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Welcome Message

HUH Moonyung Festival Director, Busan International Film Festival

Welcome to Forum BIFF 2022, the sea of cinematic intelligence
presented by the 27th Busan International Film Festival.

It is a long-standing tradition of the Busan International Film Festival to strive to create a
forum for lively discussion that goes one step further. Since its inception, it has always strived
to create diverse and free conversations, and has been a venue for in-depth discussions under
the names of Busan Cinema Forum (BCF), BIFF Conference & Forum (BC&F), and Forum BIFF.
However, in the past two years, due to the pandemic, events had to be canceled or held
online only. Leaving those regrets behind, the forum is to be held physically again this year.

This year's Forum BIFF focuses on fundamental questions about the identity of cinema in the
rapidly changing media environment. Questions and discussions stem from various
perspectives of theory, criticism, and policy, as well as the cinematic potential of serialized
dramas. As recent changes are driven by the rapid development of media technology, some
sessions have been prepared to introduce new information and insights on VFX, which is a
major driving force for these changes. Taking these shifts into account, the technological,
aesthetic, and ethical innovations and explorations of 21st century documentaries are also
discussed. | extend my heartfelt welcome to all of you who will share your concerns about
these insightful topics and relish the sea of cinematic intelligence together.

Forum BIFF 2022 was made possible with the participation and help of many people. | would
like to say thank you to the supporters and participants. First of all, | would like to thank all of
the presenters, panels, and moderators. | would also like to thank the Korean Film Council, the
Korean Film Archive, and the Busan Film Commission for co-hosting this year's forum. Above
all, I would like to express my deep gratitude and sincere friendship to the audiences who visit
the forum and share their precious thoughts. Thank you.




IS HIZE 2022 Forum BIFF 2022

P°I 02| RHSS

5 220 ol2i= ©

=

0
o
fjo
r
(o)1=
o
]

1o 4]
o 0%
m

39

o>

~

i

AL

£l
i)}
=2
M
o
=I0I=l
2
rs
l?ﬂ
o

H—l_
FO

oA
of¥ o rir
rot
0=
O
il
ro
rr
1o

e o
e o2 i omy

11 1o 4
r=
H
i=
!
e L
=
2
5o
oo A
o
oo

|
1o
[
rg
=
x
A
1z 1B
_O'E

PQI XH-_rM"J_—'l‘ e otsd % =

9;.:.71|7|

2 H|ZlL|

—?;HP#

The Busan International Film Festival hosts Forum BIFF during the festival period, with the Jiseok Film
Institute playing the key role. Forum BIFF aims to be a platform for diverse intellectual communication and
production through film. It explores different aspects of film in various ways, and connects film with
practices such as criticism, creation, industry, and movement. We hope that it will be an opportunity for
various intellectuals, from scholars to the mass audience, to enjoy the world of film.

This year, Forum BIFF is organized around the fundamental issue of identity of film in a changing media
environment. It examines the current situation in which films have been dispersed and dismantled in all
areas of production, distribution, and screening, and forecasts the future of cinema. Noting that the rapid
development of digital information and communication technology (ICT) has mainly driven these changes,
an in-depth discussion of the aspects and potential of technological innovations—such as visual special
effects (VFX) that are functioning as the decisive cause—will be held. Documentary film is one of the main
parts of the cinematic sphere where these changes are layered. Taking into account the context of the
ongoing cinematic shift, the forum also aims to examine the technological, aesthetic, and ethical innovations
and explorations of documentary film in the 21st century. In addition, by analyzing and diagnosing the
current state of "cinema"” in relation to serial dramas that are actively produced with streaming services, the
forum will explore the possibility of reconstruction and expansion of cinema.

We would like to express our gratitude to those who shared their valuable knowledge during the planning
process. KIM Yi-seok and KIM Jihoon co-organized the sessions they are participating in together. We want
to thank JEONG Chancheol and LEE Jeong-ha for their advice. Forum BIFF is finally being held physically
after a two-year hiatus. We hope that it will be a place of communication and networking between
domestic and foreign filmmakers and experts, and an opportunity to share sincere and useful information
and insights with the participants and audiences who visit this year's Busan International Film Festival.

K AMHLHARAL Jiseok Film Institute
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Jiseok Film Institute (JFI) was launched at BIFF in 2019 to cherish the memory of the late KIM Jiseok, who
contributed greatly to the development of Asian film. The main purpose of JFI is the interdisciplinary
research, education, and archiving of Asian film through theoretical and practical efforts that are applied
both globally and locally. In 2022, JFI will publish a third book as a part of KIM's posthumous collection.
During the BIFF period, JFI will hold a forum to open windows for communication and interaction between

various intellects.

Director PARK Do-sin
Deputy Director ~ KIM Seong-han
Research Fellow  HWANG Hei-rim
Forum Assistant PARK Ha-yun
Forum Assistant ~ KIM Ye-in

Forum Supervisor HATCH Institute Inc.
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Section A

Cinema as Empire of Virtuality

Digital image technologies such as digital projectors, cameras, digital visual effects, and
3D-4D advancements that have replaced film in the last 20 to 30 years have changed our
viewing culture from a single theater to a multiplex and network-based new media system.
In addition, they have transformed and reconstructed the 21st century film culture industry
by providing a more immersive and sensual spectacle to the audience. Also, the introduction
of digitalization in the filmmaking process brought about not only the digital transformation
of filming and editing as a technology, but also a major change in visual effects and the entire
production process.

The full-scale introduction of digital visual effects (VFX), which were used in post-production
in the past and remained in an auxiliary role, led to changes in narrative, direction, style,
acting, and genre, starting with image expansion. In the 21st century, digital visual effects
take a leading role in the entire process from scenario analysis to production, and have
become a "storytelling technology of movies" that perfectly realizes the director's imagination
in a fantastic and realistic way that is incomparable to the photochemical method of film. A
part of the film studio is currently transitioning to a virtual production system, which means
full digitization and virtualization of the film production system. Now, cinema is not far from
becoming a complete empire of virtuality.

In addition, the challenge of visual expansion, which has been steadily attempted since the
birth of cinema with techniques such as large screens and widescreen, is providing a new
cinematic experience by combining mixed reality (MR) technologies such as VR (virtual
reality), XR (extended reality), and AR (augmented reality). In 2022, the overall impact of
these 21st century digital technologies on the film industry was more innovative in the
Korean film industry. VFX has now become an indispensable element of film production,
along with shooting and lighting, which are direct operations in the production process. The
film scene is also changing rapidly, with data preservation and transmission companies and
VFX production companies emerging as important players in filmmaking. At this point, it is
necessary to shift away from the existing analog perspective and toward a new way of
looking at the digital era film and its components.

This forum raises the question of how to view movies and their elements in the digital age.
In particular, it discusses the identity of film becoming an empire of virtuality, focusing on the
change in the physical properties of film caused by the full introduction of digital devices and
digital VFX in the film production process. We would like to hear and share opinions about
the emergence of new immersive media such as VR/AR, technological progress, and the
industrial, artistic, and economic possibilities of the virtual empire.
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Korean Cinema Enters a Virtual Era
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This session pays attention to the changes in Korean cinema over the past 30 years
from the viewpoint of digital technology development. Korean films, which were
once immersed in the world of realism due to the limitations of policy, technology,
and capital, met with digital technology and dreamed up a world of new images and
storytelling. Through this, we discuss the direction of artistic desire to realize
imaginary visuals, the turning point of Korean cinema achieved by visual ambition
met with storytelling, and the new task of creating visual effects according to the
changes in the screening environment caused by the revitalization of the over-the-
top (OTT) media service market.

ARg| Y= (433|chst)
Moderator OH Young-suk (Sungkonghoe Univ.)

o Bz (Rgcietm)

Panel JEONG Chancheol (Pukyong Nat'l Univ.)
HE4 (=P HR=R)
KIM Seung-kyung (Korean Film Archive)
A QIAEZE)

KIM Shin-chul (Westworld)
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FORUM BIFF 2022

Cinema as Empire of Virtuality

Visual Effects and Artistic Desire

JEONG Chancheol

The development of digital image technology in the 21st century not only led to the so-
called "post-cinematic” regime and culture, but also awakened the artistic desire to make
films that had been impossible in the previous era of cinema. Artistic direction in film took a
new turn, and film studies continue to track where this is leading to by observing
contemporary films. The digitally coded image is not confined to the plastic frame of a film
image captured instantaneously, but is rather destined to change constantly through the
manipulation of algorithms. Digital visual effects have become a technological node that
determines the fate of these digitized cinematic images, and awakens and expands the new
artistic desires of cinema. This presentation will deal with "virtual camera”, one of the visual
effects technologies, to discuss the artistic desire of visual effects.

A film camera has been a device for creating images in the age of cinema, a gaze that guides
the reading of images, and a tool for creating cinematic styles and forms. In the post-cinema
era, the "virtual camera” is going beyond the position of a physical camera. The
disappearance of physical cameras means more than just a transition from a physical
machine to a virtual image. It calls for a reconsideration of the discussion of apparatus theory
in film and creates a new kind of gaze. The core purpose of this presentation is to specify the
characteristics of the cinematic space created by this "virtual camera” as the infinite
expansion of the cinematic space, and to name it the space-image. The "expandable” space-
image allows the audience to face the image directly rather than through the camera, and as
a result, it can be argued that it moves the audience into a new space and time that is
distinct from the film era.
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AHEZWM AECRECE From Spectacle to Storytelling
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achievement of the time, were successful in the United States, but not in Korea. Then,
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besides the "Hollywood standard.” shouldn't there be technological progress unique to
AUSHOAMC| MEL 7|aX A=t S8l Mae &2 EFo| tioo} zl=o| &t _ Korean films that can appeal to the Korean audience? This question is the starting point of
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In this study, spanning about 30 years from 1994—when Gumiho was released to the
present—is divided into three periods based on the technological progress of Korean films
that have led to the expansion of the genre. Through this, the impact of VFX-centered digital
image technology on the industrial growth and artistic achievement of Korean films will be
explored and the future possibilities of new technologies will be discussed.
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ZIAIA KIM Shin-chul
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Film embodies messages, emotions, and psychology through continuous development and
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| would like to consider how we can make this seemingly impossible task possible, as well as
what we can do to ensure better content.
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Collecting and Preserving Born-Digital Cinema Culture
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This session focuses on what has been gained and lost due to the rapid change in
film production and screening environments and the transition from film to digital
data in the early and mid-2000s. The transition to digital data during this period has
redefined many things throughout the film industry, and one of the most important
issues to pay attention to is how to view the digital sources created during film
production. The transitional form of shooting film, digital post-production, and then
screening film has resulted in overlooking the importance and need for preservation
of the original negative film as the original source. Although the complete transition
to digital format has been made at this point, we will discuss and seek solutions for
preserving original data, methods of preservation, and digital conversion and

utilization of preserved films.
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The Life Cycle of a Film Is Endless:
Preservation, the Beginning of Infinite Value

CHO Heedae

"The end justifies the means.”

Perhaps it is blunt, but this phrase figuratively illustrates the short-sighted reality of the
Korean film industry: how it focuses solely on profit according to the distribution practices of
the time when it comes to producing movies. If we are too immersed in the economic
perspective of releasing a movie and its box office success, unfortunately, the preservation
aspect, another valuable part of cinema, will inevitably be overlooked.

In the past, when movies were shot on film, efforts were made to save and preserve the
film. However, in today's digital production environment, there is no perception that the
original digital file source should be treated as important as the film. As a result, many works
are only saved as distribution files, and the digital originals corresponding to the original
negative are lost after the movie is released.

Looking at the production process of the U.S. film industry represented by Hollywood and
the new global OTT company, there is a consistent system, from standardization of
production to complete data preservation. The meticulous and thorough production
management system is quite different from the typical Korean production environment.

Contrary to this global trend, if the same old production practices continue to be followed
here, the Korean film and media production environment could, like the Galapagos Islands,
become a self-isolating environment that exacerbates the problem.

To befit the praise of being a cultural powerhouse recognized by the world, the Korean film
industry should break away from the practice of restricting the advancement of content and
develop the film's life cycle in a sustainable way. And the preservation of original data, which
can be said to be a starting point for this, can be both an incubator for the future and a
source of inspiration.

FORUM BIFF 2022

Collecting and Preserving Born-Digital Cinema Culture
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Today, as the production of Korean films and OTT-based video content is rapidly increasing
and diversifying, the range of digital visual effect technology in addition to live-action
shooting is expanding. Digital visual effects source data is an important asset of the film and
video industry in the era of the Fourth Industrial Revolution, and its status as a recyclable IP
is increasing; however, after the completion of the post-production process, vast amounts of
data are being deleted without follow-up.

VFX represents a future of video based on computer-programmed projectiles rather than
on-camera subjects. It is time to rethink what images to collect, and how to preserve and
utilize them in line with the ontologically changing image.
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Collecting and Preserving Born-Digital Cinema Culture

Making the Future With the Past:
The Present of Digital Film Restoration and Preservation
for Next-Generation Technologies

NAM Hyoung-kwon

Korean cinema celebrated its 100th anniversary in 2019. Over the years, together with culture
and technology, the market size of the film industry has expanded and advanced, and a lot of
things have changed and disappeared. Along with the technological development of the
global film market, Korean films have made technological progress, and in the process, many
trials and errors have been made and are still ongoing.

As of 2021, the Korea Film Archive held 9,000 films, including feature films and non-feature
films, and is continuing to collect them through various investigations. And with the
construction of the Film Archive Preservation Center in Paju in 2016, film began to be digitized
as a full-fledged digital cinema workflow, and about 700 digital remastering projects have
now been completed. Every year, more than 90% of works are digitized in 4K resolution, and
the number of works that are subject to digitization has been increasing over the years.

After digital restoration is completed, data derived from each process is archived, and there
are scan copies, color reproduction complete copies, sound restoration complete copies, and
DCP. Each data set is preserved and is used for the purpose of re-screening in theaters,
research, and online publication. As such, the fact that the Korean Film Archive is the driving
force behind digitizing classic movies and releasing them to the world is, of course, due to the
fact that they have the film. Without the discovery, collection, and preservation of film
materials, digital remastering would not exist, valuable cultural heritage would not be brought
to light, and the present generation would lose the opportunity to experience it.

Although the era of film negatives has come to an end, the development of digital technology
has made it possible to enjoy cinema digitally. As such, | would like to discuss what the next-
generation technology will be when the source data of commercial films currently being
produced are meaningfully collected and preserved, and what form the films will take.
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The cultural flow of the "Korean Wave" has gone beyond the consumption of
individual works such as songs, movies, and dramas, and it is leading the world
beyond the boundaries of cultural technology and the cultural universe. The
challenges and possibilities that lead to changes in the overall film culture will be
discussed; these include the expansion of the cultural imagination of Korean VFX
technology, which has recently been attracting attention, the virtual production that
is trying to change the entire film production process, VR that breaks down the

boundaries of the classic rectangular frame, and ScreenX.

ALE| 0|4 (S2lchstm)
Moderator LEE Sang-uk(Dong-Eui Univ.)

o Hoj|zl (Z3|chetm)

Panel CHUNG Hye Jean (Kyung Hee Univ.)
RENZ (BYChstw)
YOO Tae-kyung (Chung-Ang Univ.)
HM3| (EVR ARL|Q)
JOUNG Seock-hee (EVR Studio)
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Expanding Beyond the Frame of Cinema

Crossing Borders with VFX

CHUNG Hye Jean

With the digital turn, VFX and virtual production technologies are developing at a faster rate
and the Korean film industry is constructing production pipelines that can create cutting-
edge visual effects. As a result, the local industry is able to produce films that recreate the
past via large-scale spectacles, such as those presented in Escape from Mogadishu (2021)
and Hansan: Rising Dragon (2022). Korean cinema is also venturing into the effects-laden
genres of science fiction and fantasy, as is noticeable in such films as Space Sweepers (2021)
and Alienoid (2022). In the past, industry professionals and the general audience mostly
focused their attention on directors, actors, or the filmmaking process as a whole. With the
rise in public interest on the technical aspects of making a film, many people are shifting
their attention to various branches of production, including the work of cinematographers,
VFX supervisors, and art directors, among others.

Film scholars also recognize the importance of such contextual (or "extra-textual”) elements
as the production process and industrial concerns, and are accordingly diversifying their
methods of studying film texts, cultures, and industries. Some scholars focus on
advancements in camera technology or digital technology in their analysis on film aesthetics.
Others aim to revise the history of the cinematic medium by integrating the development of
visual technologies, or they examine the impact of VFX technology on the storytelling and
worldbuilding techniques of cinema. Against this backdrop, there is a pressing need for lively
discussions among industry professionals and scholars on the following topics: how new
methods of digital production and distribution are inducing changes in film and media
industries; how capital, talent, labor, and audiences are practicing cross-border mobility; how
current trends in IP development and VFX pipeline construction are invigorating the Korean
media landscape; and how newly formed transmedia ecologies are encouraging
collaborations across different types of media. This presentation discusses how the Korean
film industry is aspiring to expand by crossing various borders with VFX.
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Virtual production is a new technology, yet it is not so new to the professionals involved
since it has been around for years. In virtual production, a rendering technology that updates
the background in real-time is applied to the rear projection technique to give a parallax
according to the actual camera movement. What is new is not the virtual production itself,
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conjunction with the pandemic and the advancement of visual technology, the on-site
demand for production efficiency has led to LED background projection in the form of In-
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Camera VFX, which allows not only the staff but also the public to visually check the site.

However, real-time visualization and the rapid development of the film production pipeline

|
ot
Rl
2
=

make us look forward to a manifestation of industrial potentials that we have never

52
i
1
02
g

experienced before in virtual production. It is more reasonable to find its potential in the
virtual space summoned to the set, not in the physical space that we have developed so far.
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Visual Extension of Storytelling

JOUNG Seock-hee

With the development of computer graphics, “real-time" and "interaction” have become a
trend. This topic has long been a focus of the industry and the academic world of computer
graphics, and has been the subject of development. However, it is frustrating that the
development of hardware and software has been slow.

After being in a pandemic situation that affected the whole world, the industry atmosphere
once again heated up after it was announced that the ultimate goal of giant corporations is
the metaverse. The reason for this is the expansion of data processing power due to the
amazing computing power of the GPU (Graphics Processing Unit), which represents the
hardware mentioned above, and the expansion of the quality of the software with the real-
time renderer.

In particular, the VR industry is responding enthusiastically. Devices that compensate for the
shortcomings of existing VR devices (especially resolution) are expected to hit the market
during the second half of 2022, and global companies are investing huge amounts of money
into the research and development of VR and AR contents and devices. Due to this industrial
trend, famous international film festivals are also trying to expand their screenings and
market by making a VR competition section.

In order to maximize realism, VR no longer simply looks at pre-rendered images. At this
point, it's moving on to a more immersive stage by allowing users to change objects in the
story by touching them virtually. Interaction is now evolving beyond VR to a form of media
art.

This presentation talks about the basic concept of VR, the differences in storytelling of
existing movies, and the future of VR.
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The adventurous documentarists who emerged in the 21st century have broadened our
worldview with a bold and creative perspective, without being bound by complete
objectivity, or serious thematic approach of traditional documentaries. They have taken on
cutting-edge technologies that were unavailable in the 20th century, and they have accepted
challenges that erase and cross the boundaries between documentary and fiction, private
and historical, as well as objectivity and subjectivity. While appreciating this new trend, we
discuss what documentary is in our time and where it is going with what vision.
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Jean-Michel Frodon is a journalist and film critic, who wrote for daily Le
Monde (1990-2003), was the editorial director of Cahiers du cinema
(2003-2009), and now regularly writes for the online magazine Slate.fr in
France. He is also a professor at Sciences Po Paris (Political Sciences
Institute) and Honorary Professor at the University of St. Andrews,
Scotland. He is the author and editor of many books, including Hou Hsiao-
hsien (1999), Conversation avec Woody Allen (2009), Horizon cinema
(2006), Le Cinéma chinois (2006), Robert Bresson (2008), La Critique de
cinema (2008), Le Cinéma d'Edward Yang (2010), Le Cinéma francais de la
Nouvelle Vague a nos jours (2010), Cinemas of Paris (2016), The World of
Jia Zhangke (2021), and Le Cinéma a I'épreuve du divers (2021). He also
acts as a programmer and a curator in festivals and exhibitions.
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For copyright protection, please do note that the interpretation provided in this
session should not be recorded, filmed or used for broadcasting without prior
consultation.
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Keynote Speech

Introducing the 21st Century
Documentary Forum

Jean-Michel Frodon

As one might expect, many of the major changes that came with the new century, and to a
large extent define this new era, are translated in the cinema field at large, and even more in
the domain of documentary. These deep shifts relate with the major phenomena defined by
the words "globalization”, "digital" and "climate change”. As it is so accurately exemplified by
the ten films selected by BIFF for this specific program, these mutations do not only affect
documentaries in terms of topics but in terms of cinema language. It also questions the very
notion of documentary, which was never completely stable but has become more labile than
ever. But it is not only about documentary: the same process occurred to the notion of
reality itself.

These deep transformations happened in relation with those of cinema at large, with
audiovisual medias and modes of expression and transmission, but also with the major
events that largely define the more than two decades of the century we live in, including
wars (and the memory of destructions and massacres of the previous century), lack of social
justice, environmental catastrophes, as well as the massive rise of an individualistic oriented
vision of life. The use of new technical tools to produce images and sounds and to circulate
them, the innovation in filming and editing language interfere with new ways to inhabit the
world, to relate with the understanding and the hopes, more often with the opacities and
the fears, this world, our world, may inspire. In this clearly not so cheerful context, the
opportunity to encounter such great works of cinema, to enjoy watching them thanks to the
inventiveness and sensibility of there making even when they address bleak issues, but also
the richness of the reflections and discussions they are able to trigger, each of them and
together, is a pleasure as well as a necessity.
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Section C

(Re)constructing Cinema in the
Transforming Media Environment

The rapid change in the media environment due to the digital transformation began at the
end of the last century. This change has been forcing radical shifts in all existing media.
Cinema is no exception to this. The fundamental question about the viability of cinema has
been raised amid the extinction of the film negative and the dissolution of theater-based
mode of reception. As a matter of fact, this question is familiar to us.

Amid the diverse proliferation and change of screening and distribution platforms, art forms,
and viewing methods from traditional screens to streaming services, the cinema we know
and love seems to have been gradually dispersed and dismantled. One particularly striking
phenomenon is that in the field of audiovisual storytelling, the artistic and industrial standard
given to feature films of about two-hour-running-time is collapsing. This is an omnidirectional
phenomenon, but is more pronounced in relation to serial dramas.

In the past decade, serial dramas have accomplished remarkable artistic achievements—
perhaps more so than the movies of the same period. Of course, this was also the result of
the transfer of cinematic capabilities. It is no longer surprising that some of the best
filmmakers are involved in the production of dramas. This situation leads to questions such

“Is the era of cinema over?”; "Aren't those dramas really movies?”; and "How are they
dn‘ferent from a movie?” The Busan International Film Festival intends to share and discuss
these issues in Forum BIFF 2022.

First, serial dramas will be discussed. Whether the boundary between the two is still clear or
whether they can be included in the name of cinema, we will pay attention to various
aspects of production and criticism and raise questions. Questions about the boundary
between film and drama inevitably go back to the fundamental question of "What is
cinema?” This is why the session is prepared to theoretically explore the conditions of “post-
cinema" and the possibility (or impossibility) of (re)constructing cinema. This is also a difficult
and sharp issue in terms of laws, organizations, and support. A session will be held to discuss
issues raised in the context of Korea's current institutional policy-making.

These include thinking about the fundamental changes in the human condition caused by
transformation of the overall media environment. The discussion on the present and future
of cinema is central, but it also accompanies a rethinking of the history of cinema in the new
contexts that such discussion evokes. Above all, the ultimate task will be the pursuit and
exploration of new possibilities in creating and enjoying cinema (or whatever term may take
its place).
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It is hard to deny that one of the most prominent forms of achievement in the

audiovisual storytelling field of the 21st century is the long form, or serial dramas.

The traditional view of serial dramas as artistically inferior versions of cinema is no

longer valid. This has raised the question of what its formal characteristics are as

increasingly urgent and important. The narrative and style norms of modern serial

dramas are examined from the perspective of film production and criticism, and

through this, the mode of existence of audiovisual storytelling media is explored in

the ever-increasing transmedia conditions.
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Are Serial Dramas "Cinema"?

Serial Drama as a Super-Genre and
the Cinematic Experience

PARK Mi Young

With the rapid development of subscription video on demand (SVOD) streaming services,
including Netflix, high-quality serialized dramas such as Kingdom (2019), Squid Game (2021),
and My Liberation Notes (2022) have been released. SVOD services are affecting not only
the distribution aspect of showing local cultural products to the world to many parts of the
world simultaneously, but also the production environment. As a result, contemporary serial
dramas show narrative and formal features that are not included in the aesthetics of existing
television dramas or cinema. As Robert Thompson said, we may have to call this a "super-
genre” that embraces various genres while evolving the characteristics of "Quality TV" that
appeals to the public while destroying the existing video structure and style and dealing with
socially critical themes. Therefore, this presentation defines the contemporary Korean
serialized dramas related to SVOD as a genre in progress, and examines the characteristics of
storytelling that differentiate them from cinema. Furthermore, the characteristics of the
contemporary media ecosystem as a condition that made this change possible are examined.
And whether the achievements can be viewed as characteristics of the medium will be
discussed while reviewing the meaning of cinema.
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The issues in the relationship between film and serial drama raise old and
fundamental questions about the definition of cinema. In a situation where neither
the film as a material support nor the centrality of the theater viewing experience
can serve as a basis for certifying the existence of a film any more, it has now
become an unavoidable task to explore the possibility and direction of
reconstructing cinema. In this session, theoretical issues and methodological
possibilities are suggested and discussed. This will provide valid reference points not
only in the realm of fundamental theory, but also in the realm of criticism and
practical policy-making.

% 2 MMM HIZEIS B2 28 HEBEN, K51 H5S 9lsl AH HOIEIX| 242 =8, =5} 2 50| B7HstL] sl HieiLick

= oo

For copyright protection, please do note that the interpretation provided in this session should not be recorded,
filmed or used for broadcasting without prior consultation.

A3l UrE EYehstm)
Moderator KIM Jihoon (Chung-Ang Univ.)

'l £ 23 ApELt (Tl2|8Chetm)
Panel Dork Zabunyan (Paris 8 Univ.)
N2l | (AEHE ECHSH)
Shane Denson (Stanford Univ.)
O|gst (ch=Chstn)
LEE Jeong-ha (Dankook Univ.)




Section C | Session 2 FORUM BIFF 2022

0|2 0|2 WHE Theoretical Issues and Methodology

AE-AUlOlet i SOl Alulat Post Cinema and the Cinema That Is Coming

L 23 XLt Dork Zabunyan

Le|le 'EAE-A|H|OFE X 22[2| 24! O|0|X| AH|0o| 04X AlH|OF7t T OA X[HfA OHA|Z We can define "post-cinema” as a moment when cinema is no longer considered the
OJAK|K| Q= £&7t0|2} FASH 4~ UL} KB O] =& XHH|0fl= SHAICHE &M HEE| 22Pt= dominant medium in our current consumption of moving images. But this expression itself
QIAP} QIC AFAL 'EAE-A||OFS CF2 O|0jK| MM EEHA Kidio] Qoo AjH|ort ZAs} has a history that goes back much further than our contemporary era. In reality, "post-
Ef A|7|0CHSARBACH 1950LACHO| AJRHE] SlgijH|F0| 245t AlEQI|, AjH|OHs 22 =X 99k cinema” arises each time another image regime tends to compete with it in collective

_ . representation, as was the case with television from the 1950s onwards. Cinema is not dead
A5l BESOIX| T QICk HIZ 3200] st (filmic) HEH7H 0Kl Zi(AA DiCio], HIE|R A2 5) 0

L for all that, it continues to be made, even if it maintains an often tormented relationship with
NSAEE2 HAS FAIRT X2t "A[ZE-0[0|X],2] EE = 11H0] X[k Al 19864,

what is not filmic realization (social media, video games, etc.). In 1986, one year after the

R A|HOPF 0| £6HK] &L = =209| 0|0|X|S1}F SHAMOF 5= AtS kK| 1 0|0 i ) . . .l .
E|Z= A0 0| £51X] 2 B SR OnIX|Sat JAMOF 5l d, SR o] publication of The Time-Image, Gilles Deleuze named “art of control” this convulsive state of

O
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OflM OS2t 2215104 7H2|E FESIA} =251, 0|S0| Ef FRHESH, AlelH,

the cinema confronted with all kinds of images which do not belong to him, but which it

[oiAM 22| EXHol| lAtSH= %Xﬂoﬂ M HIZE MER X&'E THS0] LH7| f/sl CHHSIA| confronts on their own ground to try to create a distance with regard to them, to work out a
| AN MEE 'EX[Q ol=/7|&'2 WHIICE ZtX o2 0| SE|1X7F 22| 452 &0 "new resistance" starting from the control that these images exert on our existences at
t= X|HA O|0|X|S2| ME2tn B2 Z{0|Ct R2|= "EAE-A|H|OFe| 2HAlo] o|Hof|, AJCH various levels (affective, social, political). It results thanks to him what Deleuze calls a

AHB|QEFRI0) Tt M= od5to| 3] tESt ZH0d5t=, 0| 'EX|Q] 7|2/0|2'0] 9l2S Hof “reversal” of these dominant imageries which populate our environments of life. We will try

(==

C|

b D123 OFSt mis(0|, M| | ZHE0| =2 3|9 to show that the reverse side of the "post-cinema” concerns this "art of control” which
[ ] L

2H

tC} mcl|2|= 22, Hafoled = &0
71I2'01| SEe Ao|ct 0|52 HeyHId ==, QIE{Slol| M| HIE|29| =8t T2|1 44 Ojr|of
ofiM2f ojofX|e] Swofl chs BF3E bF ACE 0218 20jofiM ZAE-AH0ts 2271 2|&5HA|

AT Falo| HoiX HIHS A= = W S EL.

constitutes as well the strength of cinema in fight against all the stereotypes of its time.
Three directors will mainly accompany our proposal—Federico Fellini, Brian De Palma and
Adam McKay—who have respectively questioned the future of cinema in relation to
television programs, the circulation of videos on the Internet and the sharing of images on
social media. Post-cinema, in this sense, gives us a glimpse of the expressive potential of
cinema that we did not suspected.
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Desktop Documentary and the Cinema
ASE _ﬁ,llll M

KIM Jihoon

h=1'-”"E'IE|01| EH?J Zio|Ct QIE{Lll Aof|M HOX| T 3te|= O|0X|EE F This paper discusses desktop documentary, a type of nonfiction-making practices based on

6}5 101| 7|52 = 0| =LA F|E&H AlXO| B 232 LY} 'QE-|E-||O|J|\_1(operation)9_| o the collecting and processing of images gleaned from and circulated on the internet, in terms

10| A I|01| M =0|5}mX} BIC} Ol EAE-ALOFE AIFS0| Ci5H 5Lt E2 of what | call the ‘cinema of operations. This indicates a specific concept of post-cinematic

Fl=g|, O ARSS HH B2 7|H 0 Z= practices based on and foreground a set of interrelated meanings of the term ‘operation’,
=-ll, — 2121 = 1o —

42 ERsle QE|O[M0j2He 20]0| AbSoinx ojnjSo which encompass 'to work or act in a system or machine’ and 'to have effect’. Expanding on

o o these definitions, an artifact considered as a cinema of operations would be conceived as
StetC}. ol2{gt Mol &&lst

HA =2 71A17t 2S5t Y

ofX 2itS S TH| LHMR= A

one that brings to the forefront its particular system or machine, its specific set of rules

™
FAI
HEA
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governing how the system or machine works, its desired acts or functions, and its desired
technical and aesthetic effects. In this vein, | argue that desktop documentary can be seen
7t AHEE O|O|X[E 2 &, HE, X as a specific cinema of operations that springs from and foregrounds the operations of the

computer’s operating system, of its functions to collect, transform, and rearrange factual

images, of analyzing and revealing the images’ technical, aesthetic, and cultural dimensions as
(operational) O|0|X|'0f| CH&t L= ES0S) opan ZAl0f| 0|2 = I:IHEH|7':|, its desired effects. Building on the seminal lines of discussion by Harun Farocki and Trevor
0ot HTIAE, X} ZA|Z, 5|5 AEIO[Y, Uf—?-EIiIQ BIRIEIE. Bal UATt AlS 2 HiRlSE} Paglen regarding the 'operational image’, but expanding them into the ideas of operation

of ‘TR0 JHAOZ BHEFSI0] L= <EBHA T o Z2|m|o|Z>Gllel B, 2|, 2014), <O|=5} suggested by Lev Manovich, lan Bogst, Jacques Ranciere, Hito Steyerl, Maurizio Lazzarato,

= O[O|X|>(AHE IRX Q22 2019), <HEE £X 1-2>(Z220|| ZE|H|2-2|0[|, AH¥!I B. 2,
2020)2t &2 CIATE CHFHIEZ[SOf Chall =2lstt OIF Sall, ZAE-AHO = £0M

and Brett Neilson and Sandro Mezzadra, | discuss such desktop documentaries as

Transformers: The Premake (Kevin B. Lee, 2014), The Migrating Image (Stefan Kruse

Jorgensen, 2019), and Bottled Songs 1-2 (Chloé Galibert-Lainé and Kevin B. Lee, 2020). In so

CRHEZ|S| HZl MX|, 2|7t A= gots MAlsts CIAIE CHRHIEZ|C| 7|&H, 08ty doing, | tease out desktop documentary's technical and aesthetic prospects that in turn

Y-S SR} SHCL suggest the ways in which documentary production, politics, and ethics are renewed in the
post-cinematic conditions.
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Post-Cinematic Images between
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Shane Denson

2ic FUo[o|x|e] aEF| U HZAE-AH0RE DjC|of= 2
QF Mi7A|e| SiArstA 2tA|Q| CH - C|X|& O|O|X|7} AlH|OFe| AFRIF images are involved in a massive transformation of human agents’' phenomenological
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2t 3 The computational and broadly post-cinematic media at the heart of contemporary moving

T AE-A|0FE o|0jX|e | relations to the world. Digital imagery has long been held accountable for effacing the
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indexicality of cinema's photographic base, while post-cinematic images more generally

- might be thought in terms of their "discorrelation” from viewing subjects: audiovisual
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frameworks according to which cinematic sounds and images were traditionally calibrated
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with human embodiment. Such discorrelation is pervasive in our networked computational
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to] 2| DIE|o 2HZ0l| =107 HX QI SEX|2H 22(2| CIX|E ClHFO|A0MA media environment, where images are generated on the fly via microtemporal processes

EZlg #7(5t= S0 wEtA|7|= CIX[E Ag(glitch)S2f CIX[E "RH4ES inaccessible to human perception, but it is nowhere more evident than in the digital glitches

(artifacts)"Oil)\'I = O|Zo| HetslA| EiLi= X|™2 QiCt ZetE2 122 2 JHxle| XM 1) and "artifacts” that mark and disrupt the video streams we consume on our digital devices.
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F2|(sub)-E2-AQ|(supra)-7i91X F=o| ¢dod 12| 1 Glitches thus announce to us the ruins of contemporary perception - but they also signal an
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zI0|7| % 6iC} CIX|E ZEHS0| £/29| ¢ist H|C|Q, O]C|of expansion of the domain and the material efficacy of sub- or supra-personal affect. Looking
OIE SOl HWoiK 2 WAISO| E5| F25BIA, 0] WEE TAE-AYO D|C|of7t Loi&3l
SHE0IM ME2 ZM(sensibility) ot ZiEH(collectivity)2| M2 SAIS0| CiSt AFR7t 7Hs
A USK|= BECID FESICE EXHS M2 HAIS, MAIQE 2AY|2] =2 WAIS0| X
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2ol 31| £0f|lM BY5tn AUSKE ZECHL

particularly at the ways that digital glitches have been implemented in recent movies, video,
and media art, this presentation argues that new forms of sensibility and collectivity may
become thinkable in the spaces opened up by post-cinematic media - that new ways of
being and relating to the world may arise from the ruins of perception.
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The Boundaries of Cinema and Its Capacity
as a "Montage Integrator”
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A2 Sstet O XIAMIZ "EXlstr| le ZIe10] (CFE Jacques Ranciére stresses that film "exists only as frontiére instable, which, in order to exist,
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needs to be constantly traversed [by other foreign things].” It means that it is impossible to
categorize film into a specific outline or to define it uniformly based on the characteristics of
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boundaries. However, in fact, this is not a unique condition of existence for cinema, but a
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general reality and requirement for art. Film, of course, has been continuously transforming
il

t0 Rl x|5t01 SEfstol= "SEAFY SEHE montage intégrateur'(C| fields and layers that coexist. Yet, the peculiarity of film is that it has functioned as "montage
t= Z40|C} 2|1 O|= AMAAL A5t X|7 |5t O£ = MER HHAo|7|E SIC intégrateur (Déotte)" that connects and rearranges these heterogeneities heterogeneously or
Moz HEE odsto| ZXEH Q7|0 E15t0, Ysl= 0|25t 0] disproportionately. And thus cinema has actually also presented a new way of creating art.

Despite the existential crisis of cinema, which has been controversially discussed along with
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the transition to digital media, cinema is producing images with unique materiality and new
forms of thought through this method of disjunctive connection, and it is still creating

> Ir

problematic art (in fact, the phenomena of divergence, diffusion, and expansion of cinema—
various visual forms called "cinema"—observed in the current image ecosystem, which is

[0 TiT

prolific and complex, can also be viewed as a variation of the characteristics of film
functioning as a montage integrator). This discussion examines in detail the current and
critical aspects of montage integrator along with the films of Bi Gan and Hong Sang-soo.
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The concept of cinema has become uncertain recently, and this creates many
difficulties in the composition and operation of laws, systems, institutions, and
policies for cinema. In an era where digital convergence eliminates the inherent
differences of media forms and where enormous hybrid platforms emerge, are
unique institutions and policies for movies really necessary? If so, for what reason
and in what specific way should they be implemented? From the current issues to
the visions of fundamental innovation, various discussions are held around the (re)
construction of cinema policy.
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19M|Z (o]l EHOHL} 20M7101] HE7|E S=RE Pah= 21M|7 [0l S HA H=EA 2 X| Cinema, which was born in the 19th century and enjoyed their heyday in the 20th century,
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expands rapidly its horizons in the 21st century. With the development of digital equipment
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and changes in the information and communication environment, the way of making and
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watching movies has changed, and new types of movies that did not exist before have also

0
n
|
L
k=l

appeared. As such, the rapid change that has occurred throughout the creation and
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reception of cinema calls for a redefinition of the cinema. And the demand for the
ofStollAM H, HIE, M redefinition of cinema extends beyond the aesthetic and theoretical area to the laws,
Y S5t 0|F, §H=2 institutions and politics.

To discuss the importance of film laws, institutions and politics, Korean cinema would be a

al & most appropriate example Since the late 1990s, Korean cinema has advanced thanks to the
S{oto 2 HASIICE 04%5| O| F enactment of a new film law, the establishment of a film organization, and the

2= giX|2t o|o| A|ZHEl H45t0)| CiSHCHE S I oA OIS _ implementation of various supporting policies. However, it seems that laws, institutions and

politics that led to the development of Korean cinema are no longer valid. In particular,
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during the COVID-19 pandemic, new laws, institutions and policies have emerged to address
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pending issues in the film industry that need to be dealt with now. Although the future is still
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uncertain and the direction of change cannot be predicted, the response to the change that
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has already begun cannot be delayed any longer.

Looking back, from its birth to the present, cinema has always been a venue cutting-edge
technology and new equipment have competed and been exhibited, and it has also been a
venue where the free spirit of art and huge capital have competed and collided. Cinema has
developed throughout the last century, coping with these rivalries and conflicts. As we enter
the new century, we need a holistic change of perception and future-oriented institutional
reform so that cinema can cope with the new and powerful artistic, technological, and
industrial challenges.
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Changes in the Video Industry Environment and
Revision Tasks for The Promotion of the Motion Pictures
and Video Products Act

HWANG Seung-heum

With the advent of streaming services, the environment of the video industry is changing rapidly. Since the
COVID-19 outbreak, the need for structural change has arisen due to problems such as a decrease in
theater audiences; however, the current legal system of regulation in the video industry has not been able
to keep up, so it is recognized as a serious obstacle to the development of video and the film industry. The
current Promotion of the Motion Pictures and Video Products Act was enacted in 2006. It was established
as a new video industry regulation system in line with the environment of the video industry at the time,
but rapid change in the video industry environment means that it is now necessary to completely amend
it. Due to the reorganization of the video industry centered on streaming services, online video service
regulations were introduced in the Telecommunications Business Act in June 2022. The amendment of
the Promotion of the Motion Pictures and Video Products Act regarding the self-rating of online video
products was passed by the National Assembly on September 7, 2022. In order to respond to the changing
environment of the video industry, the current film and video management system based on dual
management needs a fundamental reorganization.

To summarize, the direction of the reform is to reorganize the current Promotion of the Motion Pictures
and Video Products Act—a film industry management system centered on the Film Development Fund—
into a system of basic video industry laws to govern the development of the industry and the promotion
of film culture. The full revision of the current Promotion of the Motion Pictures and Video Products Act
means the end of the 2006 video law system created by the Framework Act on the Video Industry
Promotion in 2006. It also means amending the Framework Act on the Video Industry Promotion in 2007.
The Promotion of the Motion Pictures Industry Act and the Video Products Act haven been combined,
and the Framework Act on the Video Industry Promotion was amended, but the Promotion of the Video
Products Act was virtually privatized. Films were limited to offline films, and video products included
telecommunication, but the video industry collapsed. It is responding to streaming services by weakly
regulating video products. Now it is necessary to transform the combined system of the Framework Act
on the Video Industry Promotion and the Promotion of the Motion Pictures and Video Products Act into a
new Framework Act on the Promotion of the Video Industry that regulates videos, films, and online films.
A stepping stone should be laid for a new leap forward in the video industry by preparing an industry
promotion governance/industrial promotion/financial legal system that fits the newly established video
law system.
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In a situation where expectations for the advancement of the film and media industry are
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creative and experimental low-budget films, including independent films, are clearly
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emerging. This polarization is deepening as the pandemic period passes. The issues films are
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faced with are not due to weakening competitiveness with other industries, but a
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fundamental sustainability crisis.

There are many factors that threaten sustainability in the film industry, such as shrinking
investment in film production and the collapse of traditional distribution models, but the
fundamental threat is ultimately the problem of people who support the film ecosystem. The
new generation of creators are not participating in the film industry, and new platforms are
eroding the existing younger film audiences. Even if this does not appear to be a major
Xt} TiRRE =X|5H= = problem right now, it will eventually lead to a crisis in the future. The film industry ecosystem
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winners and losers, the weakest sectors are most threatened. The threat to sustainability
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It is necessary to reflect on and change the direction of film and media policy, which has thus
far prioritized industrial development. Based on the new frame of sustainable transition
policy, we propose a way to reorganize existing policies from the perspective of "system
transition” that can solve the current and future crises of the film industry.
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Laws, Institutions and Policies

The Direction of Culture Promotion Policy and
Cinema in the Transition Period of the Media
Environment

KIM Kyuchan

Cinema, a favorite genre of popular art in the 20th century, shared its beginning with Korean cultural
policy. The Ministry of Culture and Public Affairs (the predecessor of the Ministry of Culture, Sports
and Tourism), the Film Promotion Corporation (the predecessor of the Korean Film Council), and the
Film Promotion Fund (the predecessor of the Film Development Fund), established the institutional
foundation for organization and budgeting earlier than other fields. Around the 21st century, Korean
cinema began to show remarkable achievements, but it is required to establish a new identity in
conjunction with the changes in the digital/convergence media environment that followed.

The fundamental question of what a film is also leads to organizations and budgets specialized in
promoting film. Film has the characteristics of art and industry at the same time. Film as an art meets
visual arts such as video art—here, film is the domain of the ARKO and the Culture and Arts
Promotion Fund under the Culture and Arts Promotion Act. Film as an industry meets with content
industries such as broadcast video, animation, and VR—here, film is the domain of the KOCCA based
on the Framework Act on the Promotion for Cultural Industries. Film and broadcasting share the term
"video", so although departments are divided within the MCST, they converge in various areas.
Broadcasting and VR, beyond the MCST, also belong to the Korea Communications Commission, the
Ministry of Science and Technology Information and Communication, affiliated organizations, and the
Broadcasting Communications Development Fund. When it comes to international exchange and
overseas export of films, they will also encounter the KOFICE, which promotes Korean Wave policy
projects, and the Korea Foundation, which promotes public diplomacy policy projects.

The overlapping of film and other cultural policies can be viewed as a result of expanding or reducing
the scope of cinema. The result is determined by the social and policy status of film culture and
industry apart from the aesthetic discussion of the concept and category of film. It is necessary to
discuss the vision and direction of film promotion policies and organizations in the digital convergence
era. To this end, this presentation focuses on the regions and audiences where films are made and
consumed. The conditions for film policy to be reborn from cultural industrial policy to regional

enjoyment policy are examined.
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