odslAlElo| 71X FMak

HZ=—Aldi0l 22|13 B3~ Aldop-0LE’

Hat
stesThstm BCHYEIHT Hnma

— |
N 23
1. A&
2. FstALe] VA Ag
3. Oig}A 7]’\7& Oi/\]. /y\y]
1) BT e-Aldmke} BT AldeRolE
2) As 717 F B2 B3 7]<E(the Technology of Cinema)
4. A&
|
|
TEQ9k

A WA B =20 ojudt o]gola 3} Ak 714 Aslo] 959 U)X

d Jst Aol SolA fHLEthlE Ay, 7=z Ago] dAE 43, 7]
%, 28|31l oAtel] et Fos 250 AHE Avisith B, s ]eAb el
TN F3rr R 71* AgS 8l I 5]t 5 S oA &L

=]
o 2 2016 RIS wERel gt Ade ol FEE AT
(2016S1A5B8914175).



B )0l A shis) B a
Q= Age] el I BT TS 50

o ogsis) clel AR 71N Wl 2k MRS A0, o4, £3

A1 A i) el Al wle B adow

ol teb] AlalA gatel el UiE T4 AHE

S|
=7
B leno o]gl 7o A A3kS 98t T 74x]9] sHEA élfd

Al &} <E| - Ald[ekob2 & ARkt

ZA -
JsIAL, Jablgel oL 71 A, ALTS, Fab1%3,

- AUEE H e AYeRoLE) F. 7158, T. AAIA



Felvk By Qe
AL 1) 5

sl dsirio] opel
2417) Foll e Gsjole,

- & $12~H(Jean Epstein)D

r 10 >>L
rlo
r_e(_’l
rhf

1. M2

oA tijke® g 5 Al o222 7 FQ1 A st
(Media Archaeology)®} -3} 18 Cultural Techniques)©] 751 Ble} &
O] B ok g3t oapete] AlEE- S uisl), = Gske] ot 2719 Al
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1) Jean Epstein, “Le Photogénie de I’impondérable (1934),” in Ecrits sur le cinéma, 1921-1953:
Tome 1: 1921-1947, Paris: Cinéma Club/Seghers, 1975, p. 239. JoHHSE: “We are no
longer concerned here with the existing cinema, but with the one which will perhaps exist in
a century or two.” A|¢1-8 Z*]: Trond Lundemo, “A Temporal Perspective: Jean Epstein’s
Writings on Technology and Subjectivity,” in Jean Epstein: Critical Essays and New
Translations, eds. Sarah Keller and Jason N. Paul, Amsterdam: Amsterdam University Press,
2012, p. 222.
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2) Giovanna Fossati and Annie van den Oever (eds.), Exposing the Film Apparatus: The Film
Archive as a Research Laboratory, Amsterdam: Amsterdam University Press, 2016, p. 15. €3
“This is part of the large enterprise of reframing and reassessing the history of film other
audio-visual media as closely connected to both the history of technology and the history of art.”

3) Lee Grieveson, “What is the Value of a Technological History of Cinema?”, Alphaville:
Journal of Film and Screen Media, Vol. 6, Winter, 2013, p. 2. €% “Likely it is already
apparent that the tenor of my answer to the question posed by this discussion — What is the
value of a technological history of cinema? - is to push thinking in the direction of addressing
cinema’s role in a broader technological, and so therefore necessarily economic and political
history.”
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4) Jacques Lacan, “The Instance of the Letter in the Unconscious, or Reason Since Freud,”
Ecrits, New York and London: W. W. Norton & Company, 1999, p. 438. Jo]J&: “It is by
touching, however lightly, on man’s relation to the signifier...that one changes the course of
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3 A FFEZTF ARRouAE Vst & o, 2A0)d Y9 Bl
Hi--2] 7183 22 Gl 7ol A= FshEite] xxdolleks)
=, ol ApiARl o] 7R BHER Lu7) AR AdEHA
F3 tdE I Al SnlE Folaks AlEAl e Al 3=t o]
A AsS Y= AA AVPZE HE Zoltk v R, osd
F3t AAKe V1A A3k Fe/de taPehs AL 21417] EAE-
AldEE AIE T8 eks 93} olmAIEE] AR =44 7Nl tiAd
J4F 710tk oJ7|A, o] [eke Zg]|=2)3] 7|5 (Friedrich Kittler) 2]
At E A 7]szo] APE wiAIgEe] AfolE A-¢-aL Sl AR SellA,
o] g3t AL Hollxi7t obd wiAER= Bt BHLISE SR Y
Fof|A thFold EAleR= Horhe)

o]ZH} ¥ W|t]ole] 42 FIt HAEEAEA A FEE v
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his history by modifying the moorings of his being.”

5) André Bazin, What Is Cinema? Voll. II, Berkeley: University of California Press, 1971, p. 37,
A S¥Z, o)gat o, AN 2- AIRE o]u|A]y, A2 0], 2005, 9~10%

6) Friedrich Kittler, Gramophone, Film, Typewriter, trans. G. Winthrop-Young and M. Wutz,
Stanford, CA: Stanford University Press, 1999, p. 2. ¥Ji: “...a total media link on a digital
base will erase the very concept of medium. TIA|E 7]5ke] A3k n|tjo] Y= wjjd|2] 7j
9 17e A9l Rolc
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tAY 7S 93kE VIR ZoRAIRE AdatAow 1 Yol 43}
= 8 RV A 2 05 Sedehs w3Akele] Hltk gre, €
glBd, v e A 9 53|, vl e Fheeke) L A28 7] v
Ao o JshA)7E 716l AR vh=s A el AR Vs
2 o] §71% FHRATE AL R B wH wBAoR TH
53 S BHoIIEES SR, olgat vk o] ek, el A
el SolA vAl 3 ¥ 7lsrA e 2] AR g I3k il
o|e} 2 J3} 719 =Rt SVISH Y AARERE Hlojd Z1E 9
Fohz A7IZ Fgsiths Folok ol FolRthE txdd ot <
slo] S5rolehs FAFEe] AP v g, vAd Ve A
Az Aste sz FE Ahe Gskel 8] v WA E sl
(=] |
7) A" olmR e A% AT Fste] Hoeoll B9k tiEAQl == the 2t Susan
Sontag, “The Decay of Cinema,” New York Times, February 25, 1996; Paolo Cherchi Usai,
The Death of Cinema: History, Cultural Memory and the Digital Dark Age, London: BFI,
2001; Mary Ann Doane, “The Indexical and the Concept of Medium,” Differences: a Journal
of Feminist Cultural Studies, vol. 18, no. 2, 2007, William J. Mitchell, The Reconfigured Eye:
Visual Truth in the Post-Photographic Era, Cambridge, Mass: MIT Press, 1992; Philip Rosen,
Change Mummified: Cinema, Historicity, Theory, Minneapolis and London: University of
Minnesota Press, 2001; Hlo|H|= = 252 A3 o TojxE 93} v|s},, AFUAe|A
E2, 2012 A, TEAEAMRERS] Agh, T3kl T647, 2015, 135~174%. TIAE
Al dste] slstre] Akl tisiAs v #) A Lev Manovich, The Language of New
Media, Cambridge, MA: MIT Press, 2001.

8) Bruce Bennett, Marc Furstenau and Adrian Mackenzie (eds.), Cinema and Technology:
Cultures, Theories, Practice (Basingstoke: Palgrave Macmillan, 2008), p. 3.
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Enpa dMMel HE XA TFilm History as Media Archaeology:
Tracking Digital Cinema "\ A| 113180 £X4]9] 3}e] A} — tAd
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9) Francesco Casetti, The Lumiere Galaxy: 7 Key Words for the Cinema to Come, New York:
Columbia University Press, 2015, p. 16, 39. €3 “The cinema is moving onto a terrain that
is not its own, but wishes to maintain its own identity, even if this is based on difference.”;
“Yes, it is cinema, because in some sense, it is not.”
10) Thomas Elsaesser, Film History as Media Archaeology: Tracking Digital Cinema, Amsterdam:
Amsterdam University Press, 2016, pp. 17-18.
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Zr=zslt)12) «odslketk F-6101712 What is cinema?’tAl, “&J 3= ot
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11) Ibid., p. 19. ¥ “..cinema has become invisible as a medium because it has become so
ubiquitous, meaning that its specific imaginary (its way of ‘framing’ the world and us within
it and also separate from it) has become the default value of what is real-to us.”

12) Ibid., p. 19.
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13) Ibid.,, p. 21. ¥t “I no longer ask ‘What is cinema?’ or ‘What was cinema?’. As important
is the question ‘“Where is cinema?’ (at public screenings in purpose-built movie theatres or
also on television screens, in galleries and museums, as well as on portable devices?). I also
want to know ‘When is cinema?’: not merely performances at fixed times but an evening out
with friends or lovers, irrespective of or in spite of the film?”

14) Ibid., $12] 2, p. 41.

15) Ibid., 919 A, p. 43.



A / FAABIO| TIEN ME 15

ske] Aol gt ofsfiolA, wEgh gkow TefEh Jste] tigh ofs
2 Fata o) welthie

T1Eivh o] T AMM A AEo] @3kl A} opd A AL £
o ofBA Hd F AT Erks A= wjA|Eke] elA 11
W nwEE A2 gl 71 2 direl AN AR
A = @A A Sl B WA el nwsd 2
Jojth1s) =4, «E Zolx XHZ2 4 the new in the old™S 271
Sk aLarsha] Zfolut. o ®=H, TEnks AAME A= FARAT
(Siegfried Zielinski)®] wial] 1318k 214 TujAe] HLst A7k 7|=4] 4=
of] oJsk =719} ®B7]e] 13shS ¥l Deep Time of the Media:
Toward an Archaeology of Hearing and Seeing by Technical Means;&
AAE AhA7= AREA] X3 G wiAlel st ATE Sl
“(iAe] o] BRelA) AA dlm e g2 dH o AP FHae
7Fsdt AAHiE didstal A el viAle] HAks dAlA A oA
et AA R o drksstal FAARl 1K) Bikmo] ohrpeta
S} 19) A o 27] SEFN(Erkki Huhtamo)”} “XE30] topoi”g}al
AALE 2dshs “SAT Vs WA AlS REEHE (DS,
, 18 A A 5 Al R WSS Ayehs aLalsh4]

oJth20) mix|Eto B J3} QALE X135}z o] obd F310] AA}
A3t o] wiA] 71 G EASAS e sk A9jolt

BAAMZE Abehz “@3hs ofdell le=rk e «dshe ARl
Z¥rehs wiAl aLarsks sk oAb Bee A o R A5 g3t

o
=
> T
]

o B o AN
r? pd 1o
12

s

k5|
A=}
L

™
>4
o
N

S

(= |

16) Ibid., 919 A, p. 38.

17) Ibid., $1°] 2, pp. 44-46.

18) ‘A7 el thslF= ths 28 3% 3 Jay David Bolter and Richard Grusin, Remediation:
Understanding New Media, Cambridge: MIT Press, 1999.

19) Siegfried Zielinski, Deep Time of the Media: Toward an Archaeology of Hearing and Seeing
by Technical Means, Cambridge: MIT Press, 2006, p. 7

20) Erkki Huhtamo, “From Kaleidoscomaniac to Cybernerd: Towards an Archeology of the
Media,” Leonardo, vol 30, no. 3 .1997, pp. 221-224.
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21) Michel Foucault, The Archaeology of Knowledge, London and New York: Routledge, 2002.

22) John Armitage, “From Discourse Networks to Cultural Mathematics: An Interview with
Friedrich A. Kittler,” Theory, Culture, and Society, vol.23, no. 7-8, 2006, p. 19. it
“(Foucault) merely describes the production of discourse. There are, for example, no
descriptions in Foucault’s book of the source of these discourses, of the channels or the
receivers of discourse.”
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23) David E. Wellbery, “Foreword” in Friedrich Kittler, Discourse Networks, 1800|1900, trans.
Michael Metteer and Chris Cullens, Stanford: Stanford University Press, 1990, p. xii. ¥
“the conditions of factual discursive occurrences”

24) FeRATFONA 7151 Ve AEACl digh oo didiAe the 9 #E. Bernhard
Siegert, Cultural Techniques: Gridd, Filters, Doors, and Other Articulations of the Real, New
York: Fordham University Press, 2015, p. 2.
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25) Wolfgang Ernst, “Media Archaeography: Method and Machine versus the History and
Narrative of Media,” in Digital Memory and the Archive, eds. Jussi Parikka, Minneapolis:
University of Minnesota Press, 2013, 69-70.

26) Wolfgang Ernst, “From Media History to Zeitkritik,”Theory, Culture & Society, vol. 30, no. 6,
2013, p. 137.
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27) Bernhard Siegert, “Cultural Techniques: Or the End of the Intellectual Postwar Era in German
Media Theory,” Theory, Culture & Society, vol. 30, no. 6, 2013, p. 57. ¥ “Human as such
do not exist independently of cultural techniques of homonization, time as such does not exist
independently of cultural techniques of time measurement, and space as such does not exist
independently of cultural techniques of spatial control.”
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28) ste] A ol2e tisiAE the A8 3= 3k Philip Rosen, ed. Narrative, Apparatus,

Ideology: A Film Theory Reader, Columbia University Press, 1986; ZL2]AE|%} v, o]5=%1
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29) Virgilio Tosi, Cinema Before Cinema: The Origins of Scientific Cinematography, London:
British University & Video Council, 2005.

30) Ibid., p. xi.

31) Tom Gunning, “An Aesthetic of Astonishment: Early Film and the (In)Credulous Spectator,”
in Film Theory and Criticism: Introductory Readings (7th edition), eds. Leo Braudry and
Marshall Cohen, New York and Oxford: Oxford University Press, 2009, pp. 736-750.

32) C. W. Ceram, Archaeology of Cinema, trans. Richard Winston, London: Thames & Hudson,
1965, p. 16.
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33) Bruce Bennett, Marc Furstenau and Adrian Mackenzie (eds), Cinema and Technology:
Cultures, Theories, Practice, pp. 2-3.
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34) Erkki Huhtamo, “From Kaleidoscomaniac to Cybernerd: Towards an Archeology of the
Media,” Leonardo 30.3, 1997, pp. 221-224; David Edgerton, The Shock of the Old:
Technology and Global History Since 1900, London: Profile, 2006, p. xi.

35) P WERe, daks §7, Trlcloje) olal Azke] Sk, AR 2011,
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T

l



HEE / gsfeiArEtel 7|aE Hat 2

=4, AR, 23, 4A14 en|atet dslol oA Aol gl <

"ol 3t 7ol FIE U5 AR, 23, oled viAlR W}

A7IE Hl 9EE FAETEE H8ls 3lo] HA k- AldnkotE 7L S
7

2) A5 714 A Q289 F3} 7)< (the Technology of Cinema)

o]z g ‘Eﬂf’-lt-}‘] vlmp 9} ‘A AdwkolE 219, 3tE 7]EEA
E}x}3} sh= o]&F o) gAFAel &) T3 J3E o|m|R|e] 74
SR SRrA 71319 sS4 i2~Bl(Jean Epstein) ol AlA]
= Qlt). A QIAEle Jsl= y|eeA] ulElEgith E3] uiHaa
=o] A 7es A SHANE A A7, JARe J35
QAU7H} TR dojo} 1S 7F ‘RS T4 automatic subjectivity’ =
T3} A A 25 714 Intelligence of a Machine; 4], 7 SIAES

e} o) &),

BN

o Y
o

1%

]

JBH SPIsIA| L X|u Abdlat H7)-7\ A4 A2t wstets 7]
%ﬂﬁ%ﬂ%ﬂﬂLm@%J-ﬂm:wngé%ﬂg%ﬂqol
=3P, X4, 9108 TS o 44 A o] sgE AluukE
oA AL A9} 2o S 1] AE el Aol
TAARE o) ul$- ol Akl

mebe QEA7E T e QRS AA0] Uxd selo] 1Ay
HER R0 R 1 A0 GRS ek 2L okt o] 34|
o] £E3Le wHstolela B8 4= 9l AR HAH BT

oS- ch i, EelE A)olse A4S 743 ek d) ek

INE,
1

o

dl

=] |

37) Jean Epstein, The Intelligence of a Machine, Minneapolis: Univocal, 2014, p. 66. 7 S~E)
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intellectual robots that, with two photo and electro-mechanical senses, as well as a
photochemical recording memory, shpaes representations-that is, thought-in which we discern
the primordial framework of reason: the three categories of extension, duration, and causation.
This would already be a remarkable result if cinematographic thought, as in the case of the
calculating machine, were only mimicking human ideation. On the contrary, we know that the
cinematograph inscribes its own character within its representations of the universe with such
originality that it makes this representation not simply a record or copy of the conceptions of
its organic mastermind, but indeed a differently individualized system, partly independent,
comprising the seed of the development of a philosophy that strays far enough from common
opinions so as to be called an antiphilosophy.”

38) Nicole Brenez, “Ultra-Modern: Jean Epstein, or Cinema ‘Serving the Forces of Transgression
and Revolt,” in Jean Epstein: Critical Essays and New Translations, eds. Sarah Keller and
Jason N. Paul, Amsterdam: Amsterdam University Press, 2012, pp. 227-244.

39) Jean Epstein, “The Delirium of a Machine,” in Jean Epstein: Critical Essays and New
Translations, pp. 372-378. GoHSE: “..the cinematographic eye, to be an eye outside the
eye, to escape the dynamical egocentrism of our personal vision.... The lens is itself.”
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40) Jean Epstein, The Intelligence of a Machine, Minneapolis: Univocal, 2014, p. 86. 3 “The
cinematograph is the only apparatus that present us with a complete and rigorously exact
visual aspect of this antilogic....”
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41) Christophe Wall-Romana, Jean Epstein: Corporeal Cinema and Film Philosophy, Manchester:
Manchester University Press, 2013, p.72-72.

42) A3, TABEY VA IAEFA AFE 3 AR, , oA, 2017

43) & QAT e VD GA] 271 93 vz B o] &7k =0 Sellx] fakeh ARE B
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44) Jean Epstein, “The Sense I (b),” in Richard Abel, French Film Theory and Criticism, vol 1:
1907-1929, Princeton: Princeton University Press, 1988, p. 242. it “There are no stories.
There have never been stories. There are, only situations, having neither head nor tail;
without beginning, middle, or end, no right side or wrong side; they can be looked at from
all directions; right becomes left; without limits in past or future, they are the present.”
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Abstract

The Technological Tum in the Historiography of Cinema:
Techno-Cinema and Techno-Cinema-Art

Chancheol Jeong

Research Professor, Hanyang University

The technological turn in the historiography of cinema is here introduced as
a way to re-investigate ‘what is cinema?’, the ontological question concerning
cinema, not only in terms of its aesthetic values, but more rather in terms of
its technological identities. The concept offers an insight into how to think
cinema archaeologically from its beginning to its transition to post-cinema in
the age of algorithmic reproduction. Among others who suggested various
theories, methods, and ideas on the definitions of cinema as technology and
art, which is conceptualized as techno-cinema and techno-cinema-art, this
paper focuses on the French filmmaker and theorist Jean Epstein’s guidance.
Based on Epstein’s ideas on cinema as technology and art, this paper will

explore how to do the technological turn in cinema studies.
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