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E|Z-& APk olEA njr]ojo|A olopr|E Adsh= A4} ulT]of

gk A}, 1912 ml=gofla] ot A2 ] 572 HER AJAL 1]
tjol2A] J5te] Awshs oulshs, & F3te] AAH(authorship)S &
A)H o2 QIAeh Alwa] Wstgich Bk ofe} o] Al7le gEeh=
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&= Siet. mirjojalustolel= njt]of HjolZof| W=, 44 1]
tjoli= @A Aol opyth 222 A &S RHs

Fr
i
é
=
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D Eu|2 yras, Folg 0] 328, J95 o, 3k, 2016, 89%:



364 ThSAAIRIT A5 4%

R M2 AR, 1 spte] 7HoR ool AA!
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SEINET IR Yok AR A MAF mibol2A A} H=7H
£ =ofolrlol| vl Aot HlaER adkEnh du|eio) HE o)
o] FgolM Feleke wultols B4R AR plH o= IR Sl
R ofyel, o] Rl Aol A e Foldths o HAURO]
LA A = e v vH o2 AE]

o)
=2 =

Atk =Y wjtjo] o]27} Ze|=efs] 7|52 (Friedrich Kittler) 2] 74|
Q.

o

o] =ZollAe Gt gt nitjojatarsks] 2eio] dgho =M o}

2) 7158 7ISAILE S "HY9 wRloflA Rt HlolHE 5, A, AEske
714 - A=A HEATLE 7HEI7s Solz ARSI 7IEe= mito] 712 YAt
o} o] WIS Atgsles Shed] Aol mlrolo] HAE VIS AILE 1800
I 7)FAI2] 1900 02 FHERIT 7S A2 1800'(1785-1815)-> H To|E 2] A
2gao] ZAF SO R o]RoHE Al 71EI71AL, TISAISEE: 19001(1885-1915)
= E571, G2KEBD), BRI IEh= ofd=1 7] w]tol= Hlo[El9] AeRpalo] Al
ShEls AtE 7RI 7184128 19009 AiPgelld 71521e] =) =Rl 1900
Wt 27] fold AR AeE SRR o] Al 71 ulroe] 4% AP EAA]
= A7) Sl 2o ol&2 sl S271-EAA, BEF A, BRI IA
o o] 212+ g A1 ol Zej=efs] 7157, T7IEAIAE 1800 - 19005, 25}
o, E3HEY, 2015, 645%. ofof| tfgt FAA A the AAE & AL D E
Wellbery, “Foreword’, Discourse Networks 1800/1900, Stanford: Stanford University
Press, 1990, pp.vii-xxxiii; G. Winthrop-Young & N. Gane, “Friedrich Kittler: An
Introduction”, Theory, Culture & Society, vol.23 no.7/8, 2006; G, Winthrop-Young and
M. Wutz, “Translators’ Introduction: Friedrich Kittler and Media Discourse Analysis’,
Gramophone, Film, Typewriter, Stanford: Stanford University Press, 1999, pp.xi-xxxviii.
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E|Qichy ot ofuel, glet: ult ol dulATE AR s
SIsPAE TpA ] e u|t]ole] SHAIE Holde ehHgh A4} nit]e]2
A&EH 08 eI FEtehs vitols B HER St A
AP b|t]ol 2 AdElEA] 1e]al @It 2 7S Bl AAR AA
ojojol 2 M EHA Bt A 7]gelA AR (authorship) & 71
njojo| 2, & AFaEoleh= ofulofli] A2t B35 o] tiifo R A|wshe
o}, Hjtjojangtolel= ujtjo] H|gtolEe] mEW, A Htjol=
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S WA 340 Aut ok Pl Getet ruldele] €1 Al

2 gupe] Avtet & 4= ik webA, vlejofmaste] xjelojA] wetw,
o] A7) Aok 2eZe] mlclofolA] A} mlclojze] gake] At
o] ofab w8t dlelo] SAT WA Amstels Auto 2 5
ofrhe BAP} ofth. IAE ShaFt AL mltiolzAle] el ot

3) AlLe] med-Anl, FEAHE AA|GSRAY, o]Fot €] o, FHRE, 2006, 36-48%
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Apgell Bl AALeE Bast 9l
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olafal7] ek, sk, ol nltiolLasto] sExe] A4} L35t an
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wlclo] ok Aj4re] o] Tt QAIEA Aol ebel vlefol
ciaje] Aol ol §1 HUES BBl Hlolr), o2r] ek
(Frkki Huhtamo), A|Z1X2|E Z A7 (Siegfried Zielinski), A &7}
(Jussi Parikka), E-X7} o|EAE(Wolfgang Ernst) 59| w|t]o]ilirska;
(media archaeologists) 2} 2] 0|52 Z2|=2]d] 7|5 (Friedrich A,
Kitlen) 2 S5 590 v]efo] o]20] 21 L] vlcloje] cixje} vt
A HAA], & W-golut AL A of 2|55to] ArgstAL, miT|o]]
S HlkE W 7]l it Askes] HEom FASHA] et
Al o} 52 7 AR ol JAslo] wit|eo] Za o] =&
A, A4, AIA 59 57l ot Bu St 9 R Kacton QIA[E
HofF=nix) gk = u[tjo] 0|27} S o 2AEw mivojalursks

oje]ofo] tigh EetAtel FEsto] oAl ARt

“‘ujr]oiararstolA] Fagh AR oYt V&t #3te] AJeAlgo
Atz 22 A AHimagination)o] SARCH 212 Folkct
T Aj2E wlr]o] wiElzE o 1 AJtfe] QIAEA ZWHEEe] A
Aol gt wjtjolg aald ZQ171? thA] wal, F2Hetching) ol A
Auilaf<(lithography) 2+ AFl<(photography) 22 w112} %13}
A B og Kook sh=r}? ofUi AT} 1 9] 23] 83} 7| Ao
o] Zpol= Qlafl A oR g S/, 1AlEA) ThHo] 9)

£ go@ Hojof sh=}2")

CRAL 3l mlo]alarele ujtjolE A= A|4olut AIA|9) S

olTri= WA Hlehts QIAEA WAL EwsHe A% nltlo] v

4) W. Emst, Djgital Memory and the Archive, Minneapolis: University of Minnesota Press,
2012, p.42,
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o] £(Critical Theory)o]e} @3 4= Ik

£3], njtjo]iaske o] 2u} frulclol Ao uhehu HA
WS- Acket dake A g Sol, o2 E}EL WHER =4
< W njtele] ojAs SRHoR MEES A, ()5 2
3} A5 AoleRs S8 wiEe] WA E st 136} Hlejofe] o
A e EiOI topoi'eh EFLES AL7|9] AL, ARk} A1
AT} E £ A W WHs Wro R vlehal AEHQ A
Sp— HA*OM thold] AZHOR B 4 gl YHEow
ofaLmahe Aol Ayl vlrjolS A A ntex] o
7 upRe] Algloleks THelA] tste], “mltiele] et wAlA A
xofA] B3 A2 BelHo] 11 efite] Rt HHAL] A=o] ok
Feks 34 AR

obA At itloimaste] AR S| AR AEHY virjolS
o) el sk AAFThY, vlto] dl<lelx) sxfel ol 2
o[l 2 A(Eric Kiuttenbergls $8.8F Aol Ao R wh5olx]
uljo], @AHOR A B7MsE ulre] Sah 2 AH ulro]
(imaginary media) 3] m]c]ol3Li3} HokS AHgick Solalu =
o] ke, lejolis ARHY wat ofjek ApAbEoleh. 17]e] v
tole] thord ALE thgel QoA 3 wlrlele] GAE Hm oz
ARl SlolA AME ulElolis AR|R AN ekt Yeks] %

r‘ﬂ l'lJ_u r—r‘
1—4 rlr -101'

O

5) E. Huhtamo, “From Kaleidoscomaniac to Cybernerd: Notes Towards an Archaeology
of Media”, Zeonardo 30.3, 1997, p.222, ‘B30 7ldo] thal Kt 2412 =olof tlsiA]
= o} A& Al E. Huhtamo, “Dismantling the Fairy Engine: Media Archaeology
as Topos Study”, Media Archaeology: Approaches, Applications, Implications, Berkeley:
University of California Press, pp.27-47.

6) S. Zielinski, Deep Time of the Media: Toward an Archaeology of Hearing and Seeing
by Technical Means, Cambridge, Mass.: The MIT Press, 2006, p.7.
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7) E. Kluitenberg, “Second Introduction to an Archaeology of Imaginary Media”, Book
of Imaginary Medlia: Excavating the Dream of the Ultimate Communication Medium,
Rotterdam: NAi, 2006, p.8.
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o= ofule] Aol Heka A2 oAt Gieks)
2] wjo], SRolem|2 I AHAFA ultolo] gt sk

T2 AR wlelolo] EahbE B ofsjsks | 283 4= itk
o} g SoldM| = A nltloliz B 18 ARt R

fz ol

mH

L) 9 e ARk AR mljelis A1) o) olo]
A7) sk olegk A mltiofe] A 7Hs Ao Qlsl A Tlciof

3k ol 2ol mlclofe] oz B BN A TAE) Solly|
23 vk olefgt olgellA] AR mltlofe] Bvt Mgl o]

o] NS AULGSRE H Qo] Fash o] B Ay

PUNCH’S ALMANACK FOR 1879. Pecemter , 1.

i
|

EDISON’S TELEPHONOSCOPE (TRANSMIT! WELL AS SOUND).
(Bsery evening, efore goin 1o bd, Pader-ond Moerfmsliz st op, i okl onmersbicr gee, i s e, and gladden their eyes with tie sight of tuir Chitdren ot fhe | |

eatrice {from Coglors). ** Yos, Para puan.”

spr?
Para. I’LL IXTRODUCE ¥OU TO HER AS 500N A8 THE GAMB’S OVER

(29 1] 2257% F Ze]o=(George du Maurier) 9] AAFA FAESE 4]
Y| 3E AT the Telephonoscope,’

8) E. Kluitenberg, “On the Archaeology of Imaginary Media”, Media Archacology: Approaches,
Applications, Implications, Berkeley: University of California Press, p.48.



R AAE AR iH o =A gatel gt wEojaas} / Ak 371

A icolol e s T A2A, Wemie s
the Telephonoscope S &2 HA} Z7to]x} AlSl7kel 2% ¥ K
o] 2(George du Maurier)+= 1879 % "#H %] dul Punch Almanacks %
Alof| 74, 253t W e AT e O]E‘Q %@Pﬁﬂ BAE AR
Slo] cYBHE LR e AT of A st 9l e
4 olei0] W nol, el e foldol
w7} ofeie] apAlel 28710l Hshr| Agsichy oful ofe)
& o] SAeka AP ol thE ohd WiEelo} Althe] 27t
Z(Skype)Lt #H|o] 2B (FaceTime) 0|2} & 4= Qi) 18831 wljsiAto]
A} F&7te] A2 ZH|tHAlbert Rodida)= 424 "204])7] Le Vingtiém
esoA AEAR1 mlHo] AAER }‘—5& e s R EA

37| S5ko] HAR] B4l A 58], e whd "ol oA
Hoxl= P55 FolA & 5 QU= /\H 2 T QAL A

AAto] HA AL} o] HElo|d] HHE(Brian Merchant)

Xl—;(] 7} Z] E‘C:)‘_

o Wz, "ot AukEE] by ZJRd Wlsolt WYl 4Eg
A 44 U=} GAESR UHo] 18704o] S Sefw
Zolet

Soldl| 2 ofefst ofollAl mltlojo] AAMA el A4
B8 ooz WERT AA ZAISHA om, M o] B sl
ulejofollq dojihs EAROR uleholol Sitk FgRko B, A
2 uje]ofol] that Tarshe TR0 WRAS ZBTH0 Sioldl|2

9) Hefoldd wjHE, "¢ tjnje]s: @i} Eis ofo]Eo] 2 Ak, | o, uf
UHAAIE, 2017,

10) E. Kluitenberg, “Second Introduction to an Archaeology of Imaginary Media”, Book
of Imaginary Medlia: Excavating the Dream of the Ultimate Communication Medium,
Rotterdam: NAi, 2006, p.10.
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(365l oicio] 7A)e] Getat o}5o] “SAPE 2asl] telct)

) shel7he olefet Sold|2 0] BA|oA], Rl tie] A
2 wcjofe] oiet Tus Yot Wadklehs Beel s okt
o] Fatul 150] nlrjelo] Hols AL 4 Gl HAES 7
ERT) AP mltiolis Aie] BRoRA ofje), 7|4ReE
B Qi W oA 0 Bk A9 ORA Tl Fask)

oln), AL ultolS Bl Sel “olg S, 8, el v
el TR AMEo] 7|4 o] WESEAE HEH0R ofse
S olek. 3k ucjolo] thak AR T Ao A7) o U
o AA| WA AT} HE ASE Q7] o] “Selrt AR TS
Hlehit MPALS B975l ] Fit webA] AR mlclolis T A
Aol ohdl gk mA|A] ok EatolLt Fael ALbA] b
Ao] ofLjel, AlA| mltlejo] eixje] Zo] HEste] Wz A4 vle]o]
2 RS s, Skl A, 421, 4R 228 G
24 “0ltfolo] olas AARgSHe o Ul FRE BaEr) Hch

mn

11) E. Kluitenberg, “On the Archaeology of Imaginary Media”, Media Archacology: Approaches,
Applications, Implications, Berkeley: University of California Press, p.48.
12) J. Parikka, What is Media Archacology? London: Polity, 2012, pp.44-49.
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3. MAL DIEI{ZM2] Halof st &b

o] Aol A= AP stol] that mcjojaiala AHORA Shigt

AAL leol2A] stel et £9l3 RS Sah 2 o4l

APFE Sofrhiie). o)Se] Ak dslehs Rulciolo] tist WA

wgolu} 7thaAE Selvlw shAl, agtka A8 Gatelt oy

ofo] AlAE EAja FHolxl 2 ohglct ©3le] Gste] 71eH 5
A

Kol Aae] ZudolA P eololet 7|5 AloR ‘—?ﬂﬂx}f&, we]

)
olo] BERIZA - 7|&3d £4]0]

ulejol A Qatel Tiiet AAREelA lTlo] 714e] AR
FozH gsjo] et nltiol st o) ve] Ematin gk

3-1. Hak A9l o|cjod

A 59 ujtlo] oj2e] A mejeals |Sel At el

AR hSBle TR AR 4218 ) B5jelA) QT ANTZEe.
2 7|2ska Ak Agshe %8719 ge) stehs vl wek
HlolElS 1 AR 7|Saix) Fat) il ek she sk ofn
A=, “22d ohg oAl ok Ao, W) A St ol
Yl e ] Wee AARE7] uhgolrh s ThA] W, WEL 7|23} 4

Apgoln] Wpaom 120] 248l0] 7 ARoR 22k YL 1 A}
olajole] EAE|A] oRe AAISL WeAe] ANAA BAel Ay}
of rEmw Fajo] o) BghE7] whEolch

13) F. Kittler, Gramophone, Film, Typewriter, Stanford, California: Stanford University
Press, 1999, p.219.
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B3 71S 97t ek AAIe] A9IE THRIE AL AR ol

St Ade) olopr|E, EFAR Al AMEEE B %31
o A= s sk U]‘:]°1°]7] TZolt 19 Z1E|al A A7}
a2 AAY Fept Eske RS A S Be w2 M
A A, oy F S A ‘114711 5 o HER AEY] At
= ofslr] wheolth !y

5], 715ehe "3} Film, oA, =915 ofe] ¥ 5 AlZ=H, ©
= (=E}5ke] ¥ The Student of Prague) 2] Alug] e Z7lel shel=
oM 2(Heinz Evers) 2] 7904 & 4= Qlzol, Fal7F Auh AR
S A AT S e 7B LTARE LS| A

7IEee sljl= ofHxe] Jolol| Hidt Alge olFAl A7t

Jlm

Al

“Lhe Euts ol ofcfo] o} dck mE WEE F 7MY FEY

14) F. Kittler, Gramophone, Film, Typewriter, Stanford, California: Stanford University
Press, 1999, p.16.

15) F. Kittler, Gramophone, Film, Typewriter, Stanford, California: Stanford University
Press, 1999, p.150. 7|E8= EUHEAHAA mte] ol&& AARR. 71529
ujtjo} o] 29 aAL: 7|1E AE wtlofof thet Atet thsele] 9 5 vt o]
ZEI= dTto] FFshd ARkl mTiofo]] 4?& Aot ge] gAY sl zA 1
tjole) gAkg FEhe Aol 7IERe F29] 'E JEE vido] a7t 2%
She T &ollAl F37F THRA] o %%4 B3E AHshs 71auitele] Hdof
TS 7IES TIERe TR olES "R ks B AR ol
R}, F3Y Aoz ojd HEe 93, & Y Fr 52 9EY +A]

o tifgt o] gigel 7|5k 71—e1 (o] 47t vleiofe] B
2 17] 919 BES 7|S0k, AL, BEBH 71 GuIdolS SolhirlE et
ek, 7Sk eIz} 2jele] ujp ﬂx@u altiolol tigt TAH AW T
o] g} wisle] 2710 S olelst 715ele] ujjo] o]ze] FAu A
Aol heliA= ohe =58 Za1s)] vl B, D. Geoghegan, “After Kittler: On the
Cultural Techniques of Recent German Media Theory”, 7Theory, Culture & Society,
vol.30 no.6, 2013, pp.66-82.
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Abstract

An Archaeology of Cinema as a Real/Imaginary Narrative Medium

Jeong, Chan-Cheol (The University of Foreign Studies)

This paper take a media archaeological approach to cinema transformed into a
narrative medium during its transitional period, 1903-1915. To accomplish this, T will
explore the question of as which narrative medium cinema was imagined and also
how it was institutionalized as a narrative medium with authorship. T will explain that
the imaginary and real ideas and changes on cinema resonated with each other on
the foundation of its technological aspects such as indexicality, 23 frames/sec. and
montage.

It was during the transitional period that cinema was transformed from a medium
representing spectacle to a medium of narration. The establishment of the American
film copyright law in 1912 was an institutional, real outcome from the contemporary
understanding of cinema as a narrative medium, At the same time, various ideas
emerged that led to imagining of cinema as a complete narrative medium,
incomparable to any other. From a media archaeological perspective, the imaginary
ideas of media resonate with their actual course of development. These imaginary
ideas are not just imaginary, but rather reflect the contemporary desire for the
medium, This paper looks into the transitional period based on this media
archaeological point of view.

To this end, this paper will briefly introduce the notion of media archaeology as
a media theory and then discuss Eric Kluitenberg's concept of ‘an archaeology of
imaginary media’ and its methodologies. Second, it will explore literary and cinematic
imagining of cinema as a powerful medium of storytelling, while discussing the ways
in which cinema’s technological characteristics played a decisive role in these
imaginings. Also to show the techno-deterministic role of cinema in the real world,
this paper will explore how its technological characteristics were considered as an
important element in the processes through which America’s first motion picture

copyright was institutionalized in 1912 after two historical copyright cases: one is
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Edison v. Lubin in 1903 and Kalem v, Harper Brothers in 1909, Ultimately, this paper
will lead us to an understanding of the history of cinema as a medium and its
developments in more multi-layed way, as communication between the real and

imaginary, and give us perspectives toward what cinema is.

(Keywords: Media Archaeology, Imaginary Media, Technological Media Determinism,
Cinema, Motion Picture Copyright)
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