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4) Tanya Horeck/Tina Kendall (ed.), The New Extremism in Cinema. From France
To Europe, Edinburgh: Edinburgh University Press, 2013, pp.1-2 %

5) James Quandt, "Flesh and Blood: Sex and Violence in Recent French Cinema",
The New Extremism in Cinema: From France to Europe, edited by Tanya
Horeck/Tina Kendall, Edinburgh: Edinburgh University Press, 2013, p.18.
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6) Horeck/Kendall (ed.), The New Extremism in Cinema. pp.5-6 7.
7) Ibid, p.7.
8) Ibid, p.7.
9) Ibid, p.7.
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of Disenchantment, Newcastle upon Tyne: Cambridge Scholars Publishing,
2011 #x
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11) Patrick Holzapfel, "Die 13 Kinomomente des Jahres 2014," www.jugendohne
film.com, 2014.12.23.
http://www.jugendohnefilm.com/die-13-kinomomente-des-jahres-2014/ 3z
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22) Roland Barthes, "The Third Meaning," Images: A Reader, edited by Sunil
Manghani/Arthur Piper/Jon Simons, London: Sage Publications Ltd., 2006,
pp-109-114 =,

23) David Walsh, "Interview with Bruno Dumont - Director of The Life of Jesus",
Euroscreenwriters, http://zakka.dk/euroscreenwriters/interviews/bruno_dumont.
htm, 1997.10.20.

24) James Quandt, "Flesh & Blood: Sex and Violence in Recent French
Cinema", Artforum, 42:6, February 2004, pp.126-132; James Quandt,
"Flesh and Blood: Sex and Violence in Recent French Cinema", The New
Extremism in Cinema: From France to Europe, edited by Tanya Horeck
and Tina Kendall, Edinburgh: Edinburgh University Press, 2013, pp.18-28
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25) Darren Hughes, “Bruno Dumont’s Bodies,” Senses of Cinema, Issue 19, March
2002, http://sensesofcinema.com/2002/feature-articles/dumont_bodies/ .
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+¢ ABSTRACT

Bruno Dumont’s Cinematic World Seen from the Perspective
of the New Extremism: Focusing on P ’tit Quinquin

Choi, Soo-Im

Bruno Dumont’s film P tit Quinquin (2014) trends toward ‘the new extremism’
in contemporary European cinema. This criminal-mystery-comedy film achieves
the cinematic recognition of reality in the new extremist way: like typical new
extremist films, P’tit Quinquin contains a lot of ‘unwatchable’ content, including
disembodied parts of human body, carcasses, and the body of a boy who has
killed himself. The reality, however, remains confidently invisible, despite
everything that is visible within the film. In understanding Dumont’s attempt
to reach cinematic recognition, the relationship between ‘the visible’ and ‘the
invisible’ is reconsidered.

In the context of the film, the relationship between cinema and reality becomes
indirect. The reality can be only felt, not seen. The invisible reality can be perceived
only as a void, just like the criminal who is unknown even though he is sought
after. To reveal this void, the film strives to give its viewers as much explicitly
visible content as possible during its 200-minute run. This essay is an
interdisciplinary attempt to examine the working and the effects of this cinematic
attempt by Bruno Dumont; aspects of film theory, visual anthropology,
(inter-)mediology, posthumanism in cultural theory, etc., are related for this purpose.

Key Words
invisible/unwatchability, Bruno Dumont, P’fit Quinquin, cinema, reality, The

New Extremism, The New French Extremity, Antimdrchen/Anti-tales
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