k3 2|g2E oz deE
Zeflo] =uo] g3t (FRY ol ulol

‘O Al S FA/HF ARl tht vl
3 wailg

More to the point, I would say that cinema
is a metaphor for contemporary thought."!
- ¢ ult]$- Alain Badiou, "A|U|u} Cinema;

| . 2|2 Ok 2|Ye|Folzt Felrt

e 9 A4S Adets ezl A4 A% AT
B9 AAE el v 2 Dol degaolt. A
o ohd AL AMIH o2 Hol Ujof st mle] S 2QelE] o] Kol
A ke A7 Holllel she elgeze 9Est A2 Tt Azl g
A%e) A= PHa] olRES 4o vled AL} AT, v1eA 2l
DEe e 47e 58 Aze ddelEe Wil

THE AAE BRE A 2A e eldeEe o BadA 38
& o2e 21 k. ol vied QeZL DA A5, o e
2 W veA Qe Ze] FA EsllNe] Bage of FAo] zol
1ol 3 % gtk weA Pdelze Bee ddelze A%S

N

1) Alain Badiou, Cinema, Cambridge, Polity Press, 2013, p. 17.
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AAUE A2 "“‘«] g F oA, ‘Hole A, & 93 dde] mrol
ofd ‘Holx] ¢l= AL HolA =" “rh3] m|HA|A Mimesis of the
Mind™ie) W e 2450 slek B 2, 144 Qe Ee s A
7F olel® el “defElole] et B272 21 e Aoltk A
Aoz YAE YellX Q&9 A FAU AlA &M 29, tA
o] Q1Eo] A gk A S Gol B3| BALEHolok & of, npez] 2jde] o
2ol ko] 7}alth
ke 2de|Ee "HEE 22 EelA 2 AR deE e dF
AA, LA el BN 23 7Hsd AL HolMe e e g9A
7o r Ao, "g|de] oo tj¢kA L alternative approaches to
reality")2 Ao ZA AAE 12 = 2R AZE Aot vkeF 2lde
FollX = HIAME A Aol B2 AR S 7 AME R AATE T, BAFE A
Aol A2 & Ao g WolsofXity. IR FE AMAA Kol gHgA o]
2SI S °ﬂ /‘V‘”"] 2 E A2 ezt AAd o] A=
A& Adshs ALY 08, ARE A
&8k 3}% Gxo|z W o g 7edt A2 gL Edl
A ¢aL B v Y EA st FAH e
AY7] wEoltt. wied fdeFE 01511}01 Ml C. dAZE Anne C.

= M
195 7

wked 2l9e)E B AT FEAVL AAE oEA A7 -

2) Anne C. Hegerfeldt, “Part Three: Magic or Mimesis? Reading the Mode,
Chapter 8 Mimicking the Mind: Magic Realism as Inquiry into Human Thought”,
Lies that tell the Truth, Magic Realism Seen through Contemporary Fiction
from Britain, Amsterdam/New York, Rodopi, 2005, p.271-318 #z.

3) Joan Mellen, Magic Realism, Detroit, Gale, 2000, p. 1; “Magic realism is
a fictional technique that combines fantasy with raw physical reality or social
reality in a search for truth beyond that available from the surface of everyday
life.”

4) Maggie Ann Bowers, Magic(al) Realism, New York, Routledge, 2004, p.1.
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o e HoR, A4 - s ABSHA gRs, Jgo=A Ye o
nle) AT} AARE B,

[M]agic realist fiction examines how both individuals and
communities perceive — or, rather, construct — and represent their

world, thereby advocating a broader conception of truth and reality.5)

whed 2lgeEaA Qs FEA7 8 Bal Aze AAE e
£ A AAE AEA A S A% BRsle] ek 44E AR &
NozH A2e AT AR S Eeds Bl 2 AAE Brs

A A% wiAe) molth. Tk #delE Magic Realism, ) A
A 29 WAL AP} oked L E NS ADD 1) ol SA A%

SheA] RS, of ol Ad £4o] “EAA JAE Y] ERdd e =

a2

Rk 2ldel 2 AEehs Arke AAAY ARIE Sl Holg)
LA Zohe, WzE BT AL ANAHE o BAG,
AR WEHE Aoz Hol, SR of 39 Ane et 2
44 1458 A7e.

The author employing magic realism searches out a hidden
potential in the natural world or in human actions, and often describes
the commonplace as mysterious. Reality seems to be deformed, but

the reader perceives essential truths as a result of this distortion.®)

2047] F F3k ehelolrlelsl Boold 2 WS ol F e eldelze]
2o} AL 2047] 23 B9 plgHgeld FokIch) 19234 vl&abt

5) Anne C. Hegerfeldt, Lies that Tell the Truth. Magic Realism Seen through

Contemporary Fiction from Britain, Amsterdam/New York, Rodopi, 2005,
p.113.

6) Mellen, Magic Realism, p.1.
7) Michael Scheffel, Magischer Realismus. Die Geschichte eines Begriffes und
ein Versuch seiner Bestimmung, Tiibingen, Stauffenburg Verlag, 1990, p.7-16.
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& AlAle
o] ez
1A 2 ¢ &
e} A3 A SHUEA A4S A dAA71, d4 U
st HE = Az AAE 43350z AAsle) 18 2t 1
HoZN ded I AAZ ‘wed AT oaA Y AL gt T
TsArt et Multitude; oA “vha2 Q] A1ZH} F2P1Dg =3 Y e vl
2] Antonio Negri®] dlE&g AN ded2Ql vled gdeFd v+
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8) Franz Roh, “Zur Interpretation Karl Haiders. Eine Bemerkung auch zum
Nachexpressionismus”, Der Cicerone. Halbmonatsschrift fiir Kiinstler,
Kunstfreunde und Sammler, 15, 1923, p.598-602.

9) Maggie Ann Bowers, Magic(al) Realism, New York, Routledge, 2004, p.1-19.
10) H54, Take2A9] g3k 20009t F3ke] whex 2delE. <iA >3
<HolBle A& SR, Tadgsd+,, 165, 2013, 5-29% 3=z
11) <ty e e, Tel&edt v ded e ofF A A4, 272, 2010,

108%.
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Tt} 22 o] AlAdA ] dlge] on|et 4TS =3l dlge] HA|

AE 1&g
AlAE s 243} 38t Ty e A%
o2 sk Al oW @ oni7k s o ANS7RR? TeF AU FolM
d&d Al A, oAl Bz A @AE A Auel
]

oflet AR Ael|E AEUTH)

ol g =l dlgg] 'obFTE A e Aztez Thge of Al

12) g e e, Tel&T g dgd tid okF Wel A2, 2R, 2010.
13) 99] 4, 34%.
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A AL A7 FHEZA ST Bolv, ¢ o] AAozA
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2 AAE tdol, iz T olgritt dohd, =oiAl 2AE Hd
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14) 9le] A, 36-37%.
15) 919 A, 39%.
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16) 2] A, 39-40%.
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18) 919 A, 74-75%,
19) 91} =, 74%.
20) 919 &, 74-75%.
21) 99 &, 76%.
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old m, dlg shte] "vg FLU"No|A} erge] pgtiso] ek

1. oiC| Hi2[2E, "OkeR o233 A%F9,39)
B

&
v 18]9] deis nked 2deEa duiA oald o, 1L dZS 2o
FEHA dllFE A2 F23 =97t Ad B 2011d A o]zt
2012\ “whal Zm] AP (Bread & Roses Award) 2 Z5H 2] Fojga] nl=
A AF9 Magical Marxism: Subversive Politics and the Imagination ;°]
o P ZEE o AoA, 7tHe|d 7hEA o} miEA| A M o] 31 0]
AWE vked gdelFe] AlAlM 92 ok, ALEle] MY S olIie
A& A FELEY nked dEolgta SuEA gAg ‘= g2 d

2= AYA xo| A9 Stephen Heroo|x &3t ou|z 4%}l “By an
epiphany he meant a sudden spiritual manifestation, whether in the vulgarity
of speech or of gesture or in a memorable phase of the mind itself. He believed
that it was for the man of letters to record these epiphanies with extreme
care, seeing that they themselves are the most delicate and evanescent of
moments.”; “Then all at once I see it and I know at once what it is: epiphany.
[...] The moment the focus is reached the object is epiphanised. It is just
in this epiphany that I find the third, the supreme quality of beauty.” - James
Joyce, Stephen Hero. Part of the first draft of “A Portrait of the Artist as
a Young Man”, edited with an Introduction by Theodore Spencer. Rev. ed.
London: Jonathan Cape 1956, p.216 f.

36) 919 A, 112%.

37) 919 A, 1142%,

38) # %

39) dd w2 BE, fated nf2a ze]), e84, 2013. o] AL thE A<
WMot} Andy Merrifield, Magical Marxism: Subversive Politics and the
Imagination, London, Pluto Press, 2011.
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Aok =3 WeHBE Adea2n Eao] jbsh= 39 F2& Afrshe
Y ZFATh AR =4 33He Fe] i st sk, o
TESIEA ket B39 £33 AFES SAHEeR T
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transmedial©] 11 BE3}4 transculturalQl A4S
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“BAZOI A2 4L A3 3] el
FES 97T 8 o He AU

huel Aol A 1 de] 1%,

Zgo] T Claire Denis’92] 43} <22 ¥} Vendredi Soir>602 nj&
A YL Fs AHEY AU S B3 Atk oA AAY MEPo] A&
A9 U4 wgkel BAld el WA o2 nted 2ldelErt AAdTh

<FLY WL FLY Woltks AW AU, WFEE HYOE £2E

58) olo| G, ZH = A|2&o] “On Magic Realism in Film"|A o] AR JA
nled gdEE J3tse] AW B o2 AT A Ae] B T
<Z84Y w9 nted YAYEME F8g 242 ALE =8 F Stk
Fredric Jameson, “On Magic Realism in Film", Critical Inquiry, Vol. 12, No.
2, The University of Chicago Press, pp.301-325 FZ%. o] 22 & Hdx
425 0] lth Fredric Jameson, “On Magic Realism in Film", Signatures of
the Visible, New York, Routledge, 1992, pp.128-152.

59) Zelo] Bt xgrel AW FeAEoR, <FLY P-e el Fax
san

60) Claire Denis, Vendredi Soir, 2002.
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S klies

ShRHe] FAe = ot Ao] YAt av e AzlE tA Yt 3
U7t U= olAts SR oAl & &l Uk 29 EA7} o'
FAY S BRI WEoltk B WA AR oo RS0l A 1
Ul W ez HEolR ol F, oA Y £HE AR IS WU TF
Agel oz Wt dFdz $AZ AAA, AGsH 217t A5
o Wl v AAA, o] ‘Fod W s @7 d3te Fdnh

2. HZo=AM9 Ok

“Sense, for its part, is the movement of being-toward,
or being as coming into presence”62)
- Jean-Luc Nancy, The Sense of the World

ol F3e] ‘FAN L I A=A, & Ex9] HE22MIE ot
=AYl A= A Aol I A=A vk, #70] IAE B
ol e a0l Y9 <gad W>2 ARA AAd vk’
< Folotes AR FAYE T AAIE AsA wEeidE A gl
H, Az Wzt AL AA7E F2ole Ae Abrshe dgtolth 4
2 o] Gl A vl Aol NE FAH R A2 A AAE T
of gt o] 22 mighe & uiyprk ANk ol 2™ tiEelM B9
ol e WeTA vk Ie “dshe A AR Is a film a
producer of a truth?"63)z}= AR the3y} o] Talc}

22 Aot A4S *2!40}7] w2, Beto] o&F
A F g7t 98-S TatuAt s o
AL, ARl SAY, ol Ext dleH wiAle] d2=

AHZE SRk Agh7l? 2R 43t dEolEte B3-S E9, 9k

62) Jean-Luc Nancy, The Sense of the World, Minneapolis, The University of
Minnesota Press, 1997, p.12.
63) Badiou, Cinema, p. 18.
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What I call my "inaesthetics" in philosophy attempts to say that
philosophy doesn't have to produce the thinking of the work of art
because the work of art thinks all by itself and produces truth. A film
is a proposition in thought, a movement of thought, a thought
connected, so to speak, to its artistic disposition. How does this
thought exist and get transmitted? It's transmitted through the
experience of viewing the film, through its movement. It's not what's
said in the film, it's not how the plot is organized that count; it's the

very movement that transmits the film's thought.64)

o)) ke ZdRlElE 4 dAS) 2AE WelAH “AAS] 27} the
sense of the world"65)0] o], “7+zta} 214 Alo]o] 717 the very tension
between sense and truth”66)S- U=t} Jgla 22]9l9] 717Ee o 24
o] FEE Flar Stk wEbA ofo] 59 Hol9} o] Tty AFA o
2 AR FiEE vhed e 42 O AARA (Tolo] 2BA A
Aisthesis oA ¢] Al 22 SJu]oflA, & A@Z] wwA 29| tin]| 24 A1 A
o] AW d&d RS stedle guldA) A A9 UE the
distribution of the sensible”67)g- o] &1, ¢trr] Q U719 o&Eo] L&}
€ ik S 58 A2 AA-de eI 18 B 2AA sl

7HgETh

W)

27) o e el BeElAESo] [ge dils A8 S BAR ok

64) 2o L.

65) Jean-Luc Nancy, The Sense of the World, Minneapolis, The University of
Minnesota Press, 1997.

66) Ibid., p.20.

67) Jacques Rancicre, The Politics of Aesthetics, London, Bloomsbury, 2004, p.7-14:
"Chapter 2. The Distribution of the Sensible: Politics and Aesthetics".
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53, 93 229 A wAsl AA BRE ok A o OB
1903 QAES RARKE A B3 Y] B AR AReE
A = Aok 2t B g B3 o] R HE0 7H2EE G3lolA
543 ofn|E AR ©F o] AA FAH g BAEY, T4 2A
o] A flesh as landscape"69)0] ¥o] 7+zko @] 9] nj&}l o] L7t} WAl
BAtEA AEE A ‘i’h’l Ao 3 A s e AR A
sl BR50] ol 3, U] Adan. zelg 9ol 159
wol A=A e Eﬁ‘%"] 2 AU 2y i ZAol|uk ReHor
. oloAlE TR Aol £ HFE §F A oR, AjZAod
[e)

?ﬁl
A Bl ZZ o BAET o AHECdA 2ekeh A g@A ke E2
‘391 sk 2A9 EYo JEAIAE AEJAAIT <52 w>elX =
=50 Aou 2Aol%, w50l &4 FAEdt “2E S Ifoke F
%%4 Aul, Se] A Holxe) F ko] F4579 dehy Hold the
mystery of two bodies sharing the same space, the chemical attraction
of two 'flesh landscapes' in the flash of desire”70)-2 o] Ad3}7} JHiE=
T ahte] 27HA wholo,

68) Jean-Luc Nancy, Corpus, New York, Fordham University Press, 2008; Jacques
Derrida, On Touching - Jean-Luc Nancy, Stanford, Stanford University Press,
2005; Laura McMahon, Cinema and Contact: The Withdrawal of Touch in
Nancy, Bresson, Duras and Denis, Oxford, Legenda, 2012 Z%.

69) Adrian Martin, "Ticket to ride: Claire Denis and the cinema of the body",
Screening the Past, Issue 20, Australia, 2006. http://tlweb.latrobe.edu.au/
humanities/screeningthepast/20/claire-denis.html

70) 99| =
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‘e - Fold Aeo] HHAL, AAY SAEe] FF% A0l WA
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BA Q] vl - 39| o &Y HolX FUF il
dlo] Ez=qeltt. ol A 1E FFAY A YS 7ol
gt g7l gopdt. oldf ‘mhs’e] FrjzAe] Fito] Fasith "
2 gelol dAola FAl BB E A A
Y5, 121 FREE 7tEe BB Dol SEZ U, the stage,

which is simultaneously a locus of public activity and the exhibition-
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space for 'fantasies', disturbs the clear partition of identities, activities,
and spaces."70 1X-E A5l Wae A B9)e] Hefolr} 52012

£ &oz 39 % Hosu MdPAe 2EHY AL PEE Folt

75) QhEUQ W12, vlolF sE, TEEAl,, AHLelA, 2014, 280%:
76) Jacques Rancicre, The Politics of Aesthetics, p.8.
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Aol gk shte] o713 oF2 delaelel7|= stk 2t
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E730. 2k Agde &L vheel ol
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Beyond being a Garrelian story of interpersonal desire - of a chance

meeting that fulfills a woman's crucial need at a suspended, liminal

79) gle] A, 281%;
80) 9le] 4, 283%:
81) 9ie] 4, 2832
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moment in her life (as she is about to move in with her boyfriend
and surrender her independence) - Friday night is also an unexpected
allegory of community. A gentle voice on Laure's car radio urges
drivers to be kind to one of the many people who are on foot in the
streets during Paris' traffic crisis. She is at first reluctant and fearful
of strangers, but eventually she opens her private, interior space to
Jean, whom she has never met. The entire drama of the film unfolds
from this single, simple but monumental act of reaching out to an
unknown Other - a reflection and embodiment, in Denis' terms, of
what could inaugurate Maurice Blanchot's 'unavowable' or Nancy's
'inoperative' community, or Jacques Derrida's concept of
'unconditional hospitality', in a world where 'fear of the stranger'
jostles with an ever-growing crisis of refugees, dispossessed from

their homeland and seeking shelter elsewhere.82)

<389 WolA] AL Besti $9H el sheAy Yojuih
EREEALER
$oI5 A e

259 89 FAHA A 7
HEEREE 2%@

Vel A B hed edelze) HaEs SRR B 2

82) Adrian Martin, "Ticket to ride: Claire Denis and the cinema of the body",
Screening the Past, Issue 20, Australia, 2006. http:/tlweb.latrobe.edu.au/
humanities/screeningthepast/20/claire-denis.html
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83) W12, Tdl& ey, 114%.
84) & .

85) W72, 9ol A, 116%.

86) 2& I

87) & L.

88) 18], fdl&dt dsy, 13%
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% ABSTRACT

Magical Realism and Antonio Negri's Theory of Art:
In Light of Claire Denis' Film Vendredi Soir

Soo Im CHOI

This article examines magical realism in contemporary european film, which
is considered to be one of the most popular styles in the present culture, with
regards to Antonio Negri’s theory of art.

Magical realism is “alternative approach to reality” (Maggie Ann Bowers,
Magic(al) Realism) and defined as “a fictional technique that combines fantasy
with raw physical reality or social reality in a search for truth beyond that
available from the surface of everyday life” (Joan Mellen, Magic Realism). The
term of Magic Realism was coined in 1923 by Franz Roh, German art historian,
as the concept for the post-expressionist painting in Germany. It has flourished
in the Latin-American literature during the 1950s to 1980s and spread
worldwide. Since 1980s magical realism is considered to be a universal artistic
mode. Since 1990s magical realism is to find in the various novels, and since
2000 one encounters magical realism in the cinema very often.

Antonio Negri writes about the relationship between life, imagination, art and
the political in his book Art et Multitude. According to Negri, the hard life of
people in the present society liberates the imagination and this creates the art
as “the excess of the existence”. In this process the aesthetic becomes to the
political. Negri calls this space of art as “magical time and space”.

Claire Denis’ film Vendredi Soir is analyzed as a contemporary magic realist
text, which realizes Negri's concept of art: vendredi soir (friday night) in
Vendredi Soir is the magical time, when the impossible becomes the possible,
and paris in the public transportation strike is the magical space, where the
individuals meet the other in a new situation. The film analysis associates itself
with Negri’s theory of art: in Vendredi Soir, it is to see, that the excess of the
existence liberates imagination and creates the magic reality both in the

movements of things and the human relationship.



The phenomenon of magical realism in contemporary culture can be understood
as the symptom of the emotional and existential pains of contemporary people
in the current world. The contemporaneity of the magical realism can be read
in the film as "the metaphor for contemporary thought" (Alain Badiou, Cinema).
As Antonio Negri writes, art can become “the aesthetic redemption” (Negri, Art
et Multitude) for us. At the same time “(t)his is where aesthetics can be transformed

into the political.” (Lee, "Communism and the Void")
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