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1 Cheryll Glotfelty (1996), “Introduction: Literary Studies in an Age of Environmental
Crisis,” The Ecocriticism Reader: Landmarks in Literary Ecology (ed. Cheryll Glotfelty and
Harold Fromm), Athens: The University of Georgio Press, p. xxi.
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2 o 3| (green film criticism), “AYE -G SFH] 9 (eco -cinecriticism)
5 ofg] thaksk golx EE7) % 3= eI 3 T (ecocinema studies) <= <]
8 ol A9 o]efdt A 3 AlE Zolataa d3et HolA 3%
A2 Aoz 1990 dd] Fukel]l ZHAIE AL 214176l EAH o= A7)
31 gtk oR|E F(Annette Khun)@ 7] U AE D (Guy Westwel) 2] 7HEF3H
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o] A FA A - AR A - FElA SHE Gohs BHA - dsk-ol24-
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Aotk A WAlE P35}t GAETL JIRIEH 159 A2Rol digk A7}
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T o] = <laf o] 7k AlA ek 2] E5ol FAH o= o JF
S FEA UF ol8S FESaL 54 93 gAES BAshs Eoke]
H, F HAl= g3k Az f5, 78 FFolA dojuke dstel A A,
712 AapEo] AT B4 S AHA o= A= Gl o

2 Robert S. Emmett and David E. Nye (2017), The Environmental Humanities: A Critical
Introduction, Cambridge, Massachusetts: The MIT Press, pp. 4-5.

3 Annette Khun and Guy Westwell (2020), A Dictionary of Film Studies (2nd Edition),
Oxford: Oxford University Press, E-Book.,
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4 Stephen Rust and Salma Monani (2013), “Introduction,” Ecocinema Theory and Practice
(ed. Stephen Rust, Salma Monani, and Sean Cubitt), New York: Routledge, p. 2. %3}
Qlszeprrze] AE|sH dAe] giEAQ) A2 Nadia Bozak (2012), The Cinematic
Footprint: Lights, Camera, Natural Resources, New Brunswick: Rutgers University Press<}
Susan Hayward (2020), Film Ecology: Defending the Biosphere - Doughnut Economics and

Film Theory and Practice, New York: RoutledgeE & 4= 9|
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5  David Ingram (2000), Green Screen: Enviornmentalism and Hollywood Cinema, Exeter:

University of Exeter Press, p. viii.

6  David Ingram (2000), p. 71.
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o] o] B3k opYAEof] g XAl o]t &R 7| E AALE=E H] 77t
= Aol
Z2} Y 23-mj2] 20 (Paula Willoquet-Maricondi)= Q17HA12] #H o
A F2 ANE = ol# e EEFY g3t =5kl ABEFAI A (ecocentric)
A& A= dIHA Q] FkE DS} (ecocinema) BHL A 2] E}al o]
gk Fsprt A e o] @shel ol EA EAIE 1 F T of7]4 AH)
SAFY S L2 -vi] 2] 2JsHA 1XFA (human sphere)ol| 7F HIEFA] S
2 79 TAE T Ao g ti7|d, s, oM, e
HE Fet “AYE A ecosphere) S A7HS 913 7FR| ] T4 o ® =T
AARE T8 d=3-vje|Zo)s Ao F8 AHEE kel
Z 2] X] (Andrej Zdravic) 9] AE 3} (I =22 (Riverglass, 1997)5 &M
ol&]3t J3}r} BF2] g3} o9l AE]E ATIH] T (Steven Soderbergh) 2]
™ B2 FH|X])2000)9F AGA FEAE =23t} (o BR2FH]|X])
7F 4857 BRAH|X| 9] 879 I E FANTI AL AR B B
QIZEe] e HIZIASAZIE A D] W FH e &7 A Uil
M B 35S 2 F9% Aos T ou It AR E AAEH] @K
kA gk 92 A2 ApE WA O RN ASAA B
S 2HE AHFHA AR oz A% 7FsebA ke Alolt?

7 David Ingram (2000), p. 99.

8  Paula Willoquet-Maricondi (2010), “Shifting Paradigms: From Environmentalist Films
to Ecocinema,” Framing the World (ed. Paula Willoquet-Maricondi), Charlottesville:
University of Virginia Press, p. 46.

9  Paula Willoquet-Maricondi (2010), pp. 51-52.
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A AEARE ot BxA o7 FHE= FA FARZ olaietal Y= Alew
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Az-vhe st BEgee) Yegst ol ded B34 A4
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A HQFEAA Aoz vl dths 4 ol2akitozm g5
AT 0|27 71E5< FY3h v 7]olArt. THel = BT5AL o] 5] A
ek WElst e A TF BHF Goiste) P
Soll 4 JRsHe Aolehs oA 193 19 2o Y e A Gajol 2
oA A% AP & FRYS ) AEGT TS hFP3 o) me)
% sk Jshe oA Uge YHaths Mol BAt gtk o)
e ATgEE 1 old W RE 214 g viuEelEd uAL A
oot Fd FE s Ao Rolet. A=A-vhelTrist
duo koo g SAzE YHIEE Bels] 95 FAT AuE
AH Bolais el B9 29 d Sl 498 REshA AAH

s

10 Scott Macdonald (2013), “The Ecocinema Experience,” Ecocinema Theory and Practice
(ed. Stephen Rust, Salma Monani, and Sean Cubitt), New York: Routledge, p. 20. 73
= 4R A9

11 Scott Macdonald (2013), p. 19.
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12 Paula Willoquet-Maricondi (2010), p. 47.
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13 Greg Smith et al. (eds.) (1999), Passionate Views: Film Cognition and Emotion, Baltimore:
Johns Hopkins University Press,
14 Greg Smith (2003), Fim Structure and the Emotion System, Cambridge: Cambridge
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University Press, pp. 21-32.

15 N, Katherine Hayles (2017), Unthought: The Power of Cognitive Nonconscious, Chicago:
The University of Chicago Press, p. 15.

16  David Ingram (2013), “The Aesthetics and Ethics of Eco-Film Criticism,” Ecocinema
Theory and Practice (ed. Stephen Rust, Salma Monani, and Sean Cubitt), New York:
Routledge, pp. 44-45.
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(2012), The New Wounded, New York: Fordam University Press& %3341 Q..
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Quentin Meillassoux (2008), After Finitude: An Essay on the Necessity of Contingency
(trans. Ray Brassier), New York: Continuum, p. 5.

21 Quentin Meillassoux (2008), p. 5.

22 Quentin Meillassoux (2008), p. 112.



2023.8.31

it
o
FQ‘
o
p

ofj
o
S
)
W
fols

A PARZA F@HA EF = Hell Ark2 o714 ApTepube = A
30l gk AF-2] A 12412 AF Ao XA Faks 31t
I A AT ABEjA S spd A 2189 AT 927 A= A AL 2l
= Zloltt. ol gt tigto® A=A etutel= wojokrrt 1gio] &St
o] grotsbe AdfAehs F8l A7 AAS FFE ot F U=
AAAsabEd FHd Ao g AT
HoJopo] AP A AA| 2o GFFS o}l A E JIAES &
tske] ol whe} SR 71E4] A
A71l gk g4 A4S A 7 JEAE G o] T HA Y
I (Chelsea Birks)2] 0|22 WA AHRH TI+= 37 2047]o] 543 g
YT o|EH F3HA| o|E& AHAESHA 37t oAGA AlAll Rt
AZEe] F=ARH (= ud) AAT A (5 vpgaa) A4 AbelolA FQas)
= A A3} 7FE A Az = T 8T19-0] (Siegfried Kracauer) 2]
g ol 2ol wEd g3t fdeF4 WAL 7] S (recording) 7157
AlA (revealing) 715 0leh= F 7HA Adeldt 755 F3f dojdth 715 7]
& Q3pr} A3 A2} el ek frAsHAl AAIE
oA AA] 7152 37t TRES BolA] B AFRET oL "oe st
© AFES AN, & vl 7eS 7RG Dk et
Folol Al b= o= 7] 1A I} FHA WA o ® AAE A
o o o= QIZFY 1A I} HIGTARQ WA Z AAE AXZ
2 2E U9F= g B
2] (FEAE ) (Tectonics, 2012)
e et 2] =7 5ol 753t

£ ARES Sl BASK) om] ARKE, Aot 3 59 Aad

= "jAH<1R

“
g
=

23 Dipesh Chakrabarty (2009), “The Climate of History,” Critical Inquiry 35(2), Chicago:
The University of Chicago Press, p. 221,

24 Siegfried Kracacuer (1997), Theory of Film, Princeton: Princeton University Press, p. 46.
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A, Wol Bol Y= AYT HRE BT o] Arhe] A QY SN F
S31 AT, ol o] Aol FhlEist thge] Al WEs UM E
Zjl?__ E]*?’r‘%ﬂﬂﬂﬂ] ﬂ]f?} “qq?__;‘(jl?__ Zlﬂ]oé(alternative scale)’% jﬂaﬂ_@'—o—i}ﬁ

Blzi2o] W -] B e (ean-Louis Baudry)©] Q8 o] 2
oA FEA QK0 1 e WL e AFe gk nEY
= @giow ot oln|xe] Akl pulete] o) BolN JAE B
gedol] o2z ThAS) QFA- 716 34 Sol A Aol FASAT
510l o] LFAZ Lous Althusser)¢] SJFIOIA ‘o] F| L2714 TR’
2 7)5ehe 98 g5 1 e 71%d B ed'E Fa Al
B Q1%ES] A|Z13 FALRE o|H A& Rl FOA “E5 o]H & w74
Qs

IS AT 3 AR e Bele] Gabga] o ES Ax
Ao Gk AAl] BE AnA, Z AR QNS AT
Q= Al o] gleelE AZk Al a oz BeluE Al e

w2 Q1A 7] F3te] S AAs=AE FREstaL

= Gt A g FHA AR AAEHE] 8 o7
z3}el= EX ST FAE (structuring gaps and absences)S % o) A] &}
7INA PRI AR Ad HAE sejdosn SAdHr? o

So] Jajol] A% FASE BAL YTPHoE Hol T £e Azt

M

25  Chelsea Birks (2018), “Objectivity, Speculative Realism, and the Cinematic Apparatus,”
Cinema Journal 57 (4), Austin: University of Texas Press, p. 13.

26  Jean-Louis Baudry (1986), “Ideological Effects of the Basic Cinematographic Apparatus,”
Narrative, Apparatus, Ideology (ed. Philip Rosen), New York: Columbia University Press,
p. 288.

27  Chelsea Birks (2018), pp. 10-11.

28  Chelsea Birks (2018), p. 20.
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Ak FAEE oA E AASARE ARl U=t detebr] ol
T e gtz T8a gste] Ze B e s &+ 3l
55 skt o 2 fste] daa Ajddo] zh= Aloks L2k Aok

HAAE o] A 7|59 F3tolEs A5algorn st o
3] AAlN e A QA TS AAER| = o RREAHo7
A QXS AFstal IO =A AAC tiek HRJIZFEAA 1A o= A
7Fs Al sh=Alel tal] A5 A =53kaLl /et o S}H4]
g3} o]Bo At o= Ax XEHAY AFFAFE Hlojut g3t
7F QIZF S ofFA HIIZEA A o2 wiAE = A=A tal oS
o Adstal Zud olsl & 7Fs sl Fek. sHARE WA AT A =a 7k g3t
O|EEL AFEO|E Y3} A7) U2 o]Zo]7]of HXE @3t Al T
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718 (Ed] QB 2}O]3Z)(Tree of Life, HlelA 2] 2011)LF (H]AE)(Beasts of
the Southern Wild, ¥l A|5d, 2012) 5°] & Aol FE3H} o5 o (H]
2E)lE= F 7hE olopr|7t SH|EA mAketal itk WA AF-2dEtE
gk el Aso® 4kol Birlo] A7)ar 9ol AR4le opH A7} Sof 7}
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L AR gl ol B FUF 59 2199 oloprli= AEH of
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o Watol] 23] Y AAL ALY oFel EmAFo] Afolt FAFL H]
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A0 BARSAR U GHOR ok A &4 A5 BAAE A
T-2] Ao RE] Ao Aol FE8] O o2 AT 54 A
AR= 33 CG2 28 23851 Q) o] dFtEoA] o] T dale #d

PA R A= ol et Jekso] TSR "B o] FH = (disjunctive) T
ngHy A EF e AR FEIEThs APA AAE 1] 8k(speculative
realist aesthetics) ©]2} -5 5= 9= A9 7S vehitia F43t 2 s
gl w2 o]g]dt JFE-L ofd =z FdEE FAS EAE Qe
el Bt vlefd e B E sty O E gdEs S B
Rt BETI A 7ol #F AT ALTE AP0 AA
AR 2ol v]Fo] BAPH FApe] P2 AAl] B AHA Q1S At
716l B} et Fxpe] P v dTA Q1o Wt o Hd% x4

OE AlFshs 2o & B 4 vk Zlelth
etel F4L ohdm 1 43 A Aud Qe TAd 95 3
1334 14 Rke ARt 339 o| B o= 9l %
7S

v} T Slee) e ohdE o5 PAE W

1>
rlo
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&
b
30
o

QA FRHOR JhsA Prhs MAne] FY FFHE Aoz B
S ok, ST ARl B P 28 opdel st 94 Akl o
A9 G5 F4 Quke A AR BelN Aoz o 25
o) ohlet ohd2l PALE B4} Y AU F FHE EFsH
= Qo] FAY AF ANEE) BHoIAe-S G F Bas} gk
Aokt EA AFIETHE the ole] 3] ohdz /U4 EF4 It
So] 91 5 glov] o] Foli ohd= L BAS FAAE ulgBA 914
2 SR o OD FAS BN E JBA Q4TS YA

29  Selmin Kara (2014), “Beasts of the Digital Wild: Primordigital Cinema and the Question
of Origins,” Sequence 1(4), p. 3.
30 Selmin Kara (2014), p. 2.
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Ao Bl 24 AlAl tig Bl gt g 7P sheRE A
5 A B8l gltk o] & B3 o]59 o]l&2 A3k IS =
7ol tigt BQIzFEA A AdE DA AlEEh olH e RS B B
o] A HRIZFFAIA & FS Q14T
O AollA 2173w Ae|ds) o] 2] daE i sladhs bl 7]
of gttt niz o] HojlA] o]5o] H|Z a5 o] 2S A g o] 2olgta
AAFA = BA G 0] 59 0|28 IAEFH AH G o] 2L ANFA &
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ol

BT DTS FANFAA WFo= AASHe b 7ol 2 A}
WY Az B A BARE A
313 0|9k ThE WA o E FAEFMUSS AMshs e Aok U

=
A g 47 Fa ek o] F FEY U A

4 AAERRE 17} B - ﬁ:—zﬂ%’(process—
relational ontology) olgfal A= o7 A #HS Fal AHFS ol
HE

o] 343 EAE BIL AEA AL Ak olu|Hel ols 3}

S sk A Al S AMEA SRS Jhedl shuE AMEEC] 9542
2 gow Ao 7l AEAgstal, Al A2 2AS Fxshs vt
2 1 9847 2L BEE AMEE 555 7R3 o] F oup|R
7t R -A] SAEA s} o] 2L AIjks] &) = gt d3)
A= AdZYE = A 3F0] EF| = (Alfred North Whitehead) 9} 2HA AT A A
(Charles Sanders Peirce) ] C}.

slolEF e o] A Heto| wEd Al AA AEES 7teT)E
A EAE (actual entities) 22> “HAZA A7]E (acutal occasions) 2. ©]
Folxn}32 Zpzke] dAA EAl= vE AREES A A3 FAA

2] (subjective form) — "Z}78 (emotion), 7} 7}, B2, 33, ¥z}, o]

31 Adrian Ivakhiv (2013), Ecologies of the Moving Image: Cinema, Affect, Nature, Waterloo:
Wildfrid Laurier University Press, p. 43.

32 Alfred North Whitehead (1978), Process and Reality (ed. David Ray Griffin and Donald
W. Sherburne), New York: The Free Press, p. 18.
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33 Alfred North Whitehead (1978), p. 24.
34  Alfred North Whitehead (1978), p. 21.
35 Alfred North Whitehead (1978), pp. 23-24.
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36 Adrian Ivakhiv (2013), p. 398.

37 Steven Shaviro (2014), The Universe of Things: On Speculative Realism, Minneapolis:
University of Minnesota Press, pp. 124-125.
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olu7| B B3 slo| EFEo] Hole w40 71583 gitate] A4

A ZA)0] FotA-g-S AFe] 7|5 2g o7 o2 gt} olupy]| B o3}
W FEFo o} RAEF 2T £ HF A F2 E8HE AF29] V]S
St tial W 20] 7] 58S Mg ek AL sto| Ed o] I -uA EAE
719k Qe g3t o] 8L FEshe dl o] ole] 7HA ol & ATt &
HA=29 7|58k efm|zhgo] Aot FastA 71kt 7]9] Atele] A}
o] o)1 #=52Ql Aol AT Ao g WY 7155 AREshs FA7 9
H2kgo 11 oH A% 1A P A0 R g3 ol AAIE ol F =
FHA ZAE Aol FAARI H5H A T AlAIE 84
ojil FFH o g Ak vl 1o =M 7]E] AR AARE A
Arkshs o B 987t vk vbE H49] 7|58k V)5 upel] EA
SEAIRE B3 7] 5o o] A A o2 WRtE = A4 EAA A A4S
A A g s JnEge] 7|5E ek FAE Bl dolds
Tl @A EAE AloloA] dojubs FA|A o]l HFH < ot
< /Wdstetes dl slol B4 § Adteiriar & = lrk® o= wAe 7|S
el 718 RS 7hel71= B (representamen), 71574 71 ARt
Al 2= | &3] SJAI A (interpretant), 7] T 7} XAl ER= A2 E44¢1 ‘O
A (object) Bz Al 7HA] 84 FAE TR AR BRAE o] Q) m=gt
HAolA glo] dt WA MA7E WAE HFH o2 ov|stslr]ol
SEOPH 21 thA] BAAR 7 5shaA v SAAIE DAY
= Aoz "= FAfA e © FE flete Ax Fes)

ol @AH EAle] spobatgo] EAle] ST A7)-Ae] 0|27}
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38  Adrian Ivakhiv (2013), p. 50.
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A A% dolyiths slo]=dlse] FATE FHa] HFolth? ofuly)
B w3 9 7] Este] AT BEEE Ao ohjd “mE A

Erjol7] % Shs A& AHTITh o] o)X ER A ) E8e 415
A AZFEAFRE Holuhs sol=s|me] 34 8s Pk &
% glepeo

oul7|ne] A oL ol sfolEd|Ee} Wae] -3
A EAE APEE §T3N] GEE oA A SR AAE ThE

@ Ao SN Qb o] 7 Bl RolEhEE SeiakoA
E tiztez oz 171 ‘93le] A7zt *gﬂﬁ—]”(perceptual ecology)
oot F& A BUaA BN 123 ol%A BAR F-AA

= )X & B4 (geomorphic) 2+, A FENA (biomorphic) X+, N ENA
(anthropomorphic) ZF0]EH= Al AFd oz A= o] gtk tix e s 21

4] @s= & EE(ohn Ford) ] AH= (ukaby(1939)9] w71 2t
mRdE gy vAgAdR hey oY) (B Ahel wiel 1k

9 FAA YA & 5= o] “MAE TS A F7E (objectscapes)
7 olAE0] g3 WHE RS qFS & A, Belsta, Axska, £
st WSS AT IZFFEIH Ao sk It 52 2l
7t 2 FAES Ak o] AoA FEETGE J3h= A T (ean

Rouch)®] AlUIn} wl2le] 255 AR Tt 9] RISA] tHH

ﬂll

39  Adrian Ivakhiv (2013), p. 50.

40  Adrian Ivakhiv (2013), p. 46

41 Adrian Ivakhiv (2013), pp. 34-35. oJu}7| 2= 1@ 112] w|o] E<=(Gregory Bateson)<]
A1 ATy} k=olo) Wel s shetel (Felix Guattari)®] A 74 ESHEE Aes, A
e Aks) s ol g Axsle] Jate) B Aes A2 Aee, B gelehe
27} g WS FHUC AW 19 ANE F2 G50 A T A7 Aefel
& FESE 0 WFH Uk

42 Adrian Ivakhiv (2013), pp. 7-8.
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Ed W3KTrinh T. Min-ha)®] THFHIEEE Z3g topAxzeld 7H
3 (intercultural) FSHER1H] o] gF F3}E2 T shE A7} AAH,
oRH, I EZ QIZF Atolol] Y 7|E] S AL A8t
31 g}, ol Bt o 3ke] A gt A 7 S skl v Qe
sh-AlAl 9] A& BH P A 2pdolgtal & = Sk o] AhdellA F3h=
Aol = EAIET 25 AloldlA] dojuh thbst A7t e stg-S A
AL o714 o] B} §35] FEshs 21 I3k BIRIZE FE Ate]
NA dojub= et H3taolal 54?] 4E A Z (interperception) 2} &
2ot} Sto|EF o] FRAXAHYH o] AFdoA= IRto] 4 FA|
L EEo] Y AA AR ol il & BF o] A= 9ets
= FA0)AL A= AT HotE = A A AT o E 5o A3
FFA e AEF Fo S ohE e e (e 1z Do) op 3
A} (Wild Parrots of Telegraph Hill, T] o], 2005)L} 917k} ofAY 3] Alto] 3
ARG 74 HojH F=g vl=E vhE therdE ] (2EEE] o
24 o)z, 2005)°14] UM} FES BT o= AE FAo|7} o= A%
A ANz oA Zyebal e agshs 207 HAFEW o] oA <l
3 SE Abel9] 7120 TS AFSHTE shal oA E AL A
7% 3}
olup7|Be] w2 J3prt vhdd AFA, BEZA, AFEE A

Abshs WHAE E AT AR A Y] =EA B
S3lth GstolEo|u ARzlo] 2ol A A9 7|58 FF T
(index), ‘378 (symbol) 0] 2= Al FFE] 7]& =22 o|afj =] 3=t o] A]

3 FEe AKE HATE B AubA QL ol A A Al THe] =EA
Q1 1214 (Firstness), 2XH4 (Secondness), 32H (Thirdness) O ZHE TZF

3 9RO 7155 Rolrk, oy B of HE Aol FiL 3] A

43 Adrian Ivakhiv (2013), pp. 195-196.
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A A A S =, AR, AR TRE o] Al =24 HFE SEl Hu d

HAO A 12 = AT T Aol oEekA] Fa I AA R &
A= A, F =] A (quality of feeling) S, 23] = ARHFE 12
Q1 11 el ta EAshE A, S WS (reaction) <, 32X = Al
3T 1A A3 2244 Q) A Atelol]l A8k w71 E (medium),
78" (representation) & 7F] Z1TE o|ul7| Hi= o] A 7§ €] 57} 434 7
o] ojd Yol 742} AF8t=AE eIt 2ol Bl vk 122 '
A T AAA 4o, Tl vf 2] AH AR A8k, 2214

L AT A A g7 o A X Zb HES- WEARA (reflexive) ©] <] T B REA] A

-

nﬂ =3

U(unreflective) W&, [E]0] AR 52 FHH 0w AdE IEdolv
A Soll A =8gtol| whet AV A ATA AAA ol &3
3232 “AFE| A o] a1 FA A Q] G, B2 ek o] €] 7o s A
o= “on =’ BE, BE/HAE/TIY T Ik v)stele #A
NA WAV on|"E 7hRivke thA] e, 132 F3e] 'ATEHE
= ‘S4x07 AR, 93} o]u|x]2] A A (immediate felt quality of the film
image), 217} 935 LS w] R, B3, W)= 11 Tl AAA, dE
/3 (presentness), A3 (thingness) "ol T-8-3H, 2332 J3te] "HelE| B4,
= "G5} om| A 52 A A4 (horizontal sequentiality) & ZH-E] 215 A

Ads I 54U, TolmAIE ARl 9] RF SellA 1Pl I S Fel A

44 A £ =(Gilles Deleuze)= U& o] 43} 11 5 -olu]x] 0l A L&-ov|x2A <] o
S BRl7] S8 329 Al A9 WF o]BS Fxste] E-olvAY] V1E BRE
Z2x o 7 Aok r) w3k B} Lo flo]v]| & tjw(David Deamer) = S8 %2 93}
o] HAE 27 S AasA st ofol thalxl= David Deamer (2016),
Deleuze’s Cinema Books: Three Introductions to the Taxonomy of Images, Edinburgh:
Edingurgh University Press& 352314 2.

45  Charles Sanders Peirce (1935), CP 5.66.

46  Adrian Ivakhiv (2013), p. 53.
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ABSTRACT
Ecocinema Theories in the Park, Jecheol*

Age of Posthumanism
Neuroaesthetic, Speculative Realist, and

Process-Relational Ontological Perspectives

As a field of research that explores various aspects of the relationship
between cinema, natural world, and nonhuman animal, ecocinema studies
has been actively developed in the 21st century. As seen in the proposal
of a new geological epoch called the Anthropocene, since the end of the
20th century, there has been a heightened awareness of the ecological crisis
of the Earth. In line with this, a diversity of nonhuman and posthuman
perspectives have been actively proposed in the humanities that aim to
complement, supplement, dismantle, or transcend anthropocentrism. This
tendency has also promoted a vital development of ecocinema studies in
a variety of ways. As such, ecocinema studies, going beyond offering a
thematic criticism of films that deal with natural environments, develops
various sophisticated theoretical explorations on how films can mediate
the interactions between the human and the natural environment in a
nonanthropocentric way. This paper focuses on the three main theoretical
trends of ecocinema theory including neuroaesthetic, speculative realist,

and process-relational ontological ones and critically compares and analyzes

*  Lecturer, Department of Aesthetics, Seoul National University
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these three. In doing so, I argue that each of the three theorizes how cinema
can offer the human an ecological power to address the crisis in the Earth’s
ecoystem by providing the human viewer a nonanthropocentric film
experience of the world. I also argue that there are significant differences
between the three trends and among the theories belonging to each trend,
and that these differences depend on what philosophical position each
theory adopts, how it theorizes the human viewer’s film experience, and how
it examines the impact of digital and computational technologies on the

anthropocentric film experience.

Keywords Ecocinema Theory, Posthumanism, Nonanthropocentric
Film Experience, Neuroaesthetics, Speculative Realism, Process-relational

Ontology



