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ideological viev of animation’s difference; animation
and hence it camecould

to be assumed that it should only do these things.

took
establishment of tie Hollywood motion picture production

writing on the
Pel Animati'n Technique . argues

that this resulted in animation becoming defined within
relatively narrow oo:ndaries; these boundaries having as
much to do with the developing Hollywood conception of
the animated film as witn tae actual technical properties
of tie node. Hollywood defined animation by its difference

films and it has remained consideredfrom live-action
secon ary form ever since. .nimation had a value

.erpetual novelty.animation made cinema a
holly..ood’s conception of animationit

has be .-n developed partly as a defence
!

against tie disr ptive roperties of

2

-,:..ere it brought the mystery of movie technology to the
as a

a.e first production companies for animated films

-implications of the

o things live-action could not,

Theorists commonly pass over the puppet film, and
a ghetto of exceptions to 'real'animation genor lly, as

movies. fill -m-hers and audiences seem to maintain an

lace from about 191a- at the same time ?s t e

fore, impressing people with the 'magic' of cinema;

system in general, "risti.n Thompson,



aaim: tion. 3y trivial!zin • anilration,

"ollywood has made it cow.tr,ble with

the classical cinema as

rliE following essay Looks at some exam les of animated
film work, and ..t some of the properties of animation

techniques; in -..hat ways night they be said to work for

Jan theories on fantasy/dream/humour/play etc.an audience.

be useful in an attemt to recover potentially radical
aspects of some animated film work ? (film techniques '.nd

become so within tie structure, of a com-lete film.) ’.,’hat
the a pro riation of animation techniques by advert-_j.ll U

isers inly in terms of potential novelty effect/potential
recesses of unconscious thought ?relation to

. . .t e discourse of advertising is itselff! I
constituted by toe rhetoric of imagination,

creativity and free expire sion thatrebellion,

rhe surfaces of our world that the comercial film shows
cosmeticised that t o viewer must strain his/' or

imagination to
hy pothetical;

3

I

make any connection between the real and t e

a whole, making

are so

technology are not in themselves radical; they can only

it a real to t ...e sama audience view! v
1

habits."

" .foil./wood will iot help us ’see’ if it

.3 once associated :rimarily with the fi<-ure 
2

of the artist."



can avoid it,

can animationIron the osition of footnote to cinema,
recover something for itself in terms of resistancework

to dominant modes of representation ? ( The following
essay is not an attempt to claim as necessarily subversive

but an attempt to betterthe examples of work discussed,
understand what the nature of the work might involve.)

" The very sin. licity intensifies the
structural paradoxes that could be said

4

to make animation ’not the eccentric uncle
4

because to see cle-.rly is 
5 to be disturbed by what one s es."

but the ou.en of film1."
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7A1-JTA3Y

tends to be associated with areas of 'poetry' and 'vi sual

case, in popular understanding 'fantasy' is always opposed

of reality.

ial considerations are seen as belonging to the area, of
physical/pullic. In its contemporary everyday use, fantasy
is synonymous with 'daydream', or with conscious written
narrative construction. Peen in this way,fantasy can be said

con-
>

of

6

!to invoke a notion of the relation between dream and fiction, 
without actually theorizing that connection. It may be

and as forms of social narrative, in order to break through 
the stigmatizing moralism which is associated with the

sidered necessary to work through that relationship, to try 
and distinguish between fantasy as an unconscious structure

notion
of fantasy (for example, romantic fantasy is represented

view, we simultaneously inhabit two distinct histories; one
mental/private; the other physical/public.Political and soc-

fallacy'. un one hand 'poetry' invokes a more or less inten
tional act of imagination; on the other hand'visual fallacy1

external to our 'inner' lives. Jithin this 'common sense'
re 'reality' is conceived as that which is

to 'reality'.in this definition fantasy becomes the negative

there is usually a fundamental objection to considering 
fantasy in the context of the social and political, fantasy

implies the unintentional, the hallucinatory. Whatever Lhe

the female psyche). It may be of value to look at in

ns
a 'social disease’ which affects the weaker constitution



both in relation to the individual, and to ouractivities,
interaction s roups.

between

the episodes of

of the can be seen to no it...'unconscious '

...precisely the idea of another locality,fj

another space, another scene, the between

fantasy stages its
how does psychoanalysis try to conceive of the position

of the unconscious ? It has been explained as a concept

The unconscious is not seen purely a; a simple
division from consciousness. It is not considered s being
in any way ’first’; it does not constitute the subject.

" The operation that constitutes the subject
is that of the order of the symbolic, language

'between them their active break'...the uncon-

7
.1

!

’forged on the trace of •.-.hat operates to constitute the 
3subject1.

.1;

perception and consciousness, that space in which 
2 

’mise-en-scene' of desire."

It may be considered the areas of 'transaction
private history and public history’which 

±
remain 'mysterious*. It is to this mysterious area of trans
action that psychoanalysis tries to gain access. The theory

syr. bolic, the locus of its operation, is the
as 'cause of the subject'; and the place of the

place of the other..lence their are two domains; 
the subject and the Other, with the unconscious

way fantasy might function in the processes of our mental



causes I
udes

of all our perceptions, beliefs and actions.the centre
'commonof psychoanalysis is not the reality ofThe object

is more what Ireud termed 'psychical reality'.sense', it
Contrary to psychologist, psychoanalysis recognises no
state of
which the external world may be seen for, and known as,

simply 'what it is'.

11 1’xere is no possible'end to ideologies.' Uncon

scious wishes,

both in its relation to gender and in its
understanding of fiction as fantasies; as the explorations
and productions of desires which may be in excess of the

■I

socially possible or exceptable.

/ithin Trend's theory, fantasy is seen to operate at
three diferent registers; at unconscious, subliminal and
conscious levels, it each level fantasy may be considered

iJ

psychoanalysis at least 'takes the question of leasure 
7

seriously’,

total unambiguous or self-possessed lucidity in

b 'to' that reality.

as immutable a force in our lives as any material 
6

circumstance. ■'

and the fantasies they engender, are

4 
-scious is the discourse of rue Other."

Psychoanalysis is not considered to uncover objective 
in' reality so much as it seeks to change our atuiu- 

fo this end psychoanalytic theory 
has been used to try and deconstruct the phenomenon of 
fantasy being 'opposed' to reality. Psychoanalysis attempts 
to reveal the supposedly marginal operations of fantasy at



the

fantasy not only
ability to thii
stitutes us as human subjects.

relate to the area of cinema ?

se.ting.: n fantasy the subject does not pursue the
object or its sign; he appears caught up himself in

participating is the scene, although in t e earl-as
iest forms of fantasy he cannot be asigned any fixed
place in it...as a result, the subject, although
always present in the fantasy, may be so in a de
subjectivized form, t.iat is to say, the very
syntax of the sequence in question."

:)

I; 1

11

!f. we accept that fantasy has a crucial place in mental 
life, and if we emphasise it as a process rather than a 
particular scenario or set of scenarios, then might it be 
possible to see in ■.’hat way fantasy in incorporated/implic
ated into the structures of our society, and how this might

tae sequence of images, he forms no representation 
of the desired object, but is himself represented

to express social content, but is at the s me time separate 
from it. In psychoanalytic theory, the infant's fantasy is 

rode through which sexuality/desire is constituted.
Equally,the ability to represent the missing activity or 
pleasure is the process through which subjectivity (social 
and. psychic identity) is formed. A psychoanalytic theory of 

takes pleasure seriously, but places the 
about pleasure at t e centre of what con-

" Pantasy is not the object of desire, but its



-hen looking at how the notion of 'fantasy' is integ-
in our society it is

ature
radio,

high/mnss cultural distinction is the assumptionin the
that the meaning of high art is derived from the artists
themselves- from their intentions, experience and genius;
mass culture meaning lies in its function- to make money,
reproduce the social order.(it is arguable that high culture

category created by specific
) hut can in fact, such distinct-

■'I

j?o st modernism is a term a

com:..on to them. all.
when all cultural forms draw on the same resources, raid and
make mock of each other's histories, are im licated in multi
media tie-ups (the op video, the book of the film of the

the image of the advertisement of rhe ima’ge,etc.)book,
consumption can be considered to have a significantlass

10

■

!■

that a sense of breakdown between cultural care-~ories is10
he are su osedly living in a time

that has been developed i,-,,.

h

j

ions be so clearly drawn ?

as those that are

variety of different contents, but it has been suggested

'mass' culture, between the

made between 'high' and 'low'
sociological accounts of capitalist societies assume a clear

is now a mass cultural ayth, a 
9 

state and market forces.

pop music,'trashy'novels etc on the other, fmbe. -.'c-d

rated with the notion of 'reality'
interesting to look at such divisions

culture, /irtually all genera.1.

distinction between 'high' and 
bourgeois world of fine arts, aced.-mic music, serious liter- 

etc. on the one hand, and the popular world of ?•',



In what war

nature of the role of fantasy in th® consumption ?

Cinema might be considered a crossover area between do
It has been said, withcalled hi h and : ass culture.

regard to cinema, that no art so blatantly offers sexual
•erformersor requires itssatisfaction to its audi-nces,

■public's communal fantasies.to fulfill so precisely the
Because of the physical advantages over the other arts for
involving the audience emotionally and sensority, cineur is

’iivate fantasy in a way that other artsaid to cater to
■forms seldom an; roach. The acessibility to a mass audience
creates a two-way traffic in myths and sensibilities which
h s resulted in the catering for/devsloping of certain areas

soon as it is subjected to analysis, it reveals
intercon acted imbrication ofto us a complex,

the functions of the imaginary, the real, and the
■which is also required in one foris. nbolic, or

ot.ier for ever./ nroceedure of social life, but

11

I

nematic manifestation is especially impress
ive since it is . layed out on a small surface. 12

II

whore ci

" -fhe a : -.arently simple act of seeing a film, as

role in the formation of collective i entity.
do we become involved in consuming and being consumer (con
sidered to confirm us most vididly as individuals) in tie

11 ) ? Jhat is thehigh/mass culture (the ’media society'

of fantasy (particularly sexual fantasy).



The

why a film cannot, in and of itself,

to constitute a
notion of a new sign articulated t.'.roujn t .e flays of
signification of the film and those which already artic-
ul te the subject.

u-erha s represents
certain crossover between commercial anda

on i.usici- ns have also been involved in art college etc.)(l.any
Hecent trends in advertising share many of the techniques

There has been a widesnrendused in film '.nd pop video work.
of animated film techniques in advertising/increase in tie u :e

video work. On what is this current fashion/
•postmodernist* sensibility betrend based ? how mig _t a

reflected in the use of techniques with a capacity for a
certain free-floating of reference ? The conflict between

the impulse towards naturalization of film on the one

hand and tie desire to retain their novelty effect on

confers a considerable value upon the animtedthe other,

as a

This encourages themotivation for stylization.

s forms
( see fig. 1-2associated

12

in practices which have multi., le significations.

reduce a reading

Questions of cinema and fantasy are very complex, 

person watching a fill, will always already be inscribed
This is

TV graph!c/po ;

ascumntion
that animation is for children, since it resser.bl

)

The area of pop music and video etc.
'art* interests.

which ’fixes' the subject. The viewing ca. be considered 
oint of dyne,mic intersection, the 'rod

film. Along wit’-i comedy, animated film narratives frequently 
draw u. on fantasy/mayic/traditional stories etc.



the

aspects. low much is the trivia.lizction of animated fill'.
a result of the trivialization of areas of fantasy in
general (with '..hich it is seen to be co . -ectcd) ? On what

how fantasy night be in licated in processes of film-work,
value to look at theories of in what ways

13

I

-ita children. Tae ultimate ideological result o 

c-o^ur. cion bnat a.nimated film (in particular cartoons) 

au xor children, is a trivialization of the medium. But

I

I

it may be of
film-work may emulate processes of thought.

t..e associations between animated film, fantasy,comedy, 
children -.nd play etc. night make it an area worth looking' 
at in terms of a re-e::amination/recuperation of those very

mi^.it uhese conr.ections be based ? In order to understand



?o..c
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-THEORY

art historians and critics are

of Preud's work and not just his more marginal
in order to explainwritings on art and artists.

t-.e way in which dream images are produced, Freud
introduced the concept of dream-work; it is pro

be useful in the field of artistic production.

dream-work and art-’ ork (in particular film and animation02

involving internal mental operations, while artistic labour
is a conscious mental process controlling the manipulation
of physical materials and implements. In terms of cinema
spectatorship and processes of dreaming, one principle diff
erence is that the dreame.- does not necessarily know s/he is
dreaming; tae film spectator knows that s/he is at the cinema.
owever the gap between the two states sometimes seems to

diminish.

The unconscious is also considered to be involved in

16

I

,|i.

to benefit from 1’reudi n psychoanalysis in any 
way taen they must confront the central chievements

i

unconscious operations of dream-work and the physical trans-
2

formations typical of artistic production.

4

processes of art-work production and consumption. John A. 

,/alker suggests the possibility of paralells between the

posed that a comparable concent- art-work- would 
1 

II

work) ? nream-work is usually considered an unconscious process

><hat, if any, might be the siminlariries between processes

"If artists,

In his theory



terms be useful when trying to gain an understanding of
how certain cinematic techniques work ?

In his theory on dreams, Freud suggests that ecconomy
of expression is typical of dreams. Condensation is an import
ant aspect of dreaming, it can also be considered an essential
part of many animation techniques, where objects tend to be

The guay frothers have said of
their puppet animation work...

Rather in the way a poster has to convey theH

whole impression of a film, working on a punnet

Freud
contrasts jokes -;ith dreams insofar as dreams are 'asocial’
mental products which disregard intelligibility; whereas

I

ecconomy of expression in jokes, tae keener the sense of
17

I

of drear interpretation, Freud sees dream-work as the 
labour of transposing/translating 'hidden' content(dream
thoughts) into the concrete imagery of the dream content, 
often distorting it in the process. Freud discusses this 
labour under such headings as condensation, displacement, 
means of representation, secondary revision etc. I«light these

1

used to ive a more acute sense of descriptive rather than
3 narrative interpretation.

i
I' 4 scale requires the same kind of immense shorthand."

According to Freudian theory, condensation also -.'lays an 
5 ' 

essential part in the creation/function of jokes.

understanding. The sharper the sens-.- of cohfcns-.tion or

jokes he considers the 'most social of all mental functions', 
as they only use distortion in the unconscious to the noint 
at which it can be set straight by the third person's



lcs.su.re

rt of Mich animation'..hie . is

that t e tjie socialtechniques ei. loyed can create. Joes

aspect o

?processes of joking than to those og dre .nin,

Lost anil.■".ted films are ver,; short (probably due to tie
amount of work and expense that t ey require). This results

roach to fill-work (one that is possibly
more related to the short story than the novel). This short
duration rakes condensation e.wential, and the work can
sometimes become intense. The e_fect of watching short

snatches of images nignt js considered dream-like in the

sense of impression t. at it leaves on the unconscious.

m most short film work there is no concession to character

or narrative.

film which functions ofi t _e sycho- nysical rather thana
.sycho-inter retative level.the

largely
hygeling ’s film pin,-oral ;yjf,reconscious.

13

com..unicating through methods of joke/humour

intensity and in its linking of the hysical 
6

with tue human."
■ ?

in a different a

inply that art-work/film-work might be more related to

often considered an integral

be attributed to the sense of extreme condensation

..e seen to derive iron t e®. The sense of rumour

.ction on the autonomic 

system seeks to create a nervous response which is

" An animistic world is nagan both in its

.any dreams only seen to deal in obscure or 
short narrative sequences J Luch animation (particularly 
abstract v/ork) nig.:t be described as an ii licit search for

hiny, hand animated,



accordix :

the possession od? common, attributes between two items are

represented in dreams by unification, lie suggests that the

dream-work of condensation often unites the figures of two

'collective
figure’. alker considers possible pictorial equivalents

of this to be found in mythological and religious hybrid

figures.

is the capacity for assembling and mixing together different
elements, possibly involving contradiction. In work such as

.orow.-.czyk,
the early animations by David Lynch etc.) there is a 'gleeful
reversing of the laws of creation' and a combining of

The meaning of any 'collective' fiure
will depend on the context within which it is proMuced/viewed.

i: 1

condensation in dreams,

human/animal and machine worlds in 'preposterous and male- 
3 

volent allience'.

tained in
notes can be beautiful even if not accompanied by or con- 

r7

singing.

One of the strongest aspec .s of animated film-work

One of the methods of

or more people into a single dream image; a

that of tae -ast-_uropean film-makers (Lenica,

to Trend, is when relation; cf similarity, consonance and

was seen as the filmic equivalent of discovering

was considered important because it showed that narrativity 
-‘Ghe speculative temporal process of film viewing- can take

Trend uses the analogy of tae multiple ex osure technicue 
of photography co explain ais theory of t.ie 'composite

Place without story content or mimetic subject matter. It
that musical



that in

cancel one another out and become indistinct.
in much advertising work the multiple exposure technique

techniques
imply links between disparate elements

ften the more disjunct the images the harderfor a viewer.
a connection between them is sought. This is deliberately
exploited by advertising which adopts a ’sur ealist’ style,
which is intended to flatter the viewer if s/he makes certain

or if s/he sees it in terms of ’art' referenceconnections,
and considers what sufficent ex fLaination.

reference or non-explaination of images is particularly

evident in much T/ graphic work, such as the logos for 1
. usic-Television (..TZ), he almost exclusive use of animation
for these logos testifies to the extent to which animation

to the
’youth' mass audience of the wop world.(see fig.3-8) There
seems to be in some respects a : erger of the the visual
(and avant-garde) rhetoric of art and advertising.

.ultural production has been driven back insideII

ook directly out of its real eyes at thelonger

20

of condensation. He suggests

is exploited in or .er to suggest links between uroducts, 
9 surrogate consumers and certain human values.

rigure ’, which is another means

of collage/montage can

one another

the mind, within the monadic subject; it can no

real world for tne .eferent but must, as in lato’s

a 'composite' fi ure certain features com: on to 
oot.i are emphasised, while those which fail to fit in with

is seen as 'the' current trend, as far as appealing

Phis use of 'art'



can allow for images/meanings to be transposed on top of
each other in rapid sucession. The rapid sucession of images
can become to some extent hypnotising or transfixing, ma :ing
it a useful cevice in terms of advertising. apid editing
is also used (as opposed to metamorphosis) as a device for ''
exploiting our capacity to take in, and ascribe some kind

a large amount of images in a very short amount

is used to the point where it almost becomes physically
exhausting for the eyes to keep watching for any length of

The multi-image capacity of animation techniques wouldtime.

our

Human perception is an active process; when vie~/ers are

21

i

I
•1I

image-saturated culture. Is the increasing complexity of 
society oeing reflected in the increasing complexity 

with which :.e find it being represented ?

of sense to,
11

of time. This uevice, particularly evident in pop videos,

meaning or signification (alternatively, the viewer may 

project two different meanings onto a single signifier).

The capacity of certain animation techniues for metamorphosis

cave, trace its mental images of the world on
10

xts confining walls."

varying degrees of synthesis. Then two figures 

in such a

..mages can be combined together in dif .erent ' ays and with 

re combined

ay that both are equal in ower an ambiguous 

figure is produced; that is one which is capable of a double

perhaps explain the increase in use of animation in our



of dots

them. There is oftc
elements in shapes that
designed as such.

nature of this playing might be considered the core of many

compositional method) with
their own autonomous meanings into a figure of greater
cor. lenity which has a meaning different from that of its
constituant parts, can be said to duplicate the tendency
of human perception to organise separate stimuli into patt-

wholes whose sum is greater than their parts (whateras,

festalt psychologists call 'grouping'). Advertising relies
on our ability to do this, for their juxtaposing of elements
to make any sense to us at all.

Freud suggests that one of the ways in which we make sense
of relationships between elements is through the processes

transformed into another.

before our eyes. ren-

22

indeterminate shapes or rows

.nisr.tion and me: ning onto

confronted by vague, 

etc. they tend to

can be represented in dream-work by one perso.n/thing being 

le maintains that causal relation

The organising of elements (as a

’project’ or.
n a compulsion to discover figurative 

may not have been consciously 
There can also be a tendency for people 

to imbue inanimate objects etc. with life/human qualities. 
(This is most apparent in the playing of children.) The

of transformation. .he suggests that causal relationships

animation techniques (and might explain to some extent the 
allocation of animation to the area of children's programmes).

is only taken seriously if the transformation actually occurs 
le also sug ests that 'causation is



is an integralSequence

part of all film ork. 1

because the transformations actually

; reud claimed that displacement facilitates representation.

In his dream theory, he discusses his ideas on d.eam-work

in terms of displacement. This he describes as happening

hen an abstract expression in the dream-thought is exchanged

..'alker suggests an equation

between this and the process by which the artist uses imagery

to express abstract ideas/thoughts etc. '■.11 representation

is re-representation;
and effects.

signs of bhenselves,

ith most animation, again because of taeby .fie viewer.
----- the work the

ai ngs. ' hisin con.
of engagement th..

23

12 -resented by temporal sequence’.

--- type

a production/construction of positions

It can be argued that this narrows 

the flexibility of meaning to some extent, but it can allow 

for complex transformation/illustration of causal relation

ships. Literal transformation/metamorphosis is often emrloy.il 

as a technique in animated film work; does this irmly that

:ecau e there is no attempt to simulate reality

often making the trans -osing (displacing) 

of ileas/meaninys onto t e objects more literal or ex-- ger-ted. 

This meaning is not there 'in- the work, but is constructed

in a.-inated film, objects or characters become . ore obvious

lack of simulated reality, to mak<

to take . more consciously active role 

■-igat uniouat for

for a pictorial/concrete one.

necessitates some form of displacement. .-.11 representation

causal connections might be asserted in a nersuasive manner 13 
'occur before our eyes'?

emrloy.il


some of tha

Displacement also facilitates condensation. Dreams are
thought uo frequently combine into
scattered from throughout the dream-thoughts.
the similarity between this and the combining pictorially
in art-'.;ork of elements that historically or logically
world never
contributes to condensation.

noth dreams and pictures representH

he suggests that there is a discrepancyin freud’s theories,

between the outstanding features of dream-content and those

•This he considers to bs the result of the

influence of tae mental agencies of censorship and repression.

rhe result is the representation of 'forbidden' material in

disguised or indirect form In the process ofo

. reud arynes thatformation, .lere occurs a transfer
's ychical intensities'; minor or

trivial details of a dream can become important because
significant drsam-thougnts may have been di,; laced onto them.

24
I

I

■

h

of dream-thought.

'logical
14 

connection by simultaniety in time’."

ar^an
a distorted,

a single scene nateria.l
,,’alker suggests

ence or displacement of

appear together at one time. This juxtaposing

k_.iis potenti.,1 foi’ engagement itself perhaps accounts ror 

appropriation of these techniques by advertisers.;1

..'alher suggests that in some instances displacement operates 

in art-work at an unconscious level, and other times at a 

conscious one, where an artist might deliberately place



disguised representation.

used as a means of expressing social/folitical critisism.

an tae animated world be in any way seen in terms of

_n . reud's interpretation of Lre?r-s, he talks about dreams

in relation to distortion. Pictorial representations are

there be between these two kinds of distortion ? Every

s one

ox i

how .e

between cognition and perception can occ ,r. Confidence in

’normality't. e

anxiety

25

multiple meanings ; -id are therefore 

su .ests that when artists em.loy symbols it is in order to 

make their meaning clear. Allegory, for example, is sometimes

judgement that a picture is distorted implies that 

instated nori has been violated. In everyday experience there

can often seen to be discrepancy between our knowledge

-chink things are, and how they appear to be. Conflicts

important elements in the marginal areas of his/her work.

-reud maintained that drea,ms make use of symbolism for

of tue world is maintained by disregardin'- 

information which -.hows discrepancy, .alker suggests a

he notes that although tae presence 

of symbols in dreams can supposedly facilitate their inter

pretation, it becomes difficult because symbols can have

often ambiguous. Calker

often judged to be distorted. ..hat corelation, if any, might

alle ;o:.y to the 'real' world ? Is it possible for indirect 
15 

methods of critisism to sometimes evade censorship ?

similarity between the function of censorship operating in 

regard to information (particularly optical), and that 

operating in regard to dream-work; the prevention of



notion techniques C.hether in drawing
ive rise to different

senses of movement/perspective/ttmosphere etc,
sense of real/unreal. Do senses of unreality in animated
film bear any relation to senses of unreality in dreams ?

jjcause animation stands in a secondary relation to the
sorid,

..rtists have a choice; trey can either makein the viewer.
attempts to harmonize their representations with the norms

the anxiety-generating discrepancies

fhe essential structural situation of film-makersft

little to do with their ability to capturea as
moments on film; they are makers of experience

can be
a

26

visual imagery; in particular, part 

of the language of animated film.

it can often display discrepancies between cognition 

and perception, and can produce distress, anxiety or laughter

advertising often makes use of distortion to shock/amnuse 

there a sens ; in which distortion

or p nnet/object

a different

part of the language of

for expressive or rhetorical purposes. Distortion becomes

used to try and proauce/regresent states of rind,

operative within choir culture (naturalism), or they can

animation), by their very nature,

deliberate!; enxloit

16 
more than recorders of them."

its audience. -S

or 'other forms of distressing effect'. ..here does animated 

film sward xn relation to representing the 'normality' of 

tne world ? Is tae basic premi.se of all animated work that 

the world be represented in an 'ab-normal' fashion ? htop-

premi.se


il ftcn r/e across images that, had wecome
invented Lien would be called surreal, but
t..ey are part of

and draw our attention to details
t.iat night otherwise

In his writing on dreams, ireud proposed that the dream
is the fulfillr.ent of a wish. ’psychicalsays that often the_.e
r.echanisms of censorship’ prevent the ish from expressing

of
conf ens a tion,
therefore function as a

i

fantasy/wish can be read into

symptoms from which, to work back to/through the film-maker's
particular neorosis/obses ions etc ? Jo obscure imageso „n

method of expressing repressed wishes, as an
attempt io facilitate or to resist a 'wish' ? talking about

11obscurity in relation to their films,

Sometimes re have to counter charges t utu our
work is obscure, particularly in

27

ngland.(This is 
probably partly because it is ins ired by European

the ordinary everyday, they 
heighten the whole idea of pathological symbolism

or thou its
17

go unnoticed."

the -;uay Jrothefs speak 
about obscurity as being in reap ct to expectation.

function is a

.owever, many’mask' for he wish.

itself except in a distorted form. Distortion, by means

is what they are. elements of

displacement, interuption and obscurity would

(if such angencies exist) and essert their wishes, if wishes

most art-.vork/fil:.- ork. ..re fairs to be read in terms of

’.psychological reality’ ?

dreams seer, to manage to evade the 'agencies of censorship'



literature and cinema).

just as in art the dominant rode is
'ortrr.it painting. .People look at English cinema
t. way they look at .English paintings; for r.oral

j ud.gem.ents, wnich v;e don't feel qualified to make.

Freud also talks about th concept of secondary revision'.
He considers this a process that occurs during dream-work
and also during waking hours ■.'.■lien a dream is being remembered.

is a kind of editing; it censors,suggests,

unifies rationalizes and seeks to make the content of dreams

intelligible. './r.lker suggests a parallel betvee.■ this process

and the final stages i.. which an art-work is completed. A

certain revision night take place, where disparate elements

are synthesize:., unified or changed etc.

kind of intervention that secondary revision makes inxh$

according to Pr^ud, would be the reflexive remark-dreams,
’this is only a dream’. Devices are sometimes in

t ie device

23

13
11

Perhaps the English find 

the absense of rhe familiar unsettling in our 
films.

era loyed 

art-work where t.ie artificial, constructed or conventional 

nature of the work is foregrounded (in film, for example, 

which tells the viewer ’this is

English film is usually about identification 

of charact r,

only a film'etc.).
In most animated film, uhe techniques create a strong sense 
of artificiality. Animation deals in making the impossible 
possible, and is therefore a constant site of contradiction'

This operation, he

ortrr.it


Philip

Bbrick writes;

"The omnipresent voice of the teller of dark
tales is paralleled, in animation by the
present hand of the artist/manip.iator. The luay
frothers make full use of the characteristic
jerky action of marionattes to emphasise their

This stylization also suggestsmanipulations.
the function and power of the mask; to invest
the nearer with a role which can be repeated as
an endless ritual.
potential for many forms of animation.

Is trie work of condensation/displacement/distortion etc. more

apparent in animated film ? Jhat kind of response is evoked

by the fact of a heightened and acknowledged ’artificiality1 ?

where we use doll formsThe street of Crocodiles,II

and comparitively realijtic faces, attempts to

blur the distinction between what might be called

artificiality and artificaial reality. Our aim is

to create a state of suspension where the effect,

29

if it works for an audience, is not unlike
20 

dreaming, albeit dreaming uneasily."

The marvellous is full of 
• 19

the work of the guay Brothers,in his article on

Considering Freud's writings/theories on the nature of dream
work, and Jalker’s appropriation of Freud's ideas in relation 
to the production of art-work, is it possible to sug est 
a relation between states of dream and sta.es of film-work?



p-iat t :en would be b .e nature of interaction between vhe

'dreaming' of t..e film-maker .....d t
'breakdown' offill- spectator as the most fundir.e. it al

technique)the medium of film (frame by frame sto —motion
of animation becan an understar-ding of the processes

considered relevant to an understanding of the medium of

film itself

in ct .er

can thought processes be used/considered in a.
!

50

otentie.ll ; disruptive man .er ;

of film,

processes of thought. If implicated in the work

e 'dreaming' of t .e

, and what recourse, if any, it night hove
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, "licked U nieces", Loathly Pilr. Bulletin, 
.164.

Ibid, p.165.

Ji d svik, Cineliteracy; Pilm amootn-y the Ari,s,

Jhe film—; aker/animator, Jan Bvankmajer is em lo./ed by 
the official studios in Czechoslovakia (where surrealist 
&as been said to have taken on a subversive role in recent 
years) where it is through the ’black holes’ mpeded up 
by the state system, with its complex disorder of censor
snip, its inefficiency and bureaucracy, that he films have 
been able to emerge.
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AhTI-LOGIC

II

I

imagination as the one rental activity that retains a high

the establishment of the rea.ll rincile causes a division

t e rind; the ego becomes guided by only part of its mentalor

becomes unpleasant ■ut useful and correct.

leasa it but becomes useless,. hantasy remains
?ls y, daydree mi ng. accent

36 I'

! |

ten than not, heavily sexualized 

and unfunny. This tendency (which runs through nearly all

" Reality -roceeds according to the laws of reason,
1

no longer cor.: itted to the Iream language."

areas of patriarc ral culture) needs to be examined. The
areas cf reason a,.d logic which perpetyate the status quo

the limitations imposed by the reality principle, in its 
refus .1 to forget what cu be, lie? the critical function

2
of fantasy.

degree of freedom from the reality principle even in the

sphere of the developed consciousness. I’arcuse sug jests that

tae scenario becomes, more of

_'he areas of Iream/unconscious etc. have been seen in terras

Tae at-e: t to deconstruct and reconstruct meaning has 

oecome n im ort t aspect of all feminist practices. 

Interestingly, when t. e world ’animates* against a woman

principle*. According to harcuse, Freud singled out fihantasy/

energy; reason

of denial of /resistance to the confines of the ’reality

need to be juestioned.

untrue, : ere
Ze claimed that in its refusal to



a
t.ie It is within

itself, is the

osition of fantasy to the reality ■.rinci le more involvedo

in sub-real or surreal such as dreaming, day-rocesses,

dreaming 'stream of consciousness' ? she senselay, uae

.at film could do things impossible in other media underlay

much early film art. jome film-makers have sought to develop

rather than a tool for the expression of literary lace,

.lie main problem in asking about meaning in thisideas.
context is that most of our conceptions of meaning, and the
critical language with which we define it, is derived from
literary habits.

tea linked to
here is no sim le separationinovc.tion in technique.

between aesthetics and technique, hot only is animation

but its

57

Ij

legation of the reality grind-lo?

negation that feminism needs to find/open up spaces irom 
which to operate.

this

-dorno claimed that art survives only where

Ii I

it cancels 
5 where it becomes surrealistic and atonal.

eaui ;;i.ent at a

areas o_ imagination/ hantasy are to be realized in

its nature a slow and laborious rocess, 

.rofessional level is extremely costly;

lmost all film-makers fho have chosen to work through

areas of -r

the medium as an area, in which ' filn-thoug .t' can take

,.ith animation work, inovation i.. form is o

t-work, can art-work then become involved in



nhrough tiie use of specifically cinematic techniques,
animate;’. film can be considered to nave the capacit; to
’make strange*. Is there a value to be seen in the ability

certain animation work to represent as lossible theor

In
can certain . .nimated film work be seen in terms of an
atter;.-t to negate the representation of 'reality' as being
concerned with the domination of logic and reason ? m its

can anti-logic open symbolically a
otentially something else ?

" Often misunderstanding is essential to

t/.e gras; ing of an old one, is -robably an
erce -five and

>3

J

essential 'art of both
4 

creative thoug.it, "

resistance to logic,

space in ;hich there can be

animation ao.ve been forced to improvise and therefore 

of Jen i ;novate ne : techniques.

real understanding. Misunderstanding, that

the foregrounding of psychological 'states of mind'

is, tie creating of a new meaning rather than

i2._.os .ible, to repress t t e il ogicc.l, to defy logic ?

thoug.it


FoognoT,,;

p
157.Ibid,

4
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..erbert larcu.se, "ros and Civilization, ■•>. 151.

.‘.dosao. as referred to by j.arcuse, .i-os ano. Civilization, 
.17/.

Charles hidsvik, Cineliteraoy: Film AKonrr the ,rts,u.37.

larcu.se


!! Our aim is to create a state of suspension
where the effect, if it works for an audience,

is not unlike dreaming,

somewhat discredit caretaker enters an equally discredit

design) lets his saliva fall

into a kinetoscope machine. Inside the machine mechanisms

begin to turn over, wires run around pulleys, and flans

en. The et figure of a man is conjured intoPU

motion. f:ie wires from which he hangs are severed, and he
begins an exploration of the ’street of crocodiles'; a suite
of derelict rooms in which screws turn of their own volation

roach, and ice cubes melt backwards. he observesat his a

_e eventually finds himself disected,is also observing.

cesses of a dubious tailoring establishment.

Crocodiles. is based

(1232-1242), •azis in
film it almost entirely resists

■!

40

I

J

Jhi film,

1 
albeit dr'aming uneasily."

on the writings 

and drawings of t e almost forgotten Polish artist, Brunoschulz 

w.iose death care at the hands of the

robotic figures in a

analysis at a narrative level, it may be considered a measure 

of the deliberate inconclusiveness t :at tie live action at 

the begin.-ing is overlaid with a caption- ' Prelude; the

and hatches o

strange worksho., and also a boy, who

remodelled (..is head stuffed with cotton wool) and reclothed

museum, and (by accident or

i'll hluh ills ■Un

■ -e .truut o

the ..-rohobycz ghetto, .s a



it would ii ly. The closing quotation is
'olish (and written

ut the film’s sense of
incompleteness into werspective. ( Bee fig. 9 ) From this
quotatio it would seem than Brunoschulz was aiming at a

satire on civic bureaucracy. In the film the Brot ers Quay

seem to concentrate 0.1 images of im otence, paronoia and

of red meat (see fig. 14), a dolls head being stuffed with

an ice cube melting backwards (see fig.16 ),cotton wool,
a dandelion being blown backwards etc. might be considered

or a resistance to logic similarto create a sense of unea.se,
to the sense of dreaming. The Brothers Quay have been con
sidered as being to some extent involved in surrealist and

Crocodiles
carries with him a striped box (a reference to the striped
box in Un chien .■nndr.lou ?) which contains not a striped collar

has equally disturbing effects when removed to the base of

to core from. tie 1920’s

because

41

J

stolen in his native
-21 -iiglish), and it helps to

wooden oeso hagv.s ', which is not followed by any further 
chapter captions,as 
from Brunoschulz,

jgxnresslonist traditions. The character in Street o

the Brothers Quay, t. e

or a severer hand, but an equally phallic giant screw, which

j.iz refer'.ncos

a tailor’s duiiy. The film’s terms of reference

despair. Images such as screws unscrewing themselves out of
everything, a watchface falling apart to reveal an inside

seer mostly
and 1930’s. In much of tie work by 

^u>.tc. ox o ®cts/inagC's/referenQAg 
mi r.t be considered dreamlike; in t e way that dreams can 

■rom as far back as childhood with references
to a thought from the previous day etc.

unea.se


I

cinema deals literally

!bo function.

in the fact that cinema consists of'images', the

pho uographed space. Everything is recorded (as

having been something else before) arid this is

.uay, ight

.ecause of their capacity
concre :e abstractions or metaphors endowed very literallya or

their animations can be said to come close towith life,

’one

sense of paronoid vision whichj.ong

an endless, impenetrable bureaucracy can besees

e found materials and puppetry of therendered-;ell
animation; a world of arbitrary bits andnro tiers.uay

wherepieces
the

42

J

i
the use of >u nets can create 

4 
alienation e_fect’.

'the tawdry, the pathetic, the strange and 
intimidating'

life as

a memory trace which is immediately so, withou,

is the 'topsy-turvey' business of making inanimate objects 

into animate, and animate into inanimate. ThB_/trcct of

hich mem >ry i

still true if •..’hat is recorded is not a story

perceptions offered to the eye are inscribed in a.

"The difference between theatre and cinema lies

in the ’.-.race* <an object, it

freely intermingle. In animation there

_-up?et animation, such as thc-.t by the frothers
be said to be qualified to give meaning to the vener: lized 

3 concept cf the 'kafkaesque'.

and does not aim for the fictional illusion 
2

iro .or."

the ’kafka’ method.



Crocodiles has been likened in feeling
human thoujht,

st luronean tradition withthe I
which the

In
the Terror of

of Crocodiles, and what he calls 'thought stories’, which

become ?. kind of thinking in images; imaginative reasonings
in which an image is represented not in the usual way, but

./hen looking at the relation of
•Zygotsky maintains that im.er speech

enters the arguement in terms of kind of monitoring of

narrative is that t..e form doesn’t lend
itself readily to character a-.f dialogue
in trie usual
cio ,er to ai..ice and music which are our
big^est sources

begin to shape itself towards. The aporoach

43

I

reason and order has institutionalized its

thought and langurge,

6
to hie Trial , where

its own laws which narrative could never

" One reason why our work docin’t deal in

The obscure by-ways o

of inspiration, usic has

sense. -u...et animation is much

have virtually ceased to be narratives at all, and have

■.rt. .• artin ireenburg distinguishes between

own life away.

of his work, and which would relate to work such as street

thoug.it as 'the living process of the birth of thought in 8
the word/image' .

at it were 'excogitated'.

Kafka’s ’dream-narratives', which represent the major part

brothers luay align themselv, s has been called 
7 

’post Kafka surrealism with Victorian lothic spasms'

thoug.it


to th- obscurity of up motive youmotive.
the relationcan earry off in music and dance,

the range of musicshi. of movement to music,
our work far morero 'el

powerfully the direction

'masters of bricollage'
both in their use of found objects and material for making

programme on Channel Four which was to be

gut together a series of animated sequences showing a ut et

gvankuajer's work; and to the transformation and bizarre
.ossible through use of the specificallycombinations made

cinematic t .chniques of animation, in which they themselves

In the first, ’ins for Loose G-eogranhies . various objects

Inoint fragile as Svankmajer's home and establish its

L.Toh and h,,th Centuries ;i: .'..■It- neousi .an unex -ected
the et,u

44

hvankmajer t work. The scenes refer variously to the import-11 
ance of objects/the'radical and subversive role of humour’in

take wart.

in dance, all these
tnan conventional cinema. In Street of Croc.o-

devoted to the work of Czechoslovakian animator, Jan Svank- 
10

majfer , the Brothers guay (together with Leith Griffith)

uheir 'pu gets', and also in their selection of subject master
and style. For a

relati .nshi with naris. Hext, in The Atelier of dvankmajer-

The Brothers Quay have been .escribed as

xUitar, 
dvanknajer, whose head is literally stuffed with 

books and whose arms are graphic instruments, receive- a 
visitor, a young boy, whoso head he literally empties of

files the music shaded
9we took."



aboutSvankmajer rum; ages

bizarre life of their own.a
the child reveals a whole series of_n

drawers within drawers, '.s the search continues, the walls
move in. Eventually the 'object' is found in an inner recess.
In The Migration of Forms. ovankmajer takes scraps of paper

Playroom: a Tactile Experiment, objects continue1 ete.phvsical
to defy the la..s of gravity and the child conceals a large
spider in a box, asking
the object bj touching it. In Tarentella : The Child Receives

Second, the boy learns how and why objects
can behave in such strange ways. Finally in ;or a ~ew Pawn,
the boy leaves Ivankmajer's studio, but not before the hole
in his head has been filled with a new eye and a book.

The use

The aniuator/artist is
the work; ':.ie practicioner of an exiles cinema'

especially
pathos of aspirations to theappro riate for the

of art. The overall sense of the work

Going

45

of their method of working; the narrative is often fragmentary 
and repetitive; the mood one of frustration and compulsion.

rubbish. In rursuit of the Object
in a room which is completely lined with drawers, all full 
of objects which seem to have

Svankmajer to guess the nature of

inevitable a

from one drawer and they reappear as birds from another. In

of texture and visual rhythms is an important nart

sense of a dream, where

The -underkami.er,

- Lesson j.n of

mechanization 
c&n be like the overall 

you are not quite sure what is 
on but you know tnat something is wrong.

'foreign element' in
12

, taking
franksnsteinian shortcuts between life and non-life, between 
the familiar and t e strange, ..-up; etry is perhaps



11 At worst we think of ourselves as merely
rummaging for lost or obscure footnotes
in half-forgotten alleys of music and liter
ature. Cur work involves a lot of scavenging.
Cur work is systematic only in its randomness
and much of the result is c’.ance. In a curious
ray, this haphazard process of discovery-

46

which with luck can lead to strange unearthings- 
13is one of the few sanctions left."
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jaj 3v.vn-'? .j;:r

Along with Jan Lenica and Jaleriah Borowczyk, Lhe Czech
Jan Svankmajer is considered one

Like his Polish

it also is said to carry more contemporary-unreal is is.
resonances of the Theatre of the Absurd. In Svankmajer’s
case the link with surre lism is particularly strong, and

reduced some of the
most savage and disturbing work of any contemporary filr-

w i 11 y,disturbing

black, and his use of editing is sharp. For .Westerners,
the films don’t fit readily into any tradition, genre or
film category.

11 To describe him simply as an animator would
be misleading. His use of pup ets and trick
photography signals roots and references and

trick
ease
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of the key animators to 
have emerged in East Europe since the war. 
contemporaries, his work owes a good deal to Dad". and

his work has been considered 'set within a psychoanalytic 
framework.’ It is said that e has

an aesthetic which, at first, are deeply per
plexing. "

in its transformation and juxtapositions
Lis use of humour isof objects, : -rials and b

maker in his field. The imagery is described as violent,

gvankmajer’s obsessions include effigies, disem.bowhlments 
and bodily ruptures, canibalism, disgorgements, surrealist 
lists and a macabre wit. He is distinguished by his 
photography with objects, particularly dolls, and the



p rforming

described as a denial of dialogue,
ordered chaos of artefacts and natural objects, his connections
ith surrealism seem more important to him than any with

the cinema.
II

Dimensions of 'ji-logue, consists of 'chapters of dialogue'.
In Eternal Dialogue.
of cutlery, Grocery, kitchen utensils, devours another made
of fruit and vegetables. The t..o merge and reform, vomitihg
forth pieces which regroup into a similarly shaped figure.
Grocery and dutlery are then swallo ed by a body consisting

graphic intruments etc. with theof stationary, paints,
result as before. This process continues, componentssame

being steadily reduced to sludge and each result looking
more human; until finally a perfect human head emerges and
vomits forth its likeness, this process continuing until
the action fades.

and t.ien merge.

up
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penknife/ an aj.-le falls, .and immediately disintegrates

into a ma^got-riduen pulp...) The whole of his eork has been

fi ;ure touch, mingle
..hen they reform h tittle piece of matter

to inages of uncally violence (blood seeps from a

a vaguely human-shaped figure consisting

a retreat into the

In Passionate Dialogue, a male ■ nd female

is left over. It tries unsucesofully to rejoin, but ends

with v.’hic . he r.oves from the innocence of objects in animation

She work induces a kind of critical and 
4cultural trauma..."



soon tearing
each other to pieces in exasperation.

hkaaustinn Bialooue ,
table drawer and forms itself into two heads, from the mouth
of one from the otner a tube of tooth-emerges a toothbrush,

pencil/and. so an through bread/butter, shoe/lace,paste,
sharpener etc. The combinations start to become mismatched;
butter spread on shoes/ sharpeners attei■•'ting to sharpen
each ot.ier etc. until the clashing of items becomes grot
esque and frenzied and the two heads crack and dissolve
in exhaustion.

in Svankmajer's work there is what right be considered an

'exploration of animated objects’. A. sense of ’brutal realism'

prevents his fantasies from colla>sing into

conventional surrealist imagery. The ' )lot' might be said
to relate/ or be constructed around the free flow of dream

•uoperty which he then

might be cor. licit in methods of orbing ouch as animation.
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If Jvankmajer*s work can be seen to com: ent on the nature 
of human relationships,

hysical properties;
Svankmajer has said that he does not rare the objects he uses, 
but selects them for some natural

their texture, malleability,objects,

a lump of matter emerges from a

'whimsical' or

being thrown between the two figures who are

and association.his work is also rooted in the 'realit, ' of

developes. The concept of 'raping objects' is an interesting 
one, especially with regard to underlying attitudes that

can it also be a co;rent on the



Can the

such as ovankmajer's might he seen as attempting toork
map the way :.:c create felt concepts in life.

But can the film-maker provide an experience simply hy
’replacing’ real life with images of real life ? Jombrich
argues that artistic images do not replace experiental ones;
rather they become them.Just as in child's play a few blocks

elements in art 'become' life-like.becomes a train,
piece of wood can become a horse; the wood does not ressemble
a horse; it becomes a horse's essential features, the most
essential of which is rideability.

layi.ate,
tae made image can sometimes work better than the ori ;onal
could.

i»

is a Medusa's head t at can be looked at only

seen

animation

psychology of the orality of aggression ad ..ove ? 
aspects of fantasy/imagination in such work be of interest 
in ;.erns of areas of psychoanalysis ? Much animation work 
is more involved in description than in narration as such.

6 
through mirrors provided by expressive images."

'A real horse would be 
5especially in the kitchen' . In art too

of memories'as ~ ankmaj r has described it) Svankmajer (himself

uses his objects as a language. In his work there can

Drawing on the experiences of childhood (that 'mobile swamn

;i'ne history of art indicates that :eal life

a oor

described as 'a conjuror in the imaginary theatre of childhood’)

be
a struggle against t .e 'decay of imagination in the 

ordered logic of adult existence', Ahe methods of



the methods of playing itself.night be considered to echo
is much debate over the exact reasons for play, butThere

it is considered that unless anxiety is
play is inhibited, the wishes and conflicts of each devel-

may be expressed openly in play, jn most kinds of playful
activity, it is knowledge of, rather than belief in,
conventions that counts.

Because attitudes to conventions ore unfixed
and open to variation, conventions themselves
have no fixed meanings, and the playing out of

How might this relate to the sense of ultimate control/
ultimate possibility nature of the animated film ? Because

even objects can become animated, andt,.e image is dynamic,
often seem animistically, mythically alive. This has
importance in two ways; first it is a different state than
ordinary life provides (tne camera world separates the

of normal perception); secondlyscreen image from tne world
it turns the objects of tae

/hen a child turns aelements.
'Jo

much of play involves ersonification or animation of

to playfulness.
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piece of wood into a horse, 
part of the pleasure comes from this act of animation.

formulaic anticipations can satisfy in an indef- 
• 8

inite number of ways."

opr.ental stage '.'ill be reflected in the child’s play, 
directly or by substitute symbolic activities. ’.Iso. feelings

so great that all

objects that one mi 'it suspect that animation is integral 
The act of sc inp things 'come alive' is 

>art of the pleasure in perceptual behaviour, hovina

sere n world into 'animistic'



a totally alive'world.
" Hie artist celebrates man's ability to

It is not our weakness but our resilience and strength
here is always a heroicthat playfulness celebrates.

element in playfulness.

A doll wakes and careers around the now em ty room in its
sailor suit dances to and fro, until branches sproutpram.a

obscuring the suit and photographicfrom walls and furniture,
portrait on the wall.-he branches blossom, rosy a les drop

burst open, their insides maggot-ridden. The suit mountsand
a rocking horse, which prances into the wardrobe. A wall of
children's building blocks fills tne screen and arranges
itself into scenes; a landscape then a naze, through which
a line wanders to a dead end. n black cat scatters the
blocks. . stream of snail dolls tsars its way out of a
larger straw doll; they are then redressed, dismembered and
ground up by the mechanisms of a doll's houde and a coffee

The bits are cooked before a tea-partywinder. largero
dolls, innocently eating the fried and boiled parts. .Iquads
of soldiers,on horse and foot, march out of the sleeve of

?eveal
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an empty suit. porcelain baby materializes in a cradle and 
flattens the soldiers. A hat slides from the table to

survive al.-, the complexity and uncertainty
of living in a sensory world into the materials 

9for a play universe."

pictures provide more than moving pictures; t ey provide



Then it finallypirouettes around, the., table to lively music.
falls the blade snaps shut and blood oozes from the figure.

bo ts and horses. The photgraphicbecome paper planes,
man sticks out a real tongue, and begins toportrait of a

last time the blocks and maze ajpear, the wandering line
sucessfully .raverses the maze and sanders up the -..’all to

_he wardrobe opens; the cat struggles,deface the portrait.

an adult's black suit hangs on the rail..-.bove it,

L.uch animated film has the cold articulation of malignancy
com: only associated with the horrific fantasiesand evil,

of children's stories and games. This 'previous existence'
'once upon a time' of an essential childhood

can be considered one of the (largely unconscious ) aspects
..'hat distinguishes fiction film is notof all fiction work.

the absense of any specific work of the signifier, but its
presense in the 'mode of denegetion’. It may be considered
th- t this type of presense is one of the strongest there is.

cf artifice imposed on their materials. The heart of the
film image is not in its documentary quality but rather in
its suggestfulness.

trapped in a bird-cage, and the child's suit lies crum led.
10

The pages of a schoolbook escape from their satchel and

e.fect, this

a small carved figure in bone on the top of a penknife, which

although films are photographic at base, they are products

exude dominoes backed with. pictires of a girl's head. A 
squadron of paper planes flies out into a courtyard, or t.ie



Picture, that is with

in seeing the world that way.
-ictures do not smile back at us -..hen we smile;It

sense that the work res-onds to our responses.
The act of looking must itself provide enough

Looking is an active enterprize, something that fully engages
the more the mind works on an image (literallythe mind;

playing with it) the more it comes alive. Animated film
could be seen as t .e physical manifestation of such a process.

" iaere is a second, o~ osing element to mimicry
and mimesis; celebration. The business of dealing
with the world of cultural relativism, role-playing

Children learning to talk seem to enjoy playing with language
patterns, until they understand that language is consequential.
from then on it becomes traumatic. It has be n supgested that
the film-viewer can
the act of learning is all

uer
so
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challenge (if only the challenge of seeing reality 11

'learn1 cultural languages inconsequentially; 
leasure, a playful encounter

in the image),"

Our habit of seeing the -world as a 
built-in grids tnat provide meaning, functions only as long

with t e nev. -his is not strictly considered escapism; rat’ 
it is a return to a naive state, when the world was not

'deceits' and nercention is a remarkable thing in 
12 itself."

as our intentionality is active- as long as there is purpose

in art there is no positive re-enforcement, no



choice, not being constrained by other peopleFreedom
or by circumstances is considered
must therefore be r constructive and essential part of our

perhaps learn of new possibilities. ,?his is important in
relation to finding new methods of articulating and changing

which they are not, by definition, excluded.
All artistic discoveries are discoveriesI!

not of likenesses, but of equivalences, which
reality in terms of an imageenable us to see

and an image in terms of reality; and this
equivalence never rests on the likeness of

GO

elements so much as on the identity of responses
14

to certain relationships."

13 
dangerous and learning was an enjoyable thing.

a hallmark of play. Play
of

our situations, especially, for exam le in the co.se of

learning process, 1’hrough the principles of lay we can

women, attempting to construct some kind of language from
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DAVID LHCH

" The cinema constitutes a conscious hall-

and consciousness that the
It is time cineastes sawlike to see realized.

what they may gain in opening up their art to
the unexplored region of the dream...they
should lose no time in imbuing their product
ions with the essential characteristics of the
dream- the visual,

David Lynch came to film through animation. In Eraserhead
there is a mixing of both animation techniques and ’real-time'

he film has been described as being about ailm work.

lonely obsessive in a hellish industrial slum who finds
himself stuck as the single parent of a grotesque baby, having

shots of the film show henry's head its side risin~ and
and sunerimr-osed on ton of image(fig.17)an

of what might be a rlanet. ■e are shown a mysterious character

throwing switches and. some kind of foetus is ejected (also

'■'a-7 home.
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i

sur realis s would

into a puJ.no,

nig- tmares about worms and umbilical cords and fantasies of 
2

a fat-cheeked woman in the radiator.

a’-«d falls vhrouy

falling on the screen,

an industrial jungle of factories and wasteland. The opening

1 
the illogical, the pervasive."

ucinaticn, and utilizes the fusion of dream

sky

The character Henry lives in a squalid a. nartment block amid



neighbour tells him he has he invited to dinner with his

chick ns contin te
even after roasting, a. nd which is interunted by unexplained
fits Henry is told that he has

try moves in witharc.-7. ba. ■:

enry.The grotesque animated baby cries incessantly, karj

about the strange spectacle of a woman dancing

with deformed cheeks, in the radiator. Hext to the bed

a strange organic growth appears to be spreading. . .enry
becomes distracted by the attentions of the woman across
the hall who is portrayed as some kind of fiendish sexual

in whom Henry becomes interested, Eventually, in

by a baby growin^ inside him. His head falls t rough space
and is picked up in a street and taken to workshop,
where it is processed into pensil erasers. Back in his

Henry cuts away the bandages from tne screaming babj(fig.22 )room,
and then horrified, he stabs it. The baby's neck extends,
the head threatening Henry. Suddenly Henry seems to be
consumed by an enormous round object that might be a lanet
(similar to t .e opening of the film). He is united with
tne woman from his radiator fantasy in a blinding white
light.

uzzle of whether Henry has been dreamedIt is within the

64

J

After dinner, a bizarre
and snout blood (fig.13)to kick

rlfriend at

of vomiting by the mother,

her parents' place.

figure, 

what appears to be his own fantasy, Henry is decapitated (fig.20)

enly taken chronically ill. Tending it, Henry fantasizes

on a stage (fig.19)

c . ± ke any more and abandons the baby, which is sudd-

a premature 'inhuman



and clanking, to the soundranges from droning,hissing

can be considered a social comedy of parti cularljr acute
cruel comedy of the self-perceived outsider

who imagines his grotesqueness through the eyes of others.
.enry, trying to catch the attention of the( At one oint,

sunrises her with anotherbeautiful woman across tae hall,
man and enbarrasedly sees himself through their eyes; with
the head of his grotesque baby on his shoulders.) It has
been roposed that the ..'.raserhe~.d scenario is about lonliness,

a longing for security, and a desperate need to esca efear,
■rim life which trans the central character. Thisfrom a

might explain tae film's atmosphere of dread, and account
for it in terrs of some theme or narrative momentum, but
there is no real evidence that the hero has any interest in
going anywhere.

65

fear of possessing his life, generates the fantasy of creation 
gone wrong, of life biologically and industrially on the skids.5

maladjustment, a

of tinny organ music and squelching noises, to the howling 
of tae mutant baby etc. The film can be said to work simul
taneously in objective and subjective registers, hraserhea.d

for his life, generates his arrest... henry's dread, his

up or is tae dreamer of the film, that .raserhead..exists.
The sense of nightmare is evoked by the use of stark black 
and white hotogra hy, and also by the soundtrack, which

rendering on film of the methods of Kafka's dream-narratives;
Joseph i. 's guilt, his fear of being called into account

It might otherwise be conside ed as a



•It nas been suggested that what accounts for all Lynch's
cinema is

horo? in He refuses to

intellectualize the ideas/images that come into his mind.

ibis doesn’t invalidate comparisons though, since however

derived, his images can sound odd resonances; the stairway
uo Lhe at jic room in his animation hiie. Grandmother where the
oung hero is gestating his grandparent, becomes as much

it that way) as it
is in. German expressionist films.If Lynch's images do bear
resemblances, they also resist being so narrowly streamed.

'raserherd

seen in terms of a

of Gary framed by tne curtains of the window in hersnot
parents' tumbledown dwelling, as she waits for lenry to
come to diner); all cinema or no cinema may be involved
here.

Lynch conjures up a generalized genre mood. is references
'touchstones of nostalgia', but somethingtend to be less

Like found objects, part of the magpie tradition ofi ore
’bricollage' which is found particularly in animation.

His use of objects and textures is involved in the idea

66

J

henry shuffling throug: the industrial litter of 
5recalls the worker drones of metropolis ; Lraserhead may be

or to rationalize and

?. certain irreducible innocence; imagining every 
4 order to remain untouched by it.

discuss the ideas behind his films,

kind of 'Langian expressionism', or
in terms of a 'Griffithian pathos' (a 'vignette*

of a freudian symb.1 (if we chose to see

"Lynch is a collector fascinated by textures 
6 which themselves can suggest a movie mood."



It

.ithout discussing references to specific images, lyncn i-?.s

expertunce/thoughts onto film.
There are certain things which stand out whenII

you are going down a str et, out of the ordinary
Thatthings which just stick in your mind.

it brings so much

Anyone ap iroaching Eraserhead purely for narrative is liable
regard tie file as extremely obscure. It is not stylist-uO

ically similar to early surrealist cinema, but can perhaps
be seen as related to a broader tradition of nou-realist art.

...from gothic and fantastique paintings throughII

tie tortured canvas.es of Prancis

-ur

as

of life
67

said that tie one biggest influence on IrasorheycL ■7"-s 
Philidelphia;(where he lived for a trie when first married) 

?he lining ofthe presence of violence and fear there.
animation and real-time techniques, the attention to object 
and texture,nay be considered a method of translating nis

3
■o er that you can’t forget it."

a representatio

'.raserhew' defies these attempts at classification or

iacon to the late9seventies gra ; lie style of 'unk..."

of the layering of meaning.
I like the idea that everything has a surface 

which hides much more underneath."

doesn't hap in all the time, but when it does,

description; its visual surfaces and nightmarish thematic 
threads are quite unique. ..'hy curtain vents happen is 
much of a mystery to the irotagonist Henry as it is to the 
viewer. Zraserhead presents us with

canvas.es


psychologically confusing, uncertain and fragmented.as
Lynch 'fantasy' as beingus a world of

showing us a sense of 'horror' which is everyday life.

interpretation.
representation of what constitutes reality.the traditional
seen to be inextricable from so-calledhantasy/fear is

' reality'.

and what followsor are tranfijured in the opening sentences,

Jhere .ould seem to be a delicate balance in hraserhead

(_.:is balance of menace and humour is wart of
much animation work, such as that by Jan Lvankmayer/ 'he

.'hat is the nature of such black humour ?
low much docs the nature and functioning of this humour
have to do animation, or the desire to animate ? Has it to

Cas chard Co: . s ssdo with
realizing one's -’orst fears so as to remain untouched by
then ? Is it an outlet for our.need to imagine, or is our

68

is not showing

is without narrative mom nt m; simnly an explication on that 
11

state of non-being.

between a kind of hysterical black humour and an ettreme 
12 

earnestness.

of Eraserhead) imagining/

imagining a result of our need to overcome fear ? ..'hat might 
be the function/importance of ’humour’ ?

removed and unrelated to everyday living, but is ar ;uably
'here

fantasy takes over from reality becomes a matter of personal 
_he mixing of melodrama and horror disrupts

rothers Quay etc.)

comparison might be drawn between "raserhead.
10

and work such ns the rrial/I etn: orthosis , whose heros die



In his writings on jokes, Freud suggests that jokes are
favoured to make critisism possible against people "ho
claim to exercise authority. The joke then represents a
rebellion from that authority, liberation from its pressure.a

It can find a means ofextreme of defensive
withdrawing energy from the release of unpleasure that is
already in preparation, and of transforming it, by discharge,
into pleasure. During the period when a child is learning
vocabularly etc, it can give him/her pleasure to 'experiment
with it in play'. Little by little this enjoyment is for-

.ntil only significant combin-■ tiona are permitted.bid .en,
Whatever the motive for this kind of playing, Pr.ud suggests
that in later developement the child gives it up with the

enjoyment in the attraction of what is forbidden by reason.
he says that games are used in order to withdraw from the
pressure of critical reason. The potenc. of the restrictions
which establish tnemselves in tae course of a child's
education in logical thinking and in distinguishing between

'false' in reality, results in the rebellion
agginst t .e compulsion of logic being 'deep-going' and

..ight this suggest that the nature of black humour to be

he domination of

69

found in the workings of certain film and animation has 

something to do with rebellion against

14 
'long-lasting'.

He also suggests that humour can be regarded as one of most 
13 

>rocesses.

consciousness that it is ’non-sensical’, and that s/he finds

■..’hat is 'true* and



-ogic and reason ,.ith which we have been brought up ?

girl hears
.. male voice sings the praises of learningchanting

the alphabet, while letters are seen to florish in sun-

its features are established,form is born; a
nearby plant sprinkles letters over it. The form collapses
in a red mess, which scatters dots over the girl and her
bed. the reaches for each of the letters of the alphabet
as they materialize around her, and a female voice sings
that she has learned h r ABC. She is briefly tethered in
a cocoon of tendrils, then writhing painfully, she vomits
blood across the sheets.

The Alphabet is one of Lynch's two viewable works of
animation (the other beinp The Grandmother). They both
combine drawn animation with live actors, often treated
through make up or stop-: otion techniques as if they .ere
layers in a pup jet film. in mood and subject they have been

said to echo the work of „ast European animators such as
'nd ..orrowczyk, ’gleefully reversing the laws ofLenica

creation or combining human, animal and machine worlds in
malevolent alliance.’ ;ut the s here of Lynch's films

suggested
70

"A 1 0".

is considered less abstract than those models, more 'home 
movie' like, with outrageous melodrama, nsychodrama and 
variations on the trials of family life.It has been

Lying in a white bed surrounded by darkness, a

light. As if stimulated by this concet, an indeterminate
as scon as

life.It


■ixillated versions
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Those life force follows its own skewed 16 
logic."

"...creatures neither human nor inhuman,

that had Lynch continued in animation he might now be prod
ucing full scale puppet films (such as those by the Brothers 
■hiay), although in his recent film work characters are 
still treated as though they ’..-ere 
of peo; le;
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COI'IGLUSlOh

The question remains of whether ee should attempt to
better understand the forms through which images are
.reduced, is it imporifent to distinguish between ’reality'
and its representation,
all we need to talk about ?

is im ortant in that image. Anticipation and discrimination
-erce'tion does not simply

and knowing,
.'e

ion is aroused by some disequilibrium; a difference

imlortant to disrupt our expectations?

our perceptual and imaginative abilities to envision
i-erha. s its greatest

linerna legends on artists arid audiences beingotential.
can ask

limited only by the literalness and o ennsss of fill--are
makers and film-going audiences. Jhe dialectic between

limited lives and the freedom of imagination can beour
.'here are no absolutes
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well as

we i ight do better to talk of seeing and noticin

or is the image/representation

are processes involving time.

uat we see in an image or

conside sd t e source of the ci leiaa.

series of images depends on our anticipation about what

file cinema uses what we know and what we remember, as

discriminate. instead of talking about seein

able to ask ' ..hat if'? ..he questions that cin m?

notice only when we look for something, or when our attent-

between our expectation and the incoming message. I‘g it

involve 'learning, to see', it involves learning to

hat we have never seen; this is



about what a film can or should be; the cinema is '.ore
flexible than that.

Fantasizing as such, is a crucial part of psychic life;

to be set in place and articulated, rather than a rocess
or of which we can have too.ich is eit..er good or bad,

: uch or too little.

jactivities available- this aspect of fantasy should perhaps

of f ..itasy/ lay/humour/t e unconscious etc. areorcas
to be in some way valuable in terms of understandingseen

ho\ our rental activities o;erate, can film be seen as a
medium through which these thought processes can be art

tan the area of animated film work, in its capacityiculated.

for netamor ihosis

to a legation of 'normality', and the refusal of strict

static definition ? An' analysis of the workings of clas ical

if they
did not invent a whole new film language, at least interrogated

.ais creates a problem ofand refu.ed the old conventions.
ossible? How would it .relateaticulation- is a new language

to visual imagery; does the n-,w only grow out of the ■.ork
of confrontation that is don- vis-a-vis traditional "orris
ox

77

expression and co: •’••lication ? j.n relation to constructin'-/

low fantasy a; ropriates and incorporates

cinema lemanded that feminists made films which,

social meaning, and forms the dstorically specific sub-

contradiction, contribute something

a process required for human sexuality and subjectivity

be opened to political analysis and negotiation.



appropriating some kind of language through which to attem t

legation/subvention of the way i .nich society structuresa
us into positions, can the foregrounding of areas of dreom/
.lay/the unconscious etc. be used one method by which
to underi ine the order of reason/domination of logic within

oints of leverage within it>erhaps identifyor to
for our or::? intervention?

claimed that an
honest cinema is a subversive cinema; a cinema taut changes
ones mind as -.ell as ones eyes.

...reality is d- ng irons, fantasy is dangerous.I!

„rt changes the imagination, and t ie person who
imagines is dangerous indeed. _s dangerous even
as

73

our society,

_.eos dogal, in film s

the nerson who thinks, though not as dangerous
1

as the one who both thinks ahd imagines."

Subversive ' r.t
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