FRAMES

A SELECTION OF DRAWINGS AND STATEMENTS
BY INDEPENDENT AMERICAN ANIMATORS

ASSEMBLED IN NEW YORK CITY 1978




In 1978 a group of film artists who had been meeting in New York City to discuss experimental animation decided to put out a book
of drawings and statements. They mailed out invitations to other artists and assembled the submissions into a modest catalog they
called “Frames.” The title suggested a neutral envelop for a wide range of designs (cartooning, abstraction, photo-collage) and
themes (self-referential, conceptual/structural, poetic). The edition of 2000 quickly sold out, but the contents can be viewed below.
The alphabetical index is linked to the individual FRAMES pages and relevant websites to update information about these artists.
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Dear

You are invited to contribute to FRAMES, a book illustrating the diversity of personal,

experimental animated film in the U,S. Here's what we mean by these terms:
"Animation" refers to both a frame by frame technique and a frame by frame awareness,
including optical re-photography. In contrast to cinematography, which records real
events, animation constructs a synthetic universe of time and space, resulting in the
most radical form of Illusion in cinema. By "personal" we mean work which transcends
the technology so necessary to filmmaking, reflecting the artist's sensibility in
every stage of the production process. Though "experimental" can include filIm made
through new techniques it refers primarily to work which invents its own form, makes
its own rules, thereby stretching the definition of the medium, This can apply to any
of the various tendencies of independent animation: abstract, cartoon, conceptual,
figurative, narrative,

The animation process is unique In cinema in that it often entails work which can be

viewed independent of film. FRAMES will serve to catalog these ideas and stimulate dia-

logue among a wide range of artists and their audiences.

DESCRIPTION OF FRAMES

Page size 8"X11" wide —':
Layout size 75"X9%" wide

Printing offset, black ink |
Paper 70 1b offset stock '
Cover stock natural chipboard |
Binding metal spiral, on 85" edge ,
Number of pages 96 |
Edition 000

Publication date August 1, 1978 _j
STYLE /CONTENT OF FRAMES = e ———

Please submit 1 or 2 pages (original work or good quality photostat) containing anything
you think important or interesting--drawings, diagrams, photographs, text. It must be
"camera ready", line copy (halftones must be veloxed) within the laycut dimensions. Be
sure to include any special layout or printing instructions on a separate sheet.

You will be identified on your page (s) and in the table of contents which, if you request,
will include your address or a distribution source of your films. You may consider your
page (s) as a separate leaf which can be extracted and used to make a miniature book or
other paper work. Though we might have to edit contributions to contend with space limit-
ations, copyright will remain with you.

We will return your artwork when we mail your free copy of FRAMES. You should order
additional copies as soon as possible. We expect to recoup our production expenses by
direct sales and by consignment to film societies, film bookstores, and artists book
stores.

Though our immediate plans call for a unique work, not a periodical, we don't rule

out the possibility of a second book if the first proves successful. Nor would we
rule out the possibility of a reprint of the first edition, provided the demand exists
and your consent is forthcoming.

THE DEADLINE FOR RECEIPT OF YOUR CONTRIBUTION IS: JUNE 1, 1978

MAIL WORK AMND OR INQUIRIES TO: GEORGE GRIFFIN
28 E 4 ST
NYC 10003
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“ ALOHA FILMS™ CONTRACT PLAYERS

(L.to R.) ANITA, QUASI and SNQZZY relax poolside at Snozzy's house, enjoying a respite between pictures.
With QUASI AT THE QUACKADERO and MAKE ME PSYCHIC behind them, these ducks look forward to
SNOZZY'S CHARTER FLIGHT and QUASI'S CABARET. Says ANITA of her pet alligators, *“l can't forget

my roots.”

SALLY CRUIKSHANK



THE RULES OF THE GAME

The chronological order of the accomranwyingd filmodrarhy
arrandes the costs of the computer suystems in descendindg
order. This is indicative of the well known trend that
computers are detting smaller and more rowerful for less
monew at an increasingly rarid rate. This trend bedan with
the introduction of comruters in 1946 and is not likely to
reak before the end of this century. The end of this
decadey howevers is a rparticularly sidnificant rointy» the
turning roint that will introduce a new technolodw into our
societw that will be with us a lond time and will transform
the wawy we do Just about everwthing --- the rersonal
computer.

The rersonal computer meansy of courser that more film and
video artists will be workind with comruter animations but
bewond that exists the rotential for transformind animation
into a rorular medium of exerression like rhotodrarhy. Any
discussion involving comruters and art must be considered in
this context. Feorle in our society will be communicating
via computer drarhics in the next decade and bewond as
easily as they use the telerhone today.

One hundred wears adgo it would have been difficult to
imagdine rphotodrarhy with its cumbersome wet-rlate technolody
as anvthing but a medium for the rrofessional and the die-
hard enthusiast. In 1879, the dru-rlate rprocess made roll
film and hand cameras rossible which immediately transformed
picture-taking into a kind of universal literacuy. The
effects of this transformation on art and society is
incalculable. The introduction of the rersonal comruter on a
mass scale is sure to rerform a similar transformation on
the art of animation with eaually massive and unrredictable
repercussions.

How is this? The most useful arerroach isr» as comruter
scientist Alan Kay sudgdests, to redard the rersonal comruter
as "the newest examrle of human mediums of communications.
ssstheir ability to simulate the details of any descrirtive
model means the computerr viewed as a mediumr can simulate
any other medium if the methods of simulation are
sufficiently well described.® The reauirement that the
methods of simulation be well described would indicate that
our computer-simulation carabilities are a direct function
of our descrirtive abilities---which thew are. In facts the
importance of landuade in determining our world view and
what’s even conceivable is well-known. Thus, a maJor
concern of computer artists is the computer languade in
which their simulations can be exrressed.

The word ‘simulation’s however» maw have some nedative
connotations (as it did when I was an underdraduate in
architecture school). Using eplasticr» aluminums and vinwl to
simulate wood grains leathers» brick, etc. was phony and
unnatural. But these simulations which function as
substitutes of a desired realitw, are fundamentally
different from simulations which man uses to learn
something about reality and about himself. For examrle,
role rlaving in therarw and schoolroom contexts is used to
simulate social situations to understand the viewroint of
others or to build skills like interviewing. In countless
arrlications, computer simulation is used to learn
somethinsg.

John Lillwr author of Programming and Metarrodramming the
Human Biocomeuters called his book on the science of belief!

ouba....

Simulations of God. He describes how our belief sustems
determine our Juddement of statements as *true® or ‘false.®
Then he introduces a second rair of lodgic values, the "as if
true/false.*® which are used when we simulate a sustem. We
use this simulaton mode in choosind amond alternative
courses of action and their conseauences. Also we use it
when reading a novel or watchind a movie. Afterwards we
examine the simulations for their ‘real’ value. That 1is»
have we learned anything exciting, news useful or rrofound
by the ‘simulated exerience’? In this senser a simulation
or model can be thousht of as a scrirt or scenario for use
by oneself or others. Likewiser a scrirts (or novel or film
or painting) can be considered a simulation---the artist’s
model of a realitw for the audience to exrerience. Lilluy’s
definition of ®*simulation® is identical to the computer
scientist’s. The relationshir between modeling, scrirtsy
and computers arrears oftens as in Joserh Weizenbaum’s

Computer Power and Human Reason: “An endineer is
inextricably impacted in the material world., His creativity
is confined by its laws... The comruter rrodrammers

howevery is a creator of universes for which he alone is the
lawdgiver. Sos of courses is the desidner of any dame. But
universes of virtually unlimited comelexity can be created
in the form of computer rrodrams. Moreovers and this is a
crucial roints systems so formulated and elaborated act out
their prodrammed scrirts. Thew comrliantly obey their laws
and vividly exhibit their obedient behavior. No rlawwrisght,
no stade directors no emrerors however rowerfuls has ever
exercised such absolute authority to arrande a stade or a
field of battle and to command such unswervingly dutiful
actors or troors."

The scrirts are rrodrams written in computer landuades.
Traditionallys philosorhers lookind for the ‘essence of
mans‘ that auality which distinguishes him from all other
sreciesy usually cite tool-building as man’s uniaue
characteristic. The current consensus» howeversy is that
man’s use of sumbolic landuade is not only uniaue but also
an essential asrect of being human. Anatole Rarorort saus
that more can be learned about the nature of man by
examining sumbolic landuage and its role in human existence
than from any other characteristic of man. The use of
suymbolic landuade is also universal, and as Kay reminds us»y
tool-making historicalluy has been the rrovince of
technolodical srecialists! ‘*Technolodies freauently reauire
special techniaues» materials, toolss and rhusical
conditions. An important rrorertw of comruterss howevers is
that verw general tools for usind them can be built by
anwone. These tools are made from the same materials and
with the same effort as more srecific creations.®

Kaw’s stat nt imeplies that the rersonal comruter is a
counterforce to rampant srecialization. His “materials®

are rrodrams that run on computers to specifu behavior which
makes a srpecific creation (e.d. an animated (ilm) or to
specify a tool to make filmmakindg easierr such as a
translation prodram that allows the film prodrammer to use a
‘higher’ level drammar.

Computer science and animated film/video making are two
specialized fields which are rraducing hubrid offserind.

The creative work of comrputer scientists and endineers is
directed toward building toolss such as drarhic landuadesr
rather than producing entitiess like animated filmss which
would be the artist’s main concern. But the desisgn of anw
high-level lansuade is a trade of formal (theoretical) rower

for real (useable) rower. No sindle landuade desidn can
anticirate the needs of everw artist. Just as the rank of
rart-time animated film/video makers has swelled by the
conversion of manwy full-time computer reorles more comruter
artists will become involved in the desidn of the comruter
languades which define their universe.

That’s why simulation-oriented languades which allow the
user to design his or her own suntax and data structures as
in Alan Kaw’s SMALLTALKs will become increasindly more
important to the animation artist. In the rast, film
artists have been tool buildersr srecifically of animation
machiness from Oskar Fischinder’s wax block slicing machine
(c.1920) to John Whitnew’s analod computer-controlled
animation stand (c.1955)s but now as Kay susgdests, the
rersonal computer transforms the tool-building activity into
a suymbol-manirulation activity.

A formal languadger or more simelys a translation rrodrams
can be viewed as a gsame for which the rules are not
rermissive. The outcome of the dame (the translated
version) is comeletely determined by the source prosram and
the rules. This determinism is desired of tools. But sames
that hold any interest for us have rermissive rules.
Frodrams can be written that rroduce animation but have
rlavers and rules like dames. In music we have a long
history of exrerience with an abstract temeroral art forms
and conseauently many esthetic directions of computer
animation have been anticirated by comeosers. The computer
represents a new ablility to manirulate in the visual
srherey parameters comerarable to those which determine music
(freauencys volumer timbres rhythms etc.) which musicians
have dealt with freelwy for hundreds of wears. ‘In C»* the
composition by Terrw Rilews is a dame. Rilew has written a
score which determines what notes are to be rplaved and a
deneral order for erlaving them, but many rarameters (like
how many times a measure is to be rereated before moving to
the next) are left to the discretion of the individual
rlavers of his music/dame. Each rerformance is the samer
vet different. That iss there are asrects which are fixed
and asrects which are variabl dedrees of constraint and
variation which constitute a framework within which an
instance is determineds in this case at rerformance time.
This aereroach to music composition has been labled
*indeterminate® but no comeosition (if it’s comerosed at all)
is comrletely indeterminate. The comroser chooses at a
higher level the nature of the comeosition/rerformance dame.
(It is interesting to note that what Lillwy calls a
‘simulation’ in Simulations of Gods Robert DeRorr called a
‘dame’ in The Master Game.)

The whole rande of indeterminism lies within the boundaries
of the gsame concert. Interactive comruter animation extends
this dame desisgning and rplavind into the visual domain and
can involve the viewer/audience as s rlaver. A filmy
althoush it maw rroduce the illusion of motions is a static
form --- a fixed entitwy which is rassive to rassive viewers.
The rotential of the computer is in brinding animation to
lifei it enables the an tion artist to create an active
art form which is exrerienced activelvy. Unlike *In C»* which
is plaved only by the rerformers, computer aural and visual
exrerience d s can be rlaved bv the
audience/viewer/particiranti the ‘*srpecific creations® are
the results of reorle exreriencing a particular simulation
in a world for which the artist/comroser has written the
rules of the




are now the limiting factor in exploring any real or
theoretical visuall/aural/tactile art form: informational
(dematerialized), kinetic (musicalized), interactive
(participatory), event (performed), or ‘total’ (combined).
You consider any desired system a simulation game for
which you determine the rules. This also includes the
degree to which the results are artist-determined,
viewer-determined, and stochastically-determined. The
fact that formal languages are used to model games on

The Rules of the Game (abstract) computers focuses attention on our use of symbolic

This chronological filmography produces a cost- language which represents both a characteristic unique
descending order for computer hardware, consistent to man and the limitation of thought by defining the
with the trend rapidly making personal computing as expressible (i.e. conceivable) universe. This inevitably
common as TV. “The Rules of the Game” explores the leads to language design as the content as well as the
effects of this development on art and animation by medium of expression. The potential of the personal
describing the computer as a general communication computer is to transform animation into a popular form
medium capable of simulating existing or imaginary of expression like photography and make it interactive,
media of the artist’'s design as long as a descriptive able to engage the viewer in a dialogue on a human
model can be produced. Thus man’s descriptive abilities scale without precedent.

FIRST FIG (1974) computer: Univac 1108 ($2,000,000.) display: SC 4020 ($80,000.)

TWO SPACE (1977) computer: PDP 10 ($700,000.) display: FR 80 ($100,000.)
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FOREST (in progress, 1978) computer: Bally Arcade ($300.) display: Sony TV ($400.)

© 1978 Solid State Animation
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VERMONT ETUDE

{1977: 3') prismacolor on
tracing paper

Working the color into both sides
of the tracing paper cels, and film-
ing the drawings one sbove the other

in semi-transparency, VEEMONT ETUDE

was inspired by the effect of the
morning mists rising and dissolving
above the mountains and by animal
tracks in the Pfalling snow, gradually
softening into opacity, as in the

memory of a dream.

I wanted to express the tension of
trying to hold on to the moment which
forever passes behind us - the tensicn
of remembering in sadness, yet looking
forward to in excitement - e tension
between having been end becoming that
is at moments transformed into simply

and quietly being.

The individual animation cel expresses
by its very form, having been, asbout
to be, and being. It is both itselfl
and part of another. It is & border
town of potential energy between two
fluctuating visual entities in a vitael
orocess embracing an infinite progres-
sion of borders, propeling the artist

forward in search of himself.
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Diagrams for DIAGRAM FILM: This series represents a
selection of frames from a sequence of a 200 drawing
cycle. A rotoscoped tracing was made from a single frame
of "live" footage that precedes the animated diagram.
The resultant image and composition were analyzed and
reduced to basic geometric shapes, all of these
elements were forced to acknowledge the formal units and
dynamics of the film frame such as height, width, depth,
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horizontal motion, vertical motion, diagonal motion,
frame boundaries, etc.. The above diagrams designate
boundaries, paths of movement, entry, exit, and axis
points for beginning and ending individual movements

of shapes, and also serve as the vehicle for a careful-
ly structured means of transformation, dissection, and
reassembly of the original rotoscoped image.

PAUL GLABICKI DIAGRAM FILM (1978)
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e filmmaker the film work/structure comes out of a perception; an active

being-there, making one choice out of many. For the viewer of the film that
If
structure is ap.4® meecomply 1e one which isJﬁhreadyf Gompleté) As in any

work of art, it is fully determined, intentional, ffloaded; the result of a

i

consclous/physical re-presentation of a pgrticular reality. It can now in-
) {m/nﬂsmiﬂfbﬁﬂiil'

volve notions of beauty and meaning that aften stand outside ofV the #bal,

madi by Th s his F
%orld itself. The Actnﬂf%?;;;rventigg (Discovery) has been accomplished for
11 A1 s (4 & (P
us, the acqu1q1t10n of the 1m1hﬂ“is ra]atlvely effortless; more a matter of
b — W talasyn
Fihl% is all

Jiearning{breeding} than of m#aTeness?) In modernist sensibil iy

very well unaerstood. For me, to the extent that Iwast—to deal with larger

themes of participation/belief and alienation/disbelief, this understanding

must be active. I want continually to be gought (back) to the surface of

o spes’
thingsﬁ that is why optical re-phot

ography,

with its implicit statement about film interests
—

me. "Illusion" is nothing to me, or at least me-

ans very little, without a2 kind of re-
L b2
a second-thinking, vcreated through the

cognition,

use of som-
ething like(some form of) é&tigzilusiu nary EFEE"
ent,(using the particularity of the mo ment or of
the thing as pa-

2f the raw

aterial of

the piece).

It seems to me that when th-

ere is this kind of confrontation with
other ”rea]jties“,cxnﬂﬂicting notin{%

. o re )
The inner image 1° when things do or don't fit, that a mo

i
e active involvement, a mare,ditoncd experience is hap-
b Eh e, T8 exk

as:ﬁmn{ﬁéit @ccomp] ;
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pening. That is why I am ver:.ri “ = interested in the

use of the written word in f ilm and why I use

subtitles. The words are int ened to stand out ¢

‘P

ilm-as-illusion @

¢

.
he viewers attention

side the sensuality of the f

to continually place one aspect of
"mﬂmﬂhhh'hj‘”ﬂ*ﬂhﬂh“mﬂmiﬁh
g o Shom ok el

at/on the "edge" of the film; whe re the material inter

faces 3 B0 to speaxy the social/cu ltural present. The

subtitles are an image/idea in themselves. I love words, the way

they look, the way they "act" in/ on the mind. But I do mean them to distance and
disrupt, to reduce the work to its elements. If this
happens, a synthesis ,f%&@ew
%ﬁhﬂéqﬁﬁﬂ e, the film must be "rationalized!"™ In the
,;nd{reall y in the beginning) the sensation I most want
"to effect is called THINKING; by gﬁhizzﬁ;nsort of vis-
ual, cogni tive architecture, thatv%adical, sensual and
alienated. The aspect of alienation is very important,
since it re flects and projects my private self-consci-

ousness into its social realm; presents it as a fact-of-creative-process

-life and allows me to he present in the

 pama Flie AZY ?

,NJVEl on which the Audifnce i& present in

(object making)

work on the le

pt ot
it; ie‘as tHe

embodied collective Self-Consciousness,
as the CULTURE « This critical context is as much a part
of the materi j ality with which I work, as is the cell-
uloid, so irs pedagogy is an aspect of the final work.

My contention is that the only works of any real inter-

est now are those which re-construct, in some ¥y, the ambivalent nature of art{object)-
making . the vacillation between participation and strangeness which is the meat and po-

tatoes of Moderp Life s B0 to spusik Specifically works which "speak' about or
-hnnﬂﬂli
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2 FRAMES FROM A WORK IN PROGRESS:

CAROLINE AND VERONIKA AT A WILD PARTY
TEMPERA COLORS ON GLASS ANIMATED FRAME
BY FRAME UNDER THE CAMERA

CAROLINE LEAF



Scenes from "CH'AN™
(Tentative Title)



Scene from "CH'AN"
(Tentative Title)

FRANCIS LEE
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LINE DESCRIBING A CONE
AnthonyMcCall 1973 30 mins

Winner of The Marie
Film Competition at

Josi Prize at The Fifth International Experimental
inokke Belpium 1975

Ling deperibing a Cone 18 what I torm a salid
light film, It is dealing with the projected
light itself, rather than treating the light=
beam as a mere carrier of coded inforration,
whieh is decodad when it strikes & flat
surface (the screen).

It is projected in the normal way, on a
l6mm projector,

Though inevitably there will be a wall that
limits the length of tha beam, a screen is
not necessary.

The wviewer watches the film by satanding
with his, or her, back towards what would
normally be the screen and lookine along the
bean towards the projector itself, The film
begins as a coherent nencil of light, like
a laser beam, and develops throuch the
thirty minute duration, into a comnlete
hollow cone of light,

Lina degseribing a Come deals with one
of the irreducihle, necessary conditions of
film: projected light. It deals with this
phenomenon directly, independent of any othor
considaration,

It is the first film to axist in roal,
three=dinensional snaca,

It exists only in the present: tho
moment of projectimn, It refers to nothing
beyend this real time. (In contrast mnst
films allude to a past time).

It contains no illusion, It is a prinare
gxparience, not secondary: ie, the space
is raal, not refercntial; the time is
real, not raferential,

No longer is one viewino craition as
good as any other, For this film, everv
viewing pnaition presents a different
aspect, The viewer therefore, has a
rarticipatory roele in aoprehending the
aventy he or she can; indeed needs; to
nove around relative to the slowly emeraginng
light=%orm, This is radically diffarent
from the traditional #film situaticn, which
has as its props, row uron row of saats, a
giant screen and a hidden projection hooth:
here, the viewar sits scasaively in one
rosition whilse the imarces of the film are
"hrought®™ to the viewery this viewer can
only narticipate vicariously.

=Anthony "eCall (from the cataloous of the
5th International Experimental Film
Competition, at Enokke=-Heist, Beloium,
1975,



photo Peter Moare
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Claude Levi-Strauss speaks of the "science of the concrete" and suggests that it is in
the categorization, the ordering, and the associations of objects in primitive societies that
we may find the evidence of a kind of thinking, a thinking through objects, rather than about

them, Godard is reputed to have said that when we go to the cinema "we don't think, we are
thought," suggesting that the act of viewing film obliges us to perform, as if hypnotized,
the mental operations constituted by the flow of images on the screen. These two remarks
persuade me to believe that film sustains the potential for demonstrating new operations of
thought by organizing, correlating, and reinterpreting those things from our world which lay
This potential resembles the old idea of montage, but it is to be
realized in a different way - not for the purpose of reconstructing narrative or for refining
description - but to the end of modifying what we mean by "understanding," to the end of con-

stituting new kinds of knowledge, perception, and feeling.

claim to iconic potency.
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1 would like to think so. Wavelength, Nostalgia, Serene
Velocity, et al, represent the foundations of this investiga-
tion. But the structuralist approach, for all of its signifi-
carice, defines its own limitations by denving the value of
richness, metaphor, resonance, implication, and feeling, and
by asserting the primacy of obijectivity, logic, form, and the
necessity of adopting a rhetorical stance. One wants to find
an intersection of the structural with the lyrical, of the
sensual with the miraculous, to sustain a new construction of
time and space that, nevertheless, serves as a vehicle for
passion, that matters in a more than formal way.
crosd-hatth [imes \ndjcate rmul.l which ) ) .
Shotw (dentical Moneats oF 'beach tavt- 1t is with these issues in mind

astows tedital reAT 20 & that I am workings these sketches are
of- achion ..t“:;u:", .I‘rﬂ; 1;,;: offered with the caveat that they re-

Time dth\'; benurena ¢ enel s present the form, only, of some of my

curcles PepreseaT potiMan o Sum films: Analopies, Sunrise, and Land-
(S TP T f"”l' scape, and that the experience, in

the end, remains to be seen._P E
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FRAME STRUCTURES FROM "PRIMARY STIMULUS: RED HITS GREEN"
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JANET SHAPERO

1 consider myself to be primarily a
sculptor whose main concern is people. For
several years I have becen interested 1in
figures and their relation to eachother
and to their environment. I am especially
concerned with portraying the sense of
isolation and internal struggle of the 1in-
dividual. Wwhile studying in Italy, I was
struck by the age, beauty and evocative
quality of the buildings, and began incorp-
orating the walls and doorways in my sculp-
ture. Upon my return to the United sStates
1 started working on "DEADL END'", an animat-
ed film which is a further development of
my sculptural ideas as well as an invest-
igation into the nature of film and a per-
sonal statement about the human condition
in our cities.

"DEZAD END" is a subjective view of a
walk down Skid Row. Initially the viewer
seems to be a casual passer-by. Later he
discovers that the shoes he is walking in
are those of an unfortunate individual who
passes out after a series of hallucinations
and who awakens to find himself lying in
the gutter.

In order to create a strong sense of
reality which would evolve smoothly into
a distorted sense of reality, I decided to
use clay animation. I built the set and
characters on a scale of one-sixth life-
size. The set, which is twenty-four feet
long, is derived from a composite of vari-
ous buildings in the Boston area. &gach of
the seven characters in the film are based
on actual people that 1 spoke with and
drew at a home for alcoholics. I used
colored plasticene on wire armatures in
constructing the figures. The plasticene's

flexibility enabled me to achieve subtle
movements as well as changes in facial
expression. The film set and characters
formed one long sculpture, full of its own
particular atmosphere. The next step was

to transfer that atmosphere onto film, using
the sequence of events that had already
composed to bring the characters to life.

Perhaps the greatest difficulty that
1 encountered in making this film arcse
from my desire to use the subjective camera
technique in creating the sensation of a
walk down this sSkid Row. To begin with,
I had to devise a system of moving the
camera smoothly along the length of the set
in calibrated movements. 1 solved this
problem by building a long platform running
parallel to the set, on top of which I laid
a double metal track. I then built a wooden
sled for the camera, with four insets of
ball-bearing units which fit perfectly onto
the tracks, thus enabling smooth lateral
movement. As I wanted this movement to
appear to be the natural pace of someone
walking, I had to calculate the rate of
motion with many variations in speed, at
times slowing down to a halt. I then plot-
ted each camera movement on fine graph
paper which I laid along the inside of the
track. The movement of the characters had
to be worked out together with that of the
camera as it was necessary that the desired
character fall within the camera frame and
within the range of focus. The actual film-
ing was tricky as it involved interrelated
camera and character animation.

) ~after developing this realistic sub-
Jective action, I had to achieve the smooth
evolution of a distorted vision. I used



several techniques, such as blurring the
focus and zooming rapidly in and out. By
manipulating the plasticene, 1 was able to
distort many realistic images, for example,
turning a brick wall into flames or creat-
ing a face from a mass of cracks in the
sidewalk. Other hallucinations required
different means. It was a matter of trial
and_errur. I first pictured a succession
of images and then tried tou arrive at a way
of realizing them on film. Some of the
anlutluns worked better than others; some
images were stronger than others visually -
those I retained.

Finally, when the film was edited, I
began working on the sound track. aAs the
visuals of the film were rich in detail and
atmosphere, it seemed necessary that the
sound be equally rich. I recorded all of the
sounds that I could imagine hearing from the
streets of such a neighborhood, as well as
the music, dialogue, obvious sound effects
and almost continuous footsteps. These
sounds then had to be edited together in
such a way that they synchronized with the

moving images. I ended up with ten differ-
ent tracks of sound which coordinated with
eachother, weaving together to create a rich
texture of sound which tied the film together
and added another dimension to it.

JANET SHAPERO
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A watercoloy Pa.lnl'ing T did, with XR
\ts transparency of £orms louilt vp over 7\
one onother, inspired me ro animate the \
c,\(r.:le of dmwmg% below. The colored
drmu&mg& ave loottom- it alowing Lov
gurrhey cycles of drawings to move
simul taneously either over ov Jndey one
anotheyr. The drawing on +he vight, )
conyeys some of The feeling of The 7/ —
onignal paunting. | /',ff G
A\ 'ﬁhmgc_., lwe and die and shave The racfl U
Same space af diggevent times. The J,,""\-—;g
sexenity of that space Sometimes gllows &

us to contemplate the \ayevs ot life that have come lbegore and will come, aac:,h

JODY SILVER



L'I“iun 4 J.P Somef.mul{er s THE SILVERFISH KING

1 am getting a little worried now, about my ear. There is quite a deep passage in the car. The ear leads to the mouth
and nose, and to the brain as well. 1 found something strange in my ear just a little while ago. Not a mud ¢lod; it was
a striped object—soft like putty but silver-gray with white bands. It was embedded. I could not hear well for several
days before 1 found it. Now | have arranged some mirrors on stands in such a way that | can peer into my ear while
looking straight ahead. Always too, | keep one eye on my floor and one on my walls. My apartment, you sce, is
infested with silverfish. Sometimes | wonder if one hasn't crawled into me—that is the reason for my concern about

my ear.

I remember a cartoon character called the Silverfish King. He was a diabolical lirtle fellow who always smiled at the
audience and puffed up his body after cach cartoon. And as he smiled, a orange poison juice would slide out of the
side of his mouth onto the “H" in *The End." Often, he took a special kind of cheese and shoved it into the noses of
sleeping humans attempting to murder them., Even so, he was extremely funny,

His greatest triumph was escaping from 2 bathtub—a miraculous fear which no other silverfish could manage, He did
it by clinging to one smear of bathtub scum after another—leaping this way and that, where the traction was greatest,
ultimately finding his way up and over the top, one split second before a large old woman would thrust her fist from
behind the shower curtain and twirl on the bailing hot tap water, bringing down upon the heads of the inferior silver-
fish a rorrent of waves which drove them bruwlly into the drain of death.

Wairing, always, on the bathnut beside the tub was Fanga, the most beautiful of female silverfish. She would open
wide her glazed brown eyes and bend her shimmering antennae forward in a beckoning gesture. The Silverfish King
would leap atop her back, and she would carry him into the wall erack to the old familiar strains of “Oh You Red

Hot Firecrackers,"—the Silverfish King's theme song.

When | was nine years old, | went to sce my favorite Silverfish King cartoon ten times! Now it seems almost too hor-
rible to relate. The king had crawled upon the stubby chin of a heartless politician. Standing ready on thF wall was a
legion of one hundred lesser fish, led by the fiercely plumed Fanga; but the King motioned them back Iw:_th a 5ubrl_¢

twist of his anus. Then he scurried headlong across the cheek and through the stubble of the sleeping victim, entering
ultimarely the forbidden cavity.



Suddenly, we became the king, saw through his eyes and felt his terror as the index finger of the man, like a guided
missile, angled in with crushing force.

But it's the man, not the king, who cries out; as the impact of finger against bug POPS the king through the tiny
opening in the tympanic membrane and into the inner ear!

A scream echoes up the long connecting cavity from the nose and mouth, as the king, four legs broken, clings tightly
to the delicate bones of the inner ear: the hammer, the anvil, and the stirrup; and manages with his last ounce of
strength to flutter his mangled feelers against the sensitive tissues! It is just enough to drive the devil into the man’s

already guilt-ridden brain.

Now there is 2 quick series of steps, a sudden crash of glass, and the long ten story trip down to the deadly pavement
below. The evil career of the heartless politician has been ended single-handedly by the king. But what of the king
himself? Blood oozes from his abdomen, orange poison juice slides out of the side of his mouth, and we are led to
belicve that he too is dead. But of course he was not. It was not long before, once again, he was atop the pretty back
of the wreckless beauty, Fanga, riding into the crack of the wall.

Now it is time for bed. It is time to set the clock and to turn out the lights. One last look in the mirrors.

1 do not sleep very near 2 wall. My bed | have placed upon several porcelain tables which 1 keep spotlessly clezn. | do
not live in a ten story building, and I am not a cigar smoking politician. Still, | am uneasy about the idea of a silver-
fish getting into my ear. And then, there is one other possibility. | remember that [ once had a kit to make miniature
putty silverfish—they were silver-gray with white bands. | do not believe that what 1 found Just a little while ago was
one of those tiny models. It seems impaossible that 1 could have had such a model embedded in my ear for ecighteen
years without knowing it. Still . . . there has to be come logical explanation.

Other films by Lillian and J.P .ScrnerJQthrfdJ-":_SonﬁrsauHe.r's Premiere. Carfoon Cartoon,
"The Signs of Quoctaos’ “The Light Farttastic. Picture Show ;| The Wizard'] ‘Spooky Bod's +Room Noodles”
“The Hagic World of Whiselphaseon*, Mural "

LILLIAN AND J.P. SOMERSALULTER



FHIHYMS LHIBOH

KICK ME is an
animated cartoon
drawn directly on
frames of 35mm
motion picture
film

Most films using
this technique
are abstract or
non-objective

I used it to tell
a story in
pantomime

with simple
characters in
full animation

Although the
film is in color,
the drawings were

done in black
and white

The characters,
objects and
backgrounds

were drawn on
separate pieces
of film and
combined together
in color on an
optical printer

The frames shown
here are from
preliminary tests
made in black and
white to see

how the separate
elements work
together

before going to

full color .

B ATE by RofERT SrigThic
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