]7]
A35}9] 0|23} Post-Cinema: Theorizing 21st-Century Filmy ©|4] T]X|E H]

O:
oL

24) S. Prince, Dijgital Visual Effects in Cinema, p.10, pp.31-37, 48-54, 148-154.
25) S. Sontag, “The Decay of Cinema,” 7he New York Times, 25 February, 1996,
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Sswx|o] ofa] AR Ame Gste] AlhRA EAEALE o]
A Aegich. A, EAEAMERE Alee A5 4w} 98k ojulx]
o) AAeh 0] Wit Theket ol 24 A mFele fojolt) A,
mrEAnke FEH TN SAI Esjel A5 A7) wsle} o
28 Aol e 48l A slelrle g gojolch
o3t mAEAN} BEo] @l ol24 FAL ol BE Al
oA TIAE AlfRo] 7|44 HSHE B Jaks A4S TAoks o
2 Hoiol}R WAL Ik A, AEE Au]RE TEAEA|ule]
95,014 7127 Aol ojat se] AREHMAloIA ] ek 3
Fajo] BE Altje] JsE FAH oz Aderala, tAg Ao o
S8 mAEAaPEl PR 07| Fod B ol /%
2 AR mE Altle] ito] o, Tl Koto] BAH o Alup
o} EAEAule] Aol =L folth, o] TheT} e Bgo
Zo) % 4= 9lrk, olwat A, AEH, ALY, 1223 $-80) 2ol
A s} ojuz] AAle] BAH] M| ol ol A| T Qh=r)r B o] A
s10] w1 txgze] gzl ohd ke 2el=als] 7| Ee (Friedsich
Kittlen)©] A3} o], wjAlAlole] gt 2499 Ao gl o
ge) 878 Auro vefsls Aolehd, tixdsi Jsle) 17|

AV el P

X

=

BAelE HIEQA AREE — AN ASLR, T2 TR oA — ojmet

= =i, =] y =11 O 1

AN A E A7 sSE AR HEE(information channel) 2 F]o] 1717 € A 9|

26) S. Densen &J. Leyda, Post-Cinema: Theorizing 21st-Century Film, Falmer: REPRAME
Books, 2016, pp.1-7.

27) S. Shaviro, Post-Cinenutic Affect, Winchester, UK and Washington, USA: Zero Books,
2010.
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oh ek oot Sof, dstet wAt A AlolES Fdll 7Rl =AskA
i, Y, 2, A7), ear 9 2ol ool Az SHEESE
njtjol= gt g2 Rofd Aol (Fe) ol2fdt M=o} Rl A g}
= 783 nljo] Afo]o] Aol 53 A Hr 42|} ofu|X|, Haxe]o} HlAE
= AHIREA QlEHo]AR A e EHATNsurface effects) 2 Z4AE
Aolek, (5= HIFE WA BE AL 24}, 5 ofu]x], 4] £ B
s g —’F‘%kol ok 2ea Ak G UEYATE o] Az SHEE iAo
o[g ﬁ'ﬁg}ﬂ UAL] o|xIR] AR W71 =W, o wiA|E o}
LS _51 o] 7hssl Ao} AR BE Zo] o]RojXint 2, ¥igh
=i 0]%*"‘—%, A, 2 &4, 1eja £33 A0, viE — TR E 7]
njtjo] fa= wiAe Ad IS AW Zoleh2®

F-.—a ox [ %
101‘

fiﬂm

r°" KM og o

slo)

ot EA Q1 Hglo] J3} AAoje} migte] ofwRt P nF=7P
71E2] AldukE AR T Felo|E3t Fskdioh= ofAl ofu’t ulE
Ad 4= a7k AEE ZEAe olof 2 ARl S5 W,
7t et Gar U F3H L eEe] AiESKre-conceprualiz-
ing) 9] TR A-S rue Lies: Perceptual Realism, Digital Images, and Film
Theory, 14 o] SIFHHSIEE TASL: olelA) Helck2)

“olgal FXA W= AR oT o5} o]Ro| BEAES ol:ﬂz‘;ﬁ;]....oﬂi],o]%
& ofx] oleiat ARFES thA] glolsie. sle] AR WAl corvh ul ke
S5 Al 7128 5 AR Al olelet S WA oA
Y& AHE (FeholE2 ofgA Exlsfors=71"

Sk
)

%
=]
=

UAE HTZs=A2 Ve Foks B9 9% 7ild = olslisk=

28) Friedrich Kittler, Gramophone, Film, Typewriter, Stanford, CA: Stanford University
Press, 1999, pp.1-2.

29) S, Prince, “True Lies: Perceptual Realism, Digital Images, and Film Theory,” Film
Quarterly, 49.3, 1996, p.27.
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sh= Zlo] ol o]2 S Ale AslolRo] Wane Azt 54

B2 Aol tA Alnje] has e TR B8] opd
A4 e 71T Bgolrh

A9l WAl Selo} dlciole] EAE A} BEa} o] TXgwe]

o4zt AA) Wo] Uolrtrhs o] F41L o £ 2

B Rl Po] ASAS TRt T uiF QA AAHU. of

QA 0] AL TN ofu|xe} A7k} B3R A|o] g B4l

ok s 440, ealel ol RAHel Qe BN 9
23 @%F(Jacques Aumont)2 ©|E 7| A=t} 30)

“1890A7H 1895 Afole] 247] B olmlA] HlFERA FABE ), 1A
& ol = zgolehE uat AL B Ao] gIgld Aolelet Adia Bk
oE7E, WL A7 2 o] glo] gl o]u]Ais ofi s AT T
B stelsck, A el d 509l (69 dakesisl dde g olef v
247] 85 olulx| ElAsmA} AUIE A2 gukE, BadoE e A

ohet”

Flo PN

A 252 HAERS] Hgke grgo] obd T 7leA] 7]ute] Hg)
g ent Rk J17 o PA AERl ol fE Sofrh thaat Atk
A & HiFz=A10l 2Jsf Fofe] o|n|A|ef Ak Aol Hels
AL, o 7 mldo] viAlel A= AR o ds] ekl AR
Nk HEo] ks Hef S Itke Fehud wohke Wl V]

wolth. 19] ¥R, “pele ofids] FekE Hel 54l

>~I

)
£

30) J. Aumont, “Que reste-t-il du cinéma?’, Vrin, 2013, pp.39-40. ThS AojA] Af2l&-
A, Gaudreault & P, Marion, 7he End of Cinema? A Medium in Crisis in the Digital Age,
New York: Columbia University Press, 2015, pp.106-107.
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Q&9 n A2, £ HWE(John Belton) FA] TIAE A|te] 35}9]
oAz B Altfe] QPolekR ek tAE YAIS o2 Sof AT
She £ WE0] Xt oYt XY QA HlasRAE BES 47

Az ool 2ol BAS oluje AlolAE Wiz A] ket
Y S RAE ot AR Te1 AT A3 H
B2 B, WA gt Rl AR A 2, AFe] A
A S oe

2B R ZA ] AR AT Ao ol A ulhE gk
oy T POl GAd Algads E95 Alge] Aldaart Be
ok

JIA| e bt Goba] AbdFelo] fdE T WeAlE 2R
O 2H o] ARRke HRFRIEE ko] 2ol AEHE AAY 2Bl 2™

s
2t A P HasRA} fRe B mph HeE 2 AL
Alo|z|ut, AF X]T;Lﬁ}x] A3t SElE ZE(optical printer) 7]&%
1 3R 0] Aﬂeg} o1& 454_4 ‘6]-7:" Ho1

“Srogsfe] Alzbaahe ohda Aol TIXIE Al AAgAeA B4
2 70l o 271744 AEAS SIS Sk TS Azt Eake A7)
B3 ulE AT 4 Gl TS AETL ARE EAS o] Ak A% Ay

AlEhe] GEAATFEC] FERA HEH 2eele] Zs gl Rojek )

Y AL AR ST A 37 BE Adje] Az}
B A3t Zo] @3} oju] Ao IS TR AUS
o] Aofx] AE}E el tiXE A7} Fashs Qakd oy

31) J. Belton, “Digital Cinema: A False Revolution,” QOctober 100, 2002, pp.98-104.
32) S. Prince, Digital Visual Effects in Cinema, pp.4-5.
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A18] AVAE T ], o5 A[3t/do] ofd A[Zke] ZAI= nite] Azt
sl715 Aotk 7t F85k= HAIE oufA|et AM/dS] WA= o
ot IE Al PdEEe A4S 7R FEH4 on|R|E Sl A
F=AHE, HAE Aol QlojA @3
ofd "HAd JF HAm=EAE T 32K 7% ojmA| &= EA|
(replication)"=]o] QHJEITE ZRIAE= o5 A4S HARE g ARIE
g deF FHEste], A7 BldeF ozt REE HAE At
M2 2 helE N o 2A 2B A0 XM 2de)E 2 v
O] TARZIA olmfx|o] EAE, oA 7] ¥gE FEFA] AREF0le] &4, of
o] 4] dEe) AT AP AES Ak 7/‘1 =8
FARIA ofm|z|o] ZAE, (o]3 EA 2, o= 7oA S=d] B
< et 71A1A BAl0) 24, & A ZAIE ol AR ofn|A]9
= AR AER] FATAE Holel Aoz Hyjrh v ol=gt A
Aol Al “F3l= AR Ade AlZE HoflA ARl Aoz Helny
g A2 o R AR wiHRA FIE A8 TE &1
(Peter Wollen)-2 HPEO|A] QlojA] “elde|& [F2HE &8l ‘9n|sf &
Zasi o] oh, Qske] A 1 AR HomK), upe] ‘ols)
Rolollree B ApuRole] BAE ofsfilch s wpgo Ry
7€l & o Qe BE] 7H T ofm|R] Ato]df ofzgh
24, & =94 A= E dlof| ofs o] Feke] AT
ol 23} nshA] A o] Etie @ siEet A viz o] X|EAo],
HRgo] gt ARl oju]x]e] EAEA EAJo] A= 7HIAY Hboll

s oA &2 S Folske ZEAQl doldith @

N 1o r@ i) r{o

S
rr

33) P. Wollen, Signs and Meaning in the Cinema, Bloomington: Indiana University Press,
1972, pp.120-134.
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Sto] AMAEO|E =5l AEE ZRiA BRl AR o R oA
ARIA Bldefgel B3 B ol2e2 AR Zhilet el Sl T
52 8739 AakEhe A, o] el AR of2fRt AREE] 71 EE &4
ojm whA] QAo HEA O o] AREof AR ]lt= At
Al 7191 32 AT
YAz A o9 Joh= T o} dFolehs =dout 7|4 5f
Al ko @ 2x] A|#/de 7H] o|u|R|ofqt oJESHA] oF=tt ol &
g0} Hafje} Zo] Auute] S5 AURE =97t SARE F8%t
, B} 28] =(Barbara Creed)= “AMAtAl] %3]
Egpont I8al F3oehs A A
248 o3t FUAI =
o3t YA oJu|A|= ok A
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HeEZ
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ZA5l= o]u]A],
44

7V % gicka Fich AEAS
brlo @ Apole Ajehe waizle] of et Sojth W
= UEe
A
ol AN A

\1

&

PRIERE RS LR
499 OB oju]x|)

-

Willemen)-2 X|3

P S F 4 9 ol
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el mase A oulAE A A5t 9
ojgfRt Hi= EQF Y 2= ARIA] ofnfx|o] EAjEe AFE A
Ao wic dAE olulde] A A% e
olo} Ee POl i AFNA ATA] 2T F3he] 2ldelEol o
L el 28} ZollA] Anjgolt

=
o Huiel

__L/\
- =
A HTZE2AR S 85
35) B. Creed, "The Cyberstar: Digital Pleasures and the End of the Unconscious,” Screen

=
=
34) S. Prince, Digital Visual Eftects in Cinema, p.50

41.1, 2000, pp.84-85.
36) P. Willemen, “Indexicality, Fantasy and the Digital,” Inter-Asia Cultural Stuchies 14.1, 2013
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9 5 QxS Birt BE ofulxo] £5e] U of
uIAE Aolat 4 Qlerl ESE WAl vhadah MER A BE) b
A% EAlo] ko] njsha F1x|e} ke Zvto] woicta, TiXd |
S Aol ofs) AAHET AulEls o ste] ujskd shxleh Boh
A 7Ike sHe TAY ofulx|e] ujlH B4 Rl o]0l
o] Hollx] AEE melAv} BaHR WAL UL olulx] A4k A
o s} oju]xe] AjRo] dig Bgolthy)

ol sl ohet el Sels] F40] sl chist v, B4
oA BE AEA HolFl, F44H 7)5o] BafslAut X713l
ol BEo] ML Poldd 4= 97| whiel] ©5]e] TXd of
u]A7} ke ASIHISE UE oju Al A2k Aol H AM
Q) L71e ol Hli oabE o] o]Rolx7] YA mErk

SEE ]Er} o5 XER AstEis AR © o4 Hho]
Wb ApHgS 7HaL QUK eichs olmlold, AL olA] & o]4)
spEolA] e au Shetek e Ablo] A4S Yolths Zo] of
Yzt oAl A HolAl L he-e AAstaA Rk vt
A5, 2EfE R TAE ofnlA] Astah W el A Alel
olelet APl ofujx|e] XS T4k Zlo] 2318 st 4 T
ofm|x|e] ol olalsh  qlo] XA o] old TAYS 1
o5 FolRL N AT AEE ZeAL TheT} Po] Zgiek A}
Ho] ste| AN T wskchE, Abdle] EA1EA A 1
25 pExe} W P E5 wslE 20 Hojof Hh) )

37) S. Prince, Digital Visual Effects in Cinema, p.148.
38) S. Prince, Djgital Visual Effects in Cinema, pp.32-37.
39) S. Prince, Digital Visual Effects in Cinema, pp.148-149.
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olefgt ol goll 4] AEE ZelAl ofu]x|o] FAVLE XA Ao
gk ojEstA] ghom, Hrk SEA O o] ofglA X|Zsh
o] glo] Tefelofol Feka Fgieh Hh o] o] AEjE Lelay
Holshe tiXE AR SR A2 2edelEe] slilolt %
Bl AERo|=7} ok Td Fhueto] ofs) vl H immaterial)
03} 10]2ks SR 712 7] W] S1e)a ARIgkEolLt AP Aol ek
CGLE AV thizel, Sgstel T oln|xi B ofm|x|mrk
RSk AMIAS A 4ol gl 2 ohrhio AFER B of
nA|s A ek gro] Teli FelBo] BAES B SIS
A2 o8 Telm QI AN ogick RS BE| X
A T F9llA BAAS A AmAe] B FhITks Aotk
mlst 0] ofefal N2 2lelels WS Fal Arla melo] ¢

ANAAEA) okl efelH) e =ofsh
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el ofake WA = ﬁ ek AR el
2R melso] ofo} e Azb 2ldelBe] 7]28 XEA el
s the B9 jzu A o] Tk & 71d(Tom Gunning) &

T olnjx|e] A EAIS o] Heldch AEAL A, o
8Kfilm) Z12)31 i lc]ojol el -E4e] SAe] mkion, gt
o] elelejae BAlsHe o] glo] ZAle] Wilo] ofA] HX] ghert i A
e ARIA ofm|], ool 714, e A ofmlx] T ofw
o= Qo] ArteEekE S4elo) Al Rt ofslol ARz
sofgieka A Atk th) B, AR} ol xe] PHEsL B
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o

40) S. Prince, Dijgital Visual Effects in Cinema, pp.147-149.

41) S. Prince, Dijgital Visual Effects in Cinema, p.153.

42) T. Gunning, “Moving Away from the Index: Cinema and the Impression of Reality,”
differences: A Journal of Feminist Cultural Studies 18.1, 2007, p.30.
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Ko a3t sk Alo] Ade 9] d4jolct
2 AT 2 A (Charles Sanders Peirce)= X|EAJTEo] AFZ] o]u]X]
o 7|54 B4 ddiF o ArshA| d=thal Hdth AR ofmj]
7F AA VS 717 22 7R k]t e AA e R Tl
Aol SJafix7lo|w sRANE FhH O R diate] fAdel oJ&Estal
Q7| witoleh4d) WA o] =00 o] HAAR ATRKBraxton
Soderman)-> CGLE £HYRE ARAAQ] A o]u| 2= FAMI 2] 3
A ol S AT 4= dekal R HAE o|u| x| 9] A A
7hie} ekel ol obd tAIE oJufAE whEoflls F=01 datdl=
of Al 1 g2 skal Qlrk axrute]] ARof st “darelEe] 4
A o] x| 8] x|xAdo] Hr}. 9 uhl &Z(Mark Wolf)= HAE 7}
2h2 Z2RE o]u|A|7} 03} 10]2h= 4]l 7|22 EASE 2?1
Jﬂol/\é 3 AA| tie] oluAE FF owXAH AHst] whiol
Aol & 4= glvkar Eiith webs 232 fAE ol
A9 A#dS F e SHE FHESth A HA, AR ofmfR] o] x|i
43}k ol QIEHo|AE Foll A4 AhdollA AA| did= AAsh=
ZAL-of tRE o|u|R|&= ‘|24 R FA(perceptual indexicality) < 721
ok A, HAIE olu|x|7} wiE e of] AE o] 0xfiolek= 3444 715,
< HlolH= EAsk= - ol wl tAE ofmR|9] A/ THEA Al

A conceptual o] Fr} 45

=

43) C. Peirce, “On the Algebra of Logic: A Contribution to the Philosophy of Notation,”
in The Essential Peirde: Selected Writings Vol 1 (1867-1893), edited by Nathan Houser
and Christian Kloesel, Bloomington and Indianapolis: Indiana University Press, 1992,
Pp.225-228,

44) B. Soderman, “The Index and the Algorithm,” differences: A Journal of Feminist
Cultural Studies 18.1, 2007, p.156.

45) M. Wolf, Abstracting Reality: Art, Communication, and Cognition in the Digital Age,
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o] Aoj|x] AE]E ZeAE= tAE AlZtavte] X244 deES &F
o AR Jeke Solgtal iRk ole vy w8l AU
HIFE GRS G} Aol AIAEN AMAS o] Bo] A]
Zta a7t Eafxl S v AbAo|a JAg Zle = Hholsol7| 6t
+ o 2AA< @% et "0 SEARE o FoflA] LBl 20| F
= BE Aldhet gAE Atz @A) et 24 Fxele Bt
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of gh2o] sk AAH, ek lakd apolgk BtAR] A
o, Fah= M2 71e4] 24 LolA A&siA A 2R o]

w7 AAZE A= olmlA] AAR A T o] GAE of
o7k Qi A oids] o gislate] FhHosks Egoltt

4, H|Z-— Ado}— 2]

FE2X o}E5(Rudolf Arnheim)2 M43t 43} The Complete Fil
ke 2o “BEARY S1EH BHE TaEel B0 A4Ag
7IAH o R M= AR Yol E Aoloyetal dsh YJte] 7]
4 I ehasleh ofeiele o1 Y 2l A o

rlo

(Anna Evert)—= 2= 1’47\]54 U]l:]01 H 352 2= vpo] e st

Lanham, Md: University Press of America, 2000, p.262.
46) S. Prince, Dijgital Visual Effects in Cinema, p.59.
47) R. Arnheim, Film as Art, Berkeley: University of California Press, 1957, p.154.
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o] A& HE oo 7te] AR & 4+ e =kl TR
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Abstract

Review Essay

—Digital Visual Effects in Cinema’ The Seduction of Reality
Jeong, Chan-Cheol (Hanyang University)

This paper reviews Stephen Prince’s 2012 book, Digital Visual Effects in Cinema:
the Seduction of Reality in the question of whether or not cinema has changed in its
way of telling stories since its digitization. Having replaced film, digital imaging
technologies revolutionized the film industry in profound ways. They have been
expanding the illusory world of cinematic spectacles that always excite our eyes.
Many scholars in cinema studies have been interested in developing the
understanding of digital cinema, its history, theories, and aesthetics. Particularly, they
focus on whether a new aesthetics is emerging in filmmaking in cinema’s digital age.
Stephen Prince’s book is a valuable contribution to the growing literature on digital
culture, The book features a useful survey of the history of digital technology.
Individual chapters are about selected production departments, such as those in
lighting performance and art directing, which form the codes of realism that anchor
the visual aspect of classic Hollywood storytelling, Without overwhelming readers
with unnecessary details, Prince provides a behind-the-scenes look at various digital
visual effects, while comparing with corresponding special effects of the film age.
Prince’s main argument is that the digital visual effects adhere to conventional codes

of realism,

(Keywords: Digital Visual Effects, Special Effects, Post-Cinema, CGl,
Algorithm, the Immersive, Synthespian)
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