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SJu|7t e, 23y o] = A=) Jeprh BEolA HAE =] A7t A
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9% G8012, 44, oplo])} il 48 TR Yol 7
HelwA, 18 o}8 0|59 WP} “mAUAO] G EAE-AMoF
ol 1% A “Zu7h g PGSR Hol/E Pk Veky A4
o SR eI s 43 0] oI 4715 el e
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4) A%, 919 2, 2% I8 74). o] 9879 ¥ X+ 23 2t Francesco
Casetti, The Lumiére Galaxy. Seven Key Words for the Cinema to Come (New York:
Columbia University Press, 2015), 39-40.

5) Ibid., 194. o1& oA 7HAEl= ‘A-o]F' & ‘R0 & ] A¥H(back to the motherland)’
o= #Eo7| e Firh
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22 RoR1E 0] 983 HROR FRU THAEAMRS] A, (AT, 64
(2015), 135-175%)°] 3L, FAZIA] AFolA 29 ZAE-AJd} Ao] et 22
AR A= 187 T4 AP 75

7) 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), 2.
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@A A9 oheriE e, B ohrE et Adgete] deAgoleh=
THolA = 5 FHE =93t A= wie- EET o5 HEHA
ot £FARI oluAE(AAL, ofyHelA, F3ho] S Aste] AF
BARREONA Y it71A] g Ao |JeE o] Yo () (2013)&
ARARl o FaFeet et B Sk AAYS QRIS
A (2013), <A (2015)2 F-270] thdilE| 2] a2 sk A vt
Bt W g2} S5, ASAITE S3E glgolahe 1239 J3o
BAlo]. trHlE oA F8%t n]ehd =7} "ot 92kl B EE QL
t}. o] 998} Qulgo] YFoky, thHiE 2Lt AFF3} 1Ho] AT &
2010 o]% gh= chdliE] )7 A g3t 9 74 o|u]z] wj&9] ¢
< ZEoHL A B2 A= E AVESC] I A E WA B dE
2 FA o2 SUEA] G TRt nlehs, P41 Ao & T dE
A9 BRS wAstAA A S7Fokal Qlrt.

T2 o]of Z2 7]E HEoA X T 5P FslolA 9] therHlE 2
ARG} 7 AT &0l YA ATt T etk BE2 FAR
. 7HA = 214 (Catherine Russel)> 51| 9 53 F3tof|49] o]2fet A
o= sty ERSHHA olF A¥A  WI&A|(experimental
ethnography) 2 F-2t}. 24| Wol= A4 RI&A= Thed] ol
B2} op7I 2 E 3} ZH70] HAIE A7 )= ARk 7H7 A= o
8) ol5l, Fgatet J3t: SAI o= okl el 2] gate] mieha] A, 2454, 20174, 180%.

9) F24, T AARRL AIZEY] 719): QWIL0] 230 Tl 2] A, FolAlotg st
5 1148 13 (2018), 66%.
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Lok 49 WA AR DRGSR st Bajo] Fofgk o] U
AsERRs i, 4AY BUE L& 0k 2
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e 8o EHR %9}9} °‘V‘]£ golet HHET TRt v 5
AE= AR SjAlo] QoRsk A2 SHoA & u vI&A] Folk=
oP7IEE f=S0] FAA TAANA E3H4 iAol tigt /lA o= 2
2 oI5| $I3t v &= U}Eﬁ}‘:} R X] ko] SHoA &
A G3t A=Eo] FHAR =
(critique of authenticity)©] °§§]—°ﬂ/ﬂ -’F—ﬁgﬂt HASS 7H]ZITE10)
214l g3} o] A o] Aol et Bt} vl A P4 E HjA|of Hiet gt 7t
O]—-—‘ﬂ = FESHAIE she AP A 114X f92 TSt A7 B&F
O 92 715938, vIATE 23te] BE, AFHUS, ESiA AEof tiet
HI&2 OﬂQ]rﬂE(EA) 2 AN IS d=Stor HiY, wE FE7E A F
)2 A, F2Fske] 1y Fh|Eiel FA A o]y g 3
R ARFE ] T o] &85 S (dE oA AU HE) 9

/\}Eﬂ TVAIH) o]% 7]9]9] wH3lE whgste] okt FE|A|(found
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Ape] Eotet Ml BAE HFE AESh gt A|HIEA|
(autoethnography) 9% 52 & E5F3Ich

glAllo] ‘Aol A RIEA g o]0 & N ESelarAt JE chlE 29t
AY Y3t gt FH2 20009 o] F FA YAl = == 51 oln|A|
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10) Catherine Russell, Experimental Ethnography: The Work of Film in the Age of Video
(Durham, NC: Duke University Press, 1999), xii.
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Sto] 207 o] 9] = 2 AVRE I CE S AR RARE SE3H. o]
EX59] AEA BRI E7FA YU HHAE (Lucas Hilderbrand)=
e e 2] s o1& AlAlsHH, HIF o] 7ido] Hastal A& 9l
Clete oo £3l= 2FE50] " HiAfof et A" AL A,
£310] @A tiet Fof"E TR SRt HAY A A Hi&
Al Ndat 385k olEtt F+ &4 Ak 33l A trE e o
AL AA, 23HE TR tiA -S4 40w A1 8 45 AR5,
1 84 A ARAARA A A & kA g HY, SHE ol
A, EFOE ZARIEA] gh= "ATE AlZtadh) 7 A7 (mhHste MAF
, A ARZE, Az 7 JE)of|9] 9f&7IDo g Erjdt) o] &
SOl A odE Y A=t A7k ALY 414872 R4l 7t
D RS ZARFO Bt 2] TS0 71l tigt o
TSk YA} a Aol gt HE A HA], E3tof| gt Tl o

AR YA dg A4,9 718 AR HEET(Scott
MacDonald)7} SAI il 2] = 9 AAF3st 47129 QIEH=
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= trdE 2ot A getete] o atedt T FHT JAE Al 1
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11) Lucas Hilderbrand, “Experiments in Documentary: Contradiction, Uncertainty,
Change,” Millennium Film Journal, no. 51(2009): 5-6.
12) Ibid., 3.
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SAIX EAE(flm stock) 5] “THFHE ] F3pAA} opTIEE o
SRS Al F55tHA o] & 7MY tE S/ WA 7hs kA 3
‘:}”13)'“%- 7Rt & ol B2 7w 22 BHO R opTlEE

AGolA 714 Fatet FR sk W, ohE HH o 2= Y E A}
9} EX) e (RHE 71EY, & nhf 59 450 = HHE =
3h, A ttdlE 2] 29] o] ¥ 7heotA P o Tt e HE 4
FF ES S H= Aol

Ay ordiE 2ot TS of=eh =99 Wek2 YXE A oyl
o2 U3 |84 A5 HIS AAAR] FoE AlSstA &
et Al °]Eﬂ‘jE}E WEGTO| =9 HF Y3 By 7]&o|

FokE A v, = &AL FA A A 2] tieh Eto]] AolHA
e 2] 1A 9 g0 gt Ad9)d 7HYE dojA e SR/
AIA olu] x| e} X AE FAFSHIL HANSH= HIGFO & Uo7k At Al
5}7] wjiZott. o] F ¥3kS fldl dAE HAazEEA9 244, 71H4,
njskd ga-5o] S8 o, 121 123k E8o] AY e A
BolA WEe) 2 dHY FAE) AIVIEA], T4 Y2 landscape
film) 522 Ad o ol& "Ad Ad vz & - US A
oJtt,

T YA E HAE=A]9 ojuit 2471 & A|7|RE EA st
el 2 A e F419] /sl 7]ojsk=rt -4 HAE
F=E229 YHQl 34 4R FAAE WEE 4 et HZ vie

H|X](Lev Manovich)7} Tobs HFE QL AZE ol HHO 2= 11 2}
Xﬂ«] IR EEE, A, 2AAQ] EAS THAHAE O E HHo R

L 7] ot} Bab 2 o]g} 7 7o) AUnhE 2uelE

mlo

=

13) Scott MacDonald, Avant—doc: Intersections of Documentary and Avant-garde Cinema
(New York: Oxford University Press, 2015), 9.
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3} 7159 AFHoA ST EF4R1 WAt 14 of2et YA EFHCE
Ash YA 11 2F2 Q1 A IolA] shte] S48 A XA = S
71 "oy, ofn]x|9] 3ol shte] EHECIY 7|&A A[A|A|of 1L
FEA| @1 ol ESET AEHO|AE 7IEAEH TR JHE &8
(circulation)@Ht}15) o] &gt & &3t o1& F-5/4d0= Qs HAE
Bl AEEA AY trHlE 27t Stehke 7 A2 4] 749 1At FA|
olsfiel Zj-+gdof| axtyg o &g 4= ok EY T, Yok= HAd €9
9 1Y 71E E83 A9 J3tE FETE A o E (boundary
event)' & T SFHA], A0 ]% Aot} A AE 7 Fok= A2t T
ZQlohs Heet HHAE0R & 4 Qlokal Uiith o714 RISk Eoke
ZBA= Aotet AAI2] A7 = 5}7‘]1_ =9}, thdlE g, AE goket
= 7|1EY H2A HFE 185t BAH o] Weol| A9 ‘A o|HIE &
wba 7|E0] 2R 1S :H——‘Tﬂ A FOHA T shte] I "ot

7] 944 u} Qolg ool A WA FeiIet T1e)7 1 4
Ao ol EL 5] oju] ] §-E3} Ao Bofshs BAE 70| AA S
Ve SOV/IE B8 AR, A, T4 AA YLE: ol

o] HAEI} QA WS T BT HA A,

ZollA] w4
1231 of2ist Aol el Aieko] that A& ejuls A
3 chalElele] Mol FRekA) e & % 9tk
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14) olof] A= h2-S FX. Lev Manovich, Software Takes Command (New York:
Bloomsbury Academic, 2014).

15) 9AE olu]|R]9] EAEE o]n|A AA Q] WAl &85 dol A% /-5, 58 TAFollA
9] Hgg 3t &3 1]‘ Yol A vigtE = 229 AsjRE a2 IR, 5| E f7Eo|Y,
MRt o|ujAE Sk ), TAIYY £ S, A &1, AAE A4, 3824
A, 2018, 41-59%. W. J. T. Mitchell, “Realism and the Digital Image,” in /mage
Science: Iconology, Visual Culture, and Media Aesthetics (Chicago, IL: University of
Chicago Press, 2015), 49-64.

16) Trinh T. Minh-ha, The Digital Film Event New York: Routledge, 2005), 28.
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23} P&, 55 24, WA o]u]z| o] E-8)E £ _‘110—_]6-]]1‘::]_ BEwsy

17) Jihoon Kim, “Expressing Duration with Digital Micromanipulations: Digital
Experimental Documentaries of James Benning, Sharon Lockhart, and Thom
Andersen,” Cinema Journal, vol. 57, no. 3 (2018): 104.
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18) Martine Beugnet, “Introduction,” in lndefinite Visions. Cinema and the Attraction of
Uncertainty, eds. Martine Beugnet, Allan Cameron, and Arild Fetveit (Edinburgh:
Edinburgh University Press, 2017), 8.

19) 4retoled, TR olv|X|E S5 B, 525,
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{Abstract)

Jung Jae-hoon, Lim Cheol-min,
Digital Experimental Documentary

Kim, Ji-Hoon

This paper investigates the films of Jung Jae—hoon and Lim
Cheol-min, which have received notable critical reception in Korean
independent film criticism during the last decade, in terms of digital
experimental documentary. Here, experimental documentary refers to a
kind of films predicated upon the productive intersection and
cross—influence of experimental film and documentary, two categories
that have largely been regarded as mutually distinct or exclusive in the
light of the purpose and mode of film practice, as well as of film
exhibition. In this sense, digital experimental documentary can be
defined as a set of films in which digital technology plays a vital role in
facilitating the hybridized exchange between experimental cinema and
documentary. Through the lens of digital experimental documentary,
this paper demonstrates that the films of Jung (Hosu-gi/ [2009] and
Turbulence at Dodoli Hill [2017]) and Lim (Prisma [2013] and Glow
Job [2018]) explore digital technology’s formal, aesthetic, and
experiential novelties while also linking its medium—specific features to
the forms, conventions, and techniques of experimental documentary

that have been developed in the history of cinema.
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