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Abstract: This paper empirically analyzes the social status of film critics in
the Korean film industry. Film critics contribute to the creation of films as
producers of specific values in film art by producing cinematographic
discourse. Then how does one become a film critic? How does the film critic
space operate — which can be understood as structured based on the
development of the market for film magazines in the 1990s? The result of
quantitative and qualitative analysis of the social recruitment of film critics
from 2000 to 2020 shows that those who attained the legitimate status of film
critic by winning awards in contests possess a high level of academic capital.
It was also found that the location of higher education among these laureates
was mainly concentrated in Seoul. Although film critics are not fully
institutionalized and have an artistic mission to some extent, to access the
profession of film criticism, they need to be controlled by established film
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critics who share similar cultural and symbolic capital each other. This
suggests that symbolic power exists in the world of film criticism and that the
structure can be reproduced through gatekeeping by the owners of symbolic
power.

Keywords: film critic; film criticism; Korean film; field; subfield; cultural
capital; academic capital.
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SPOLECZNE UWARUNKOWANIA KRYTYKI FILMOWEJ
W KOREI POLUDNIOWEJ W LATACH 2000 — 2020

Abstrakt: Niniejszy artykut stanowi empiryczng analize spotecznego statusu
krytyki filmowej w potudniowokoreanskim przemysle filmowym. Krytycy
filmowi, bedacy jednocze$nie kreatorami okreSlonych warto$ci w sztuce
filmowej, przyczyniaja si¢ do powstawania filméw tworzac dyskurs
kinematograficzny. Zatem jak zostaje si¢ krytykiem? Jak funkcjonuje
przestrzen dziatalnosci krytykow filmowych, ktéra pojmowaé mozna jako
strukture wyrostg z rozwoju rynku prasy filmowej w latach 90. wieku XX?
Wyniki z analizy jakoSciowej i ilosciowej naboru spoteczno$ciowego
krytykéw w latach 2000-2020 pokazuja, ze ci, ktérzy wygrywajac nagrody
w konkursach osiagneli formalnie status krytyka filmowego, posiadaja tzw.
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kapital akademicki w wysokim stopniu. Ustalono réwniez, ze ci Krytycy-
laureaci wywodzili si¢ glownie z seulskich uniwersytetow. Mimo, ze zawod
krytyka filmowego nie jest w pelni zinstytucjonalizowany i w pewnym
stopniu pelnia oni misj¢ artystyczna, to by sta¢ si¢ zawodowymi krytykami
muszg oni podlega¢ kontroli juz uznanych postaci, ktore dziela podobny
kulturowy i symboliczny kapitat. Sugeruje to, ze w $wiecie krytyki filmowe;j
istnieje symboliczna wladza oraz, ze struktura moze by¢ wykreowana przez
tych, ktorzy owa wladze symboliczng posiadaja.

Stowa klucze: krytyk filmowy; krytyka filmowa; kapitat akademicki; kapitat
kulturowy; film koreanski; dziedzina; specjalizacja.

1. Professional development of film critics in South
Korea

In the 1990s, Korean cinema flourished both industrially and
artistically. With the political democratization in South Korea in the
late 1980s, consecutive revisions to the 3 3}% (Yeonghwa beob,
Motion Picture Act) contributed to a relative autonomization of the
field of cinema! from the political field. These revisions? liberalized
the market for film leading to an increase in the production of films
and intensifying competition in the market. Film critics have played a
crucial role in the social consecration and cultural legitimization of
cinema. Cinematographic work, as a symbolic good, requires the
production of symbolic values. It is therefore film critics who have
produced and emphasized the specific value of cinema and who have

1 The notion “field” refers to the concept developed by Pierre Bourdieu. Regarding
cinema as field of cultural production, Julien Duval (2016) conducted an empirical
study on the world of cinema in adopting the concept of field, demonstrating the
validity of this notion in the analysis of cinematographic world.

2The fifth revision of the Motion Picture Act in 1984 introduced a registration system
for film production replacing an authorization system, resulting in an increase in the
number of film production companies. The sixth revision of the Motion Picture Act in
1986 opened up the market further: according to the Film Agreements between South
Korea and the United States in 1985, Hollywood studios were permitted to distribute
films through their branch offices, instead of indirect distributing through Korean
companies.
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contributed to making films worthy of being created and viewed as art
(Bourdieu 2014: 422-425).

This paper aims to empirically analyze the social status of film
critics in the field of cinema in South Korea. How does one become a
film critic? Who are the legitimate film critics? If a film critic is
regarded as an occupation, it is, like that of an artist, a complicated
object to treat in terms of the sociology of occupations (Freidson
1986; Moulin 1983). While the profession of a film critic is
recognized as an “economic activity that an individual carries out for
income” according to the Korean Standard Classification of
Occupations by 7|7 (Tonggyecheong, Statistics Korea), a public
central organization under the Ministry of Economy and Finance, only
a handful of renowned critics can subsist on their incomes from
criticism. Many film critics carry out related activities, such as
teaching at universities or private institutes or programming at film
festivals. Some also do additional work that is not related to their
profession as a film critic, but which provides them with a stable
income. Like the profession of a writer (Sapiro 2007), there is no
mandatory academic degree or official license which can ensure a film
critic’s competence in the world of film criticism. Despite this, to
publish texts that can be read by others, film critics must compete with
other critics in the film critics’ space where each occupies a different
position from the others. In this situation, the concept of
“professionalization” used by American sociologists of professions,
which considers a profession as a “sequence of development”
generating a “career” pattern, is not an appropriate tool for
understanding a profession or an occupation of heterogeneous groups,
with little or no codification (Abbott 1988).

2. Conceptual tools and methodology

Considering the heterogeneity arising from different conditions of the
performance of vocational activities, it is necessary to understand the
status of a film critic through a configuration of objective relations
between positions and social conditions: that is, the concept of field
(Bourdieu 2015 [1992]: 351-384; Denord 2020: 731). In addition, the
concept of subfield allows us to understand the intermediaries whose
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activities are related to the field of cinematographic production. As a
microcosm, subfields have their own logics that do not necessarily
conform to those of the encompassing field, while they share
oppositional principles with the latter. The the notions of symbolic
power and symbolic violence forged by Pierre Bourdieu are further
mobilized in the analysis because the definition of the field, or the
frontier of the field, which acts on the social recruitment of film
critics, is closely linked to these two concepts.

In order to examine the “entrance fee” to the subfield of film
criticism in South Korea, the social characteristics of contest winners,
which is the main modality of access, will be analyzed (Mauger
2006). For this purpose, data on all the laureates of three contests
between 2010 and 2020 were collected (N=38): the Film Critic
Contest of A U] 21 (Cine 21), a movie magazine; the annual spring
literary contest of 5 °} X (Donga-ilbo), a national daily newspaper;
and the annual spring literary contest of -2+ X (Busan-ilbo), a
regional newspaper.

Moreover, the social characteristics of the members of
sh=rod s} 2719 8 (Hangug Yeonghwa Pyeonnonga Hyeobhoe,
Film Critic Association in Korea, a.k.a. FCA) (N=59) and the juries of
these three contests (N=23) will be examined to understand the
conditions of the dominant players in the subfield, those endowed
with symbolic capital. A qualitative analysis of interviews with the
winners and their acceptance speeches published in the press as well
as the juries> comments enables an understanding of the required
values for the participation in the critics’ symbolic struggles.

3. Control of legitimate access to the subfield of film
criticism by peers

The Film Critic Association (FCA) in South Korea has played an
important role in the professional development of film critics.
Founded in 1960 by six members through the initiative of two young
critics, ©]9 ¥ (Lee Young-il) and 759 (Kim Jong-won), the
association was dissolved by the regime of Park Chung-hee in 1961
and re-established in 1965. Although there were a few active members
until the mid-1970s, the creation of the FCA Awards in 1978
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contributed to the public promotion of the FCA in the film industry.
Under the auspices of <3 3}%13-3-A} (Yeonghwa Jinheung Gongsa,
Korean Film Corporation), the first FCA Awards Ceremony was held
in 1980 in the screening room of the Korean Film Corporation. Eleven
awards were presented, including the Best Film Award, the Jury
Award, the Best Director Award, the Best Actress Award and the Best
Actor Award. The FCA’s activities have since gained legitimacy
through the government support allowing the FCA to cumulate
symbolic capital through the recognition of film creators.
Furthermore, it launched the FCA Film Critics Contest in 1997
serving as a breeding ground for professional critics while other
contests were also held by film magazines and newspapers (Kim,
2010).

If the FCA consolidated the legitimacy of film critics as a
body of recognition, the development of the market for film
magazines led to a structuration of a film critics’ space. The film
magazine market began to develop in the mid-1980s with two
magazines, 2~= ¥ (Screen) published in 1984 and ==+ (Road
Show) created in 1989. In 1995, the publication of three specialized
film magazines - Cine 21, 7] %= (Kino) and 2] 7|o] (Premiere) —
contributed to the formation of different discourses between the two
extreme poles, the popular, commercial pole and the erudite, artistic
pole. The competition among critics gave rise to belief in the specific
values of the critics’ game, the illusio (Bourdieu 1971: 52-53;
Bourdieu 1996 [1994]: 149-167).

It was at that time that control over access to the critic’s space
was introduced. In 1996, the weekly magazine Cine 21 and the
monthly magazine Kino respectively launched the Cine 21/ Kino Film
Critics Contest. In 1997, the FCA also launched the FCA Film Critics
Contest. Although Kino stopped organizing its contest in 1998 and the
FCA relaunched its contest in 2009 after the first competition, the
Cine 21 contest has established itself as an institution in the
reproduction of professional critics by giving awards to one or two
young critics each year.

This modality of access to the work of criticism is part of an
entry system into the literary field for writers, or 5%+ (Deungdan, <&
J#), which refers to the beginning of a career as a writer. This system
is represented by the annual spring literary contest launched by daily
newspapers and literary magazines. Among the newspapers, the
national daily Donga-ilbo has been giving awards for the film
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criticism in its annual literary contest since 1998. In addition, Busan-
ilbo, a regional daily, give awards in the category of criticism which
includes literary criticism, but it mainly awards film critics: among the
nine winners from 2010 to 2020, there was only one literary critic.
Overall, among the four institutions that sustain contests for film
criticism — Cine 21, FCA, Donga-ilbo, and Busan-ilbo — Cine 21 is the
oldest as well as the only film magazine capable of continuously
providing editorial content dedicated to film criticism, which
reinforces its symbolic power.

Winning contests brings economic benefits to aspiring critics,
and also guarantees symbolic and professional recognition to aspiring
film critics. Indeed, the selection of the laureates is made by judges
composed of established professional critics. The judgments of
established critics form the nomos of the subfield, that is, “the
principle of vision and division that defines the artistic field as such”
(Bourdieu 2015 [1992]: 366). These dominant critics evaluate the
critical writings of aspiring critics from their perspective. The
principle of division, which is shared by the dominant critics in this
subfield, applies to the criteria for defining what is good criticism. The
aspirants need to understand the rules and interests of the film
criticism space to be able to produce good criticism that corresponds
to the specific values of the film critics” world. An aspiring critic must
share a vision of the world more or less in line with that of dominant
critics or one must be willing to invest in the game of criticism based
on a belief in these specific values. The judge with symbolic power
grants laureates permission to call themselves film critics. Then, they
obtain the professional title that facilitates the publication of critical
texts. Moreover, the fact that certain figures participate as judges for
successive years, and that the members of the panel of judges are
those who have previously competed in the contest, allows us to
observe the reproduction effect of the structure.

4. Objective conditions for the profession of film critic

Our analysis shows that education capital is a crucial resource for
entry into the subfield of film criticism. Firstly, the very high level of
education required is confirmed by the educational capital of the
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laureates (N=38)° : most laureates hold an undergraduate degree, with
the exception of three students who were studying for a bachelor's
degree when they participated in the contest. Approximately 40% of
the laureates were graduate students and/or doctoral candidates at the
time of the contest (see Table 1). This shows that amont competition
entrants, a higher proportion has completed tertiary education
compared to the national average*. Secondly, the academic disciplines
of laureates are concentrated in film and audiovisual studies as well as
literature. In our population, 28 laureates had studied the
aforementioned majors. Specifically, 11 laureates learned film studies
for their final academic degree, while 11 others studied literature, such
as Korean literature (n=9), English literature (n=1) and creative
writing (n=1). The majors in the audiovisual and media field
(communication studies, visual cultural studies) account for about
21% of the laureates. In addition, disciplines requiring critical
thinking and logical writing skills such as law and philosophy are
evident (see Figure 1).

Table 1. The level of education of laureates of Cine 21, Donga-ilbo, Busan-ilbo
between 2010 and 2020.

Degree® ol % Female Male
High school graduate 3 7.9 1 2
BA 15 39.5 7 8
MA, MFA 15 39.5 8 7
JD 2 5.3 1 1

31 was unable to collect data of one laureate among the sample of 38 laureates, other
than the sex (male) and profession (broadcasting journalist).

4 According to OECD data, 69.80% of 25-34-year-old South Koreans had a tertiary
degree in 2019. See OECD, 2021, Population with tertiary Education (indicator).
https://data.oecd.org/eduatt/population-with-tertiary-education.htm (accessed
December 1, 2021)

5For the variable of degree, the English designations are used since the university
systems in South Korea are comparable to those in the United States. The “JD (Juris
Doctor)” degree has been isolated because of its elitist property in the social field,
which is awarded by a law school for the legal professions. In terms of academic
fields, Korean and English literature, as well as creative writing, are listed under
“literature”. “Visual culture” includes visual cultural studies and visual arts.
“Philosophy” and "aesthetics" are categorized together, taking into account their
common philosophical root.
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PhD 2 5.3 2 0
N/R \ 1 25 0 1
Total | 38 100 19 19

Source: Author’s own compilation.

Figure 1. The majors of the laureates (N=37)5

Philosophy, Sociology Communication
aesthetics 3% 5%
(3)

8%

Law, law school
8%

Film studies
30%

Source: Author’s own compilation

Higher education is linked to another social condition: the
geographical factor of university education. While the laureates’
places of birth are relatively scattered over the South Korean
territory—there is nevertheless a concentration in the Korean
capital—the majority studied for their higher education degrees in
Seoul (see Table 2). First, this attests to the academic profile of film
critics as quality cultural capital. Higher education institutions exist in
a geographical hierarchy, between Seoul and the provinces, at the top
of which are institutes in Seoul in most subject areas, except for a few
specialized institutes for science and technology and a small number
of national universities in the major provincial cities. It is, therefore,
reasonable to assume that those who study in Seoul are in closer
proximity to a milieu of intellectual elites. Second, given the cultural
centralization in Seoul, it is likely that those studying in Seoul have
access to a greater range of cultural offerings, particularly in film, art,

6 This figure excludes the non-response (n=1).
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and the performing arts, compared to the provinces. Thus, the
geographical constraint affects the accumulation of cultural capital in
these two ways.

Table 2. Geographic concentration of aspiring critics in large cities during their
university education’.

Geographical distribution Place of birth Place of higher education
Seoul 6 24
Busan 3 5
Province 9 1
NR 19 8
Total 38 38

Source: Author’s own compilation.

Meanwhile, a parity between women and men is observed in
the social recruitment of film critics between 2010 and 2020 (Table 3).
In terms of age, more than half of the laureates whose ages were
released (n=26) are in their thirties. There are also three awardees in
their forties. Those with a master's degree or a doctorate account for
half of the total number of laureates; thus, it cannot be said that the
relatively late age of beginning their career is unrelated to the
accumulation of cultural capital.

Table 3. The age and gender of the laureates of the Film Critics Contest of Cine 21,
Donga-ilbo, and Busan-ilbo between 2010 and 2020.

Age Total Female Male
20s 9 4 5
30s 14 6 8
40s 3 3 0
NR 12 6 6

Total 38 19 19

Source: Author’s own compilation.

" This information is not systematically provided in award acceptance speeches and
interviews. For the grouping, | separated ‘Busan’ from ‘Province’ because of its
representativeness as a city of film. Indeed, it is in this city, the second largest in
terms of population in South Korea, that the Busan International Film Festival has
been held every year since 1996. Public institutions concerning the cinema have been
concentrated there since the 2010s in order to develop a national balance.
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The affinity among the laureates as to the possession of
cultural capital is not arbitrary. The need for this capital can be seen in
the juries’ comments. First, juries value “knowledge” of history of
cinema and film theory.

To do film criticism, one must have the knowledge of film theories
and aesthetics first of all. One must also have knowledge of the
humanities. One must have objective and reasonable judgment. Given
that the critic communicates through a text, the skill of writing is
essential® (Donga-ilbo, 2018)

This critic points out in detail the cinematic context of the work Roma
in the face of the changing media environment, as well as deeply
analyzes the aesthetic significance of its own (film) text.® (Donga-
ilbo, 2020)

His/her intellectual journey into the nature of film as a medium is a bit
rough, but very fascinating. The fact that this text is rich in film
history also drew attention.!® (Busan-ilbo, 2020)

In addition, one must clearly understand the specific values of
film: new entrants to the subfield of film criticism should be able to
perceive film as a unique art form that is distinct from other arts.

The award-winning work shows that the laureate has a good
understanding of cinema as a composite art of camera, light, editing,
and breathing'! (Donga-ilbo, 2014).
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2018). All translations from Korean into English are by Author, unless stated
otherwise.

Seg b Al ] wistel AHwlste] ‘mwh' ek HFo] s JsAbA

Mehg AAEHA A Aot FH R BaE AA| o) wshA ofu] kA 4% 21

A8kl T (S ok B, 2020).

L] D3k A AAle] 2AAA o2 A A o] v A

SHAIRE -2 w5 o] 317 wlolvh. GstabA awcke] T FolEhs Ak
2

==

v EATE (F-4FY B, 2020).
wed a2 @it sheetet W, A} S FOw o] Folxl FIHH dedls
ol3l3kaL YATE” (Botd H, 2014).



Eunyoung Won: Social Conditions of Film Critics in South Korea...

(This awardee) is very aware that his/her object of analysis is not a
novel, but a film*? (Busan-ilbo, 2017)

It is a pity that he/she only went into the details of the narrative and
interpretation, never mentioning the sound and visual that are the
signifiants of cinema®?® (Donga-ilbo, 2013)

Third, one must already be able to “write well”: “writing
ability is an indispensable element” ** (Donga-ilbo, 2017); “the
winner’s writing style is certainly incomparable”® (Cine 21, 2011);
“the strength of this critic lies in his/her stable writing in addition to
his/her solid theoretical foundation”'® (Busan-ilbo, 2011); “his/her
critical text has neat sentences and precise terms, and it is well
structured”?’ (Busan-ilbo, 2010).

If these three qualifications are articulated with social
conditions in terms of academic capital, the emphasis on both
subjective characters in relation to ethos and creativity is observed in
the judges’ comments. First, the stress on sincerity and consistency is
most noticeable among the comments in Cine 21: “we chose him/her
thinking that his/her pertinaciousness would be the foundation of
creativity”® (Cine 21, 2010); “we can trust his/her text that shows
meticulousness and sincerity in structuring his/her thought and, above
all, his/her text shows his/her laborious reflection on film criticism”*®
(Cine 21, 2012); “we discovered his/her potentiality in his/her

LexA), Al o] A thde] el obd stk e 7HE 2ol oAt
AT (FAF B, 2017).
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(Al 21, 2011).

o] Fro] 7hA= A2 wekek o] 24 Ul gl Yk kA A1 F247] o QT
(F-2Fd =, 2011).
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TS FAT (FAFY E, 2010).
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SH TP (K4 21, 2012).
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particular sincerity and accuracy”?® (Cine 21, 2014); “his/her text
secured the support of all the jury members in the sense that he/she
deepens the question thrown at the beginning in a sincere and dense
way until the end”? (Cine 21, 2020).

Creativity or originality is also valued, especially by Cine 21
juries: “while it is unfortunate that his text has a logical discontinuity,
the essay topic is remarkably well established”? (Cine 21, 2020);
“while it is an adventurous endeavor not to be based on any theory,
his/her eye mediating the film and the audience is original and clear”?
(Cine 21, 2015); “we noted logical discontinuity that appears here and
there, but we value his future more than his present given his
originality and insight”?* (Cine 21, 2011).

5. Gatekeepers: reproduction of the game, reproduction
of conditions of access?®

It is worth noting the composition of the judges for the three contests.
The judges, composed of film critics and the chief editors of the film
magazine, contribute to the reproduction of the social conditions of

0 «5.5-9] 45 34
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2020).

2 “E)Jé @ olgel JlulA @ A ks Aol 4e REH AmEgent,
dshoh YAG v 7fahiz o A Ho) el g A o] ek (M Y] 21, 2015).

2 «7}7bo] ol i=glo] nleko] wrE o XA =FAy 27 o
s AR Y= vzt ZldEvs 7 A (A 21, 2011).

% This formula is borrowed from Bourdieu (1998: 51): « (Re)produire le jeu et les
enjeux, c’est (re)produire les conditions d’accés a la reproduction sociale qui est
assurée par un échange agonistique visant a accumuler des statuts généalogiques, des
noms de lignées ou d’ancétres, c’est-a-dire du capital symbolique, donc des pouvoirs
et des droits durables sur des personnes (“(Re)producing the game and the stakes is
(re)producing the conditions of access to social reproduction, which is ensured by an
agonistic exchange aiming to accumulate genealogical status, the names of lineages or
ancestors, that is to say, symbolic capital, and therefore lasting powers and rights over
people”) ». Translated from French by Author.
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film critics through the contests. The jury for the contest of Cine 21 is
composed of three or four members each year, including a chief editor
and a film critic who was also a laureate of a previous contest?®. For
the contest of Donga-ilbo, the submitted texts are judged by the single
member of the panel. The Busan-ilbo contest also has only one judge
although in 2010 and 2011 there were two members. The difference in
the number of judges on each panel is related to the differences in the
number of texts submitted. For example, the number of critiques
submitted to the contest of Cine 21 in 2019 was 82, and 110 in 2018,
while the contest of Donga-ilbo in 2019 featured only 33 critiques,
and that of Busan-ilbo in the same year, 22 critiques.

This gatekeeping power, to control access to film critic
profession, is granted to some critics or journalists for a longer period
of time. Four out of ten (9 out of 23) jury members in all three
contests between 2010 and 2020 were a member of a jury panel more
than twice. In particular, three examiners of the Cine 21 contest
played this role more than five times. Moreover, this power of
professional and symbolic recognition is concentrated in men: one out
of four members is female. While the social recruitment of film critics
is not gender-biased, the structure of male dominance in the subfield
of criticism is confirmed by this analysis.

Box 1. Social Characteristics of members of FCA

The analysis of the social characteristics of FCA members provides an
indirect understanding of the resources and dispositions of active agents in
the subfield of film criticism, rather than those necessary for entering this
subfield.

Data were collected from 59 profiles among 82 members on the
website of FCA in January 2021, supplemented by other sources such as
journals and university websites. Not all profiles are available, and the types
of data available to the public are different: for some, their gender, education,
and professional careers are all listed, while others display only their
academic degree or professional experience. Therefore, it is possible that data
biased in favor of the highest level of education have been collected.

Despite this, the quantitative analysis clearly shows that film critics
who have joined FCA hold higher educational capital. Of 59 individuals, 47
hold a doctorate, at least 57% of the total membership. Nearly half of the
sample majored in film studies (n=31). This result provides evidence of the

% There is missing data regarding the Cine 21 juries for 2010, 2011 and 2013.
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importance of legitimate scholastic capital not only for accessing the
profession of film critic but also for maintaining one’s position in the subfield
of film criticism.

Table 4. Educational level and gender of FCA members.

Degree Total Female Male
BA 7 1 6
MA/MFA 5 2 3
PhD 47 25 22
Total 59 28 31

Source: compiled by the Author, raw data obtained from FCA website

Table 5. The majors of FCA members.

Major Number
Film studies 31
Literature 14
Theatre studies 3
(Visual) cultural studies 3
Political sciences 2
History 2
Business 1
Psychology 1
Sociology 1
Theology 1
Total 59

Source: compiled by the Author, raw data obtained from FCA website

6. Conclusion

This study has examined the social conditions of film critics in South
Korea by analyzing the objective and subjective characteristics of the
laureates who participated in contests for film criticism from 2000 to
2020. Those who dream of becoming a film critic accumulate cultural
capital through their higher education and use it as a critical resource
in the field of cinema and in the film criticism subfield of film
criticism. They also learn the specific rules for the world of cinema.
Normative dispositions as a critic and originality make access to the
space more probable and more legitimate. Yet these values are not
defined. The definition of good criticism is itself an issue related to
symbolic power in the game of film criticism. Although the lack of
data makes it difficult to generalize the analysis, age does not appear
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to be a decisive factor in accessing the profession, knowing that the
laureates in their forties demonstrate their belief in film criticism.
Indeed, some of them have participated in contests from two to four
times, and already held high social status positions such as university
professor or journalist. One had changed her career to become a film
critic after 21 years of professional experience in another domain.
These people attest to the existence of illusio, or the initial formation
of vocation as a film critic.

For a better understanding of the operation of this (sub)field,
an additional analysis of the socio-cultural characteristics of the
gatekeepers—judges of contests could be conducted. The analysis of
critics’ texts, both laureates and established critics, will help further
elucidate how their aesthetic judgments are shared, reproduced, or
contradicted®’.
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