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1) Suzanne Buchan, “Introduction: Pervasive Animation,”  Pervasive
Animation, ed. Suzanne Buchan (New York: Routledge, 2013), p. 2.
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2) Lev Manovich, 7he Language of New Media (Cambridge, MA: MIT Press,
2001), p. 302.
3) Ibid., p. 307.
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/\

2ol gsE dPez AAY dudeddE 88 -
o EAERE 988 PASE Gl AdEnEe] UAY
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2 0 e

7] wWEolth, ey KBy Q3% o8 A ouuo| A} &0
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(projection)® o=z 7] wFo|t}. E A (Tom Gunning)
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sle] 7)&2d EAo] AIZte] FAC QoA AR F3te] FF
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Yulelde F& ould At Q8 At dgdon wiaA
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4) Garrett Stewart, Framed Time: Toward a Postfilmic Cinema (Chicago, IL:
University of Chicago Press, 2007), p. 6.

5) Tom Gunning, “Animating the Instant: The Secret Symmetry between
Animation and Photography,” Animating Film Theory, ed. Karen Beckman
(Durham, NC: Duke University Press, 2014), p. 36.
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6) Gunning, “The Transforming Image: The Roots of Animation in
Metamorphosis and Motion,” Pervasive Animation, p. 67

514
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nAE S ow Wysta dAste AdES AFske ofnA
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A Z1EEAT. Colm A -2 e ] HTl e s vy 54T
AP ES oy, 1x2 ¥3td A Eo] 334 ads v
Eolule #dsta dEste JHER o] FoX omAlE, dd
o A7 sdxdES AU Ve d"Ee]l 139
.7 8)

vt e oF AFE7E d3tE et Waol digh 1980d ] #
ghe] =ol A X g B2 =(Gene Youngblood)= 19800 dd] F-yk
T e ok HFE7F ojux]e] FHj4 WAS 53 IEF 7Nk
AEA ofydo)ldy} & WAow Egjsitte AS A A e
WA HAE ojux] A&l AfgE AL ofy  “tom
o Uym o] 4 (hand-drawn animation)ellAe] <&k =" ojx|xt
UAd == “3ste] A4, ARl AdA, o 7l of
Ywe] el FF8(gravity-free) &5 AR AS 7153
A &7 9 ol AZEOVE VIR o|u x| 94 ol
A 7HAA He ETAS THPTIARE R2ELEH ojuA e &
s FE o] sl or FEd Tl Altele] fgA old

(transition)o] oYz} F=eo] WolZ Eaj ojujx 1
SAAY Az ks S8 olw A9 55 HellA o]Fold
T At HE Y. dEdEs vy g

7) Robert Russett and Cecile Starr, Experimental Animation: Origins of a
New Art, revised edition (New York: Da Capo Press, 1976), p. 29.

8) Lucinda Furlong, “Tracking Video Art: ‘Image-Processing’ as a
Genre,” Art Journal, Vol. 45, No. 3 (1985), p. 233.
9) Gene Youngblood, “Cinema and the Code,” Leonardo, Supplemental Issue,

Vol. 2 (1989), p. 28.
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of FAHolar A5 AT EAEr]” wie] AF =Z
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| ZHdEse] ‘Aol idES AT 12 ofdk A9
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o] 7beatr] el wirbEvh. 2=dvke ol EHF, 7]y
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12) Spielmann, Video: A Reflexive Medium (Cambridge, MIT Press, 2008), p.
49,
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oln| A e} FAA o|mAE E&steE opet AEEY Fd F
83 938 Jddglon, o] A E9oje Fa3 5L Y
ofUwmlo]da opd 21 vt oA AR FAd9 ZH gl 7]
W 24 T VMY JHES AlEdelAdstal Fete 2l

A (remixability)o] 2t
lz\:v/] g]u]/\/HA = s}
ofye} 131E9 ELF:@?_ 719, 2, HEEe gk
olth.” W wmlwn[A = ol d guaAge] SR Arde %
7] vl QotES}t 2l A Az, S95ke] agd Adx 5
oA FHAoR AREHAG FA 7IWe] 90dd o] HAE &
TEojo] Wy} rEo] FEA o)A A ufA <l 7] o] E]Oiﬂr%
e A, a2y dEg = ~dWe] vt g

AN

BINARAAR, e UA"E AZEoqA d&
Y AZEn 7| Eo] o|uA-ZREAA HY S 3]s
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=R = iiE%lOi—t— opFE 1 Htj et mR AR A
9 Ty W] LA oW A e MES
| 7 s, o= A Ao AN d& F YU
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i

13) Ibid., p. 5.
14) Manovich, “After Effects, or the Velvet Revolution,” Mi/lennium Film
Journal, Nos. 45/46 (Fall 2006), p. 10.
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29 /M vAlEa 954 AHHE Rosy. <)
(Monster Movie, 2005, 1% 4)>& BE %3} <zl (Caveman,

7 =% (Carl Gottlieb, 1981)>¢] A7 F ¥ HUS Ao >
dAdE2 Follety 43 71ZHIES AAT & G2 ZHdd
=2 TASHE A dFE 24T Hol aA3ES 1/30% 9
2 A, oot e HA AAFELS vy e vhuk(Mario
Bava)9] <Atgte]l 7bA (The Mask of Satan, 1960)>°A] o Fol-F
o] Exat= AW ArR= WHIA7l <A (AB¥)  (Untitled

o) F AF wFE ]

2 =

5% = o] EF4 Al

d& aefstdA 2 WEs AR g mo] mghE Alold] o
ojub= WYgom qfAgt. o] J&A WA g3t x4
A3 frEste AMA dAHEY WEste 44 FHE Aol W
g, Gt xaE g9t QI FAAEe] we Ege AA
A (liveness) I+ 717417} A@ldt uw =1 FASo] WA 7= 3
S BgE AEA AARE Abole] WMFolth " 19 vhen| N9
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15) Manovich, Software Takes Command (New York: Bloomsbury Academic, 2013),
p. 266.
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glofuuol el it FTHLE FIATolM F UHH wFom
YL A, shb= oA hefs] Ay 2 AR Aol A
Get7h ofymolde]l I ' AN FRIE Gt e

archaeological) J16) 194719 A~
uhg, HolB A 5o AHAZ F& 27 F3F B ojywHol A
I AAA 7= o] APES Fstel ofymo]do] Fhekrt 7<)
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g, AR el ZIAA A ofgk fA Qe Feolete FY
b AA e ol g A7 WA ~FHIFO] 344 HdEFoRE

o
e &

sto] AAA] HAAE =dste] Gt sFA Eo] 7k AR
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ABSTRACT

Postfilic Metamorphorsis and Renaimation: On the Technical and
Aesthetic Genealogies of ‘Pervasive Animation’

Kim, Ji-Hoon

This paper proposes ‘postfilimc  metamorphosis’ and
‘reanimation’ as two concepts that aim at giving account to the
aesthtetic tendencies and genealogies of what Suzanne Buchan calls

‘pervasive  animation,’ a category that refers to the
unprecedented expansion of animation’ s formal, technological and
experiential boundaries. Buchan’ s term calls for an

interdisciplinary approach to animation by highlighting a range of
phenomena that signal the growing embracement of the images and
media that transcend the traditional definition of animation,
including the lens-based live-action image as the longstanding
counterpart of the animation image, and the increasing uses of
computer—-generated imagery, and the ubiquity of various animated
images dispersed across other media and platforms outside the movie
theatre. While Buchan’ s view suggests the impacts of digital
technology as a determining factor for opening this
interdisciplinary, hybrid fields of ‘pervasive animation,’ I
elaborate upon the two concepts in order to argue that the various
forms of metamorphorsis and motion found in these fields have their
historical roots. That is, ‘postfilmic metamorphosis’ means that
the transformative image in postfimic media such as video and the
computer differs from that in traditional celluloid-based animation
materially and technically, which demands a refashioned
investigation into the history of the ‘image-processing’ video
art which was categorized as experimental animation but largely
marginalized. Likewise, ‘reanimation’ cne be defined as animating
the still images (the photographic and the painterly images) or
suspending the originally inscribed movement in the moving image and
endowing it with a neewly created movement, and both technical
procedues, developed in experimental filmmaking and now enabled by a
variety of moving image installations in contemporary art, aim at
reconsidering the borders between stillness and movement, and
between film and photography. By discussing a group of contemporary
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moving image artworks (including those by Takeshi Murata, David
Claerbout, and Ken Jacobs) that present the aesthetic features of
‘postfilmic metamorphosis’ and ‘reanimation’ in relation to
their precursors, this paper argues that the aesthetic implications
of the works that pertain to ‘pervasive animation’ lie in their
challenging the tradition dichotomies of the graphic/the
live-action images and stillness/movement. The two concepts, then,
respond to a revisionist approach to reconfigure the history and
ontology of other media images outside the traditional boundaries of
animation as a way of offering a refasioned understanding of
‘pervasive animation.’

Key Word : Pervasive Animation, Postfilmic Metamorphosis,

Renaimation, Video, Digital technology, Video art, Stillness,
Movement
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