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4) k=L 2717 AEECl %S Aot Euliol= o] 43 HIE ¥ozl
A 7]eolta FFStHA olF ZLdn aIEtY AFSHAUTE. Mark Katz,
Capturing Sound How Technology Has Changed Music (Berkeley:
University of California Press, 2010), 293. %35tz o8 Z&}3(Eric F.
Clarke)I= 2041719] &l QlojA ‘=59 st FaFgo] dis] =3t =5 it}
Eric F. Clarke, “The Impact of Recording on Listening,” 7wentieth-
Century Music 4/1 (2007), 48.

5) Walter Benjamin, "7]&EAAHY AeE, AR A2 A y(Das
Kunstwerk im Zeitalter seiner technischen Reproduzierbarkeit), #73%t
g (A& 4, 2007), 14.
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Hezhs Mz iAo ¥ oS $80kal AAstal FFsk= ¥4
Sl whEol & Aoltt. I3uA FA g2 AFAES Sedelu
MEZol= 53] AfollAl Hloju 7golzhe bRt 3ol &2
WA = A
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sk 522 A9 Adde SgoR goto] P2 Wus 3t
She golo] ol =WekS oL Hlolt A 194)7] R2Folx] 33
o olgHel 2N eREYE sAH (P2H) 2o 3HE BA

0A7] A< B3 WA vd AWS AMdsksHe F2 alolekn

90¥tho] SolA% ol Fovt FFsHH Lok I E @ w0 s

71% dolgieh. 19904 ol % HAE EHom MP3 &9 IEY FHo

BAAEL 2AHQ AoA BBIA AL B Feo U A5

of £ ® Zolth. MP37t ASHEA A4} st U HAL s

Esjo] OAg s Aoz By P Aol AL, CDET 71 A4
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A 2 & 2 Qo] pE2 =9 Aol 7hsEid Aol Ee, <]lE
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99 WO Al&got FHA 19 £Fo| Luelelold 2eteloz B
ST e AREN BACLHOE 4EAGo] A HUTh LotsH

yZetA Y22 EH (Nicholas Negroponte)= UAE 7]&9 WHoz =
st dejujto]7l FFHANA o]He +5FQ HEE Holu JAHAFHE

8) Alf Bjornberg, “Learning to Listen to Perfect Sound: Hi-fi Culture and
Changes in Modes of Listening, 1950-80," in The Ashgate Research
Companion to Popular Musicology, ed. Derek B. Scott (Farnham:
Ashgate, 2009), 120; Eric D. Barry, “High-Fidelity Sound as Spectacle
and Sublime, 1950-1961," in Sound in the Age of Mechanical
Reproduction, eds. David Suisman and Susan Strasser (Philadelphia:
University of Pennsylvania Press, 2010), 115.

okt EntE(Axel Volman9] H =7 w2 SAZ9 FH: 2047 344
AT FoHA HHY HA70 stH &R vifE et HH sk Ao tigt
OfE 2o BAHH]] =9 & ®lWstL 204]7] olF =& 342 FRYCE E=
GALE FH5te] F3H T Wl ol ESA YRl Adflol 53 BF 3
o 5719 el ¢ Zdo] 1A HHE HESHA ot 71 ot
29 ARIE= BIRE, o] A= ARE AA7|&0] o8 AEL FH F9
AL 2ot HHZ oozt AT Al7]o] AA dlEo] 99 FEE I %0]
EVEE e AHE do] 1&F stolutol(hi-fi)E FATH WA HEolA
o FA4(fidelity)®] FH02 24 Hh4o] okt #43e. Axel Volmar,
“Experiencing High Fidelity: Sound Reproduction and the Politics of
Music Listening in the Twentieth Century,” in The Oxford Handbook of
Music Listening in the 19th and 20th Centuries (Oxford: Oxford
University Press, 2019), 395-420.
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(interactive)$t A5 229 e HPTIL FL2 v} UTh 10 IF0A AH
vl9] 542 B3R 459 HFE 271 FIAZIL, M= FEY A
&1} 2H] PSS oA Aok F5CH1D ol2gt QIEUle] Bt g4t
2 & Fobo] yAE ARRE 3 FEiE YE ZAARE0] 29 FFIsta,
Adstal, aHlsh= digo] HAFEHE &3l v FAZHo R o]Fojfrh
20009 He] SoltA= 221 AEHY AHlAR FFH Al ERHEQ 7
FE(Youtube)7t F4l1& do7HA = Ao ASAE BF= FFE
o= Qlsf ‘Hi' &= A7 7Rt
£ oAle IR FFYo] ¢ HA= XE HotHT] ofHE FJrE A
o] 7] EgEo] d& 2oF FFY HF7t 2540E oS UL
A2 wi2A 22Qlof| F&sto] sl FofE FEE o MAcR &
AL, 2E99 FA HF7L ThesiRTh 2ofetAt ARAEN Flofd
(Christopher Cayari)= o]8|st dAS “8-%E A3 (Youtube Effect)gtil
oA, shRok 199t 3 o]4f9] HFAECl H&Eshl Ffote - RE7t
AREARES] AAHETE ofyEt AH]ef St ARt J3Fe FAHL =7
th12) fEHZE Qg HFEL AdHlive) 242 AT Bt ofygl AUl
ot} AREEZS B §-RFE H&ES AA oA E st Aol gl
M= gA 7FssiRl Aol Ferehat RS FREE HAE &304 W
B dle 200 NER HF 3EA, de 2o 7‘41401] Udgt YEA
29| AT FAo AEst 5502 Yehya Qoky EAFH13) A
o fRE AR ARol9 ‘fRE QAAER, :7—3]-1— HAdg ZAE
&'9] 540l 185, tAd EAEZS FS HEH oty AAEDG
HIZe AlA s o2 22191 S04 st AntEEC R QA
ojtjAu; AAIZFO R o] o]FojH Tl =531t 14) o]2igt AAFS AlhA
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10) Nicholas Negroponte, Being Digital (New York: Vintage Books, 1995), 4.

11) Negroponte, Being Digital, 4.

12) Christopher Cayari, “The YouTube Effect: How YouTube Has Provided
New Ways to Consume, Create, and Share Music,” /nternational Journal
of Education & the Arts 12/6 (2011), 1-30.

13) 984, OAE EAANY deet E71- 21417] degd FHES A+
85-121.



388 £ 3

ou|2 =3t u% gEEMatthew D. Thibeaul):= “§HHE= AW 100¥
7 Wi Ag ZA(face-to-face live performance)ol A AF&AE©0] 29
ZHE, 2971 HES AA ke 9o #MskE = 7]&0] Hojgt 151 &
AHo= Il R

.

A7 A WHOE A% BH WA 58 AFFIA Frie

L FgOIA SUFOR, SUFOIH FEEOE Uobtu gich 134
_%_

f

rO
2,
)
[>
il
g
fm
to
fjy
)
|
H1
A
i,
o [@or
o[
ol
1o
e}
Jo
b
to
M
[>
m
1
2,
>
N

gl VR 7iHEke AARE B9 ol MY =2 FHd E2E

Eot Shed 9t AXW ALES 27 & YES Aok WARE VR 7]

7191 HMD(Head-mounted display)& ™#]°] F&5kil, AFE7F hsod
329 Mt ARt HMDRES] HaE&d 0|7t Algshe dAASl &
2 Alokg &ds] Aefsty| hige] A oF St &5 9E s
=Ae A "o AP AL dotd AR ZEAAE AR HAE
gol7k HotsE e, @dAs olEd ®Hgle] FrulE 7)il HA=E: #4443
FEAEE AYsHA "ot oA VRS FFHAEY A MEL e
b, 71E0] gohE A8 bW == BAol dis) =A8e dAL

14) 994, OAE BEAARY d&egt £7]- 2147 A&t FHESE dAF
85-121.

15) Matthew D. Thibeault, “Enhancing and Expanding Ensemble Experiences
with Technology,” in Illinois Music Educators All-State Convention,
2009. Ilinois Music Educators All-State Conference; Lawrence Kramer,
“Classical Music for the Posthuman Condition,” in 7he Oxford Handbook
of New Audiovisual Aesthetics, eds. John Richardson, Claudia Gorbman
and Carol Vernallis (Oxford: Oxford University Press, 2013), 45.
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te FolA F83% FoAE Aok v AolAe 2420s M 3¢
78 gpr ZRAES ArHoz S9st LAY VR ZRIAEES 0
ZF 9 HEtdE S0 g v 7HFEA FFH7E FE FFHA A 7
A F8% Il s Anag g,

l. LA oty HAEZ| VR T2HE(2015) &M

o] ZRAEE 20159 LA Bty wefdo] tAE ofo|xAlet Feet
AolA FTRen, TAF 7 @2 AFEoA 7MIEdE 5 =2
< 29 dgstes FAR 7gEAn. eALER ARo|uAf ot (2 &
A gHoR FEY IS Fe HEAY <5H wFE>(1808).10 2
o] £& FETe A4S Ad o] AE2 2R S s e HE A
o 1 A=t Fe WEAA F F oyt ol Adid &9
©7] A8l VR &oF Az Abd Algel AEstAl olF A

Wz LA ey 7|&As dgat A3, 183 923 A9 9
AoA & 5 UA=E EF 7SS XS+t 7HHEet 14709 12
Z2(Go-Pro) 7H2p7t s +3 7HH2hE ARHEsto] T AA 360%
A@) 9FE &9 4 J=F T Aol

¢

(19 1) LA ZstRY VR Z2AEA AXH 7He} (EA: LA ZstRY)

el e XK}J—OV\]Q https: //WWW youtube com/watch‘7v
zj-vtJYmia_o [20199 10¥ 14¢ H%].
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o2 & wo|aE R 919 3% of2 X Fol &89 ¥
EH(resonance)Z Z& 9 =38 & SI=E St o|gA 2AH
R AP FURIC RN ARATE F030] i FEHA 37
A HAet o7l BlEo], E5% tAE 7]&S B85t J=ES 28T
AHEAY] A DS Torsta ofd B ST e 28 277 EEfAe
‘AHo] A ARZE(space sound)7t FEE AT TElste] FHATL viEtE =
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ol EAXor QAAEY AF o] olojAH, 7|EH AF IS
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VR &0l AH 7HA fotle AFAet AFA};, LALEZ} =St A
Az e AAE st AFAE 7HEe At 71EY =9 BF
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otz 43R vhelE SFd(Michael Heim)2 VRS deha I1E=9] 714
Y Aoz “HAH (sense of being)S AR v QUTt.18) of2igt AAZ
< &) 54 @ ]l dvke =Aol obd, 7 @l &ds] SR
ATt Az MY AAel dis] A Zshs AL Au|dth19 VRS A2
w7 g 7|22 W] ARGARY] B ztE FFA17IAL AloFE S
HSAAFLEN EULR olojAA e &, VR dle 2= FFske

dd& Alsst /\HET 7Pl S&3] =Yt wt=

17) Sophie Jefferies, “LAPA: LA Phil Launches “Van Beethoven” Mobile
Virtual Reality Orchestral Experience Utilizing Oculus Technology,” in
LA Phil https://www.laphil.com/press/releases/1509 [2019¢ 10¥ 13¥
A&l

18) Michael Heim, The Metaphysics of Virtual Reality (New York: Oxford
University Press, 1993), 108-128.

19) Heim, The Metaphysics of Virtual Reality, 120.
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20) PG, AL A, FAd&e] M2 7HsA,” TECHM, http://techm.kr/
bbs/board.php?bo_table=article&wr_id=4309 [2019¢ 10¥€ 12¥ H<%.

21) Heim, The Metaphysics of Virtual Reality, 120.

22) Jefferies, “LAPA: LA Phil Launches “Van Beethoven” Mobile Virtual

Reality Orchestral Experience Utilizing Oculus Technology” [2019¥ 10
4 134 351



392 B

FEAED & A =Hdew ot RRAAE FI AFEc] 2AXER}
i

B0 Yo Bobl LU WE & Ui, ol "EUY 2A=E AW
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ol & % PATS LAWA B 5 Yoitky Atk 7|29 249 A
agolyt §5204 HARA An 22 VRS S5 e 3o Wiel
AGe ANFORA 7129 FH AMETL BN o= Fo] Hu
9l Zolth. ol VR F2Ae] 42 A3 Aol A neAT 58
A W32 9T A4S 71 9ov, 129 89 AN 1agor =
el Aol el oFSeHaura)d] £, LR Sthel thole %
& 59 YAFL I8 oj4S vhATI:5)
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Bring Free Virtual Reality Experience to London in September,” in
FAD Magagine, https://fadmagazine.com/2018/08/31/the-philharmonia-
orchestra-to-bring-free-virtual-reality-experience-to-london-in-septemb
er/ [20199¢ 109 12¥€ H%l

24) Westal, “The Philharmonia Orchestra to Bring Free Virtual Reality
Experience to London in September” [20199¥ 109¥ 12¢€ <%l

25) 71&EAA Yol Al ot Sets HYohe WHalo] FAIA =& 2 FH
2 dwseln, Ak ofEEvt AERANgINe] %8 SoF B o)
AEst 4452 AA 353 AAIst 529 F4S AAH SR o]

T2 AHFE U ZIcta v vk Qi Adorno, “The Radio Symphony:

An Experiment in Theory,” 255-256.
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A AY=Z 7haA =22 ]l BT “Zo] Auitte] AtglZ F-5A £
a&E0] Qlths Aoy A[Zto] Fash 201 REHH. I2eh &%531
et A4 AL A SAZNMAE BAAHeR =y 20| ofyd,
TAS] Feoly AAl FF0l 2 =3 A SolM olFAL Aok HE

th.27) ojg} @Aste] XY Al ol Lekelojets AR e Fxtol SolAx
BFAS0] Avitte] B AAIIAA BAS] FEAC] et Q4] E
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AETH Lot AF0] FsAXEA 1 WEE o] Sl Fha 9)
o} olo] ot FHeIMY FEA AHAY BFS AW whe A9
BIA AAAS o] Brow EWA wolurtn qlrks Wolq B
A s AHG Aol o3 G Holc.2)

Akt 2 eetel BrkolA BAHoR etk BAS ko] AHEA
TR, A2 B, AAE S, AL, 9 48, A3, &
)9 B PF FEA A4/AA AAe] et Fohs opekm mg
129 %, 92 Jrolo] G BEE Ak AME A, HEtks 2, &
I8 AT Aol et S Al BaAA BEAN e we
A ZAFE AL ofUth BASS TT B4 o] Y U BEolL,
27 Aviete] a4E FEAS AARIORA Ut WA, A B2l Soi9)
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26) Christopher Morries, ‘Digital Diva: Opera on Video,” The Opera
Quarterly 26/1 (2010), 104-106.

27) BSE 719 dHS B3 S44Q s VR HAE FelAE 5RE 34
= &l HZE o|FE & Utk ol 71& FAFNA EYHLE srto] YA
HE=E 19 dHE o?l' emnes gy & oE 7H %—Zl'oﬂ/ﬂ oy g9 #
AET AFE A Holde kY S FAeiTHA A (intimacy)<
FME g E &

28) Morries, “Digital D1va1 Opera on Video,” 105-106.

29) Morries, “Digital Diva: Opera on Video,” 106.
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30) Jessi Hempel, “LA’s Philharmonic Is Bringing the Symphony to Everyone
—In VR,” in Wired, https://www.wired.com/2015/09/la- philharmonic-vr/
20209 129 239 F&1

31) Hempel, “LA’s Philharmonic Is Bringing the Symphony to Everyone—In
VR” [20209 129 239 H&E).

32) Heim, The Metaphysics of Virtual Reality, 122.
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Z27=9 moER ZEolx(Pietro Gagliano)=
g AR AAE EiolEa =33 B =

AofA &8 &= 487t LAXE=TE W & 77telof Qe X BAsHA &4
L& St Hlo] FE3 Zolnh. oA 9] uiA FF oAM= sIEAl ol =
= 2f7F AR AT A0l FLE ARRER 1 FH AHA &
d AZ S, VR ARAES SUET ARREE Sof ot A ve
PAZTFSE =2 5 WA | Aolth. o M2 79 = AE A=t

AR Apgst visaA ARE S A oA MR Bre BYaA

2. 360%E TFAIA 7|52 HHAY 5548 4

VR 71712 283t do] Sxolk W] wet st 444 HRE A
e 4 glom, xe) wasee] Azigel vet Ave) = e 2t
Atk ol oA HHelA BAo] R TAEES] 2¥ AL AFE A
29 oo TAE A gotgl AR e YD 5L vt ol
sl 3HA7F AES Y Bell /71 Feo] AU W APAA oA
A9 AAE LAY % Utk VR BHAA FAA A4 AAE AA)
AV BsEA B8E 4 UA FoEH SEHOE 249 /13 AT
£ Zolth39 oleigt Ao A9 A o] Wio] VR G4k Shelo]
A3 ool B AL BF FAT A7 WS S Az
it
A, Aok AGEE Aol o|FMe] wek VR FFL BFAT 4
AXE GARAY AFAS SRAYNN BE A4S SEHOR 2IF 5
=

A EAT. FAEGE VR ST BAdE S AT 552

T

33) David Ng, “L.A. Philharmonic’s Van Beethoven Takes Virtual Reality for a
Classical Spin,” LA Times, Sep. 24, 2015, https://www.latimes.com/enterta
inment/arts/la-et-cm-los-angeles-phil-vr-20150924-story.html [20194
12¢ 132 H&).

34) 01X g, TBTS d&gdy-getadast E51271 iyt (A& T Alof, 2018),
159.
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Aok H91E dAchs & EE A AES AT 237 AFo] &
FAE At = ﬂxéﬂ‘ﬂ UH 7€ 9T 2, VRO 360% HFAl
A 715 AT VR 12 A3 190F AJFHA G4 A EF 360%
3)Ho] 7ssto] AlokE X} A vHE & A Foh 2Este] A e et
7] AFAE 2T, AAED HAE 7PtololA FE 5 QUth3d) 7|E 3
F FFA= ok B BZlS Ale QAAED Aoy oS FHS
g HigtE = AL A9 E7Fse Dol AFARE AHolA 7ol B
A AF ol HA iAol FAE E Lolrh VR FF HAEEA
2 3] LAY QAAED X3} FAEH E=ohA(Gustavo Dudamel)d o
HEE Iy & £ Qo= AL | EHSE Ago|x AHor &g
gttt oA FHAES 42 AlAo] Eohe R Ap4lo] Hil A2 X
Agiste] A-q-5A 4T 4 A E Aolth.30
o|FA 360k WFOE FHATL A AloFE XE&S=
Aol A (HOJA gt FHE 9] o]Fo] wet HAEE
QI AJA9] AofoA o Fk JfAE Zolgt & 4= Uk 7|EH o2 FAd
A= 5ol ozt 54 FE2& S22Yste] st AFA A7}
5] HolFA|qh, AT HSH o]Holl= HolR] Y= AlAEFHHEho] AH&-5te] &
FHAAE B AL (2 Holok ) HgE A He 9F B A3
AL 39 AL A “GARS Floate] u]AAl(mise en scéne) 7|

N

S B3 AEAQ #gg RIstHA #F Ao A&d A9AS wiot:s
31 =5lith. & 9a7} QA AER SokS 9EH ojxlom ZRAMS) o
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ZEo] N3sHe hulet A=) A4 ofs) 2344 Q)
shHow —ona Aolo, Fhuletel ofs) 29| Alokg wiet § A B
% 25 QAN THoRE A AF&HQ Aoks A Walshe

35) Aeoumnl ozt AR HiEsA] FAY AAES

E 4 A gozn EY
o] —LQOWE}. ol= VR 3¢ AZA] 7HHet o8] 2 ZE WS G
7k FiiEt2 RE Zb7] o2 gAo] BEoA|EY olE TAHA e AU AEHA
2 Jfolgls V|&2 Addtt wEtA VR 71718 FES B0 IAE =5

< o A3 AA}F nOV] A = stte & & olEth

36) Ng, “L.A. Philharmonic’s Van Beethoven Takes Virtual Reality for a
Classical Spin” [2019¥ 129 13¥ H<%.

37) Morries, “Digital Diva: Opera on Video,” 96-119.
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A3 HF7F 7hsstA "ok &, VRO §AE Ado]lA ARRE V|&= <lst
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38) 44E, “[HH] 7MFAAL A-sjofF g}, 2 FIEEEL” [TdongA,
http://it.donga.com/21487/ [2019¢ 10¥ 12¢¥€ A%l
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3. 7MAIAISE &go] TrEoldl IJE 9J4](Hyper-consciousness)

VRS 4 IR M Adolth UAl%H 2L A%e AFHY A3H 7]
22 a9 S5 AA 200 § AT A= 4[] AL Fol A
VRo| ole] $& zushdolt, 21848 ATHHAE A7} B7ho] &
A 2ol Aol A9 Ageote] FHE 243 TS|l s WAL
oIt gotshat £ ATl AS B8 AFE olv] of&TEY okgehd
AR Eapsiol w 7%= obnel AMsEEL e AHAY Eolv]

AHel BAl shoich 9 £F, obaAE Ame}
Bt 59 59 T okl @S T AL A 15T
Aol 9lch.40

olHtt B AZHet A$-E, VR FF+= AT dddolg=s S HF
oA A=AIA, A4 $27F AAsHA] E3E FAAQA HF S8HZ wE0]

d R E ErhdD 5P HEA ol 2 HHrt AEA WEHE olF
3 WAlo] 4 oR KT @Al sl @58 HE HSIHA, 7|&
A= BF Ao Ase 2ol FFY =Pl ol2A & 4 AHa F
et vt Quth42) ol Y8 ‘ATl AmgFE 9ju|ol= ‘HERAWLILE
oF (phantasmagoria) 793 S0 A3t 43) 2719 Q43578 E51=
wetATR g ol ofuA|7F AAE ok AE A= AAE BSEolA A

39) Jodo Cachopo, “The Aura of Opera Reproduced: Fantasies and Traps in
the Age of the Cinecast,” The Opera Quarterly 34/4 (2018), 266-283.
40) 1 9oz VR A, YEYA &=, I8y F4 5% FFH| 9L 718 £=
Ak 7HFEA SHHolA BAHR = AaYS *P“*Oﬂ JEgo] §17] wi&oll, W <
7+ mEQdo] AREAY] Aoy W vt o g AHAE dE®(rendering)©]
=ojof otH, w2 FHY IHEE FEL 5= QlojoF & Aot

41) VR 37t MEL 28T FHE A= olHol Hd 71 s dgH
= &9 gt 9&4 43l ofdE ﬂﬂ o A9 Aot 59 A ES Al
7152 ot el |e7 g H7ES VRS AUAA Hol & 3%, d4Z 7}
AAE 2 4 jlon mEd @A BAHZ 5 A7 Atrgolx RPZHR]
[EFE 714 5 Jo BN e e Y, KISTEP 7es@E R
KISTEP 9, https://www kistep.re.kr/c3/sub8.jsp?brdType=R&bbldx=12092
20219 3¢ 269 H%

42) Adorno, “The Radio Symphony: An Experiment in Theory,” 250.

43) Theodor W. Adorno, /n Search of Wagner, trans. Rodney Livingstone
(New York: Schocken Books, Inc., 1981), 159.
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S (illusion) F3 FHL B 2 Yo} A0 A}
& AR ojejat AZA HAYviR) VRO A%
% of RS A4S S3ket ¥, shul Rguer ohe} seidt
FARE BANE 5 AR B B Aol o ABYEo] 224
9l 7150l olFAE ALE Yol A3 BAAAYA Kol F /HsHE A
Y71z @k olgd Holx ok Wl sl Skt AL Aetold
(James Steichen)¥ 7t&F= AA TA AFE 7] A8 $E2 7
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44) Adorno, In Search of Wagner, 159.

45) James Steichen, “HD Opera: A Love/Hate Story,” The Opera Quarterly
27/4 (2011), 443-459; Cachopo, ‘The Aura of Opera Reproduced:
Fantasies and Traps in the Age of the Cinecast,” 266-283.

46) 4 wHAY A Jrrt o AA Q] ou]et AFE A= AT "AE o]
YAMEBRS] QAAE = AldY(Amy Seidenwurm)o] WEW o] A|ZH4 g
AEOE 3))2 Y 29, A 9 Ao BIF AS Ak, = Al
ZFAEQ1 ofyulo]MoflA L3t olopr|E st Py YRt Ato|dl€e] VR
A HAA= HENY] Foigt <& IFF>E F5E°] VRO &olsHA 71‘31
Al sk Ao)AT, E SFetoA9] oulE FdotA FEEY=TEE 7S '
ZIty. Ng, “L.A. Philharmonic’s Van Beethoven Takes Virtual Reality for
a Classical Spin” [20199 12¢¥ 13¥ &) F=x.
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(a9 3> &) VR ZHE 21 SHS HS w9 A7 A=
(%) VR7I718 23 Z4ste s LAZ A3 Fopd

(EH: 1A WhwY 94 SRE AX)

ol AHAstH FFHACNA 7o) #IdH anE FHA FFH 2LH
Holl AFotAl Al Al wowt wh3ste] ohE AdeR T we
o4 ek S AgEere] dAde FRVIEGE o358 ddE o
H(occultation)stal AT} oAl WELA A AAE HolFozH o<t
FALES] &5 A o352 gojd & Qe olRt HolA FHEA A
FollAs AR opdt o= 7] A=l hsiA AL o AR =
of A=ol Hsfd ¢, ol FAEAY Aol(Hel AEd FFH (=1l
A 2ol FST AHFAEDE Hol 28 FHE FFcte ol o2 AF
ol Z¥ # At

oAt obtEl= 21417] 2599 FFE FH $3 Aol o] st
Hede gt #d" R 4 (hyper-consciousness)olZt= HEE
ETewA 339 viHolo] gt & B3 B A 4g =39
nhoj2 o A By 71&9] gor 244 guig A= AEe o

47) LP 2= =9oAE ofr2ht= ZGe HFH ] Qo] AL HWE BAS=
AL AFsty Yot Adorno and Levin, ‘Opera and the Long-Playing
Record,” 62-66.

48) Carolyn Abbate and Roger Parker, A History of Opera (New York:
Norton, 2015), 552.
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49) Abbate and Parker, A History of Opera, 552.

50) Cachopo, “The Aura of Opera Reproduced: Fantasies and Traps in the
Age of the Cinecast,” 266-283.
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52) WA} T EH = o3t 4SS THEA AFd £9 7MY 5o B4
9] X5AE =stctar Wslth Anne Friedberg, The Virtual Window: from
Alberti to Microsoft (Cambridge, MA: MIT Press, 2009), 238.

53) Abbate and Roger Parker, A History of Opera, 552.
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AYA FHo] HAY tE stHo g HeEo] FHAY 24% JF &2 9
NAoz AFHEL A SHe B 5 BAAZ & Uek5H 26 VR
olgt= WiAls 9 BFS Adstel & AL sh(AT) FFAE 5
/g0l Slol, kel g Ah=o] &4l Aottt ARkl gH e ~3d A
AR VR BHE iAol B AFT 5 Y 9E, BT FOE A 9
Aol HAFES W FS5 Fo 24 FEje ot vs s yErd
4= Aok AEol Higk &HE Atk 3
o] Qolut oje] B Wete T W

= O 1_7]]_‘: S22 A Oh:]-. ;‘g]ix]ﬂ:_

o2 T —wm= 2 T AR

Z

bl

FRE Qo= AUzt wE 4 ot (ol HshA g Ee] AFsH: gX]
g 04 LA 2& 9 WL AFRENA HE IAHQ TEE F
£ Z0= At sk SlZt59) ol=gt F2 7l EA Al EolH
A dle ot AH dalol dis] w2 siAEo] LHsgd HHst ¢
(shallow) FFu ¥H9] o3 wWeox] Hojxl fHES FHEHoR E&
YA g FH(atomic listening)502 Zo]d 4= ct. VRY ol&dt W A
o 71& WA FFHE 55 olBA TANE oA HFH BAZQ Wt
IS SEAID = USA o digt & 1glo] Haghe AJARITESD)

54) |EH TN
1

2R

(YouTube Premium)& AHESHH SI4S I glo] AT &+
Tt o] ZoAL W AtSo| BHyog gt HRAlo] 9lojA
19 Ql (EAHAS A ESHA F2 AHRL) fRE HFHo| Hala =stuzt g

55) A, Totstha - Ui(Die Errettung des Schonen), °1A%E & (A& &%
R GAL 2016), 43-44.

56) ¥AA HFHT A9 WS pEskA] gkl ofF A2 T JFoto] BHEH
oz & AFE 9ugitt

57) B2 A% o8] £35k9] gAE AmEd TR Foz U2 AMRE S &
o13)(Z2 S FTH)To] e AL opdd], AA|o] o33t AFS AEE
4ol VR HFHolz H8sk= Ao s &l & = Uk &
gH%o] VR diAlo] o5t FHZ Q&) FAFeR dojd 4= e FFH s3I
o] Wsto] FES Aot} d&Zeto] 5t olff H2 Txo Ao =R
AF7F AEHoz FEo] Hojgd whE, ebddr 719d & ¢lg Aot &
Slu w21 FASH WstEE o5d Md WA Mz IS 37 A3
HAEAY ABEHIT YE AL ofdA] IYIs|E it
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a7HA LAE VR Z2AES AWEUAM o539 FH FhdAe] 71
AoEgith. VRO 7MEA 752 7I2H R I A Atel9] A
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Abstract

A Review on Listening to Music with Virtual Reality:
Focusing on Los Angeles Philharmonic’s
VR Project (2015)

Son, Mingyeong

This article focuses on the LA Philharmonic’s VR project in 2015,
which led to large-scale experimentation related to VR music, and
consider the audience’s listening patterns. The analysis of VR
listening results in the following aspects. First, VR expands the
scope and range of listening by enhancing the realism of the
performance. Second, VR music advances the listener’s activities
that are unprecedented in video media, such as reconstructing the
spatial sense of the sound of an instrument as the listener moves.
Third, the fantastic optical phenomena of a VR screen can be
directed toward hyper-consciousness by augmenting listening to
live music with visual illusions. Fourth, although VR listening can
improve accessibility to the media, if the listener’s physical activity
becomes too excessive, the listening competence may become
impaired leading to immobility of the contemplative process. The
discussion of VR listening suggests the ambivalence of listening to

high-tech media in the digital age.
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