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1 Introduction

This project aims to draw up the lists of international and domestic publications for young animation
researchers, who are to bear the future of animation studies in Japan.

In last year’s projects, we made a “Book Guide for New Researchers of Animation Studies” after building a list
of approximately 420 publications. The book guide has been very effective for not only new researchers but
also their instructors and the staff of animation-related institutions, as, in addition to general bibliographic
information, we attached bibliographical guides and explanatory notes for themes to the publications that are

regarded as fundamental.

On the other hand, keeping information on the state of research updated is vital for researchers. It is easy to
imagine that users will stop making references to the lists, if without updating constantly, “old” information is
only maintained. Updating the lists are as important as making them.

This year’s project aimed to establish a system that enables constantly updating the lists. In cooperation with
Japan Society for Animation Studies (JSAS), given that the Society will assume the role of updating hereafter,
review was done for the policies on the lists, the framework of their usage and management, and the contents
of information to be listed, mainly by the below mentioned research team.

This report includes the details of discussions and reviews on such policies and listed information (bibliographic

information, categorization and keywords)

We hope that this project will lead animation studies in Japan to its own further advancement, the promotion

of interactions between international/domestic researchers, and the nurturing of researchers.

@ Organization for the project.

Research team : Masashi KOIDE (professor of Faculty of Design, Tokyo Zokei University / President of
Japan Society for Animation Studies)
Joon Yang KIM (Visiting Fellow, Tokyo Zokei University / Director of Japan Society for
Animation Studies)
Nobuaki DOI (special researcher of Japan Society for the Promotion of Science /

Director of Japan Society for Animation Studies)
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Chapter 1 b

In Cooperation with : Japan Society for Animation Studies (JSAS)

Hitomi MATSUYAMA (Graduate school of Universiteit van Amsterdam)

Goh TOKUE (Graduate school of Senshu University)
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2 Implementation report

Research team : Joon Yang Kim and Nobuaki Doi
Supervisor : Masashi Koide

Z:1;, Policy of the it of thiS Year ettt
“Book Guide for New Animation Researchers”, released through the last year’s project, is the list of the
publications that are considered as significant in the current view, among important achievements observed
in the field of Animation Studies which has been drawing global attention since the late 1980s. Our aim is
that this list, including bibliographical introductions and categories, should be helpful for those involved in
animation studies, as a condensation of the fruitful achievements for overseas animation studies , and as a
sum of those of Japanese counterparts (including those by researchers in non-academic sectors).
This year’s list was made in a different strategy while considering supplementing the last year’s results.
While as its title of “Book Guide” indicates, the last year’s list focused on books, this year’s list focuses on
articles. Moreover, as mentioned in “Chapter 1 Introduction’, this year’s project examined how to continue the
mapping activity after next year. A change made in the mapping strategy with this point of view is to draw up
the list of academic articles, not in a “selective” but “comprehensive” way, which meet certain criteria enough
to be included in the list automatically.

The reason why we have decided to draw up “comprehensive’, rather than “selective”, lists this year is
because our ultimate goal is to complete ‘comprehensive’ lists that include articles and books as we carry on
the project after next year. The research achievement of the last two years, which focuses on books (last year)
and articles (this year), led to covering the two major types of publication in relation to animation studies.
This year’s project of drawing up and releasing the list can be described as a preparatory step and foothold
for JSAS to take over the mapping research next year.

JSAS decided to establish a blog as a means of a continuous release of the research achievement, and
thereby to provide the accumulated publication information. Creating comprehensive publication lists that
can be useful for not only new animation researchers but also for any international/domestic researchers, and

releasing information on the blog: This was determined as the direction of this year’s project.
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2:2, Selection process of published articles
This year’s project listed academic articles.

Academic articles are in a degree referred to in the last year's Book Guide focusing on books, too. In a
section of “Academic Journals on Animation”, five journals are listed; 7he Japanese Journal of Animation
Studies, Animation: An Interdisciplinary Journal Animation Journal, Animation Studjes, and Mechademia. The
section provides an outline of the position and characteristics of each of the journals. However, it does not
cover the details of the articles published in them due to the character of the list.

This year’s list embraces 7he Japanese Journal of Animation Studies and Animation; An Interdisciplinary
Journal among the above mentioned five of these. It releases the publication information of academic articles
(@pprox. 200), including the abstracts, that have been published in all these issues of the two journals until
late 2013.

At the center of the listings in this year’s project is the translation of the abstracts of the articles published
in both journals (most of them are originally written in English and the rest in Japanese). The translation
provides either Japanese- or English-speaking users easy access to the information. Also for new participants
of animation studies, especially those who are attempting to write an article on animation, the translation will
be greatly helpful in taking a view of articles thus far published in the field of animation.

An introductory note should be added about the two journals that this year’s project focuses on.

Firstly, 7he Japanese Journal of Animation Studies is the official journal issued annually by JSAS (twice a
year after 2013). The journal, first released in 1999, is the only academic journal in Japan that focuses on
animation studies. The listing and releasing of the (English) abstracts of the articles of the journal will be of
great use for international researchers in understanding the climate and methodologies of animation studies
in Japan. (Only the abstracts whose authors have agreed to the releasing are posted on the blog because there
is no relevant detail in the agreements of the contribution of 7%e Japanese Journal of Animation Studies)

Animation: An Interdisciplinary Journal is an academic journal issued three times a year. Although the
history of this journal is short (the first issue appeared in 2006), this is surely one of the leading academic
journals which deal with animation as its main subject, in terms of the well-organized editorial system,
the frequency of publication, the wide scope of subjects and the quality of the articles. (In 2012, Arts &
Humanities Citation Index included this journal in its list)

Permission was given by the publisher of the journal for electronically publishing the Japanese translation
of the abstracts. The listing and publishing of the Japanese translations of the titles and abstracts of this
journal will provide a comprehensive outline for new Japanese researchers to understand that ways in which

scholarships have been made in the overseas scenes of animation studies.
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23, Processof creating thelists | ..o

The following activities were performed during the process of listing.

1) Collection of the bibliographic information of all the issues of 7he Japanese Journal of Animation
Research and Animation: An Interdisciplinary Journal. (During the process, an attempt was made for
the collection of publication information on animation in the other journals that are mentioned in the
section “Academic Journals that Deals with Animation” in the last year’s list, and furthermore collection
of publications that are not in the last year’s list, which will proceed to the next year) — supervised by
Hitomi Matsuyama

2) Translation of the abstracts and keywords of 7he Japanese Journal of Animation Studies and Animation.
An Interdisciplinary Journal (English to Japanese for the most part, and vice versa for the rest) —
supervised by Joon Yang Kim and Nobuaki Doi
Supervisor of the whole process — Masashi Koide

Cooperator of the whole process — Goh Tokue

The following items are collected as the contents of the lists (translation allows users to search the

information in both Japanese and English)

Name of author, title of article/essay, name of journal, number of pages, year of publication, outline,

keywords, URL

* We collected and used the same keywords as those that have been given by the authors of articles at the

publication of them.

24 This year's achieVement ettt

After the completion of the process mentioned in 2-3, collection was performed for of the bibliographic
information of the 75 articles/essays published in 7e Japanese Journal of Animation Studies and that of 121
articles/essays in Animation: An Interdisciplinary Journal Among them, translation was performed from the
abstracts of these articles/essays in 7he Japanese Journal of Animation Studjes, authors of which have given
us permission, and all of the articles/essays to date in Animation: An Interdisciplinary Journal; and both of the

English and Japanese results are included in the list.
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2:5. Review on the establishment of operational systems after next year .

One of the must-dos of this year’s project was to review what strategies are more practical for JSAS to take
over the mapping project.

Through research activities performed last year and this year, a backing system for this project has
been established within JSAS. Given the approval of the directorial board, some good prospects are seen of
strengthening the web servers of the society’s official website strengthened and establishing a blog to serve
as the releasing place for the achievements of the mapping project.

We have investigated and collected a huge amount of information on articles and books comprehensively
for two consecutive years since 2012 as a preparatory work. The information collected through the
preparatory work, not all of which was listed though, will surely be useful as a foundation of achievements to
be presented after next year.

The main future issue is personnel expenses in dealing with the issues after next year, when bibliographic
information is expected to become enriched, a guideline was determined to use affiliate programs effectively
and seek e outsource funding such as Grants-in-Aid for Scientific Research. Especially for the latter option,
JSAS has confirmed continuation of the mapping project as a good opportunity for itself, as much as the

entire society has just established the system to seek outsource funding.

2-6. Future issues

The following is a list of issues noticed through this year’s project.

@ Especially because Animation: An Interdisciplinary Journal publishes articles by experts from a wider
range of academic fields, it can be expected that the translation of scholarly/technical jargons in the
abstracts is not perfect. Comments and opinions are expected and should be welcome after releasing the

lists.
@ Discussion is needed to determine, after next year, how to deal with academic journals other than 7%e
Japanese Journal of Animation Studies and Animation: An Interdisciplinary Journal, some of which do

not have abstracts.

@ As this was mentioned as an issue in the last year’s project, the policies established this time do not

14
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cover scholarship on animation in some fields (e.g. film studies) adjacent to animation studies. Discussion

is needed to re-design new policies as no guidelines will lead to no limit.

@ There remains an issue of how to maintain consistency in relation to the last year’s Book Guide. The Book

Guide is efficient in terms of a wide range of the topics listed because it covers widely the opinions from
JSAS members (including researchers in a non-academic sector), which were requested by the project
team within the society. However, we have received various comments after the release of the lists in
regards to the consistency thereof (specifically, about categorization). This year’s lists are designed to
be comprehensive, and for the Keyword, which amounts to the Category in the last year’s list, we used
the keywords provided by the author(s) of each article (not by the research team). It is a future issue to
maintain consistency between the achievements of the last two years. Also, given that the keywords were
provided by the authors of these, ones the same word is likely to have different referents, according to
the usage of each of the authors, even if they deal with ones the same topic. Further discussion is needed

on the consistency of the contents of this year’s list.

@ Another issue is budgeting for carrying on the project after next year. Although the research team has

sought to acquire outsource funding such as the Grants-in-Aid for Scientific Research, the outlook for
the budget remains unclear. It is also needed to consider the method of information collected and the
policies of online release (whether to update annually or not, whether to set the period of updating or

not, etc.) because the number of articles and books concerned continue to increase.

@ After next year, JSAS will start the release of book information, too, on the blog. The book information

comprehensively collected through this year’s research will be added to the book lists of the first year.
During the process, an issue will be raised in regards to the collection and release of book information,
e.g. the process of obtaining permissions for posting abridged translations (of book descriptions from

publishers, etc.). It is required to continue to consider how to cope practically with such issues.
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- Animation - An Interdisciplinary Journal

AT 27 W CIT > TeRIRARIE AT < THi s JT 30— 7 — RN (IEEE — HAGE
Items translated through the Project: Title of Essay, Keyword, Abstract (English to Japanese)

v | BEE g gE X F——f e
NO | Volume, | yerof z o URL
Issue Publication Page Author Title of Essay Keyword Abstract
number
(N Jul-06 9-24 JLP.FOVT T TAT=IADRIVF) L= %< T A=A T IV Fy T A= 3VDERET T T AT— 7 RE AT A X Z— DRI B T EEROHEE N E L THEEICEBINTERA, | http://anm.sagepub.com/
J.P.Telotte Ub Iwerks' (Multi) Plain Cinema IVRORE. 7542 v—RE. HOBEERIKFEAEFEEBVITENZWVHEDA— by —MERITBITDUTDZDDELGREEEZEZSE. 7 ZA— | content/1/1/9.abstract
SYF—IRIARIVFTIL— 2aVELEDZFDEEOELIEREE LI BRRNCETHE—F (L. BHBEICEIL T 2MRESALF v DiEH
VAASZ VTV L EIVT T 7 I77Fv ) FEEGIEICBEIGEUR TSN/ TH B B T AVD T A= 3VICBITBV T X LEE
A ITAEYaATA TT DHFZZEET EICBHERDEB. DEVRIVF T —Y AT DERAGEETH 5, ARG N930FERICEDY D DH T A
TAT—=YR THIVE T4 X T ZA=23VDERZEVSRHDSEDEEEMBE DI B0 U EOREERAET 5. ZDIEHNTET HDIE.
= FRFHRICB WO REMBOSHENG 57 TR LDV GHSEETN D DB O GUT VX LET T7FvILRE
animation, avant-garde, DHWEDREGBEOIMEELTT ATV ADERERDTENTEDLEWVWSTETHY HDIERDIRBIETEWVNZD
1 depth, Fleischer Brothers, HDICTZ BEDHWEDITEDABTREEDTHIRNDDTIEEWNDHEWNDITLETE,
Mickey Mouse, multiplane While pioneer animator Ub lwerks has often been praised as a driving force behind the early success of the Walt
camera, realism, Sergei Disney Company, his independent work has received scant attention. That relative omission from animation history
Eisenstein, Ub lwerks, Walt seems curious given two key features of his cartoon work: an emphasis on gags involving protean, transformative
Disney effects — a characteristic often linked to avant-garde filmmaking; and his pioneering work on a multiplane camera -
a device that would become crucial to a developing realist aesthetic in American animation. This article examines
these features to situate his work in terms of American animation's shifting aesthetic in the 1930s. It suggests
that we see Iwerks' cartoons as symptomatic of a larger struggle in this period between the avant-garde and an
emerging realism, closely linked to the classical narrative mode of live-action cinema, and the relative failure of his
films as indicative of an inability to negotiate between these different pulls.
(N Jul-06 25-44 L7-R/TavF | AA=D - Ta—Fv— (BYFKFR) TIA=av VRIS SHUGHRNG T Z A= 3> OFF A BEREEM. A E1—2—0 571w 7 A& LWL T Uy RixL—"J 1%« | http://anm.sagepub.com/
Lev Manovich Image Future To4. AV E1—R—-T A AA=DVDEAERIVET e MBHEDBTHRVLSNDZENZ WV AL [T M) v I R IZERIEDE 2 EEE 3ETHED | content/1/1/25.abstract
—¥av.aAvEai—42—49 NETAZN—F)V - F v TFv— (A —Fvv7) JEWDIIEBITEH T\ TV Fa A EORAIZ AW T A7 O R & #
ZT747X(CQ). E—Yav+ T5, 229 BHCETIRAEZZISNTWVWALSICHIR IZERRDF DR DRI RO L—T AT <A A =Tt E
Y I Fr— E—2avi3>7 Bl 2 CTHAITEEI/FTALNB. GLARKIFNAT VY FICCZHBLIRET B,
2 475 IT=FwI YRR Today the techniques of traditional animation, cinematography, and computer graphics are often used in
hIST4 combination to create new hybrid moving image forms. This article discusses this process using the example of a
animation, cinematography, particularly intricate hybrid — the Universal Capture method used in the second and third films of The Matrixtrilogy.
computer animation, Rather than expecting that any of the present ‘pure’ forms will dominate the future of visual and moving image
computer graphics, motion cultures, itis suggested that the future belongs to such hybrids.
capture, motion graphics,
virtual cinematography
1(1 Jul-06 45-59 F—=RR-SX—IV | TPV R—FREE VLT Z A (FIEY) | 7 Z AR <V A B, BADT Z ATIE BEAREIZZE L DRV RO RY M AHA /A R ZET A7V BIRG ED L <BI5T D, AFal&. | http://anm.sagepub.com/
Thomas Lamarre | Platonic Sex: Perversion and Shéjo Anime (Part ZA—ATAT Za—TY/ FEABRIZ ML DYH BV T E—H KUV v IVDEBEEBEN L. CLAMPEWS 4 ADLEF—LICKB I HERIEE | content/1/1/45.abstract
One) 0y —. A o D, LIeT LET7 Z XD =XTELU>Y ICE T BIRIEVERZ B T 5, (58U Y I3 B NEEREA TR GIZE—H LK
ey Ho.ABDRED B, DFRVEEEWSFTWERADBANCESIEFSTFIRND D ATAT7H LU T/ 0T —DFHMEE
anime, gaze, manga, HEDOTWVB FEH\ FEARBZEIZIEABDEE THE DDA NLEDBE I REGMENEHDSRNSNT [BLUDY ]
materiality, new media, IFIEBICE LW E DmIBEZIRH T 2T LI5S FEABB LI KX FOME B EDBEREZTRET 5D DL %GR A
new technologies! &9 B dDIRE 150 FER EANGHED LNV TCREICH LWVEROER A EHH T T L RRFFE 85,
3 perversion, psychoanalysis, Anime abounds inimages of ‘nonhuman women’, that is, goddesses, female robots, gynoids, alien women, animal girls,
shéjo, suture female cyborgs, and many others. This article provides an introduction to problems of gender and genre in relation to
the nonhuman woman, followed by an extended discussion of the animated television series Chobits, based ona manga
series by the four-woman team CLAMP. In a manner eerily consonant with psychoanalytic theory, Chobits reads problems
of media and technology almost exclusively in terms of human desire, in terms of the weird substance of enjoyment.
Yet, because the nonhuman woman remains nonhuman, structures of desire are subject to perverse material twists, and
Chobits offers a very unusual logic of suture. The nonhuman woman becomes the catalyst for ways of looking that appear
to bypass relations with Others altogether, promising the production of entirely new worlds at some elemental level of
perception.
1() Jul-06 61-81 Ja1ZTVF LA BEIZA—7avOFHLVELRRSICETSIET | 7ZA—Yav ERMIE. X gl BALE FOERMISEAN SIREE COREEDMBFNIREOF TEVHINET7 Z A= a2 BE. ZL TN | http://anm.sagepub.com/
Joon-Yang Kim Critique of the New Historical Landscape of fLEEER ATV TY IS5 LIT Z A=Y aVEEDRENDHREMHINERZTE D, INETEBE7 A —aVICEITBMEIE. 74 | content/1/1/61.abstract
South Korean Animation b7 Z A= 3> BRE HI1E —VavOEBNGY Y EERELTC BICEETRBEVD RN SRR ENSERICH T, LH L ZLDBAHTNE
S BERUE I V2 SNEHENTICEBEDT —A—2 3V Rid BEBFRDOELLECOWEEEGEDD TH S, BET Z A —3 > DE
VAT RIV(RREM F¥ S8y - BUBMIX AR E FERIBICIRZE T A FIE. S 3L - Y xRDT SV R - F 574 (FERMBEDOAEZWEE) iR d
EPNIAPE SN SO =N BTEEBELTUEVEV GLA T Z A= aV BHEDRM IR H BV BENRIR BEICB 21 74 0F —LBUAH
TEEIFHIE KRN EETCBIEZREIEDTH S,
4

animation, colonization,
cultural industrialism,
independent animated
filmmaking, Korean War,
military government,
Minjung Yesul, national
cinema, Pacific War,
subcontracted production

This article introduces and critically engages with the animated films produced in the geopolitical reality of South
Korea from the colonial period under Japanese occupation to the present, and the animation-related phenomena
they caused. In the past, studies of South Korean animation have tended to describe it merely in terms of a
production factory on the international scene of animation. However, the history of South Korean animation,
many parts of which have been forgotten or not recorded, is as extensive as that of South Korea itself. In exploring
the historical and political contexts of South Korean animation in chronological order, the aim is not to present a
grand narrative of national cinema. Rather, the article hopes to shed some light on the complex web of animation
production, aesthetic expression and South Korean ideologies and political situations.
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1(1 Jul-06 83-103 | ROvh-THvy | AZwIREIO/ - THMTS5T74. 8L WD | PZAX=3> 70/ T4k ATV I ERL—ICLBEFDERRBOITHHONEZPLVER, DXV IRIEWERLGEFEFDORE DsRFAZ Dz, | http://anm.sagepub.com/
b BDOhHhLiEh ot TS57 4.2 BRE), XY 0/« TA NI T T4 DT e DI BN G F I E EESULICH I BIRBI SN e BB EICER T2 ETHo e, ZNUEEHE | content/1/1/83.abstract
Scott Bukatman Comics and the Critique of Chronophotography, 71 (/E@)\ IRFT— h?/f %55@5:?%?5&?5%&@‘%‘& %ﬁi%ﬂﬂﬁ'%ﬁ%‘]ﬂ‘%f’:&bd)n_,\?&’)to —7 '7\:’_”[/’\)[/L\'7\“/:/1\ REAVZ. T
or ‘He Never Knew When It Was Coming!’ TIVvI ITA4T VA=D1 AVY—RYTA5IC&BAIVIRE 7O/ - TA T T T4 DEEENRRBLUFSN BB ZE ML DDEH. ZD
=V L— EFDRH. T TAROEEE T EENEBMZHEL TS, 2 VAT — T A DIKLeIHDU ML - FE—IDFIEY — R,
AP —-virA BEMGEEENDORE-EMEI D% ARID DD KIRELEDSE. ZDRERNTEED XA HEDZEDERAEN
animation, E—EEEZRAGLPIHCEOTEEND AFRIE. YT A DEFNEIAZVIRET Z A=V 3 MERICEREEBED
chronophotography, D BMARBIORRICH T BRMDA 7V XELTEF- DI 5N/ \0 7 A G IR RREBEIRE T 5.
cinema, comics, discipline, In the wake of Muybridge's and Marey's experiments in recording movement, comics quickly began to emphasize
Eadweard Muybridge, the depiction of continuous movement. Chronophotography mapped the kinetic body onto the regulated spaces
5 Etienne-Jules Marey, of industrial culture: it was a means of revealing the body and a tool for its containment and control. Comics by
movement regulation, Wilhelm Busch, Steinlen, Winsor McCay and others, however, mimic the fixed viewpoints and measured progress
Winsor McCay of chronophotography, but caricature the instrumental reason that supplied its motivation. Each episode of
Winsor McCay's Little Sammy Sneeze, for example, offered systematic and meticulous time-motion breakdowns
of everyday activities, but the rhythm of efficient motion is subverted by the mighty sneeze that turns all to chaos.
With an emphasis on the pioneering comics and animation work of McCay, this article explores the peculiar,
parodic counter-logics that mark an oasis of disorder in a time of insistent regulation.
(N Jul-06 105-117 | 7ZX-FL YR KREZ2FEETTCVER—EFRRMEMAGERE | 7 A—2av BREHR E Al (REBRNGRERID), 7H 1 EOEFRIEMETICH 1T 2BCHNBERE S UHBRD O DRLGEREZE DT ZX— | http://anm.sagepub.com/
Dennis Dollens TA=FTBRENDTE ZN L)€ R TNANS 2aVELTDIREZIZEDITT . CORHDOBREDHEICENT 7 ZA—3avId T*)“’f/,U\%TEItX IZXLC | content/1/1/105.abstract
The Cathedral Is Alive: Animating Biomimetic THA U VIR L—TaT TRCERAIEECHI. EHED DV I TZAVRREIEAIIL 2L FRT 5. FE . T A—Yava@REDT
Architecture TH A R TREEE ) LEYT—2a>vDidDELEZEELLTHATAIEEEE L. 7 A VB BEREME LT Z A= 3> LD
animation, architecture BHOEBEEET %, TOI Y. BrR. B8O S T 5BEANGEEREZ T V2IVCE > THRENTHCET T A=Y
theory, biomimetics, AVHBENGT AT 7 R T A EVDICRIELEBRL 2D DV TERT B, By analyzing The Cathedral as
biomimicry, design, an animation with implications for genetic architecture and strategies for design-biomimetics, this article argues
6 generative design, (with experimental illustrations) for the use of animation in architectural research that is consistent with software
morphology, The Cathedral visualization and fully capable of contributing to the design-thinking process. Repudiating the use of animation as
merely a medium for architectural presentation and affirming the coupling of animation and design-biomimetics,
Dollens considers how animation can stimulate and develop architectural ideas, forms, and design through the
digital revisualization of natural elements evolving from plants, shells, and skeletons.
1) Nov-06 133-152 | 7AUw>a-oy | EEREREHETZA—MNTEENSTE Zof, TR EHPAARER. B T Z A= 3 VICIFBBN RIS T AHRADEZHZBEHL T 51055, BBEIZERE L. BIRERBFATUVNBEBEIOR | http://anm.sagepub.com/
N Re-Animating Space FRFEEY B TWMELOERZRILE T2, LOLINEZEEDES>—DOAIE. DEVZEEDEIIGRBREMODIRAGEFLICEEY | content/1/2/133.abstract
Aylish Wood space, reverberation, HAEERRL TN, REMEICE VT ERFRDERZRITT 21 XA —IVEIFEALFTE LGV TN AT BB L
intensive experience, TZEDLSBHRAAEFHEIEREINGWV REZLDT ZA—23aVICBVWC ERIFERFDOEDELTIRZASN. EYDIF
transformation, in-between ERINEFDRERICET2ERIBEDIIONS, AfeDEA I BENGZEEOBEHEELTT ZA—2a Vv ERETS
TEILH B EBF THEICENTEATI Fvy T -T3—2 XN TR =M (FrOSA > - U—T.1976). [F LYK
DEZ)FrOASA> U= N7 075y T—)V Ry (A =TIV V=T X NN TATORRI (TSP —X I IT A,
1979). U EDERDAB B KUK OEAICEE T BTEICE DT T ZA—a VA EEEEDK S ICEEEL (T Z XA —
M IT2DODEIAYT 5. CDKDERI DAV ERET D H EE L BT 2REI0BERE LT ZRBEZERLT S,
BICHRBEDECDBATHDIEEBA RN TH Y BEERICIOTRH-—DIFON BRLHEARRD T L DB ZITERL
DOMERDETAHRME LI BERNICRANGZSDDELTDZERTH S,
Animation has the capacity to re-invigorate how we think about cinematic space. Cinematic space is able to represent
7 and be expressive, and its place in generating narrative meaning is taken to be central to cinema. This, however, overlooks

another aspect of space, one associated with intensive spatial experience and other kinds of transformation. As it is rare for
live-action images to show space in the process of change, this aspect is not often addressed in the cinema. By contrast,

in many animations, space is caught in the act of changing, making it especially relevant to thinking about experiences

of spatial transformation. The emphasis in this article is on exploring animation as a revitalization of cinematic space. By
paying close attention to both the form and content of Duck Amuck (Chuck Jones, 1953), The Street (Caroline Leaf, 1976)
, The Metamorphosis of Mr Samsa (Caroline Leafs, 1977), Flatworld (Daniel Greaves, 1997) and Nocturna Artificialia (Brothers
Quay, 1979) the author shows how animation re-animates space. To generate this position she formulates a view of space
as undergoing processes of reverberation: existing beyond the location of events, fluid and marked by heterogeneity,
shifting between familiarity and uncertainty, and finally, as chaotic and potentially unknowable.
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12 Nov-06 153-172 | Iz A TIVRL | R—5— IR L RELEFRE—CC7AvY/\ | TOvI/I\AEZ— BEHIZER] AiglE BEEICHITDEIE. BENOEESICHITE2EEETRETHEVI N AT DERICHES T ZIVCGICK BT | http://anm.sagepub.com/
2 AZ—ICBIFBFEINMNFBDIELLNIZE L W= LZEE O E1—%2 Oy N\A2—BBEZESSHOBRICES>TEDLSBHEDOBIEHNBRRLELO>TWBDH B, ZDTeHIT TR—F—-I % | content/1/2/153.abstract
Jessica Aldred All Aboard The Polar Express: A ‘Playful’ —EE@{%—y(CGI)\ 7‘5? _Z71/7\j (E[/ =k '\‘57‘ F+2.2004) 7é§¥ﬁ’?ﬂﬂiﬁ$ﬁ?—%o§fc\ ﬁﬁ%\@tl}j‘b'f%\ E\?\Tf—A@$5ﬁfﬁkﬂQ*ﬂﬁE@¥$c‘:
Change of Address in the Computer-Generated AT ARG IV BEEE. £ EBUNTHENTFAN—AR=REWSREIRIDT7—F v VRS KU CGRREIDM A ICHBEL THONDT T 2 IVZEREP
Blockbuster THAT— s FrIU2—LBREDEGEENEELTTERMELESETEONMNCDOVWTERT . RIEMICARIZ [R—>— - ITIRXS
blockbusters, cinematic LRIEWSBED, EF F v 572 —IBR MEORMD S MBS T4 — LEDREBVEHE WL EHETRRDYIE
space vs game space, LGRS L TECKTEEERT 2. FARKIC A D THRENE T4 7 — AICEZ FEORRNEER RE. E 747 — A
computer-generated b‘@@‘z’—j—-iti U&)TL\%@?Li7;(:\75\(‘_'.L\itﬂiﬁbftﬁﬂﬂb‘%%ﬁ?%o
8 imagery (CGI), narrative, Following Tom Gunning’s assertion that each change in film history implies a change in its address to the spectator,
spectacle, spectatorship, this article closely analyses The Polar Express (Robert Zemeckis, 2004) in order to interrogate what kinds of
video games changes are at stake for the contemporary spectator of the wholly computer-generated blockbuster. The article
also considers the extent to which the immersive, video game-like visual aesthetic and mode of address present
in The Polar Express strive to naturalize viewer relations with digital spaces and characters such as those inherent
to both computer-generated films and the ‘invisible’ virtual realm of cyberspace. Finally, the article argues that
The Polar Express functions as a compelling historical document of an era when cinema and video games have
never been more intertwined in terms of aesthetics, character construction, and narrative, and raises compelling
questions about whether video games have begun to exert the type of formative influence upon cinema that
cinema previously exerted on video games.
1(2) Nov-06 173-189 | Ut R—F EOHRNST 7OV - REZ—N—FLWAL—T | 7A=Y 37 2T (MR KB =T AT A A= I FEMDILNZARICK YD E DI 5. FREZDDEVEBERAE. kT 5, <7 -0 | http://anm.sagepub.com/
Lisa Bode AV A A= TEMDER T DMRDOZR ), LN ZA. TV 2IVEE —JF—F OO N I RBOE] (1896 5F) LW RO SHIHADME A A —T &I Mo TENH D, —H &IED | content/1/2/173.abstract
From Shadow Citizens to Teflon Stars: Reception BIFAFIVIT7RI— N AR BIEIROBEDI 774 HIL 77022 —1 2001 ICBEEL T EBBEIDCCGDEE B ETA A — AV EED
of the Transﬁguring Effects of New Moving BLREBGAME. X E7> RAFVEFLTE AL, %5(/\’_)7%2:%']*_5%@0@&3_@‘3:\ %5L\OTCWM%g@kb‘%ﬂl%a}@t}:LA%F[L(A%?T«EB
Image Technologies (D7—F v IVHHB) . A5k NEDSEWS I TIRGEWTEEERT 5. ZN5DA A —IIFE LA KFEDULHERHEDRE TR IF ANS NS D
animation, cinema, cultural DTH). BB A—IDBFYTHZEVSMEIL. ZORRICE VTR ABIERGEENTVLSDHEYEE>TLB DT,
9 reception, digital actor, This article examines and compares a couple of moments of fleeting strangeness punctuating the history of the
Final Fantasy, human, cultural reception of moving image technologies. Maxim Gorky read the early cinematographic image in terms of ‘cursed
live-action, modernity, grey shadows’ (1896), while recent reviewers of Hironobu Sakaguchi’s Final Fantasy: The Spirits Within (2001) have
synthespian, uncanny rendered the film’s computer-generated cast as cadavers, dummies, dolls and silicon-skinned mannequins. This
article argues that it is not merely the image’s unfamiliar and new aesthetics that evoke the uncanny. Rather the
image is received within a cultural framework where its perceived strangeness speaks allegorically of what it means
to be ‘human’ at that historical moment.
1) Nov-06 190-206 | *—7 - RZAVIN | REIDMHF . Z LTV — A& BA &S —kBi 7 | 7 A B NAPR MO KRBT RODTLET Z A1) —ZATEERT b AT ODFEAILWNEHAS BEE T Z A= aVICHBITBEIEZEEHD | http://anm.sagepub.com/
-7 FAET ZADHIR A=) BERT7 ZA—=3>, BEFEN LT BERDT Z X ST 2 EEE ) EF—HGERELDFRGERBFFZERET 5. X vV EVFEZ—)VIE B | content/1/2/190.abstract
Marc Steinberg Immobile Sections and Trans-Series Movement: | X 77X 747V I 2 E# S RERF OESRE AL ZBL U7 T A DERZEHFH T ETRT DO\ )V 7 A= aV I TNEIZHDESHE
Astroboy and the Emergence of Anime HE 'J—X’ﬁ)\ B IEEEE), BRITHHBL T B, 55 S BERD T Z A ICR SN GEED 7Y h'7:)‘—:/37@i%éb‘%5faiéo gl D@
FiaH DT ZA =23 (EVDIFEREZERIAT ZIRIC) DI TEEBDRMERAZEZE LR T A A—IRIE (SR Z X &M
anime, Astroboy (Tetsuwan SNTWBEDD D DEBERE LICRER) ZEHFH T e TEBIT b LD ERD ) — RSB TUOo T B IEIC
Atomu), Japanese ERERD,
10 animation, manga, media This article contrasts the different economies of motion found in cinema and animation, and explores the particular
mix, seriality, stillness and economy of movement and libidinal investment that accompanies Japanese anime, paying close attention to the
motion, Tezuka Osamu firstanime TV series, Astroboy (Tetsuwan Atomu) . Metz and Lyotard argue that cinema generates an impression of
reality through its particular economy of motion. Cel animation, in contrast, relies on a different economy of motion.
Thisis especially the case in the specific kind of limited animation found in Japanese anime. This article focuses on the
specificities of this kind of animated movement (particularly its emphasis on stillness), and the way Astroboy relied on
commodity serialization to generate a particularly immersive image environment - one that set the stage for what is now
known as ‘anime’.
1) Nov-06 207-228 | YR Z—-A T |TBMTELEDEVI—YY ANV RIN/ST | 7Y RYa—-Z0)L. TI\Z ABE TV R — - ZVEBDTFAN—/I\U7 - IATARETY E— X EERT S, COBEE. CGF ZA—3>TAl | http://anm.sagepub.com/
NS/ A ETVE=RUTHBF BT 7—F v IVEHEDME —HYAN=ANWVFrv— A SNIHHEDREICEET A A=) —THI. FED/N\UDY FEBHBESDF v )7 DBERDIHIC. 7TV 2IVIZE%ARY) | content/1/2/207 abstract
Sidney Eve Matrix lWe/reOkay with Fake’: Cybercinematography IN=INVY. 71:/&)[/7:7(_ @ﬁ{%f%b‘@i5ti’&ﬁﬁ?’%t\ 7Bl r%@tb?@“)ﬁ(ltglrI)Jb"J}ié%@%%ﬁ_@|")“/’7t’|9&é%LZHXU?§7’J‘TL
and the Spectre of Virtual Actors in STM@NE AV TTAFIVIT P BD TLES. T7—FrIVZBOEERELHEEDEEFELZRRBLIELH S, LA L BEEIE &7 0T S LEHIBRL BOD
—.HLES (IDORU). SFERE, HRITEI B LIFAEY Z—ZHOFRICR T DIEFRAIEEE WA B 5 WELWT E A D, Z /U OBRE L, BREM X EEE T
VR RET U (TT—FvIb LBV E N\VTY RBBICEITET7—FvILGET7 72— D0 772—1) OFBALMRERIEE HEBREICEDL SR
BB 77/ IRy 7 BEELE5THEVSIBEFENGEVTEH S,
1 —FvibTIE— This article considers Andrew Niccol’s comedic cyberpunk film STM@NE, a story about the development of
Andrew Niccol, avatar, computer-generated animated actors. When a has-been Hollywood director secretly uploads a digital actress to
cyberculture, cyberpunk, save his career, passing her off as real, fans fall for the trick and delight in the newest ‘It girl". Soon the synthespian’
digital animation, s celebrity eclipses the director’s fame, yet he finds it impossibly difficult to delete the program and get the genie
Final Fantasy, IDORU, back into the bottle. Niccol’s film is part cinematic fable and part philosophical inquiry into how the use of virtual
SF film, synthespian, actors (‘vactors’) in Hollywood cinema will affect filmmakers, actors and audiences.
technopuppet, virtual
gender
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1) Nov-06 229-245 | iR—)L-T—F T ZA—TaVIRARICBITARE-BHOBBRMEIC | REOOI1 -7 #HHHIME KX E = DDRHEFZBL T Z A=Y aVARICH T 5B im & RE =REE (practice) EDBEIFRMEZEFANS, ZD=D& | http://anm.sagepub.com/
Paul Ward B9 2% DOHDER B EM0EH. ERNELS 13 IERREVE SN, I =ERFEY (critical) REE B XKL TH D, AAX D AIENZERIE. 7 Z A=V 3 VHEHIFER | content/1/2/229.abstract
Some Thoughts on Practice-Theory M #HEMITRRDIFsn HIGEHECTEBENBZNELEWNSTETHI. ZLTES LB LU WIEEEL R TRE (=R DELGS
Re|ation5hip5 in Animation Studies %"—%‘\ @K%'ft\ FU/AT— BEOAZ 2274 EDESIIERITBDLETHET BT EAEKRT B KRNI 7 Z A= 3 VHIEDDEF TECALIC
b SO TUFELNZEHDOI Y EV T ZIBDBIeHIC D ONTe. BFA—INICKBFH/IIN—T DT —2IH>T WS, 77./0
community of practice, TJ—ILBIF BRI ENRBNCE U DIFE OO DN Z DFERIE RICHHINGE T ZA—23a VRO =7+ (DFEURE
critical practice, RERRICEICREDIFEZOIAI1=71) DEBEHIT 2L RONBEROGENZDELDHICIEZOTLNS,
disciplines, legitimate The article examines theory-practice relationships in the field of Animation Studies via three conceptual
peripheral participation, frameworks: legitimate peripheral participation, critical practice and recontextualization. The overarching
12 recontextualization, argument is that Animation Studies must be understood in an ‘interdisciplinary’ way, and that means evaluating
socially situated learning, how different communities of practice work with similar or related terms. The article draws upon email discussion
technology, theory group data as a way of beginning to map the discourses used by people working within the field of Animation
Studies. The perceived role of technology is given specific attention, particularly the ways it can be seen to be
straitjacketing the development of a truly critical Animation Studies community - one that attends to theory and
practice in equal measure.
2N Mar-07 9-25 P—R-ZI—IV | T T -y I R—EREEDRT Z A (B2ER) | 7 Z A BB VA B K. ZA&ErAnimation: An Interdisciplinary Journali® 2006 £ 7 B S BB EN T HE 18RICE | S E DB 2B TCH. 77 =X —2 | http://anm.sagepub.com/
Thomas Lamarre | Platonic Sex: Perversion and Shojo Anime (Part | —21—* TAT Za—TY/ AV V) —=RBLUDY IDERE/RTT B, CDV ) =X EHDIIERN TV / OV — 22 EVSFWEREDRHD | content/2/1/9.abstract
Two) ay— fIE. B D SHHFMBDERLELIIC EDIESABMOMELWVSBHHSA T T H LU TY /O —DREEFHEND, 5 28I Z D
®e REFRLDDATATELTDIVALT ZADWBEMEN BRICEREET EDTEWVEEIT, LWHNTENGEZEDOEHF
anime, gaze, manga, [EDEFEOTVBDNZBESNCT B BANRELCEEDDICEF T 5. XV AET ZADYE R EBDR
materiality, new media, WEEPERG I VRIS TWVERENS R LR REIZMES B2 GH THIRT 5. 2L TZDIEIZN [BLU
new technologies, DV ILHIT BB ERDENF LR EHRIBEDEMZRIEEICT DD FEABELZIEIF AXFOME B L DBERME
perversion, psychoanalysis, HEFEITEHDESGRAICIFT BcdDEE G SR BANGEHMEDLAN/VTCREICHLWVEROHRZEHHT T
shojo, suture CEEAFEES,
Carrying on from part one published in the July 2006 issue of animation: an interdisciplinary journal, part two
continues its exploration of the animated series Chobitswith an eye to how it reads problems of media and
13 technology almost exclusively in terms of human desire, much as psychoanalytic theory reads technology in
terms of the weird substance of enjoyment. Part two takes up an analysis of partial objects and perversion in order
to show how the materiality of manga and anime as media do not entirely disappear but haunt the dynamics of
sexual enjoyment. Materiality returns in an evocation of ‘full blankness’ associated with the white manga page or
transparent celluloid sheet, which allows Chobits to pervert the logic of suture and the associated dynamics of the
male gaze. The nonhuman woman becomes the catalyst for ways of looking that appear to bypass relations with
Others altogether, promising the production of entirely new worlds at some elemental level of perception.
2(1) Mar-07 27-42 T4V M-EA | BOAEERIGF— T ZAMERERZZLTCEBD | 7ZA—YaVBE 7 ZA— AEE B2 EBEELET ZAERD—ATHABIBBOIERDA T, EEHHSN TV EWEDEZHFL DD 7 ZA1EL | http://anm.sagepub.com/
AMRATIVN | TRIDERI aveRE1S—-hILFv THSNTWABRART ZA =3V OERICH T 5 FDERRZRD, b—< R -5 —)UH 7 Z ADIEMRHERE L TCERK | content/2/1/27.abstract
—vao— When Pigs Fly: Anime, Auteurism, and Miyazaki’ | 7 ZAANERER. MBS LTWBEDD1EEEZBIEL DD BERICH T BERER LOREBRDOL Y XEB LT BN DT ZA—avEND X
Kevin M. Moist s Porco Rosso (7/()[/A‘Z5‘ ;_\’f_z) <‘.’.7’ 71\471A<‘_’.0)|355$U)‘43T‘\ Emﬁo)@%@ﬁﬂ@ﬂﬁj%?&5o 5‘717)b@’\UDT'jEI—?7‘3\‘5_é'BLZiékTL\?—?LZ?%){EUECZ?SL‘
and Michael A =3y G BAM C BIEOERIE TBENRERERIEEVD5L DG —HOMEGHIBICREL TWBTEN DD B, [T OBIE T —X -
Bartholow Bl& b, BIRIIA 71 T E R ABTA—EFTBTETC T ZARFRANELA Y DRELT— - AV F v —D—HEREL T TEICS WV TRVBEYICER NS
animated film, animation DIFFERATAT LAY TV ASBAY ) T—2— BT BHEBED/NN TV RERS%AET7 Ta—FO=A1Z
and popu|ar Cu|ture' anime, E@Eﬁ;ﬁ%ﬁ%ﬁb?:%ﬂﬁg C&Ct%mgrf:(%%%ﬁbr:b‘%@?&%o
auteur theory, film studies This article addresses Western views of the Japanese animation form known as ‘anime’ through an analysis of
14 and animation, Hayao alesser-known film by one of the most important anime filmmakers, Hayao Miyazaki. In seeking to build what

Miyazaki, Japanese film and
culture, relational media
theories

scholar Thomas Lamarre refers to as a ‘relational” understanding of anime, we address Miyazaki’s film Porco Rosso
through the lens of film studies concepts of auteur theory, and also in relation to the medium of animation. In a
range of aspects, from visual approach to its deeper themes, Miyazaki's work is found to draw on a distinctive set

of strategies that might be described as ‘creative traditionalism’. Using Porco Rosso as a case study, our broader
argument is that anime, as a form of postmodern popular culture, can be best understood in the West through a
triangulation of different approaches that balance issues of form, medium, cultural context, and individual creators.
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2(M) Mar-07 43-61 IIT— BRICHFET ZA—2av L TOIBRERINETE | BREDT7 ZA—avitk., AEIE 950 FERBARICHIFBIEEERINT ZA—2av ELTOBERICEBELIEBRD 7772 — %20 LAY 5. I8 | http://anm.sagepub.com/
Tze-yue G. Hu The Animated Resurrection of the Legend of the | BAEFEA Bk BAT = X IBARIDT Z A =23 bIE BB E WV OFT BRI G A—VRIBEY R ADNKVERBILILESTERTITHELU | content/2/1/43.abstract
White Snake in Japan —YavOERE. 1950FKD RE7ITICBITEEZHOERICE>TRUED SN RN G BN EERN G BN ZRRHCR I Uc, BEEEOEHRISHE
SEME SOy b INTH B TL<HONTHY YHEBAREEBOSIERE 7OV Meofe. LTED>TZDT Z A= 3 bICH > TS FT
—X > ARZEETTIE R FE—ICHPEBEDORERITOERELTIRETHEWVDITEN FMEE BRI ZA—2aV)AINEHARFEN TV B2, L
A=AV RRIF LAEARFIOFIEE L COMBEZEST LD NREB LUHBFNGFHZ LD ZRIAHDIEEEZ MICHAEDFE
animating the fantastic EEFOTW e (B LISBICRB L) . AT8Id. T (performativity) IEWSHEERE RV DD W DOHDRITICHEWNTT
folktales, Japan and the A= IEDEIT EDBRICT T BERIRETTD. TLCRET — A= 3V A2V A EZDEZ/E)ETEELLTDIR
West, Japan’s post-Second ARREDEEHEB> TV,
World War animation This article analyses and elucidates the factors involved in the animated reappearance of the Legend of the White
development, joint film Snake in Japan in the 1950s. Driven by the multiple demands of a new post-Second World War era in East and
15 projects in the 1950s, Southeast Asia, where the business of making new images was more urgent, profitable and competitive than ever
performance studies, before, the tale served both micro and macro purposes. Since the legendary tale was well known in the Chinese-
performativity, Toei speaking world and was initially a joint film project between Japan and Hong Kong, one would have expected the
Animation Studio producers (Toei Animation Studio) to envisage the animated tale as primarily for Chinese audiences. However,
the Japanese producers had, or later discovered, a wider hidden agenda in making the film that promised more
lucrative and geopolitical rewards. Using the concept of ‘performativity’, this article interprets the course of the
animated performance within several dimensions, and traces the history of the foundational role of Toei Animation
Studio and its dream-making enterprise.
2 Mar-07 63-76 T RY1— 42— | FLOE—T ZA—YIaVHRICETEIER T A=YV TIZIV FRICBIIDT Z A= aVIF AL LT B HRDEA TCWEWRE THY D DT TVSELDIKLIZH DD . &5% | http://anm.sagepub.com/
- Bones of Contention: Thoughts on the Study of | PREL AE L5, BREIHZED XI3T = A= 3V RREVSBRAIMODBNDHFHERIETH B, KE‘H’%KLiTZ)f\\—:/a)b‘)ﬁ%ﬁ’\]&%@&b?};@i% content/2/1/63.abstract
Andrew Darley Animation E NPT NTWBTEDBHRTDEDEFRYDDEHGEMBIHE L TDT ZA— 3V AR ES LRIEL TWKZEICBWTEL
animation studies, digital VWEE(RUITELEEV) EBEMENTOREDNEITEADL 5. FARX DA TREENS LKA ET TO—FIE BEDT =
film, essentialism, film A= AVARICEWTHY EIFSNTERED. £ L TR, EfD D8#mNICEENTHHLEENTVLEEDNDRE
studies debate, film theory Ths,
Within the academy, animation is still a relatively under-studied subject field - though, clearly, this is beginning to
change. This article is a polemical response to the nascent field of animation studies. It explores some implications
16 of the marginalization of animation and confronts what it views as significant obstacles (and cul-de-sacs) with
respect to the progress and consolidation of the subject as a legitimate field of scholarship. An overall approach is
suggested which - in certain respects - is at odds with what has been undertaken in the field in the past and with
whatis professed as legitimate and epistemologically productive in the present.
2(M Mar-07 77-84 ANV A 71V | T_graul——B 75 SRERBRIE] HRBRE, 3£ A4 AEER. O RERBUE_graug (ANJV 1 7/010:01 min, B 2004) IFBEERNICHRIE SN LNV TEANGBEZRSERTE. | http://anm.sagepub.com/
Robert Seidel _grau - an organic experimental film YE1—R—- T ZA=23 C\hti\ IR BFIERORIRL RBEDOT —2h5EH B EN T %’E’%ﬁt:ﬁ%&éf)*‘/x-?l_x%ﬁ&ﬁb\ iﬁﬁﬂzté*_w": J7 - content/2/1/77.abstract
BRIR KRBT A —av M VAV OENEERIE T HEEDIT ETEELLIGBREND DIHMRNEA A—VZHRD, FAREE. BA =i 77/8Y
EIRITE. B2A BHR. 3D —ICE O THBENDERNGA A — D 2RI KT T8 EITERPEICH BTN —EL CH 5. FRRBED T A T 7 ERREIE Z D
abstract film, beauty, ARRIDEFETT A - F v T (RBEELVDBIHOWSEWRERE) & LAE—BDR Y —> - 2—DJ7—EL TR
chaos theory, computer MENBHHIC RIS END, THUE HARREEREMO S HAZEIBICREL THY . Z DR MRIGE T F
animation, emotion, HIeBICE O TEBICHEINBRTENKCERING. EEZLZDIE AEZ T/ OV -6 ZNBiRE L TERIBERRRE
experimental animation, IZDEDTIREWERHBRTELE, GLABMRD IV a3V T BEDIFELEULEDEDICZDREREHT-B5 DL
film practice, nature, 2TV,
organic, 3D The experimental film _grau (Robert Seidel, 10:01 min, Germany 2004) deals with personal issues on a visually
abstracted level. It establishes a system of interwoven complexity born out of memories, scientific visualization and
17 real data to create a modernized version of a tableau vivant, dealing with surreal and abstract images that come
alive. The film is part of ongoing research to create organic imagery that isinspired by nature, art and technology.
The ideas and inspirations of the film are partly disclosed, as the works are sometimes perceived as ‘eye candy’ or
some kind of screen saver: somewhat related to the classic problem of modern art when it is often claimed that
abstract paintings could just as easily be created by children. Itis important to recognize that no technique isin
itself predestined to capture an emotional experience, rather it is the artist’s vision that shapes the experience to
become more than just pretty pictures.
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2(2) Jul-07 1M1-127 | A74—2J+ 747 | QbRAI—T7¢OAOXVR—TI7-Yx7DF = | A5—Va. Iz 7-717.0 COMIUTBNWTEEDITOIDIE. VT VT DRERT A= 3VHGEEDIAV TV RS —EEENI > E1—%-7 | http://anm.sagepub.com/
Steve Fore A—=2avIicBIr2EEBREEV 7 TR [ g ZA=2aVIEBWGEENICRSNZT) 7 U TANRIOEREDBERTERT BT ETH S, V7 IEEREMEICI>ED | content/2/2/111.abstract
Romancing the Rotoscope: Self-Reflexivity and | collage animation, Jeff —B2EAL TG, L,b‘L,\I:lFXJ-j(T:)‘-?HZ@T}UT‘L—‘jH79’\]'@&7}%%*%%L,.J:5<‘_’_T%)?It3ﬂ[5b\?§$[
the Reality Effect in the Animations of Jeff Scher | Scher, rotoscope DIAEMEBRERDOEB) Z2EMICAV TV, EENER I 2D BOERICES 55T EBCIEAELONT
—TEMOFRA. T I 7 F IV FREICH I BEEHERERDIERED) VI T Z A= avICBIFBELZDTL—LE
EHDRREE DB W EDBERICT L TROF DD, Z LT ERAH - R ENAHEORAFREBICN T 5O REHNEEE L
18 2iEDTH B,
In this article, the author considers the experimental animations of Jeff Scher in relation to the current obsessive
quest for a total “reality effect' in much contemporary commercial computer animation. While Scher does not use
a computer to create his works, he does extensively use a rotoscope, a device with along and complex connection
with the construction of illusionistic effects in animation. The author discusses Scher's unusual appropriation
of rotoscoping techniques, his links with certain historical tendencies in avant-garde cinema, his interestin
the relationship between the individual frame and the creation of movement in animation, and his reflexive
engagement with fundamental principles of cognitive and visual perception.
2(2) Jul-07 129-151 | Sv XMV | EFA 7RI R=F QYT DTSV T A= | A—F TP TAT I TATA. COMICBVWCEEIL AV 21— 2EENE TR0 25— a VBT cT7Ivya -7 A3 —E77 L | http://anm.sagepub.com/
7 aAVICBIIBERERE OY7DT YT ZA— SHEEERS. ZEEE. OV TOI—E7ERRICBITEDT ST 1w 07— FOERMEHRZWI. ZLTTZv¥1-7ZX— | content/2/2/129.abstract
Vlad Strukov Video Anekdot: Auteurs and Voyeurs of Russian PPN VN 3 D AVDRZCERWRRERM TS, 51 ETF 7RIV F— M VEICBWTEDEBZ RR T 57D+ &L TE
Flash Animation 73V RENRE FAL . ORICEDRI—ETDNT =XV AGRICER T 275022 - 7 ZA—=3aVORER) EW SR ZIRET .18
humour, identity, Russian FOERBICHEN TR R—MIEIR T T v2 - 7 ZA =23V EVWSRETA V2—2 Y b EITHEELD DI TS, BH .
flash animation, satire, DT XY R—bOFBEBEIC DV e ZhLEIO 1 —E S AEARZEM OV R—70 VEDKRA 22—, Z L CHERHE)
social interaction, visual EDBRICODVWTRIETS. ETH TR = DEBLT—IPYEEBEICOVTERETVL DD OICLSE/\ T+
representation —YVRAEBENRROEREVSAIEOA S, AV T UEITRI e ERICDOW T SIEMNGER ZRNBETHSH SN S,
19 In this article, the author addresses the issue of flash animation and humour in computer-mediated communication.
He traces Russian national graphic traditions of humour and publicity and provides historical insight into the
aesthetics of flash animation. He also suggests a notion of the video anekdot, a form of flash animation that relies
on the tradition of oral humorous performances that proliferated in the USSR as an attempt to overcome state
censorship. With the abolishing of censorship, the anekdot continues to exist on the internet in the form of short
flash animation films. The author analyses new structures of the anekdot and its relation to the previous forms of
humorous and satirical art (lubok, the Soviet poster and caricature). Reflecting on the dominating themes and
narrative structures of the video anekdot, he concludes with general remarks on transformations in Russian culture
in regard to its traditions of oral performance and visual representations.
2(2) Jul-07 153-169 | Vx5—F:C A | TARZ—B7ZA—23> TONAVEDER— | 7 A—23V, T4 R Z—, O TlE TA RZ—BUWED1940FERDTO/INA VR T ZA =23/ DWC 7 O—/N\UE—3 VT B A7 | http://anm.sagepub.com/
TA —7A—=NIHLEWSEBEDLS A= AVIZ (N7 b | A ATHRMARF. D215 —VaVHROBRDSERT 2,911 SVHFDAZR VDD EE G BT RIF AL | content/2/2/153.abstract
Gerard C. Raiti The Disappearance of Disney Animated ATVTATATOINHVE, D ATATRETV/OI— BURICBIFT BN T Z A —3 ‘/t::t%ﬁ’l:l/ﬁ’ﬁ‘/ﬁll?@‘@,?EODJ::{LZ%U%@%%TCB?
Propaganda; A Globalization Perspective BT KO EBESHICT B, TORLICRKERSZTVWAERDUEDEL T HE, 7L E AV 2—F Y MNEEDMA
animation, Disney, (EENTFATAT DIEUTER L, KARELTOBRBNERLIEZEDLETO NS, E5IF BFLENfcIz2aZr—a>y
globalization, national NMEBRDREMZMZESIRI CETC TRICHIT2EREROEENZ RV TR TWSBIEEEITONS, SH. 7 Z X —
identity’ propaganda, TavickBTaINAV AL Za—RBEEDOVZaL—2arPA 2=y b EDAVAF 2T EIECHELIZRIDERICEH
Second World War WTHEET 3. ZNEIE AKFDOTTTHA ST —TILT LEDF v RV EICBS W T TEDRINET 7O—F #1755,
20 This article examines Disney animated propaganda of the 1940s from the perspective of globalization literature,
media studies, sociology and communication studies. Using examples from September 11 and the War in Iraq,
the author shows how changes in media corporations, technologies and politics have limited the use of animated
propaganda since the Second World War. One of the factors influencing this change is the absence of a mass
audience caused by the fragmentation and proliferation of media from cinema to television to the internet. In
addition, electronic communication is facilitating a more democratic exchange of information, thus reducing the
influence of nation-states over their citizens. Animated propaganda exists today in other forms such as simulations
on news broadcasts and internet caricatures, and adopts a more grass-roots approach on mainstream websites and
cable television channels.
2(2) Jul-07 171-186 | ZUR-/\Z> b A—bo—2ZZARELTDRZ VY T1—/ KR T A=AV T A BREIDIEIICE VT T Z A=V 3V ERBEENAEWVCERLLE SRR ERZDIEZNFZEB LV ETIFEWH. TNE T2 | http://anm.sagepub.com/
Chris Pallant Tarantino the Cartoonist A—by—Y ZRALTF)V-E ENST ZA=YaV\DHEDHDEICERENTE L LOLEDS VIV T2 250 74— /IE A—ho—>2D3%E | content/2/2/171.abstract
LBV T T4~ ZvFY FHERENEBAT 2, ZO/RXICBWTUE ZNETD—by— Y ZXLIERMF 2TV 74—/ DIERICHIT B A— b
AV (R YN 78 o —YV ZXLIEZDERBICEE T 2. RISHHEHICCOEFZORFBEH# DD ERG LI ZDTEESERIT. BSDIE
—RAGIVTAV BRIV TA B CREMADIERICBWTTH S, 2577 74—/ DMENBIAEF L DBHEM DL L ENSiEHRIE. FERNGEDDEL
— /2T 4] T EEESRNERICBEENICFELDB VU EDDME A EZRMT B LTSS D,
21 aesthetics, animation, In cinemaitis not uncommon to see the interrelation of animation and live action but, despite this, the ascription

anime, cartoonism, Kill Bill,
long take, tracking shot
(LTTS), mise-en-scéne,
Quentin Tarantino, Sin City

of characteristics of one medium onto the other has been largely one-dimensional: live action upon animation. The
films of Quentin Tarantino, however, illustrate an attribution of a cartoon-like aesthetic in live-action sequences,
which the author subsequently terms “cartoonism'. "Cartoonism' and its development have been highlighted in
Tarantino's work, showing his continual desire to realize this aesthetic in his own work whilst, ironically, only fully
achieving this aesthetic in another's film. The conclusions are illuminating with respect to Tarantino's filmic politics
and provide a potential mode of inquiry within film theory.
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2(2) Jul-07 187-201 | V3= —+/\—R R | REMREGECTITU7 IL—RBENEEDET - | [RE. 7 ZX—23> CGL 1 CGlAvE2—R-IIRL—TYRAAXA=D)DT0 /O —HEITZLIBDIEAH, CABEBWENEE LATESDTH | http://anm.sagepub.com/
27 NIVMETBEWNDTE EOBO RE. VTR L MNELWESICBDONE—CGIT7./ A9 —DATZ bR LTEEGLSZDHEFKRLTVADTIEEWA?E | content/2/2/187 abstract
Johnny Hardstaff | The Impossibly Real: Green Belting the advertising, animation, CGl, KILEOWEFCAVSNST =X =3V BIFH - MW GE CEERE A vt — Y DBUFELTREA 74772 K8
22 Imaginary corporate interests, ethics, NOBDICLDDHS.
realism Before we have explored what CGl (computer generated imagery) technology can really do, it seems that CGI
technology is exploring what we can do. Animation is being used within corporate advertising to render the visual
obsolete as a medium for the conveyance of messages of emotional or intellectual value.
203) Nov-07 225-243 | RAY-V3—VRX | EEE—EEOVRITVAVETT—F VIV AAT | AAS OAVRI Vv EE ZDHXHDERT BDIE BMENZERICH T D EENE— R TH B, LV BRIV RIYVay BSHBE. ZL T | http://anm.sagepub.com/
Mike Jones Vanishing Point: Spatial Composition and the RREGTAITIT—VRANYT B D1~V A5 EHSIREDREDE—FEBETZEDELTDITT—F v b AAS | (REH - BT RMAST | content/2/3/225.abstract
Virtual Camera — IV LATAI—3Y YEI—RBRDIDTSTA VIR LAV R=ZADE—3V T 57007 A ZLTALDEAV E1—2—F—LPET
BAT471t. ¥ Zal—¥3 AT = LT ZA—=2aVDSIRELIEEDNTEEL TV =T VT A A=V EEB T HcDDHEELTNAT YR
VBB U7 —FvIU.3D EBLUBATATIENE T 7—F vV AATDEEDE L MEDEFIS. 7L —LASICHIFHIVRITaVEAAS
camera, composition, DIEBDAT—IVTEND 2 %?Eﬁ@iﬁiéb‘B\ EEAVRIVIVEAASDRT —I VT B EIFIRE—FANERITL
diegesis, gaming, DOBBIEEZEEIEHT B TOITE TV7—F ¥ IV AASIT OV BRERN T Z A= 3 EFEEM IV T MCHBIFE=
remediation, simulation, DB LHOBMEHDSEEET D, TD=D &I MFEAIRRE (dlegetlc) IEBIFBRI VI Z T ENNE KUIE=EN
space, virtual, 3D BB 5. HIEEH - SRITARIRRICE I 2T A TV I~V REZ A=V X TH B, INSDFEIG BEIA T4 T DRIEDO T O+
ABLUZNBEFOBRELTDERERICENTI7—FvIL - AASHRFORELERTZT LIRS,
= This article examines new aesthetic modes of cinematic space. Specifically, the author examines the “virtual camera’'
(in practical and technical terms derived from animation born of computer-generated 3D graphics, layer-based
motion graphics and most distinctly from computer and video gaming) as a construct for spatial composition,
scenic depiction and viewer immersion that possesses distinct and unique qualities of engagement. The article
argues that under the influence of the virtual camera, both a hybridized and re-mediated means of moving-image
acquisition, cinema aesthetics are shifting; from the duopoly of composition in the frame and the staging for the
camera, to a new mode entailing a composition of space and a staging of the camera. This article also examines the
virtual camera in the framework of three key, oppositional, cinematic animation and narrative concepts -- diegetic
positioning; mediated and unmediated engagement; and diegesis and mimesis in narrative and perspective
condition. This examination also scrutinizes the impact of the virtual camera on the production process and
conceptual assembly of cinematic media.
203) Nov-07 245-258 | J-P-FOvVT T A= 3V DERT BEB—1940FERTAX | 7V Z—-TJ4FZ—HA—F 1940 FERAB. TA A Z— D7 Z A=Y AV RENEBIEE RO TV A DT TARZI—DEMR. EVDIFUTIJRXT 1 | http://anm.sagepub.com/
J.P. Telotte Z—DINAT ) RBRE Y=Y NAT YR A VI BHABANDEEZBATWEALD TAXZ=HEECZDVTVALZERLEIETBBADENT. 7= 4—/3 | content/2/3/245.abstract
The Changing Space of Animation: Disney's —a. %’5"‘:7(1»7}!/3‘ ‘/U)Eﬁ?ﬁiﬂ’ﬂfiﬁjﬁﬁ’lib%%ﬁh\%h&‘l%b‘%’ﬂ)}”)éib?b‘%&%ﬁ%ﬁbtiU&)TCGDT“E%O Lb‘b&b‘&?:%—*‘/a‘/@*
Hybrid Films of the 1940s TL—=2AXZ UT X BRIEMGSED S DRE EDURBIE Z<DOMFAREEHN S SFEITITREN TEHEN TEEWVWEDTED T, CDFRI DR
BRESREE. T7/09— BDIEIMR0FERTA R Z—ICHBFBNATVY R T Z A= 3V \DFEIH CTH B, EUDIFT= ADELI (1945). [RIERDIU
AV TAXZ— (1946). 177> -7V K- T72 = T)=1(1947) EWDTARRIC DWW 77 ZA =23 DUT ATy I 15 AR E R
Anthony Vidler, cartoon, BRUERI 75 BTREME DB W EDEIREMRE WL SBRIED S ER T 5, ZNICK O TTRELESETEDIE INSDIERICBEWNT. T
hybr|d animationl 47\\\:— . Z’}"“)Z"Li\ b\OTEgELTL\TC:Eﬁ‘:Z FE’J%EJELC???’%EM%%‘@’%55(‘:L—(b‘fczt\ Oi')\ ’1‘7'.51 <&¢J\
modernism, mult]plane DOTDTARZ—EZFDETAVADT ZA—aVEEATRLTWITH YL L TV e T A Z—EDH L EIT,
24 camera, realism, reflexivity, R LESDARZTEOIBAIEL TNV EEWSTETH S,
spectatorship, technology, In the early 1940s, Disney animation underwent a critical reassessment, one in which commentators who had
Walt Disney previously praised Disney's efforts, particularly for the studio's realistic advances, began to emphasize how, in its
efforts at realism, Disney had moved away from, even betrayed animation's avant-garde possibilities. That seeming
“break' with animation's subversive spirit, however, was hardly as definitive or deliberate as many critics claimed.
This article examines Disney's hybrid animation efforts of the 1940s, particularly films like The Three Caballeros (1945)
, Song of the South (1946), and Fun and Fancy Free (1947), in light of the tension between animation's realistic and
subversive possibilities. In these films, the author suggests, we can see the Disney studio's interest in recouping
something of the modernist attitude with which it had earlier been associated, or at least an effort at finding some
accommodation between what Disney had been and what it was becoming as it came to dominate the American
animation industry.
2(3) Nov-07 259-274 | Ya—T -5 U740 | OAVIL—b T ZA=T3Y T A=av kb7 X ZOFNXIE.2007FE 38 28NS 4BICHNFTAY RV DF— - BEA VT TREEN T2 2RI [Pervasive Animation] | http://anm.sagepub.com/
> Concrete Animation —¥av . aviL—h 70y TOFEITEDCEDTH B, ZDHTOFDENIE. SEFICHRIBLDDHZT7 ZA—Y3aVREDAT I —%5 L. | content/2/3/259.abstract
George Griffin TTvI T AV REL ZDELDIERAZ . FLAE S DB - & - A VAR L —2 3 VEITEDRBRELBR L THBTLICHo e DT THFZZDIE B
—VIAVFRTAVT T PEEDBEANGEMEET ZA—2aVICBII2REGBMBEODNEDHWEICNZ Y A ZEASETBILE. VL
RTUT7IVEM Za—hX — T IA=TaV I E MEEE T O RETEED T+ — AR EH TAIERICERT . TN AV TV RIU—-T7—F
=T ATIIIb-TZA DREICEREELEEHS AHDBERELFIOEVBEICESAAET IVRIVELUFRDT ZA—3VDERERN
—3v . 7OtA BEER EADDEICHEHETEDTHS,
25 BRI AT R T Z A =3

animation, cel animation,
concrete, flipbook, film
installation, kinetic art,
material, mutoscope,
object animation, process,
self-referential, sculpture,
traditional animation

This article was originally delivered as an illustrated lecture at the 2007 "Pervasive Animation' symposium at Tate
Modern, London, 2--4 March 2007. My goal was to describe a category of animation practice emerging today and
to compare its various tendencies with my experience making films, books, and installations. | have attempted to
balance my personal art history with an analysis of larger issues in animation. *Concrete animation' refers to work
that focuses primarily on materiality and process. It has a precedence in contemporary art practice; it has one foot
in the distant, pre-cinema past, and one foot on a path leading to a future of digital and manual animation.
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3(1) Mar-08 9-24 GIVRAFv2 X7 | BREBZREE—T7 ZA—7a bEhicBHo | 7ZA B8R BF. <A (T RATREENDNRITEITIZ DT Z A= aVId BA BR RIT.BE T84 E2E59, 7 Z A= a V EFHRMRMED | http://anm.sagepub.com/
L7 RITHIER VR—=TA AN ZA/OY BRIECDERICBEVWTCRGEUDVNTWAD, —A. 7 Z A= 3V BT 2UEBENICR ARG D E S LWV OREIZIEE | content/3/1/9.abstract
Christian McCrea | Explosive, Expulsive, Extraordinary: The N -] DREH - LB IEER O TS ATy ARV ERICHOE TES A IV EBRHERIL, DEAHROBEZBEL.

Dimensional Excess of Animated Bodies anime, bOdy, excess, Manga %ﬂ@%%-ﬁ@ﬂ*’%ﬁ%ﬁfﬁ’\&ﬁ’éﬁﬁéo :@Eﬁytix T ZA—=23 7"(?575‘1’15%7]0)7_"71 "LZOL\—(@%%&E"JEE

(Entertainment), neo- B EUDIF IV IV2—TAAVMEBLCIA—AY/ A=A L= TV —RENDT ZATBWTHRRET %,
26 Baroque, violence Animation's excursions into the impossible allow bodies to erupt and explode, fly and roar. While the histories

of animation and special effects cinema are deeply linked in this regard, the sensation of viewing the physically
impossible in animation has its own visual and cultural idiosyncrasies. The experience of watching bones splinter
to thrash metal refuses psychology's primacy and transforms it into a kind of pure ornament. This article proposes
a specific symbolic discourse of violence-animated texts, and more specifically anime via the European and
Australasian releases of Manga Entertainment.

3(1) Mar-08 25-48 INNUW D e INT— | F9T08— T A= avEBRMbLENTfE= | 3D.ER 7 A—2arv & 3DF A SUR— T A= aVICEA T BATROZEMWAE L. MERZE FZ b0y — ORy b T2 AEZ SBAOES, | http://anm.sagepub.com/

Patrick Power B NEFrI72— B BRICOWTDBEFZECERERRANSHBELZITEICLICLBREZRE L. 7 A —Z—BXU7 A -3 VHHRD | content/3/1/25.abstract
Character Animation and the Embodied Mind— | F-Bi 75 71 7 #pERL 2, TeHDE/RELTODITIRELSDDEEZERT 2, COHNDEETEHDIE3DT7 ZA—YaVREILBIT5F v 572 —DE
Brain Yzalb—¥3v HBEZDRBEICHBITBRENHEBTH Y. EUDITF S T4 T ERZAIVEVD e F v 57 2—DRABE TH B, TDTEIE ¥
3D, aesthetics, animation, 2L —Ya VRO EMMLIERICE T A MERIE Z STRE-BMOFHLIC DV TDZEBHHENS DRI 7 ZA—2
anthropomorphism, AVDRENTOL AT ESITET ZA—23Y - A2 T —ADNIRICE W THBEFE B L UAIENREDME A ITE. LD
character, embodied, BROEREZSEZVDICERITFEEINIZNC DOV ERTHEDTH S,
27 mind—nbrain, narrative, This interdisciplinary investigation of aspects of 3D character animation synthesizes relevant research findings
neuroscience, simulation from diverse perspectives, including neuroscience, narratology, robotics, anthropology, cognitive psychology and
philosophy of mind, and considers how they might be integrated as theory for animators and animation studies.
The article focuses on the creative nature of character conception and creation in a 3D animated environment and
on aspects of character -- narrative and style, in particular. It examines how findings from interdisciplinary research
on the embodied mind--brain, including neuroscientific research with regard to mentalizing and simulation theory,
can inform the creative animation process and might be gainfully synthesized in an animation studies context to
inform both pedagogy and creative practice.

3(1) Mar-08 49-65 Ya—r-Faby | J)bfF—-FX TR ALV avhSRIENTEIE. | B EEAJa—TYar BE ARV DA—=ZANZVT Vg B—TF— L=V T A A—=T(ACMD EOY RV DANAT—R - F4 51 )—TREEEE | http://anm.sagepub.com/
N WG AV1—T3V IRBICBIIDT A3V DREE | UEIH (T R)GEBER. Y NEBERIBE. A)1—T 3> id PV DORBMEVER VTV — - X7 ADZARUCERSEREE RIFHEB. 77 | content/3/1/49.abstract
Sean Cubitt ERIBIEDVWTDER )b F—- TR VTA—TDRBENIVEZ—TAAVIDILT Y3V D 5EENTED TH B, DI IE FEEDERDEMDONT

Observations on the History and Uses of Eyes, Lies and lllusions, DEEHENIZ, [77 ZX—2/3 \/Jfﬁﬁiﬂ’\]LZEJL\TL\éiﬁ%’(“%htﬂﬂ'ﬁ%iﬁ’éﬁ‘—-}L'CL$5Z_ZJ:*LCE§EL%$T
Animation Occasioned by the Exhibition Eyesl pre_cinema' SupernaturaL BTEDBRZ—FT B, %:Eﬁ—(ti\ T A= \/?ﬂ:ﬁb\i&ﬁtiEBH’é?E*HﬂU@T%f[ﬂa)ﬁﬁ’\o)iﬂfﬁé:féélib‘n_’\u’i‘i
Lies and Illusions Selected from Works in the Werner Nekes NBEAD BB T T Z A= avIc B EMEBMOIEEZIREL DD 7 ZXA—23>v 1 WS BEE KVIRRL
28 Werner Nekes Collection THWAILZRET 2,
The exhibition Eyes, Lies and Illusions held at the Australian Centre for the Moving Image (ACMI) in Melbourne
and the Hayward Gallery in London was a selection from the 20,000 optical toys, scientific instruments, antiquarian
books and visual entertainments in the collection of Werner Nekes, the German experimental film maker. This
article begins with a consideration of the historical trajectory of belief in the afterlife in relation to “animation’,
the imputation of a soul to anything that appeared to move itself. The second section suggests that animation
techniques bear witness to the persistence of atavistic beliefs in modernity.The third addresses the proximity of
technology and magic in animation, and proposes a more extended use of the term “animation'.

3(1 Mar-08 66-84 YT -T2, | FIORAOANFTOT7ZA—aVEBESPEHI SRR | R HEEXEH FI- 7= FIOADT ZA—B—FcBIEF IO -7 ZA—YaVDBEESHPEEFIEDZTENTERDH? TNEL FAONEHIBZE | http://anm.sagepub.com/
RATIV-E—H | T& A= 37 FIOAANFT DEAITBLTLEIDD? 1989FLE. 77 Z A—23> - AZIVA DB EN ZNUICHVBHTH S DB BHIZEN 5<% | content/3/1/66.abstract
> Learning from the Golden Age of Czechoslovak %@%M\ B EE. T SfeTEDN \ﬁﬁd)?Ij'O?:)(—j/H\/ﬁiE@ifgg@Ut?tb?;ﬁﬁé’h?}ﬂéo Z@gﬁj(ﬁgﬁu%@ii\?:t:l@?

Lucie Joschko Animation: The Past as the Key to Unlocking ZI\DE Z—A—=¥3 ‘/%1’!562{‘// U EEZ T 1989$LXB§®E&7$12!S%'J0)ETE<‘:\ %hLZ%EU’J<%_0)1’@0)ET°35%>O ThHDER
and Michael Contemporary Issues censorship, communism, IZiE. MHEBOBMERE ENTWHETRAFIOHERICTERT2ETEDNEL, QBRFEEISDT ZAXA—a/ERD
Morgan Czech animation, iﬁ)\t%ﬁfttﬁa%ﬁﬁ;ft:ﬁéa?ljgﬁ,@@&ﬁ)ﬂl—{t\ (3)1’E%€353:U70D 711_"7_L:ﬁb‘(ﬁﬁ%ﬁiﬂ]@{%ﬂ%*&bé%;ﬁw
Czechoslovakia, BREHN DB, HEEZHAEFIDBRBLUOZNLEDF T ODT A~ 3V EEPHFESIOHY C.EEIE. FTOADT A
funding, Golden Age, —VaERH ERNFHEEZ EE LRARERREZRITHTEEEOTE 1968 FDI T Z/\DENCH T HRREME L. ZDIK
nationalization, Prague MEREZTEDELTCSHDFIOADT ZA—3> « AZVF I EEEZ TV ARANEBELEY EIF 5,
29 Spring Can Czech animators resurrect the Golden Age of Czech animation or will they succumb to the changes of an open

market economy? The post-1989 privatization of animation studios and subsequent withdrawal of government
funding are commonly considered as one of the most significant factors contributing to the current decline of
Czech animated films. This article argues that a number of additional factors associated with the post-1989 change
of political regime have impacted on Czech animation production. These factors include: (1) the change of themes
due to the removal of the communist regime as the common antagonist; (2) the fragmentation of the Czech
audience due to the importation of animated films from the west and new methods of distributing content; and (3)
economic censorship pressuring artists and producers to ensure financial success. In examining the history of the
Czech animation industry during and after the communist regime, the authors present an outline of the conditions
of the Prague Spring in 1968, during which the Czech animated films further elevated their international reputation
and experienced exponential growth. In contrast to these conditions, this article highlights the contemporary
issues that are affecting Czech animation studios today.
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3 Jul-08 113-128 | FvATA 57 |[VRIBLBIT ZAMIN—T ZACBIFBE | 7 ZA T A VX, AL T Z A B DEH DR EDFEEED, b—< A TI— VDI I JETT7 Z AR IEWSEERITHLY DD, | http://anm.sagepub.com/
1% B DFERIRE (547 | EED S A AR EBERRE T ZAEDHWEDBES LT T 72 av It BT BENERS, LIELIET 7S M EWSEMIA | content/3/2/113.abstract
Caroline Ruddell | From the ‘Cinematic' to the *Anime-ic": Issues of | anime, anime-ic, cinematic, SERINGT A ZDT IAN TRV ONLSEROERBRZBL CTANTZY )b, F+5 72 —DREM. L TRAIK
Movement in Anime ‘liveness', movement, HEITENMREEINDDIE AL T ZA—23a> DZOERICEIT BN DE— DT ZACEFEDEDEDOHER D,
suture [DARMET ZAWIEVDREE LTZEDEREL TV RAINGREREBL T ZANGEB) NEDLSICERENGEDIDZE
ZRLDOD ARG BEDZDLIGAA—IERSBEELEDLIICA—RTETHAIDEVNSBEELRELLOET S,
This article explores the way that movement is formally depicted in anime. Drawing on Thomas Lamarre's concepts
30 of the “cinematic' and the "anime-ic', the article interrogates further the differences in movement and action in
anime from traditional filmic form. While often considered in terms of *flatness', anime offers spectacle, character
developmentand, ironically, depth through the very form of movement put to use in such texts. The article
questions whether the modes of address at work in anime are unique to this form of animation. Taking into account
how the terms "cinematic' and “anime-ic' can be understood (and by extension the cinematic and animatic
apparatus), the article also begins to explore how viewers might identify with such images.
3 Jul-08 129-146 | L—F-7Z=ZX> EMDYT)—BIRBBEDT A)ARICEITSE | FZA T4 AZ—.DVD./\7 AREDMRETEDIE. —BDEERT ZA—3 VDT I AMCBWVWTT A VDR Z— %A LEOWEREZ A{T>fT&ICD | http://anm.sagepub.com/
Rayna Denison AZ2—DFE A= VA ARZ— AZIHF WTDERTHZEEIL T ZA—IVITBVWTREZ—DEITHEU DV TV SHRABEERDZENRY NT—JITR3ET % | content/3/2/129.abstract
Star-Spangled Ghibli: Star Voices in the PN 0):"t57 TELE> T R L HEE. YHJR TOAL ECHICEBRTESEERT 2, ESICEBIF AZIFITIDT AR
American Versions of Hayao Miyazaki's Films anime, Disney, DVD, DVD%%%ELZEBH%?'77\f\é‘:iotUZI‘/?'77\Ij(Y%)@ﬁﬁti/_’jl:l—??élt?\?)")btza‘iH%El$7’:><0?Fﬁi%<‘:%
performance, stars, Studio DEKREWERRETT 5, Z2TBHTETABHRBPTEDIE. 7 AUAICH T HEERT ZADEERESHD AR —H LOEKME
Ghibli, voice acting &S BV OO DEMBIZERBNDMHE ThH 5.
This article offers an examination of the use of American stars in re-voicing a set of Japanese animated texts. The
31 authorargues that a new industrial, contextual and textual understanding of stardom is required to penetrate the
dense network of meanings attached to star voices in animation. Furthermore, she utilizes a mixed textual and
contextual approach to several of Studio Ghibli's American DVD releases to consider the markets for and meanings
of anime in America. In so doing this article represents an intervention into a range of academic debates around the
nature of contemporary stardom and the significance of anime in America.
3 Jul-08 147-167 | Jx)—F -7 77 | @2EDONDOFE T A= 3> HaeEEMED BFHERNIE. ZNDER VB LIV T B 626K > TWBKSICR A S, ZDLSEHERE. EFHGRNIE &Rt | http://anm.sagepub.com/
2= Nervous Light Planes 2= 7—23av . BRWE HEREEWVBEINT ICPELRRLIEV EVSHADREERSHNNCT HDTE EFH/IVAETA MR —7THR# | content/3/2/147 abstract
Verina Gfader ¥ - BRNES. RTEDX DIFSNZRADOEMIRBICE VT BRI BRI VIS BEFEEHIZTOEEDRLAGARNEHEIC RASLUHIRIC
JR(ZLFZTIV-aVTIR BIBREERMET 2. T4V T INL /DT FOTETA Y - T A= a3 NGl EmEECR B DB ADEEE?
BB (T )y H—) &R (Y 5854 1++1(2007) &, EHT T HIRHEE LW IBBIMEDIBICEE T 5. 2 Cld. EWERICAE T 225 EEEIE. £
VFYD) BB AT LA DIERDZERMEDED 5. Z L TZDIEREFR L DERREL ORBIRMEDOEDL 5 BE—HDOREZIET T 5, AV 42—
B LORA HRHIBIRME (Y DTI2IERIMBTZHEWERTEE 81861 (2002) T BHEIE. A A—IDSEELIEEFORN. DEVHE L A A—D
=¥ RYbT=U) T7 DABHNEREED, 7 ZA—2aVbENcz OB I REL HEIERHROBEICTHEKF T 2RIDOEBOE T
—F v ) UBRE HOEEEHRITIRRT %o A A—TIEVDBIRZDED, DEVAA—TVDECEEDOHDBENHIRRINS, ZThi
animation, dysfunctional BENETSAT Y RAZDT7—F v IV DDEBRE IHEURIFE5NS, V)b Fo)b—XDIRA > MREIE L
communication, electrical RAZDMEGHNE LUIARRIIDLSEREREBRBL DD 7 Z A= 3V ICRET 2RI EDRRERE L TRRIBDR
storms — electronic BEEY L5, ZDREREIE. 7 Z A= 3V EEEICHEHRAGIEEL L TRETBRIT TR G ZDA A—IDNEHEZHEF
signals, flexible contexts, RIFIGFEREL DD HRAD ERTEEMEVSIZDBEHNERICHIBRZDEDEL T T ZA—Ta bENfcA A=
flicker, linkages, marginal EEZBDTEZPIREICT B,
systems, percept.ual limit, Electronic streams appear to be most illuminating when they fail or break down. At these moments, they make
32 social network, virtual film apparent our desire of wanting to keep continuity, to experience things uninterruptedly. In the contemporary

artistic environment marked by electronic pulses and lightscapes, the flickering screen, with its conflicting modes
of engagement, provides the thinking of a limit and erasure. Philippe Parreno's analogue line animation What

Do You Believe, Your Eyes or My Words? Speaking Drawing: ... (2007) inhabits such a corruptive site of ‘no single
continuing line' where the various time structures inherent to the work resist to create unity, both in terms of the
work's spatiality and its relation to our sense of time. In Semiconductor's digital piece Inaudible Cities: Part One (2002)
the flickering strips the image of the failed electronic stream, its supposedly essential element. The animated
cityscape presents us with yet another kind of electronic light movement co-dependent on the sonic pressures
of an electrical storm. What is expressed is the process of image-forming itself, the image's potential for self-
variation which is linked to imagination and Brian Massumi's “vagueness of the virtual'. Referring to notions such as
Gilles Deleuze's “point flicker' or Massumi's “imaginative and non-systemic’, the article addresses the sensation of
flickering as an experience of spacing and rupturing inherent to animation. Not only does this sensation propose
animation as an often paradoxical work, but, proposing a particular site its image can occupy, it allows us to think of
the animated image as an erasure itself, with its potential of becoming art.
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32 Jul-08 169-187 | TAZ->OY-Jb | BA7 ZXIH I BERLOFERIE 7 AL BUAFE BRB AL, Afald BERDT Z AT ZA=23Y) OEBEZREL DD DL GREIT UL DEENDERICHSILBUAE | http://anm.sagepub.com/
- The Many Faces of Internationalization in Efb. BET7 ZA=232, DREBAZREL LS LI B, 7 Z ADEBLIF AFRDOE R AV T VAN F¥ 572 —7 1 2 HIEEERIC L TUBEA | content/3/2/169.abstract
Amy Shirong Lu Japanese Anime FOITVEVAL ALY (L ENERERHFAGTENEENS A TIE. 7 Z A DEBMERR T B e H DERIVERHEHEAEY LI 2 DERE
BVA LIV T -F VI VZ BERIDERICDELES 3TBEDOULBUAENMEWN TW R EWSIREETTI. — 2B RBUA L TN ERL T EIC
SAE—3> ERMICEREAES | EDIFBEENLZARELTHEIET 200, ZDBIE A7V T 2574 XEN e (OFURCKRAMiE (LT h
anime, cultural politics, EBME T FaF VR Ty I GERIEETRITHREE2ED, = DB BEA VIV 2F/ AEN BRI T BA%E T
de-Japanization, ITNICBIIBZEDEFERELGHT B TCLOETEULIMLEZEHSDICTEHD,
internationalization, This article explores the internationalization of Japanese anime (animation) in an effort to help explain the cultural
Japanese animation, politics behind this popular cultural product. The internationalization of anime includes the incorporation of de-
B8 Occidentalism, Orientalism, Japanized elements into anime's background, context, character design, and narrative organization. A theoretical
self-Orientalization framework for understanding anime's internationalization is developed, proposing that there are at least three
kinds of cultural politics working behind anime's international success: one, de-politicized internationalization,
which primarily serves as a commercial tactic to attract international audiences; two, Occidentalized
internationalization, which satiates a nationalistic sentiment; three, self-Orientalized internationalization, which
reveals a cultural desire to establish Japan as an ersatz Western country in Asia.
3(2) Jul-08 189-201 | RFq=Z—+/\— | {JEMMREITLI— - TL—IDMEEN—AD | 7ZA—av e BRE JILE— T =TI 21 HRIC A TLLR 2007 FICFEE T B T MBI GFEHBOFBAEEL T7 ZA—Y3>, 7942 | http://anm.sagepub.com/
v IRECHITDEERDRERI i T2V T — LR Y WeTo/8Y—KEEaR L. TNoZINRELE LS EMIBA TW e ARIE T L— DYERHRIER I Jr227 )b+ | content/3/2/189.abstract
Betti-Sue Hertz Hallucinatory Vision and the Blurring of the I |/“E—' 7 [/—?\ :E—7/r 51—9‘7_7_§ﬁ3§f£15t\ -@Z?&/_’)( DAEBIBHZ—T14—Ib "/)T/?(D@%QTCBLZ&%%%&E@ET:)‘—‘)H\/@Eb\BFéH
Subject in Jeremy Blake's ‘Time-Based Paintings' | /7~ L= 127 A A=, R EBEFHRT 5. AP TL—7EFH LW ZA—=23>-V I I IT7EBVW DD NENG T ST THBEICE D
bS] TSR B ROMRIERICESDFREEIEVL ZDH. T L—VIEREN—XDKREL SHN BRARE1S—8X%
animation, biography, LHSH%—[E?EE’\JEEE\E\%TC?&UJZI 57]’*6‘%']') HENT. %@‘E%l@@/‘/ . 7‘5ff7‘E@7;1£§EE@Z7‘y9:’\$§§iJLTCO 7
contemporary art, digital L=V DLBNIE L—TAV T A A=V DORBEHIE F LT IRV -V T ITHNERTERTEICHE e & E R
art, ha||ucinatory, Jeremy FVBLLGTe. BOBREMEREDIIRN/NA TV REIF BEER—XDA A= R ENFAT— /Ny F ZEET
Blake, morphing, moving A=2aVFNIIRTIREDHMATHEL T T— REA—N— LA LEBLTURASN. FENERERHITOHREDBIC
image, painting EHGEROEEEZRVET,
From the turn of the 21st century until his death in 200 Jeremy Blake worked at the convergence of animation,
digital technology and painting, synthesizing them through the use of cinematic strategies. This article discusses
34 the debt Blake's early abstract works owe to the experimental animated films of the Visual Music artists and
American post-war Color Field painters. During this period, Blake applied his exceptional facility with emerging
animation software to sequential figure/ground abstractions based on literary narrative structures. Subsequently,
Blake shifted from “time-based painting' to richly textured non-narrative biographical sketches created in
collaboration with maverick protagonists in contemporary popular music. The visuality of Blake's hallucinatory
moving images intensified emotionally as new digital software became available. The deep hybridity of his visual
compositions, transmitted through constant fades and overlays of photo-based images and abstracted color
patches, doodles and animation characters, create a richly textured bridge between subjective consciousness and
the world of appearances.
303 Nov-08 231-249 | T /R 25k EMNCZAGRRICEZ S J—TEL | FrrrIVA NAT )y P, ZORMIDHEDDIE Fr > RIVADT L EBBIEL > - P RAIDFERNBEIE Th 5. S = IVEBMREA A7 O—7 &AL | http://anm.sagepub.com/
Van Norris Vb RICHBIFBIREIOFE Bt EhizEE | Ya—- UV I Zvr- N\ x BT DERIE HAEEDF v > 72— b N RMIRTTOMEIMERLL 15551812 % R85, T CHEKES | KDIE, BRI | content/3/3/231.abstract
THA ZFLTCAVEL—R-TZA—=3Y —J RL VPR TLET m SNEERPHHEEDOHBEOP TR INEGNLG T VA U ZRERMICRICIEDH TRWST Z XA =23V ERAD
‘Yeah Looks Like It N'All ... The ‘Live Action' ZA—=T3v EELZ%@E’\JKT’jﬂ—?‘—(%éQEBb‘L&bTﬁ?iﬁg}@%’—?ﬁWLZ75“/“/:L%FEL‘TCZI‘/El-@@ﬂﬁiﬁ%ﬁﬂ%?’éﬁﬂ'ﬁ&
Universe and Abridged Figurative Design and Channel Four, hybridity, PUHE BT, COBBOI—E AL ORI FHET DIEEREIDRFEZHI5T Bl FETATZDEDICRET
Computer Animation within Modern Toss Joe Link, Mick Bunnage, BEMEMONEZIC. COFEE EHROIV T MEFEDENLUND S ZEIEDT ST v /71T H—bo—2DF
Modern Toss, TV animation FEICAWNRBDTH B,
This article will discuss formal aspects of the Channel Four TV show Modern Toss. Through a minimalism in image
and dialogue it looks at how a range of characters negotiate miniature social rebellions. What is of interest here is
85 the highly distinctive approach to animation form that utilizes deliberately abstracted figurative designs framed in
collusion with previously filmed backgrounds and actors. This specific approach of placing Flash computer figures
within an agreed universe accesses, firstly, a sense of “distance’ that is pertinent to the show's humorous register.
Secondly, this complements the fatalism inherent within the narratives themselves and then, lastly, this process
allies the show to the original graphic/web cartoon sources in service of a signature aesthetic endemic to this
concept.
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303) Nov-08 251-265 | TadaT7 VT | #RET ZEBIVTELFTIRIFADSBAETLIENS | PZA—PENR T ZEIV REDTA M7 IVIEBEET Z A =23V oD BERDUEDIFR TH B BENE TAT7ELLUIT STy U897k | http://anm.sagepub.com/
Frvy I<H5Y ] T FrwyTa—V X EE RELTUANDEREEFFHEWDBR EDAZRIRTHZARET A )T IVIEBEIIF A TIEEW, Y D7 ZX—3 | content/3/3/251.abstract
Vivian Sobchack | The Line and the Animorph or ‘Travel Is More @ eIV - RTIVDIA MERTALY N TIVADFERNF IV« RTIVD IS DT L EIRE SAZFIELTHW DD ZDHXIE. 7 Z A =3
than Just Ato B' HE-VR-X)O=KR>TF MEENT 1 RO ZRITHTRARICRTE T 2MERIC DV TRID, MRS Z D EE MR - BAFHEEN THY RS, THY
A S =R TA —¢EIVPAE—DIF LY MY IGRERBNTEHEDDIE VIVADT ZA =23V HEHRT 2D (e X ZNDLEF v
Y DIVA RV AT A UR=VTHI>TELDEKEE ZNUTRLTTE/ITIE G EEZERLERRT 2EWSTE Z LTROBMAF HRE
Yrarav TAULICEICBREZB L AZEETRLENSTETHS,
animated line, animorph, One of the elements that separates live-action, photoreal cinema from animation is the line, a conceptual meta-
36 Chuck Jones, differance, object that has no existence other than as an idea or a graphic representation. Lines are not essential to photoreal
disequilibrium, Hilton Hotel cinema. Using five animated television advertisements for Hilton Hotels made by German animator Raimund
advertisements, Maurice Krumme, the essay raises some of the paradoxes inherent in the single, two-dimensional, animated graphic line
Merleau-Ponty, Norman as both an abstract geometric construct and an eccentric visualization of energy and entropy. What Krumme's
Klein, Raimund Krumme, animations emphasize (even if in the service of an advertising campaign) is that, never a "thing', the line in motion
Sergei Eisenstein intends and marks its own differdnce and is always more lived and contingent than its geometry would suggest.
303 Nov-08 266-287 | =T IN\—hkLvy | RZVT7UA—E—UDIRI L T4—)VRIT | EZ.OAVE21—R-TZA— ZOHWMYDMRBRT BDIE. T7 A —E—UHBNIVRZEFRICE VT 1966 ENS 69FEDH W ZICHIfELIzO> Ea—% 7= | http://anm.sagepub.com/
N BIIBDATAT DBAZE vav mEHE. R T4 A= AV ERDBIEIR T Ln- T4 — IV R IE BT 2T DX CTH %, CDREMEIG ANIVARFID Y Ea—2fFE >+ | content/3/3/266.abstract
Mark Bartlett The Politics of Media in Stan Vanderbeek's AHBEH TR J/—IVE U HEBLIEBRICKZPDT OISV 7 EEBBlixE BV TWA, TOBIEDDFEELCTEENTZ LTS
Poemfields aesthetics, computer DIFT7 A== DRI T4 ADAEMEE L CHEICRSEFRNICHRERN Cho>eh BREIRL D DH - 18R
animation, ethics, 227 —avEMDS T4 HIV GEEZELC THFEICHENERERR T L 5L LN ZL T ZDOEND &SI,
perception, politics, social BRHAICHIRLIECS OV E1—2 -7 Z A= 3V HBLDNCRLEED THO b\ EWLWDITETH S,
movements, socialism This article provides a context for understanding the series of computer-animated films -- Poemfields -- that
37 Vanderbeek made at Bell Labs between 1966 and 1969, using the first moving image programming language, Bflix,
invented by Bell computer scientist, Ken Knowlton. Through an analysis of these works, the author shows how
Vanderbeek's politics were deeply and consciously socialist in orientation, how he aimed at nothing less than
changing social consciousness through a radical conception of the then emerging information and communication
technologies, and how computerized animation as it was emerging at that moment was central to both of these
aims.
303) Nov-08 288-305 | /L dU—-N\—Y | ABRBINT ZA—3>—40 L d)— - N\—HZ7 | BAOAVAZL—a> 2 TJLIV)— - N=HFZIT7VOA AR AV F R T v BEEICHE LOFBEERBREL D, DEU HE http://anm.sagepub.com/
TV VER— e NH DX BER T ZA—3 T—7T DESZERE_EDOYIEMIRE 2 G T 5REOEMORRNIRFIE. 7 ZA—Y3aVBRBEIDA )1—TY3 > EDHWEEENEIK | content/3/3/288.abstract
Gregory Extracinematic Animation: Gregory Barsamian AARAVBREI— T —h- %Zz%ﬁféto)ffoZ@?ﬂ‘%ﬁ?\ﬁﬁ?b‘ti‘éh%o)bi\/\‘—*TET‘/@%'M’F@??E?@%@%‘%?E’\JJ.%T? NHEBFLUER.ZLTTZ
Barsamian in Conversation with Suzanne Buchan TO/2— HE BRELFTD A=2aVICLB M) 1=V AVITHLERRELTHFHO> TV RBRMETH S,
*EEE’%4 Va—2av *aE Gregory Barsamian's strobe-lit kinetic sculptures create an experience that places observers in a perceptual
38 W52 A paradox that oscillates between the illusion of animated cinema and the phenomenal presence of real objects that
sculpture installation, share the viewer's physical presence in space and time. The conversation reveals Barsamian's working methods, his
extracinematic animation, aesthetic and philosophical influences and intentions and his artistic relationship with animated illusion.
artist interview, art
economies, perception,
pre-cinematic optical
illusion, metamorphosis
4(1) Mar-09 11-30 Ya—r-Faty | [ZYvF-—DOKBEERICHITHIREEE TARZ—-RBIF, FO— COMIXNMBHT BDIE. TV ZHT—ICLBTRDIYF—RTX - H—bo—UIZyF—DKEERI (1935 OFIETHED | http://anm.sagepub.com/
b Line and Colour in The Band Concert AT MR T =T N7 O 2w ERMTHB. T Z A =23V DEELE R O—A 2T DEMOELDEBIC SN T FO—A VI PEHATE | content/4/1/11.abstract
Sean Cubitt TV ERBIEENTOKERERELZDOE BOFA. EUDIF CIVICAWSNTWeA VI EHBEDT AV - TV TRV
Disney Studios, drawing, SNIERBEDHWVIEOBERICDWTERIRT 5. BEN DT LICEZDIE. HB 707 Z v 7HhEDEEN. REN. BUAHNE
materialism, Technicolor, BRI DWW T OGN ESRE. 77 ZvoET7 /AT —ZDEDITH T BRELZRDGWVERICEHERLT ST D EEED
technique EDIDEWVNDTETH S,
This article addresses the techniques and materials used in the production of The Band Concert (1935), a seven-
39 minute Technicolor Mickey Mouse cartoon. An investigation of the standardization of drawing and line in the
context of the histories of technical drawing and the industrialization of animation is followed by a description of
the use of colour, particularly of the relation between the inks used on the cels and the dyes used in film prints at the
time. The author asks whether it is possible to articulate a materialist theory of the aesthetic, ethical and political
meanings of technique and technology without losing sight of the techniques and technologies themselves.
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4(1) Mar-09 31-54 DIATT I~ EMBEBREBUGHSOREIC—FETZA—Y | BRPET ZA—Y3vE DT ODIE REDEMEBERDHIE - BR/LICH T HEE LEDEREL A2 77 —% RIEH,/ERHAZAIV | http://anm.sagepub.com/
Weihua Wu IV DEFHICHBITDEREAZ T 7— FLHRERDT ZA—=>a, LB 2R ATHMN  EMNSHEDEELSERTBHILETH D, HFERIMRELW OO DEEZEER T SHIETE | content/4/1/31.abstract
In Memory of Meishu Film: Catachresis and A 7A0F— EMER. B BDERTBDIE EMBERE. ST VaTIVRLHGET ATV TATAHERET DB EA2T7—ELTRERIEB LT
1. F¥aFURL ENEEFOBRIEDHDHBERNERFEALED TH 2, ARICHEWVTEEDER T 2DIE FEDEMEZ O FE
Catachresis, Chinese IEBIFBET1TIVDERICHSITBERILEN I -V HERELTRESN ZNHERNRANAZ IR -
animation aesthet]csl {EP{I\?_%&EB%L:\ *i%i%ﬂ’\]ﬁiﬂ: * EZ‘;’E}V\]E‘NZBL‘—CIEXQ 'f)I/b‘i%hftl}éZ&%ﬁbtff%fc%ﬁ“—l@%?ﬂ’\]—ﬁ%
Chinese School of BRLcTETH S,
animation, ideology, This article looks at historical catachresis and cultural metaphor in producing and theorizing Chinese meishu (fine
40 meishUﬁlm’ mi.nzu style, arts) filmin relation to the socialist, artistic discourses of the ethnic/national style. By investigating some of these
modernity, nationalism issues raised by the Chinese School, the author explores the conceptualization and constitution of meishu filmas a
powerful metaphor for producing nationalist identity. This identity brings visual arts and the socialist nation-state
discourses into a shared space to recreate Chinese aesthetics in animation filmmaking. The author argues that the
Chinese meishu film, identified as a unique, nationalized cinematic form in Chinese visual history, conceptualizes
and mediates the national/ethnic style, as well as constituting a discourse-based aesthetic school that has helped it
survive within socialist culture and politics.
4(1) Mar-09 55-75 A—=HJ- 5 | MIBEOENT—2IBH. 7 DEHSRE ER T A=V AL M WEDFEEICBEVWTHRDT ZA—2aVIc T 2BEN DB LN SMEEEITH TR TI2)IVOREN BEEERE{LY | http://anm.sagepub.com/
a— Technologies of Perception: Miyazaki in Theory B, JZ1Z45—: 3\/\_7::/ %)t—:<‘_’_LC’3‘1‘?%&&&@%@@%%%&5<Ct&5§)§9ﬂj’?%i%}ztb‘?%%o /r‘/’;'57?47?“'7“7’-5‘17)}%;%*%6\:3%\ content/4/1/55.abstract
Susan J.Bigelow | and Practice 2V EFRB B TS TAAR=INEBOOTWKZE ZDOREIEABAENSEDH ANBBLUIFABEED L Z—V7BEH/N\2—EELT
ay— BNTLBEDTHBDEWSIEZZREEE S, CORRE REOEFIRRICH T HHEEEREPFIRENBE I —2v
Aesthetics, animation, W TIV—IN\VDESETADTEFENERICEI O THAL DD, BADT Z A= aERBIEEE G - MEOREHIE
Buddhism, cinema, BRICES T BEZEWET DENZRBICH L TEZ S, RA M ER VR DOEEIVRELICT T 54 IV 2 F T4 T HBUAFEELT
communication, digital, DEIFEDRENE. T7IVA— XUV VHBEICH L TEITTW b DO EEEL TWBEWSTEDFIFETH 5,
philosophy, religion, The current Western fascination with Japanese animation can be understood in relation to the experience of the
Shinto, technology digital in cultural production that opens new avenues of understanding about the self-as-subject. Visualization
41 to engage with the image in interactive, virtual environments involves relinquishing control to recognize the
individual as emerging through the unique pattern of their relationships, both human and non-human. This
reality is articulated in Eastern philosophical notions of interrelatedness and pre-reflective thinking, what
Marshall McLuhan called “comprehensive awareness'. The Japanese animator Miyazaki Hayao draws on a Zen-
Shinto religious imaginary to empower the individual to relinquish the self. As an alternative politics to the moral
confusion of the post-modern age, his practice demonstrates that Walter Benjamin's gamble with cinemais in play.
4 (1) Mar-09 77-89 TZ—Fav-h | BEO-EENIV—T— TV 2VBRICBEES | 72 A—Y3» . AVE1—4, P A=avE AV E1—ZICEREREAHDDHH? AV E1—RFMEY E D17 V7 — bR L eFfe GITEAL | http://anm.sagepub.com/
v N7 ZA—=3> T A=avOMEHE R T IA=2aVEBESDZDD? TOHRXIFT Z A= 3> DIGRBRAINGERE TN ERRDHEDDEFENEDHED | content/4/1/77.abstract
Kenny Chow Ka- | The Spiritual—Functional Loop: Animation RFERIER. FEERHY- AR 9?“(&?52’3L‘E\@ﬁ§biﬁé‘$U\ ﬁ%WEEJ:%W'%\%L?\ ﬁﬁ%ﬁf‘lﬁﬁ=ﬁ%ﬁﬁ’ﬁtP‘DTCZ’B@@E‘ELZ’DL‘T%%
nin Redefined in the Digital Age 3] 2o EEDRY DI 7 V2 IVERICE N TS ERRHDEBIL. L <ODDESWICELD) DD EBR R R B NG R
Animation, computer, BEEBLCEEREBERERE22LEWDTETH D, ZDTEF MEEICDVTOFLWEZANEDEND, ZNIET =X
materia“ty of animation, —¥3 7@$¥ﬁ%§%%%*§ﬁ?%o %@?ﬁ%%b‘%ﬁb%@ti\ av EJ—§®1:—773$§§§E "%O’D TEITEDT.T7=ZA
phenomenology, —2aVIEERBROZDDOMEB——E LR —— DB LRI DBV ERE T EWNITER T ZA—3avEWVsy
signification, spiritual— FHT V2 IVHBHEDIEED 5% < DFIREZITEY 52 DIFZ DI D Th B, RIBINIE RLGERR - HRLBEATATICS
functional WTESNTeEMERIC DWW TR LD T E T COREMIE-HEER DIV — T ERIEET .
Can animation bring life to the computer? Can the computer take animation to a new horizon extending from
cinema and visual art? This article starts with a scrutiny of the conventional definition of animation and its
42 connection to the continuum of liveliness, followed by an examination of the two furthest points on that scale:

lively movement, which is spiritual; and inorganic movement, which is functional. The author shows that, in the
digital age, movement of various degrees of liveliness can be significant and meaningful through a wide array of
motor--sensory functions. This brings about a new notion of materiality, which constructs an innovative meaning
of animation. The author then argues that, when combined with the unique functions of the computer, animation
can find a shortcut between the two extremes of liveliness: spirituality and functionality. Therefore, the field of
animation could benefit from an expansion of its digital attributes. Finally, the author discusses a corpus of artefacts
created in different historical periods and different media that exemplify the spiritual--functional loop.
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42 Jul-09 107-129 | /Xy bk /XT— T A=avkEnfeRE—3DaYE1—%- | 3DV ZA—a VIIAT 3DT ZA=23Y -V RT LORERBIFAEIVENA NI T VR T4 IEEBICEO>THBENTHY. 3D E2—%-4F | http://anm.sagepub.com/
Pat Power TITVIICEBYFET Z A =23V ORFNRZ | 7 RIE REEF BRE Z74v7 (CQIFZDfEmZELEICH/N—LTE COERDOIRE LT HEE KifiE. 7 ZX—Y 3 ERBIE3D | content/4/2/107 abstract
1 RIFTFNITIRT AV T A=Y aVRIEHSRREDGMFENT U Ty b EY H T eI R L TEfo. CORIXDFEBDIE. TV DX
Animated Expressions: Expressive Style in 3D L>s '\)\/7\\(NPR)\ EITA mt:?ﬁ”’é 3DV A=Y IVDEE, 7_'7/ Ay —. Xt TH 5, CG\Wﬁ%\%‘—\ EME BB FE DR, ESICIEERBIEA
Computer Graphic Narrative Animation V77 R L DRINGT TO—FETHRELEDS KRBT 2ERERNEC Y27 IV - X2 AIIVORBEZEDHT 5. LUDIF &
3D animation, creative, WEHEAI21 =75 —Ya v ERBENGEESICHTBFLIOITEB LD DD SR ETTI. —mimiEEE T+ )T X T+
emotion, expressive vl AT EVSBRERNIDCCHOZDDRAIZRIBENDBENGHEVSIBRNSERL MEHRICB LTI
aesthetic, naturalism, non- 3DCGT ZA—2avIC BT BRIREZDRRKEEZ S,
photorealistic rendering, The development of 3D animation systems has been driven primarily by a hyper-realist ethos, and 3D computer
perspective, realism graphic (CG) features have broadly complied with this agenda. As a counterpoint to this trend, some researchers,
43 technologists and animation artists have explored the possibility of creating more expressive narrative output
from 3D animation environments. This article explores 3D animation aesthetics, technology and culture in this
context. Synthesizing research in CG, neuroesthetics, art history, semiotics, psychology and embodied approaches
to cognitive science, the nature of naturalistic vis-avis expressive visual styles is analysed, with particular regard
to expressive communication and cues for emotional engagement. Two foundations of naturalistic 3D CG, single-
point perspective and photorealistic rendering, are explored in terms of expressive potential, and the conclusion
considers the future for an expressive aesthetics in 3D CG animation.
4(2) Jul-09 131-152 | AH—I4—L > | O NUERICBIFTEAY I MNRTADEAFZUR T A= 37 BE AR, T A= aVILBVWTC BRIGEHEEZR A RITONDZ LK BER - 7L EREEEOBRONSRUE L IRRZE | http://anm.sagepub.com/
=87 Soft Body Dynamics After 9/11 =R F=ATFIVRA A E BORBALIGREN TV BRICHTE7 ZA—2 3> OFIGEAIE A —X T IVRA X nlb#ifem7—)UR- L —F- | content/4/2/131.abstract
Heather Warren- —TJ4V 7 NOX. &IV A - T E—DRELTRELIEEDTH S, FLLA T A DEENOXDIELBIDBIRITA> T A —RATIVRA R NDT S
Crow IAEYYaTA T—IVR- ROl S £ AR BN T+ —EICHT2EREBL T 7 ZA—a v ETIET 5. TNHERHET2DI1E /KD
—F-t>2— THAVRBEICBWTT ZA—a v EVSERDNEHEL TWACE ZLTCBET O 7OERICEWNTT ZA—3
Animation, architecture, VTR THRENICAVSNTWNREWVNDITETH S,V 5T R - LOLREBFITEASHNCT 2D IEDIHRICEH
corporeality, Kas TV I THRWEREHSDI/NLUBEDARLZ THS. 7 F 7 K- LI L2EDEHRNEEICELTEENMTODINE. KA
Qosterhuis, morph]ng, DEBRREIENP T4 IV LAIC DV TDBCARICH T BDAERZIb AT VE VT TBTEEGDTEAD,
NOX, Sergei Eisenstein, Endowing buildings with the capacity for movement and transformation, animated architecture represents
World Trade Center the expansion of animation from cinematic and televisual space to real-space environments. A key example of
44 animation in architecture is Oosterhuis.nl's proposal for a new World Trade Center. In line with similar work by
fellow Dutch firm NOX, Oosterhuis.nl's Ground Zero embraces animation through references to mobility, liveliness
and metamorphosis. It points to the prominence of animated form in contemporary design practice and the
ubiquitous use of animation software in the process of architectural design. At the same time, Ground Zero reveals
post-9/11 anxieties surrounding the soft and tender flesh of the object world. The author's analysis of Ground
Zero's discursive production of life maps crucial changes in our spatial imagination and the politics of form.
42 Jul-09 153-168 | DAUT LTS | IRAFINTI——FTIZIVEY R Z—BRE TZA=3 IRF )L 7 E—2av - F AT FrOEMEBWERFIOBEIRA DIV 7 (O/N\—k - EAFZEER) I BV AR2—TeB5%ZE L TIT<HE | http://anm.sagepub.com/
b Beowulf: The Digital Monster Movie BREL 7 NI Y HEDIRIC DWW T DMEETH B, CDFHXUIENNF VIV TNCE W TEV AZ— DRI T EENEREIITTHELE—3 >+ | content/4/2/153.abstract
William Brown AB— EVAZ—MH EVE Fr T FrPCOIEBLIECOBMBDOEBRZDEDHEV AZ—HEEDELTEBETEDDTIFEVLD EWDITLEETES,
S—Ya F—Yav-FvIF DEYFo)V—RDI 2T 2 BEA A—21(1989[1985D TR CERF INA VIV T NE BV R —VahBEV MF—Ta
Y AN—b-EXFZ T ANEVTRLUTME, RE2MBEIDHRIS L BB TEDENSTETH D, EE L INFTILTNCHBIFHEVREZ—HEDESE
AETV(T7—FvILEHB) EDTL DD COMBICHITBE—V3 > F v TF v ZBVY VATV DEV T 7—F v ILEHBDIN T+ —< VXD
Animation, Beowulf, 7NV Y DEWOERR (1912[1900]) —— ABDERL SN ABERS—ICH 52 AV EEDOELTEN
cinema, Henri Bergson, AICEEENSZHEERT 5.
monster, monstrosity, Robert Zemeckis' Beowulf (2007) is the latest film made using motion capture technology, a film that tells the story
montrage, motion of a hero's quest to defeat a series of monsters.This article examines not only the thematic role of monstrosity in
45 capture, Robert Zemeckis, the film, but also the way in which the film's very construction, through motion capture and CGl, can be understood
synthespian as monstrous. That is, after Deleuze's Cinema 2: The Time Image (1989[1985]), Beowulf can be understood as
typifying a cinema that has seen a shift from montage to montrage, a cinema that shows. Analysing the aesthetics
of monstrosity in Beowulf, the author also considers how the film's motion capture synthespian performances can
be understood as comic through Henri Bergson's (1912[1900]) theory of laughter, which suggests that humans
laugh at mechanized human beings.
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4(2)

Jul-09

169-190

IA(=—->AY:
Jb—
Amy Shirong Lu

BNIFEDAEZERRLTVDDREAD Fh& I
DERDBBIEEIDNUT ZADFHZU2—ICH

12 NELHT JV—DHIE

What Race Do They Represent and Does Mine
Have Anything to Do with It? Perceived Racial
Categories of Anime Characters

T AL BRAIRL . SREEBTIE.
BT, B L. BEDATE
DERGFANEAHTI)—
Anime, cognitive studies,
empirical studies,

facial perception,
internationalization, Own
Race Projection, racial
categorization

T ZADFvIUR—HHZTHWBABRRIE EOFEDAITHBIAIREZDOL, Theb HFVICTERINITECHBIAR
AIRETRDIEASH? ARHAZEHA DB W EIRH T BB D AL 1958FEH5 2005 FE X THIES N 7 ZADS S VA Ltk
LIMENTE3 DT Z A -Fv S 2—DIEADSDEIEEDR— LA MEABRICATISAALIEEDE ZNTAD
AT T B 1046 ADFHEE DHIEDIERZ LR T 5. RERFBHEEDTH S, T DR_ERHNEDDIE AEVFRIDOERELT
B7ZAFv 37 2—DFFUEDNABNITIEZT V7 ATH). BAREADDLLLWEVDIC, BADFHEE IEF+57
A—feBEEATHAEMELTNRENSTETE, ZORIG/INZ—VHRT DIETEGDAEDIZE (ORP) L DEU MEE
7 ZADFvZ 72— 2B5DODANET IV—TD—BELTERMIHEIEVNDITETH D, 7 ZADEBRNEERICE TR
BREWICDWTH ERDMTHh NS,

Is the intended race of anime characters distinguishable because of their facial features or are they too
‘international’ to tell? This study addressed this question empirically by comparing the intended racial categories
of static frontal portraits of 341 anime characters randomly selected from anime produced between 1958 and

2005 with the perceptions of 1,046 raters. Results showed that, although the race of more than half of the anime
characters was originally designed to be Asian and only a small fraction were intended to be Caucasian, many were
perceived as Caucasian by the largely Caucasian raters. Response patterns also indicated *Own Race Projection (ORP)
' i.e. perceivers frequently perceived anime characters to be of their own racial group. Implications for anime's
international dissemination are discussed.

http://anm.sagepub.com/
content/4/2/169.abstract
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Jul-09

191-202

MUVAT>T54
a1

Thorsten Fleisch

R—B—=SA T ZA—=3>
Borderline Animation

HRT A= 3V =T
OERAAZALTR T Z A=
AV NAT Iy R T A
—av ®FELTV/ 09—
HEIERY - Y)E ERABRE
abstract animation, artistic
process, direct animation,
hybrid animation, science
and technology, Structural
—Materialist film

RELTUETT Z A= 3V JEFENTWBDEF CT7—T A AL - BURIEREL TEEL TWABMNVRATY - 7542 201ER
FE=MERNFELET T/ O —EDRETHEDTH B, VvV IVELTIHEER - YEERMBRBEICE T HHEOERIE. BA
REDMPHEIERICOVWTOREICBEBRNGRE CLH 5, CORXICEWVWTT AV IDBESMNTT HDIE HDIE
BIGBET 571779227 M ZUTEREIWERHCIWANS TV Z v I Th b, 771V 1 DRERMBEVERE L TH v
T T TIKI0EULITB LR ZDE LT ZA—2 3> WS T+ VIV D—IEIERICINE Y D Dd. ZDFIED 7O
TRETIVZY VGV —REGBEM AV TN TV VI DEBTHEWEMEICRT 5. NSO TR IGHEREED
AAR=DNCEDTHIFRICEETH D, BELO. TF7MVAUIA A=V LR E T oD BB TIEEWPUAZRHZSEH
HBDSE T A 1D ERTRFET NEX BENGEY . AL O PRFNRR (T 57211 7 VXZ)V BE) ZEF
BICERMICETRHCIRD A TH D, BE ICRIREBWTDFRXE U TDIERICDOWTDAS T IViET 4 T—ILESL
&3 I KILL. - Kinetic Image Laboratory/Lobotomy (1998), Bloodlust (1998), Silver Screen (2000), Skinflick (2002),
Gestalt (2003), Friendly Fire (2003), Kosmos (2004) and Energie! (2007).

As an artist and filmmaker working in what is notion-ally called *animation’, Thorsten Fleisch works at intersections
of art, science and technology. His works belong to a genre of Structural--Materialist film as well as being highly
self-reflexive investigations into the minute workings of natural phenomena. In this article, Fleisch reveals some of
the underlying ideas and concepts of his films as well as the techniques involved in creating them. Fleisch has been
making experimental films for more than a decade now; most of them fall under the general rubric of “animation’
but their production processes and techniques belie an unusual complexity of source materials, concepts and
techniques. These processes are very important to the result as Fleisch tries to find unusual ways to generate
images. Fleisch's work is notable for its aesthetic and technically masterful treatment of organic materials (blood,
skin, ashes) and scientific phenomena (fractals, crystals, voltage). This richly illustrated article contains many
colourful details about the following films: K.L.L.L. -- Kinetic Image Laboratory/Lobotomy (1998), Bloodlust (1998),
Silver Screen (2000), Skinflick (2002), Gestalt (2003), Friendly Fire (2003), Kosmos (2004) and Energie! (2007).

http://anm.sagepub.com/
content/4/2/191.abstract
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237-248

Angela Ndalianis

A2y - Ty DERICEITZEIRNEZDLDDHE

g

The Frenzy of the Visible in Comic Book Worlds

T A=3v AZvT Ty
7. RV ALGES), WEEE
(FZT1ET 7). ZERIE BRI
Bk R—/\—b—0O—
animation, comic book,
mannerism, motion,
narrativity, space and time,
stasis, superheroes

AfglE Az v - Ty EWSERIGRL TENGED TIEEWEEIRY 5. ZOME LICHSIE>TWA O BFzZEm I
LTy - Ty /BB ONHERRT A A TIRLEERMTHE TS, IZvY - TvIATHRENZWMELDT I
VORI ARG T 2L TEDN MDD IS (—HEE LOFIEES L TRENICEIEREICHYGHS). O3y
TG EREOMBEARZAY E T EMGRZEOBEEZ VIV D2 v/ FIEREEE L T RFZERDT ZA—Y
AVHNERBERRT .

This article argues that the comic book form is anything but static. The panels that litter its pages are riddled with
adynamism and motion that presents its own unique articulation of time and space. Some of the narrative action
represented within a comic book panel can ‘freeze’ time, but other panels — while remaining visually static as
stillimages on a page — open up complex depictions of time and space that create modes of perception that are
particular to comics. The comic represents the animated flux of time and space through stasis.

http://anm.sagepub.com/
content/4/3/237.abstract
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4(3) Nov-09 249-263 | I—TAVRXKRZ | M EREDE—BRRA—/N\—t—0O—-03Ivy | 773> Y2 ERE). O A—N\—e—O—DERTIET7IavheTTHB.DCAZVIADIM EREDE | THZT - 7 valc 7+4—HAX %Y | http://anm.sagepub.com/
- ADEIRAEE R E Sy Ty YT Sval THEOS ARG AZY Y - TV IDT—TAAMcBHA—/IN\—E—O—DEREDITEWT—REFLELIA A—I%T Z A | content/4/3/249.abstract
Martyn Pedler The Fastest Man Alive: Stasis and Speed in %@J\ AR Z7 ), BRIk & —F?%TCMGT@5¥3§’E§EE?’%OEE\7’?:/3\/593@0\)7\5’—<‘:LT%E§3'%7\—/Q—K—D—TC'B@EEUJLZ%@/%D’E
Contemporary Superhero Comics l%\x_/\o'_t'_u_ *Eioo\ ZK*I%'JL;\ 77:/3ytzﬁj%ﬂﬁfigﬁ%ﬁyuttf\ 35‘7’7@%EEELZJTE\FE_§'50Z—IQ—K—D—U)XTE“/:/:L'/\°
action, cinema, comic —VOREENTER—RE S FZTATERRT 2T )V EDE TIREEN DM ILICEFEZIBA DD FHEAICITHE LD A
books, the F|a5h, motion, E@ﬁ%’é%‘i%d‘%o A—/ \—e—0O—- :/‘Vylba)j SN ifc\ Kﬂﬁ%&l&:’&?’%ﬁﬁb?%%@'%fc@i 550)?%7]9'\]73
spectacle, stillness, BRI M (REF =T 5 ClE DR RN G AIEIC SO TRIRENS) EFAT 2. T 75y V1 DEMNGREEIE. ATDA
sublime, Superheroes B ZFLTCOREAREDEICFEET 2EEFAERITT BT OO G AN Z A LEE L THEI NS,
In the world of the superhero, action is everything. Focusing on DC Comic’s ‘Fastest Man Alive’, the Flash, this
article examines the techniques used by comic book artists to animate the seemingly staticimages of superhero
49 adventures. Taking its cue from superheroes’ success as the stars of recent action cinema, it takes cinematic
theories of action and applies them to the comic page. The frozen poses of superhero splash-pages refute the
supposed opposition of narrative and spectacle, while also bestowing perceptual mastery onto the reader.
Superhero comics also use their elastic temporality — made possible by the peculiar spatial and temporal aspects
of sequential art — for hyperbolic representations of the impossible. The Flash’s heroic feats are rendered through
conceptual mechanisms for expressing motion existing within, and between, the panels.
4(3) Nov-09 265-281 | R—JL-ThFV | BEEBRNDEBEH—TF ZAXA—3 VO3V 0Ty | BOT7 ZA—3V (T ZA— TIA=aVEAZTVT TG RN G A A=V TRRINDEWSAEICE WV TEEL TV, BIEIXBREFRO#EM | http://anm.sagepub.com/
> ICBNWTRZBODNFEENDTE TYRSA)AZvy Ty B« EFHAECEDO TN BREIEHEDBEET L OGEENEBICL>TEH TS, LHOL OZYY - TvIDE—DD | content/4/3/265.abstract
Paul Atkinson Movements within Movements: Following the GEAZIIV-TI)—TR VT RIFMEOR2IHE. 2 RTDGENGFREDY > 7 v 7S OmMEICK > TREINAFHGREEB L TL 5, MR
Line in Animation and Comic Books AFv— T ZT710v7ER(E DERVEVIBIEFZNZTNORICEEEIN. DIV - TV IE 2 RADFHET ZA—2aV EOBAILB T HENEEE
B{ER). I v>r=75Y - BT B HOEREE L TIRTEND EBE L. 7 Z A= a b ENTRARICE W T EBREMROFE TREFFE NS R E. EE)
A Z—b, ¥a—-Fa1—N\ BIUEMROBIRY LD A Z A D DEL DBV I ERRICED L EH S,
—h EE Ty T VA Animation and comic books share acommon field in that both are composed of images sequenced in time: one
Y 2D =A=ay is driven mechanically and electronically in projection, and the other by the peripatetic and wilful actions of the
animated line, comic reader. However, the single comic book panel has its own duration which is co- ordinated both by the exigencies
50 books, Daniel Greaves, of the narrative and the graphic properties of the two-dimensional pictorial plane. The gestural movement of the
gesture, graphiateur, artistis implied in each line and it is this movement that presents itself as a ground for understanding movementin
Jean-Francois Lyotard, Joe both comic books and two-dimensional drawn animation. It is movement that is retained in the animated figure, in
Kubert, movement, Phillipe the form of the outline, but also runs tangentially in the articulation of both reading movement and artistic gesture.
Marion, two-dimensional
animation
4(3) Nov-09 283-302 | L7 EFRAU— | FTULA Fo—X ZLT—PO7)b—2D0Zy | AZvT - Tvo o RIEE 2wy - Tv7EWSTRBETE LWIATA7ICHIFRI AT EOR DEIDOMENCE T BIFRIE. WBNEERNDT E— | http://anm.sagepub.com/
Clare Pitkethly 7« T DRIITE T BIERIM S DEE) Ro)b—=R 7V EE RS IWEFURI T CRADBEHORENEEMEZRUICWKI IZANTHD), LOLOAZY Y - Ty OB FEA T+ 7D | content/4/3/283.abstract
Derrida, Deleuze and a Duck: The Movement VR -y SRR TR=xX NWENFEEDNEREEARE 1. BRI TRINZEDZERDIFTBIR—UDEIITRLTNBEE R DIF5%EERICES
of the Circulating Differential in Comic Book AFVHI THRENZE, ZMMGERL O S /R ONGHRIE T DRERDBREL BNXWENFEICEL > CEGRENE Y T
Analysis comic book, analysis, ANADAEDH THBDEZHFEGVDI AR CEE I PV —XDEBENNEHR=xEIZVY - TVIICHBITEE
deconstruction' De|euze' D*@*%ﬁ{tL:ﬁﬁﬁj-éo %%Li\ Z@%E@‘t}@%\ 71U ﬁE"] * F'7}I/—ZE’\JE%LZBlf%rﬁﬁxﬂﬁ‘é@?—_ﬁj’\ﬁﬁ%b\ 35
Derrida, difference, Donald IOV - TVIEVSIATAT DRIz Z5IHHEIRET B, TNUTHRMEEE 7R THICRHF BT LB T RS
Duck, multiplicity, object = BT L SETBEH THB,
x, schizoanalysis The search for the ‘secrets between the panels’in the ‘strange and wonderful’ medium of the comic book certainly
evokes the appeal of a narrative adventure — a quest to find a hidden treasure in an unknown realm — but when
51 comic book analysis is consumed by the search to locate a hidden ‘x’ that ‘marks the spot’ of a concealed presence

in the medium, does the logocentric form the academic treasure hunt prevent the journey from being anything
other than a linear quest progressing towards a concealed presence? In this article, the author applies Deleuze’

s extra-structural object = x to the structuring of sense in comic book analysis; she submits this third thing to the
‘irreducible difference’ of Derridean and Deleuzian thought and proposes an alternate reading of the medium, one
which attempts to avoid closure through an aporetic reading of the formal structure.
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4(3) Nov-09 303-320 | FSA T2 JYR | RSATY T RI4EDEE 7 A—=avFE@AIRD TL—LICEDWERZA TV -y RV OB, 7 Z A =23 DRAIEIEBICRBERBISLFARKICESEEY 5./ | http://anm.sagepub.com/
42 IN=FE" | Dryden Goodwin in Conversation with Barnaby | — 7 s fFRA > 21— 7 DRBILEVWEMTOY 1Y bOERNG—BEREL T ZDOLOGHEOBMBESRER. FO—1 27 HEE. V) —X'O#ER% S | content/4/3/303.abstract
TAvH— Dicker 0/ 74872574 FFa1X GRDMDEALEIHIEA TVDEAA Y RZEI—TN—FE - TrvA—IE TL—LICEDWBBEFHENDT Y R4 D
Dryden Goodwin VE)— FE—a1>V7J BR T7O—F L IND—IITEDIERITIEEDL S ICREET 2NN T 2EMBDBENT Y R4V ZIRLGBELSBRHT
and Barnaby SAVAZL =37, TL— B, TAYH—ITED T TDMEYVIIF T Z A=V aVIARICEW T ETCREENTEETHAICED DO T CNETHE
Dicker L N—XDMETRR. ST X HENTERLEDTHY RV 21— BL UL ZDETEETHIET 2. BEFIE T Y ROV DIERE 1 9 HIED
b AV E— AT AT HIE IO/ TN T7 4 LDOBEICEMRER O TEY BEFOREICLDEBEE T+ MO/ TZT74 (T4 TV RA=Va—
animation techniques IR L—ILLBRTOLRADHDITADAE) ELTEV—BMRAZEADITREREDNHHEIRET B, TSI T Y Ry
(rotoscoping) YOEMITHITBIFF2 AT 2)—GEAEE. Vv =V - DEUDZA L7 MRERRE DBIC) VI DRE SN, BE
,artistinterview, IEIBRDEDICBNTRZASICED D DS BMEFIZ.OEY DELDHRANY Y RO D7 TO—F =B LTHREND
chronophotography, BTEEFHRT DA RE1—ZEBMDT =L Fv I —BLUA VA2 —2a >V XERAICE T BB E] Z
documentary, LTEENBLUSENEMRES 77/ 09 —EOBOBERESEENS,
Sjrawing., exhibition/ Dryden Goodwin’s frame-based films both challenge and reaffirm the principles and conventions of animation. A
52 mstallanon,frame—pased fundamental component of his wider artistic project, this form of filmmaking is intertwined with his other concerns,
Flnematography, mlxed/ which include drawing, portraiture and notions of ‘series’. In this interview, Barnaby Dicker invites Goodwin to
inter-media practice discuss, from a number of perspectives, his approach to frame-based cinematography and how it relates to his
work in general. Dicker finds this a rich and important but neglected topic in animation studies; a problem the
present interview aims to contribute to correcting. The interviewer is particularly interested in the links between
Goodwin’s work and 19th-century chronophotography, which he proposes is more usefully applicable here as
photochronography — Etienne-Jules Marey’s original term for the process. A further link is drawn between the
‘documentary’ aspects of Goodwin’s art and Jean-Louis Comolli's theory of direct cinema. Although the two
would seem to be poles apart, the interviewer finds a number of Comolli's remarks exemplified through Goodwin’
s approach. Other themes running through the interview include the role of film within gallery and installation
contexts and the relationships between classical and contemporary art practices and technologies.
5 Mar-10 9-24 A= h=0F | NT=NTDRVFTA7RABARE —H—)V&x | 7TZA—=av -2 )= R ZDRXDERGBDIENNT—INTH— VA IDBAFE TH 5, TNV —RAD=ZADA—/\—/\T—- 04 >% 1990%F M | http://anm.sagepub.com/
N TH—IVIND—INEBEHRZD B IIVA— H—IVINT—, ICARDHB ST H—IVINT—IEROREBICMBE T DD IV /NT—ENFBEVLEEDA A —IFIRRT %, FEEHAK | content/5/1/9.abstract
Ewan Kirkland The Politics of Powerpuff: Putting the ‘Girl’ into ‘Girl TATYTATA RANESR ANITEFR T 2EVSMEBEOFIRIE. FHRE T L BB 1T 5MIcb B T 2 HARNABCAFEEEBh>TWEH —A
Power’ Il P NAAY AN S T ZDH=IWINT— -2 =X DBCAEDF ORAZEZSL BHDER THEEANPRERDNTOEI T v)Vizdi
—kb—A-— REDNEBICH 2. HBEDT ATV TATA DR T BERILEFEELHESHICHEOITL
animated series, childhood, This article examines the politics of The Powerpuff Girls. It situates the series' three super-powered heroines within
gender, girl power, identity, the 1990s popular discourse of Girl Power', presenting empowered images of young femininity. The narrative
53 postmodernity, Powerpuff, premise of child characters triumphing over adults also engages with a generational politics with some precedence
superhero in television for children. However, an assessment of the limitations of the politics of this Girl Power' series reveals
the marginalization and vilification of certain identity formations outside the white middle-class heterosexual
girlhood represented by the show's protagonists.
5 Mar-10 25-40 INNUDT - ART | SRR EVHRRMEDST VRV A A—IN s B, SR BRIEL, 77 = X — TOFmXIEEHE sensation& L TDBRENC DLW TDHIZE T 5, ZNHRE T 2D MRMEBEIDRER IR T2/ 7 70 | http://anm.sagepub.com/
vyA=75>3 Pure Sensations? From Abstract Film to Digital | Y3 7 Y ZIb- A X—2 D —FTHYARMESFRRE L VSR ZESIEL S5 EV ST ETH B, MRIE SHA SN A DI T Fa7 /L7 | content/5/1/25.abstract
Patricia Castello- | Images BRE I 7171077 (RE). HEDELTEIBIRT RNETIE RV ZEEDHBLESDIE REELTOMEL. TEHZEDWEIHSBMBEDARBED—ERTHY D
Branco A A=V ERAE FRRBRE, )X DIF TV e AEDERIS BEE L COMBED MBEEDEEZBERICFELD DI TERLVSBR R SMEMBIDEL %
I ETBET. ZDOOAT REELTOMEEVSBERIE MG IV 2—T A AV ML TOBE,EEDREIE—BHE T #HET
Absolute cinema, abstract s L CEBBENBNEL LR/ LS, COMTFNGEIEIE T7IV 2 — NV IR FifelCEEN T OBRBI=EHMA
ﬁ|m, animation, d|g|ta| ?%"55%)%?9’\]%1\tLTIE”:‘“E?’%[@—?@*E%T35’37’:%D§J:@?§i%5 HEED I*5'77&L‘5$EZ?—§?LZEBL\—CTE?@E’9LZIE%H[Z
image sensation, editing, L526DTHS.
image manipulation, pure This article is a study of film as sensation'. It provides a new approach to abstract cinema practices and
54 cinema, rhythm demonstrates that they include the idea of pure sensation'. Therefore, abstract cinema should not be interpreted as

purely structural and conceptual. The author argues that film as sensation' has been part of the essence of cinema
since the very beginning. The argument proceeds from a brief rewriting of the history of abstract cinema with a
view to demonstrating how film as sensation'is present in the essential moments of cinema's history. Furthermore,
itis argued that this concept of film as sensation' does not correspond to an idea of cinema or visual effects as

pure entertainment' but should be understood as critical rupture'. This idea of critical rupture' finds its theoretical
justification in the concept of perceptive shock' or perceptive trauma' from which Walter Benjamin justified the
aestheticintentions of the new-born art.
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5@) Mar-10 41-56 FIWH TSl | PAIAEVTAIMDT ZA—3>7-2)=XIT | TZA=avibEnic g COMY TCERTBDIE T ZA—V3aVBBICBIT R NEDTH S, 7 Z A= aVBBRIE(T AV AGRELELY T+ | http://anm.sagepub.com/
vy BIIBRNF AR BEOESE T A=aAtENfcF YD EIBICHIT D) DIFEN - RN E RIS Fv 72— DHEEDEBREL UL A TIIREDBE N> TWD, FIAREDDT | content/5/1/41.abstract
Olga Blackledge | Violence, Chases and the Construction of Bodies IE=TX-NAF—(EICR ZA=23 V)= ZADRIFIICE O TEEDNTB T EDIE. 7 Z A= a /b SN BHEOFREEL AR EICFE T RN
in American and Soviet Animated Series TARINRIVTAV - INAT 37 Z A= 3V MEICEEDFENRATNEDTHY HEEDREL S VT A - TA €2 TAVNESETS
yhH— TYF— VR [FEF DEFEEEMES> TWBEWSTET, CORFHIE. 7 ZA—23 > - F v 72— ABLENE L E T A= a BED
=g N o V2 G o O 2 ) 5HEKRT %,
55 TALMLEY Y=L 8T This article explores the work of violence in animated films. The economic and social contexts of animated film
animated bodies, animated production (of the USA and the USSR) are connected to the construction and dynamics of characters' bodies. By
characters, Just You Wait analysing animated chase series, the author suggests that violence that results in the fluidity and changeability
(Nu Pogodi), Martin of animated bodies can be regarded as a manifestation of an intrinsic feature of animated film, similar in function
Heidegger, Mickey Mouse, to what Sergei Eisenstein called plasmaticness'. This feature disappears from animated films when animated
plasmaticness, Sergei characters become humanized.
Eisenstein, Tom and Jerry,
violence
5@ Mar-10 57-71 TUHPRR T3 — | PDTECEWN—T I ZVH TR ZADNN |IN=F =L TIZIV-TY TI T/ AV —EREEDREOUEERELTWDFETHEIEHN 7 I2IVDOEEHEIL. EERMEIEIZE | http://anm.sagepub.com/
Wr> —TA—ANFTIT-TZA=23av . ZLTEHD | /OI— GE EEE ME LR TEHILEEBCCMBRORRICHGREZEHFEL TV AT ZA—23adEVDIF MBS DWNTD | content/5/1/57.abstract
Elizabeth Walden | BERIZENICONT IR ZA—23>  AFE REHRL DO DHEARDIeHDEEELTELTWS, VA X ZADIAERT ZA— 3V BREN\— 7« — & B HEERR
Heavy as a Feather: On Agnieszka Woznicka's Birdy, digital technology, L.&ESICZENITDOVNTDT D:I'J—%Ec%‘tﬂ?o ZDBRE . )"1"/4’—'\"5'7’_37—(7)51'3;\ ﬂﬂ_®$§$\ ZLTEEEZ DA
Birdy, Object Animation and the Moral Gravity ethics, indexicality, DEADFZHDMHELTLESTLICOVTORENERZRIRILT 5. MFEBEL DA S DEIE LV OTCRRIE CORE
0f'|'h|ngs materia“ty,object [EBNTF v 72—DstEICEDNSME T L GBENG I RE 525, ZNUE Fv 572 —DHE5 T R LIRE
animation, puppets TEREE. CDT I RIVERICKRLADHEE T IEEIC > TEEHBENRINES [ EAATWLDTH S,
56 Digital technology now defines our representational order. Paradoxically, digital hegemony creates new conditions
for the representation of materiality through the loss of the photographic index. Object animation is especially well
able to stage this emerging conception of materiality. Woznicka's object animation film Birdy creates an allegory
of materiality in addition to representing it. The film foregrounds its main character's project, the construction of
wings, and the ethical implications of treating materials as mere resource for human use. Elements of the narrative
structure and the camera work give the materials used in the character's project a moral standing in the film, which
draws audience and filmmaker, as well as the character, into an ethical situation which is significant to our shared
moment in the digital era.
5(1) Mar-10 73-90 RU7-OL>Y | #EHrEFOMBE—RROEFIMHERICKST | BRIFE BRUG 7IZZX A COFXNE T ZA =23V DRFITBWCEILDERE T AL DICE > TERRROBEVLEDT ZA—3V|C&BHBEE | http://anm.sagepub.com/
FITIVFY TR A= 3avEER IS4/ N AT BN ZDOFIFERELITITDHALDBNEDORETEVEZREICT 5. BEDHRDLMEIERBIE. 77 = X— | content/5/1/73.abstract
Maria Lorenzo A Film of One’s Own: The Animated Self-Portraits ARV TV T A= 3, 2avIicLBEEGEEC T TEZLTERELTDESD ATV TA T4 " FI DD 7 Z A= a VMBI NEALVEE
Hernandez of Young Contemporary Female Animators IRIVERY R BESR L’C%TC*#?‘:/“V‘/}b@f:%@%ﬁfc&%éﬁt%?}b%%)ﬁéﬁ?%fco LOLFERDT ZA—=2avIcLBEEGRIG FF2
Authorship, autobiography, )“/\'31 U—iciBaL., &’)fé‘ﬁﬂ’\]ﬁ%ﬂ\%%?&’)i%"& INE TULEDLEWEREICT t"—}l/_L,\ NG 2 C X QA N4
feminism, graphic novel, W2  FhSEDRIRT ZA—2aVINILERI R 007 IFEECIDHITHY ZDFHIDHIHES B,
57 independent animation, This article analyses animated self-portraits created by contemporary young and emerging women in animation,
Persepolis, self-portrait and elucidates significant differences between this new generation of women animators and previous ones.
Through their animated self-portraits, the animatrices from previous decades explored their own identity as
women and artists, developing new discourses and models for a subgenre that existed from the early days of
cinema animation. But the animated female self-portrayal of the new generation comes closer to documentary and
has more universal concerns, appealing to a wider audience and reaching theatrical distribution; Marjane Satrapi's
feature-length animation film Persepolis (2007) exemplifies this and is a focus of the article.
5(1) Mar-10 91-102 | 7Y FL-ITAHILE | TSALYMTILA REFETER | —T A=Y | PZA—=23aV OB Fab M7 Z A= 3BREIRRZEFR (DIAF) BN E#E L. FL AT U HEAMEYE T 2009FD 4B H S IBE THRESNZIZA LV M4 | http://anm.sagepub.com/
André Eckardt IVHEDRER —g—=yZ FA—(VY- WA RREFTESIRIE Y D7 A=Y 3V BRBEETE fFRT A LV b VIV A& B ERE BRI OBMEERD | content/5/1/91.abstract
Raimund Krumme — Play for Lines and Figures: | 7 =X~ >3~ FAY D7 = BELGHREMSREEEESOR T v F AT—T21E0D I STV IILEBT LA VA= 2T DYy 3> TH B,
An Animated Film Exhibition A—=av A Jodx TIVAE ZOVEEER T ERERWATLGLT AT 7 PRIBZREEL TV ZORIDRBTZDIE BRDHD
72V TA LY STV A ERETESNLDIC DV TDIRRTHY TN D E DI REIEERNEEVECE TORENGEMN 7O R s
FEEEME UhITEREYTRTET. TALY N VIVADERET ZA— TR ZDL I xHEED T 5. BROIAV T T
animation exhibitions, BFBRONGEAIE, feEZE T —IERIFOEE BTRIOERPES. BRYIPEIEOREHICDOWTHEMICEHAY
curatorship, drawn N2, ZNITE O CEEIX T ZA—YaVHBICOWIBRETOTED I Z— I ELTNDEHHTRIREEIC DL T K
animation, German DEDERETITENCTES,
58 animation, perspective,

projection, Raimund
Krumme, scribbling, spaces

The Raimund Krumme -- Play for Lines and Figures exhibition, organised by the German Institute for Animated Film
(DIAF) and held in the Dresden Technical Museum from April to September 2009, showed artistic work by the
German animated film director and author, Raimund Krumme. An important starting point for his film work is his
graphic brainstorming sessions -- scribblings, studies of movements, collages -- during which he visualises ideas
and emotions without words. The article provides an insight into the preparatory work for the exhibition that
focused especially on his creative artistic processes through to the final films and also analysed the unique way in
which Raimund Krumme animates space. Central aspects of the exhibition concept, such as the thematic criteria,
the selection and arrangement of the exhibits as well as the presentation form of the exhibits and the moving
images, are explained in detail. In doing so, the author deals with various considerations which arise with regard to
both the uniqueness of an exhibition about animated film and the possibilities this provides.
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52 Jul-10 149-172 | =V IN\—b Ly | A&V - I70Z—E—0DIAHIVFr— A VEZ—0 | TZA—=3VBR. r—I. ARG A—E— U DEBRICOVWTOBE . EL AR T ABRICER I AL EBEZHITEICEDS, 77./0Y | http://anm.sagepub.com/
b LITHT 2R E LS A —T+F-EY3>-1 | HEb. EAER. UEBUA. —DRRICB W BERERER T 2EIEESWNDITENMTDNT ELDIELZHATINDEDTE, 19605 - 70FKDT X1 # | content/5/2/149.abstract
Mark Bartlett R JESBEEH, =M DRI < — DT IT7VFRIVRICBEWTT 7/ T7— R BOEHRECHY. 7 ZA—3aVDIN(ZBLEEGRRMEERNTE
Strategic Canonization and the Audio-Vision- 1‘73:/7\/ \L\\JE’)?“:Z“L\\ EE%NZﬁ@O—(Li??b\é&b‘:)%ﬁi‘if;ﬁ@z%@b\—}é—‘:\)L:Eiti\ L\b‘ttLTEC‘)i%@b‘?%%LiZZT\ T/
ary Pragmatics of Stan VanDerBeek’s Culture: JrvA—E—o N IT— IVFv—BIEWEE BBEICH I BEILD B S P HMBEMEREZ T — A —3aveHELTLESREICSV LT Tat
Intercom 2aVAVNINAFL VR Y ADT DRI AT 4T JEWIBRTHGREDEL TR DDH5EH T .
sl Revisioning the significance of Stan VanDerBeek is beset with a number of historiographical problems that tell us a
animation theory, great deal about history-making in technological times. Why, and more importantly, how, does a key experimental
59 Cage, canonization, filmmaker breaking radical ground in animation and a technoart innovator of the American avant-garde of the
capitalism, cultural 1960s and 70s fall into complete obscurity? The author argues that a very similar process is taking place around
politics, historiography, the reductive term digital media’, the shift in technocultural production and consumption that rendered all filmic
material specificity, Merce consciousness as animation.
Cunningham, modernism,
VanDerBeek, Variations V,
Violence Sonata
5() Jul-10 173-196 | R—H>-/\hHv [T ZA—=23aVDFEZEDICHITHEBRRNE] | IIENGT ZA—Y3 v KE ZOFWIXDAFFLEDEHAF B DI T2 A LIFEN 1964 FICWOMNCEEEES LT Z A= 3V DFE2EDICHIFS | http://anm.sagepub.com/
Suzanne Buchan | —— ARV T7YB—E—UDT A =3 E | HilE 25—V T AT BRROE | A EESGIEME AR I7 A — =IO LT ELRAEDONEWSTETH S, EICEREH TS | content/5/2/173.abstract
NEZEEOBGAF AV IT7IV R TyT—I DIF DY E1—2RRLENCHHEENIENRA Y TA VT AL DT =TV 2D T Z A= 3R TH 5, BEE T 5
‘A Curious Chapter in the Manual of Animation’: JVI—LR-TaA A B/N— IEDWTEREDE . BENFEADIETEDIE A2 T 7R —E—U BB DEFABREETH S BOEMMN - ELHE S
Stan VanDerBeek's Animated Spatial Politics FTUT DR 71y MONMNS ZLTEET Z A=Y avEfim B TRRENATCONEWSTETH B, FTIFARBIDARE T ZA—3>
AARBY T B—E—Y, ERAVTAVY T ZA=2aVICDVWTCERT BN ZDRICIE. AF7—TV21ETA P EVE—TV LDV TDELZXI
RERRMEE HXARERBEULEZLHET7Z—E—VDAT—I1BLUYIEDT Z A= a3V ERICOVW T ROET 17 IV
additive animation, EFEL Y I — LR VI ADEREFELVDNCHRLSDD EVSIREZITEWVWDDEZS, E5ITE. 777V KTy
animation, found footage, EEIBERICTL U CIEBETRE T 5. EREEDDIE. T70 A —E— U DZIGICO 25 F L EE A BUAN T+ M E
James Joyce, Robert VBR=IABKOCAVTARYT U T ZA— 3V DEFEDSBIC, TEKENE | LTI T B2 ETHS,
60 Breer, spatial politics, This article aims to flesh out how Stan VanDerBeek created what Time magazine in 1964 rather glibly described as a
Stan VanDerBeek, visual curious chapter in the manual of animation'. The main focus is on his pre-computer painted and puppet animation
portmanteau and collage animation works. After considering relevant terminologies, the author explores VanDerBeek's own
writings to see how and why his artistic and cultural philosophy could be expressed using animation techniques.
After a discussion of a stop-motion puppet film and a painted film, she introduces, via Modernist contexts of collage
and photomontage, some of VanDerBeek's many collage and cutout animation films, proposing how his visual
neologisms bear comparison with James Joyce's portmanteau technique. She then undertakes an aesthetic and
socio-political analysis of his praxis within found footage genres and techniques, and suggests viewer strategies for
watching his works. The article concludes by describing some of VanDerBeek's manifold poetics and aesthetics as a
curious chapter' within the continuum of political photomontage and independent animation production.
52 Jul-10 223-241 | 7Y RUa—-V-1d | EGNIT IV O5—TaDSA Y BE—ATAT Ty | T A=2ay 7y IS AVTANYT VT ZA=23V DEWEEE L TH R DRI DREE H T T 6 FEMEF T N964FELPE R 2> T 7> | http://anm.sagepub.com/
ORF— YT Z—IanN—-"—TN) I3 XVI(1965) | —Va fER. & > A, Hh3EM H—E—7I3 BEDRRMEIE AT/ T A — T4 T TEBHNERENE B E I AN T, COFNHECERT HDIE. | content/5/2/223.abstract
Andrew V. ET7YE—E—7 DILERBREID 7 — VSR CINZE DA A N AWE Eisd ZOBTICBRLTREEHEENEE GO e DIEINU T—2 3V AVIRIERICH T2V « m— I BRUR—R-AZ VTN
Uroskie From PictorialCollagetolntermedia PN = VA Ay % 20 AN LEDFRIEATRL—3 0 THBEWVWSITETHI. T7 23— =7 DFHBEBEZDXARICEWNTHEET DI EIE. D
Assemb|age:VariationsV (]965) and the _7\\\ EQ%"-\ 7__7/E|:/\\_ ct:)t; t\\:/\\zl\/%iaiﬁjﬁﬁt‘ibf\ 7\5“/7'7"777—'7’7Jl/‘yyﬂ%:'f‘%o)ﬁgmfcg75‘%%&?9%‘]%%7’:Lfctb‘5i<‘:%}_ﬂi
Cagean origins of VanDerBeek’s Expanded Animation, assemblage, REGTNBENDTEE COBRICHBIT BTy 75— 10FBNEL M) v ZZ PN IAS—TVa - T ZA—3
Cinema authorship, dance, Y EBDIGRBBI S KUA V2= AT A THIRINT +— IV ANDEEDH W EICHHEZM - R 5+ vy TITEELL
expanded cinema, John TNBEWSTE R EEIFRRLIEL,
Cage, performance, Post 1964, after a half-dozen years pursuing an increasingly successful career as an independent producer of
61 Robert Rauschenberg, animated films, Stan VanDerBeek began to devote himself to a more performative and interdisciplinary practice he

spectatorship, technology

termed expanded cinema'. This article contends that the most significant moment and motivation in this transition
was the artist's close collaboration with John Cage and Merce Cunningham in the production of Variations V,

and that an examination of VanDerBeek's Movie-Mural in the context of that production helps us to understand
the important role played by his former Black Mountain College teachers in the genesis of this vision. The author
proposes that an interdisciplinary rhetoric of assemblage' in this period can help bridge the aesthetic and
conceptual gap between the artist's early practice of collage animation and his later turn to expanded cinema and
intermedia performance.
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5(2) Jul-10 243-262 | Nk /N2—Y | TPOEMFIELDsi&E > Ea—F7—> 3 )b X0 )— | 7IVAVX L =METY./0 TOFXIDMRDDIE AR T A—E—GE TR A/ — IV VB 1964EH S 1970FITMNF TRIFEL T D> Ea—%+7 | http://anm.sagepub.com/
> > DYE M I—=N)VHZERR. O—F. O ZA=23>DO)—XTPOEMFIELDIAN BIfRMEE RAIRMEDH W DB E WHNTEREBIICIEY T3S DDAGEM. §58 | content/5/2/243.abstract
Zabet Patterson POEMFIELDs and the Materiality of the vEa—7—>av B M A EZRRH R D —EDRRNEHFENFZ [ EANTDEVDITLETH D AP T LTI KEDRRZB TR
Computational Screen [EERIER DECDT ZA=3V DV —=RIE T IVANEA A= A= RFEBRDZEBEDO LY 3V ZRTL DD Z5T BT EITEL T
Algorithm, art and BHEROKRERICEITE I E1—T—2aFIVERIEEIC DV T LEL DERHARNEB W EZH U LD 5 E 5, 1968
techno]ogy, Bell Labs, code, E@MOMALCBH’%E%%@EU%(r&mj) = %Li‘\"’/\Faﬁa)ELiti%%Zc‘:@?%'@@ﬁ%ﬁti&%?:)‘—?a >navEa
computat]on, concrete —7_'—:/37"}1/7'5;:‘&?\}bb‘tﬂfﬁbfcit%ﬁ‘\%’b‘ti LIcEDTH S, %hizﬂ‘%fﬁ%b—(ﬂiéﬂ*ﬁﬁ@fﬂ%ii\ ”:‘iﬁvi:ﬁiﬁﬁh—(
poetry, information theory WedST74v0ma1—F— A2 —T1—X(GUNDETIVEWVWSB RO OBk SNZTE T HENEERZFTU BT LI
5%, [POEMFIELDID Y ) —RICBEWTC T7 VA —E—7 &/ =)V b E ZOBICER T 2icEE. §58. J— FOL AV —
62 {LENTNSHA LD DM LBEDA A EREURAL S EHABFTNBDTH S,
This article explores how the POEMFIELD series of computer animations, created by Stan VanDerBeek and Kenneth
Knowlton between 1964--70, consciously mines a terrain between visibility and invisibility, drawing numbers and
letters into cascades of representation simultaneously pictorial, linguistic and schematic. Skating the border of
legibility, the animations exhibit a double vision of text and image, code and picture and, in so doing, work to figure
alarger, epistemic question of computational visibility at the close of the mechanical age'. The subtitle of the MoMA
1968 exhibition -- The Machine' -- marked the emergence of a computational model in which mechanical animation
would no longer be visible to the human eye. The resulting crisis of visibility takes on a particularimportance in
light of the model of the graphical user interface' being explored at that time. In the POEMFIELD series, VanDerBeek
and Knowlton attempt to convey both the complexity and the promise of this emerging paradigm of layered
pictoriality, language and code.
5@3) Nov-10 279-294 | 7= -T1A | MEBEERLEDER—T A3 VICBIFBAR | TZA=I3V ARZLTVR ZORXDFHEBDIE AR TV R ER) EWSIEEICEEGRRRTH S, A2 T LY ASHAHNRBICEES MR TIEEBA | http://anm.sagepub.com/
Y= H— L7V R (EEmR) ER) A2 L T7L VAL BCEOHOHBEERICHIR LB IBRIGE. 740773V ENTRYIRICESTBATWZETH S, BD DRI DYIEE | content/5/3/279.abstract
Erwin Feyersinger | Diegetic Short Circuits: Metalepsis in Animation ShAY—FSTATDKE, MRICEET DT ZA—2—DF PO ARV FOHAERNVESOERE(EVELILYLDDBREIZI2 - r—3v%Es
HEBRE EE BFvIUR—EFTNTNEGHBEDA 2T Y ANBY TH B, CORRIET ZA—3a>ELEBLTLEEICREI ST
Animation, metalepsis, WBILEDD DS TNETT ZA—3Y A2 TA—RICBWVWTUHIER L EN T 1T e, TOFRNXUE ARL TV R E NS
metareference, narratology, YAATATHDDF ST AT —MITEERILL. 7 Z A =23 DR —ILELTHERAE, Z L CLREGEE O I DL
narrative levels, self- CEBLEDS, TEEELHERDT ZA—a T 2HHEHE L THEEET 20T LT,
63 reflexivity, transgressions This article explores a highly striking phenomenon termed metalepsis. A metalepsis is a fictional and paradoxical
transgression of the border between mutually exclusive worlds that cannot be transgressed in our actual world.
The hand of the animator reaching into the diegesis of his creations as well as characters communicating with the
audience, escaping to the world of their creators, or altering their own worlds are all different types of metaleptic
transgressions. Even though this phenomenon appears extensively throughout the history of animation, it has not
been theorized in animation studies thus far. This article introduces transmedial narratological conceptualizations
of metalepsis as an analytical tool for animation. It discusses a wide range of examples, testing the applicability of
the framework to various animated forms.
5@3) Nov-10 295-312 | RUa—-&—+Y | BETTCORTYFIRVALBBEDSHWEOERE | HEB. 7 ZA—3 >V BB R UAEBBIDH N FEDOR N GELIEIL. BB DEZFEBE KD REICOIE2EROANEE LIZLIZES I, E/8% | http://anm.sagepub.com/
Drew Morton BIURICDOWTDBWE T — v YAQAZYY ANV R IEDWTDBEROARIE X VARRDT A TA4v R IR E TSV A T5hY &5 |EDD1800FERFENSEEA | content/5/3/295.abstract
Sketching Under the Influence? Winsor McCay f)b F‘: 727 b ‘/? AN 0)7Vﬁ‘tlﬁﬂﬁﬂﬁiﬁGﬁ%ﬂ’éﬁﬂﬁtiﬂéCt@‘?%éb"é?&é—?’i\ ?%EEE%@ F‘j'{b R0V V?ﬁ‘b‘E%EEEE(D
and the Question of Aesthetic Convergence 7—\_’('74 P'7\/X}I/\ VA4 ﬁftti&ﬁbf:%gti\ 5’37’C&[¢?{)%9\TC\55&§9?L\%0 Z@Eﬁfai\ '747*f—'7‘y7’r@777j&%®7:7(—:/
Between Comic St“ps and Film TR THTFU gﬁﬂﬁll\i\ PE % 3‘/1[3@@7‘5%5?*&3’5[:&[&’)\ EEL@%H%L:%D“L‘fC?7K l\ﬁ*ﬁ%ﬁﬁb\é:&—(\ %ff—ﬂ"]?ﬁgli’)b‘—(@fﬂuﬁb‘%\&
P—-viAa VEMIELESERESEDTH S,
64 Adaptation, animation, The formal similarities between comic strips and film have often sparked a contentious debate about aesthetic
cinema, comic strips, intersections between the two mediums as well as discussions of influence. Comic historian David Kunzle, drawing
Donald Crafton, formal from the work of Francis Lacassin, has described how characteristics of film form can be traced back to comic
analysis, David Kunzle, strips of the mid to late 1800s. Film historian Donald Crafton, on the other hand, posits that comic strips had little,
Francis Lacassin, spatiality, if any, influence over the evolution of film language. Analyzing both Winsor McCay's comic strips and animated
Winsor McCay adaptations, this article hopes to utilize historically informed textual analysis to complicate the question of
aestheticinfluence.
503) Nov-10 313-329 | LyO A7 Ib—H | 7—AV - IvITIV—F—DIT—=V Ry o1& | 7—0O2 - IvI 7 )Ib—2F—, ZOHMIXHERT BN BIFEBEHD I VAT 7= Ry IR IDT ZA—=23> « )= ANDBETTH 5. £Vl 7= | http://anm.sagepub.com/
— VHADST ZA=23Y - Y =ZANDZE DT BB, 7 ZA—=232 TZ A A=AV RN RIEE R B EIRD EH T FHAZBA MO ERZHZITVELS BEICE TV XA MIREM | content/5/3/313.abstract
Rex Krueger Aaron McGruder's The Boondocks and its RBAYT—H TV, SEmE L THIRT B ZDBRRITGERT 5, [ T—V Ry IR INCBITBAT A TEDBIT AT Bicsb. 7 Z A —aVhRid.
Transition from Comic Strip to Animated Series | ¥¥ P2 I7—>RFyy X4 TAEHEDEREBLCTONEING, ZDBE. D) —XITHIF2THHELIERE BARDT Z A | THEIMN G A
227V GRREBOMAICENDIFERERNT S, £fe. [T =Y Ry IR &M -2V TV VX JEDBIRERSCET VT VA LERR
Aaron McGruder, MEREVDRICBWC YTV XTI T =2 By I R DB THBEME DV S,
65 adaptation, animation, This article explores The Boondocks and its transition from daily newspaper strip to animated series. The article is

anime, appropriation, Kung-
Fu, sampling, sitcom, The
Boondocks, The Simpsons

particularly concerned with the ways in which the animated series exceeds the expectations set up by the printed
comic strip and emerges as a complex, highly inter-textual work with a large number of subtle cultural references.
In order to account for The Boondocks, transition from one medium to another, the animated series is analyzed
via theories of appropriation and adaptation, with special attention paid to the series' deft cultural borrowing and
the use of formal conventions typically associated with Japanese anime. The article also examines The Boondocks'
relationship to The Simpsons, and establishes The Simpsons as an important forbear to The Boondocks in terms of
realism and social commentary.
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503) Nov-10 331-340 | J-P-FOvT TARZ=DT VR AATA——AV2—T3>D | FTZA=3/ T7VEI—, AR -FvO)VDIRBEDEDT R (1865) EFEDOED A (187 ) E#EA BT AR Z—DT IV AMCEEREZ T | http://anm.sagepub.com/
J.P. Telotte EmsEMmDA)1—TYay FrI NAT VYR EBD %, ZDIEMNCUE BRI A DN N1923EL S 27 EICRELIE TV R AATA (TAXZ— - AZIF DI BT EITIZ> Tz | content/5/3/331.abstract
Disney’s Alice Comedies: A Life of lllusion and AJa—2av VA X Fv PR GEIER CTEH D) OB END, O —XE TA A Z—DBREFFRDER. DEV/NAT VYR T ZA=23>
the lllusion of Life 0)b, EifE. U7 )X L BIF DIFNEER T DDICKERII T2 ZDINA TV FUDFERIE A2 I F DLEEFBCIEASHRHEERIFT LI
B U4V e T AR Z— %, AZA IV EIFEFEEETHY DDE T IVIEEDELIBNGELDDH W EDBEREDR S ZETHE O TN REZ I A DS
Animation, fantasy, gag, ?j—fﬁébzriﬁ®4'{1—9a ‘/Jc‘:LT%DB#’L%Cc‘:\L: &'37’:7«?*‘/“2’3&5@7\94}b—’é%ﬁ@‘%_%@?%&ofcoCd)
hybrid, illusion-of-life, FRXDRBDIENAT VY RIERAZA )——TcL AR REET ZA—2aV DfHEDE—\DEAL WV SEEAD S E
Lewis Carroll, liminal, G T IANTCHAT VA - AATADRHETE D ZNUEI VT VAT v IR EEHFHTEVSEBENEBRESH ST
realism, reflexive, space, EERELLIERRICCBEE 72T —DERBIG | EAGEVIETIVA A Fv OV TR 1) =X TIIo1ER
Walt Disney RIEHNERREARDED THBLEHNZ S,
Lewis Carroll's Alice's Adventures in Wonderland (1865) and Through the Looking-Glass (1871) have inspired
66 various Disney texts, including the studio's Alice comedies of 1923--27, the films that essentially brought the
company into being. This early series helped shape Disney's development of a film mode, that of hybrid animation,
which would pay dividends throughout the studio's history, and despite their often crude style, forecast the studio's
ongoing efforts at negotiating the relationship between the real and the fantastic, including its development
of a house style' that would become known as the illusion of life". This article examines these foundational texts
particularly in light of their emphasis on a hybrid style -- i.e. their combination of live-action and animation -- which
necessitated a greater awareness of realistic spatial issues, as they invited audiences to enter into a fantasy space,
to undertake the same sort of liminal explorations as Lewis Carroll's Alice.
503) Nov-10 341-352 | JUR-INZVb TARZ— TRV A L——THEN T XZ—] | 2DT7 Z A =37 FEFZ TN IV REEEDFRN (O I AYMN T3> - RAH—EEE.2009) DABICE ST MEHH#EH T X Z—1&W0W5T7L—X | http://anm.sagepub.com/
Chris Pallant ZBEITS VENHHENTA X T IEBUERDIEE DT ERBETLIT [HHENT A X Z— JEVOBRIGEFENR LB D TH S, T 714 XZ—%®< | content/5/3/341.abstract
Disney-Formalism: Rethinking ‘Classic Disney’ AZ—THIVRVI AL EE, SEMDE®RCH L\B*L_T:—E$$%H:%§E \15\ ?42:—0)7;f—93 VRIRICOWTHREIMICIET AT O 2D
NAIR=UT )X L TEEEL REMITIERITTOBAEENEEA TV D, . COFHX Tl [HENT A X Z— 1 ZRETHTEN RIS LNGENEDELT
17V REBEEDF R [TARZ—=THIVRVX LIEWSFT G AFEEIRET 5. T DI TASEI (T Ty R\ REEE1937).TE/F7)
2-D Animation, Aesthetics, N2 oo =T AT A—=VIEDEEBE N0 AV RI N v —TRT74—VEEB 194N TNV EN (T ATy RN\ VR
Disney-Formalism, History, With the release of The Princess and the Frog (Ron Clements and John Musker, 2009) the phrase Classic Disney'
Hyperrealism, Snow White has re-entered popular discussion. Unfortunately, the concept of Classic Disney' has evolved in recent years,
67 and the Seven Dwarfs, The developing from a seemingly straightforward term featured in numerous discussions of Disney, to one which lacks
Princess and the Frog the specificity required to support shorthand' critical engagement with the studio's animated features. This article
develops the neologism Disney-Formalism' as a potential alternative to the term Classic Disney', referring to the
formation, and continuation, of the aesthetic style forged in the films Snow White and the Seven Dwarfs (David
Hand, 1937), Pinocchio (Ben Sharpsteen et al., 1940), Dumbo (Ben Sharpsteen, 1941), and Bambi (David Hand,
1942).
503) Nov-10 353-367 | N—=VwR-Kt7 | RKO—A VT T ZA—=3Y ZIVAVX LG RO—1> FO—A Y IEEHENT Z A= 3> ORI EREICB WV THREGZERERTH > T I ZIVEBERNOBEEMEDZL | http://anm.sagepub.com/
Birgitta Hosea Drawing Animation I T ZA=var-TOLR, EOSRFITRITENE R EENDTED DB M T IRV Y =)V ET7—F v ILERMOERIE GRS ERTHE | content/5/3/353.abstract
TIZ)V-Fa—a>rJ. kO BEOWET ZA—Z—ICEoTUEWERICEHBESHDEDELTRESNTWS, LHLEHAS RAEMOEIRICH LTI
PN = 727 R (e BRRGY— I O R INTGHA LTORBRIERNITHLGRL DD BB N\ T+ —< VA MERE V>R H U R
A=AV WERRE N7 A—A 27T BEOMMEEL TV D, COFMX T FA—A 27 7 ZA—23v D7 At RAEERH LIS DWW T Ih5D
A—IVA-FOA—AVG. Y BEAZREBBLTY—IVEVWSEIDBITED FO— V7 MBENG RS EVSAEH,SEREIN TV FA
EVO% ik 0% — A7 BEEDBBPF T2 DINT =XV AZERRLOZTOCAELTHREINSD. ThBEELTH Fiix
algorithmic drawing, EEBEDINTH—I T4 T IEENE DT,
animation process, digital Drawing is a key component of traditional' practice in classical animation that is sometimes seen as an outmoded
68 drawing, drawing, drawn form lacking relevance to a digital age. On the contrary, the use of digital tools and virtual materials can still be

animation, material
practice, performance
drawing, Joanna Quinn

seen as problematic by some animators schooled in traditional methods. In contemporary art, however, there is
an explosion of experimentation with different tools, processes and paradigms, and a resurgence of interest in
drawing around issues of time, performance and materiality. This article considers the processes and theorization
of drawn animation in light of these different practices and tools. Drawing is reflected on in terms of material basis
and conceptualization. It is explored as a process that can represent the passage of time and the performance of a
character, yetis in itself a performative activity with duration.
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6 (1) Mar-11 7-23 NIF T FHFIBGREBIBIIC B ITAEERE—TFTAIVE | 7A=Y 3aV0OBEFH. 7= DX TERT ZDIE AT OIBREHEENR) (1995 1B NTIT B EREDRER T 5, IBHRIEEIBIICHS W TEHK | http://anm.sagepub.com/
Hyewon Shin HINFEEBAT A REERE DB 7 AV MY ZERWeED R T SRBRENRERIE, A XA —Y EEDGRNG—BE R EE 5. HHDBVSIFEHNERIRIE. BT | content/6/1/7.abstract
Voice and Vision in Oshii Mamoru’s Ghost in the | Y63 T A R—T DER 7 WBABDEEDSHENLZEENEILRE B2, ZNIE BREICE T2 AP OERREVSBELENFRN TV S, T
Shell: Beyond Cartesian Optics 2V AT A7 TR ENBC DIRABIEEN TR RIS EAROEREEZRIT 2, TOII ABEEERNICREBENEHVTWKZOMEDEF—T7LER
BARDT7 ZA—=2axv ## EBLHO5 MHDHBENRRIE, 71V MIHENORH|EH G T TEDNTED BRERWEIFMOREICHTERE
FA—N=TIYMNE ICBETZLENITAIVMGERADEEZF L IFE NG RRISIBRITEN G R EFEARNGEREEEHRH LIV Y
Animation spectatorship, YU RAWIHEIEDY AT LN\DFEREET5 5, ERNICREZEL SV BT HRAOERIE BOIERICBEWNT. 7 =X —
anime, audio-visual FENBHZ 2 - BEROREROEHRNZRBEZBL CEROKBZEENRTDOWHETICED TN SRE CREBE
relations, Cartesian optics, HOWFETEDREFHICKDTHIV SN EADOREDERIE. T ZA =23/ BV IAE I aTAVDESETAD
cyborg body, digital media, [THREY— D& B R EH T TEITTED,
Ghost in the Shell, Japanese This article investigates Oshii Mamoru's experiments with voice and vision in his film Ghost in the Shell (1995)
69 animation, Oshii Mamoru, .The audio-visual inversion articulated by the disembodied voice in the film dissolves the conventional image-
superflat, voice voice conformity. The inorganic gaze adopted by Oshii breaks out of the human observer's body to spread into
space, unlike the anthropocentric gaze standard in cinema. While this depersonalized sight expresses the subject's
dissemination, it also echoes the film's motif of mankind's ontological opening up towards the environment. Oshii's
audio-visual experiment can be considered a critique of Cartesian optics: whereas the bodiless voice undermines
the Cartesian domination of vision over other senses, the inorganic gaze produces a non-perspectival space and
non-human vision supplementing Renaissance perspectival systems. Consequently, Oshii's tendency to separate
the voice from vision renders his animated bodies as heterogeneous, discrete agents distributed through multiple
spatiotemporal dimensions beyond classical constructions of subject--object boundaries. The result of his
challenge to Cartesian optics produces in the audience an intense affectivity reminiscent of Eisenstein's ecstasy' of
animation.
6 (1) Mar-11 25-38 HEEEF ABUEBE ——T ZA—3V A A—TJDBUARE | TARZ— T ZAX—>3, T ZA =23 VI DWVTDEEE A A =T DR B GE— I RISEBBLEEZZ A TW——ICLIELIEER T 5H. 77 | http://anm.sagepub.com/
Yuriko Furuhata | EHUfE TH—TARLT V77V ZHA=2 AV OB E D DHERIE TR LURRERTEREZFU DI TEID B AR 7 Z A =23 DA EMIC | content/6/1/25.abstract
Rethinking Plasticity: The Politics and bR, TEHEIR, A X —T | DWTDBEEZTITET, %ﬂb‘$LCF—EES?,L,TCBM%UDE‘IEZ‘%%@&&5?‘\ %'H’FLC&E?%%EW%@@—@JEZ‘%&%C
Production of the Animated |mage 'f’E\ %*jitspx EEE’L&._\ JG}I/'?: &%/—f_\@?éo 1940351‘%' 5051‘%0)E|ZMZ?5L‘—(7_'\47\\:— T ZA—T3 ‘/tZ’)L‘T@EEﬁ%ﬁ%LfC’%‘WiﬁF&Tﬁ 5?%%&
A IAE€arA> WOZADERBMBADEEEBN L. ZDOEEEZI—OV/NICBEWTHIGT 2HDRLEEE DD CDHXIE. TNSHAA
Disney animation, Fordism, BREREEN TARXZ— T Z A= aV OFERBICEIT 2 74— T A X LDEBMEICEFREEFICTOELTWATEETRE
Frankfurt School, Hanada T2, SNEEHDEEL. T ZA =3V OB AR DR, 74— 71 A LICKDBEHFHEO MBI ZHEDOE S D Sa 8
Kiyoteru, image production, HAEMHIICEE S BHTEERREICT 2. ZDT LK FHBDLANIVEEHELN T ZA—=230 EWSIATAT LOLANIVICEH
Imamura Taihei, plasticity, IFBRIEEHRICDNTHEEREE TNEDTH S,
70 Sergei Eisenstein Writings on animation have often noted the plastic quality of the image: objects stretch, squash and change forms.
Such discussions of the plastic quality of animation tend to equate plasticity with the appearance of the image. This
article proposes a rethinking of plasticity in animation, suggesting that it is not simply an attribute of the finished
image, but an aspect of the material conditions of its production. Introducing the work of Imamura Taihei and
Hanada Kiyoteru, two leftist Japanese intellectuals who wrote on Disney animation during the 1940s and 1950s, and
contrasting their work with the writings of their European counterparts, this article will suggest that these Japanese
thinkers focus our attention on the importance of Fordism in the production of Disney animation. The work of
Imamura and Hanada enables us to critically approach plasticity in animation in terms of the material conditions of
the image production within Fordism, thus enabling us to consider plasticity at the level of the medium as well as
that of labor.
6 (1) Mar-11 39-53 NS> HRILEINEDYTA—VITARRHINAN=D | TI7 Fv)U R 7—k -\ TZA=BZ—DYVTAR A AIN—VIEBEDOEH TIMNOERFEEBRICE>TOEMNBEREDDEFATHSE LT, O | http://anm.sagepub.com/
Tom Klein H—bo—2NTHIFBT IV LDRER ARI ALV A— ITDITHIVIVAM CIVTFA ~TAC 2T AR TET+OR - TR TF LWV TEBMEEERR B DE(EZFTATL | content/6/1/39.abstract
Woody Abstracted: Film Experiments in the NIy RA—bo—2 R/ TR CH 5, TOHETIVRZ— SV Y DRAZIATEHEBEL TV TV RITERERBNEB T EERRL.ZVYD
Cartoons of Shamus Culhane RER VIAIRHILA— A= b= ERICBE VT FEROEN A Y T ZAWD D ZICRRNGE T Z v 2 BR T 5RBRERDI=DTH 5,
JWVEIMEVZ—TY1 R TYTA DY RRYA—DH— b=V DESGEENTOI LY M TORNEETEO>TW AL VI i x & &
DAY VT =TT PRHDBRIFIFEALEZENTVED O TN RIFLY NIV RS VN7 TO—FERATHIE T EENT
A=y Ry H— BMEN G RBRERICHT TEEGED ATBDERDESMNCTEDIE. TV T4 DY ERYA—DH—bo—VEZ DD
avant-garde, Art BYEEMITIERZEWICEOD DS T ELETENE DY ERYA—DF v+ ST 2—d ANV DEDEZL Z A M
Heinemann, Darrell Ca|ker, %Fﬁf’éﬁﬁ’Bf:&)@@ﬁﬁ’ﬂ@%%&ﬁﬁb\ :/')—7\“Qﬁsii%?'3359’973%737&33%5&@C&0273’37'C&L‘5Zt?35%)0
71 Hollywood cartoon, proto- In his autobiography, animator Shamus Culhane describes the mid-1940s as a period of artistic awakening for

auteurism, Shamus Culhane,
Soviet montage, Swing
Symphony, Walter Lantz,
Woody Woodpecker

him, when he engaged with the works of film theorists such as Russian Formalists Sergei Eisenstein and Vsevolod
Pudovkin.Working at that point as a director at the Walter Lantz studio, he resolved to put theory to practice and
began experimenting within the Lantz cartoons, taking liberties with approved storyboards to apply modern
techniques. Working largely on such commercial fare as Woody Woodpecker cartoons, Culhane had little latitude
to create anything that was avant-garde, so he employed a hit-and-run approach, offering moments of musical and
filmic experimentation. Although the Woody cartoons might seem an unlikely vehicle for this, this article reveals
how the wild and zany Woodpecker characterization provided a fairly ideal opportunity for Culhane's modernist
mischief to blend in with the frenetic vigor of these short films.
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6 (1) Mar-11 55-71 Jx)—F 077 | YT T ZA=ay—"Tx)—FT7—TIVITK | TZA RER TAIVL-RUT COHMYUE T ZA =3V DREBEEHBICBIFEZDDFEEITAREE HOLAEILFEZEDXEETH S, RR 175D | http://anm.sagepub.com/
2= SO A RBEZ & DX EE AGAAYTARYT VT N DOMEEF B OMEZBCTIRRE WSBERE. 7 Z A =23V DEBEB LU ETNHESNEIFFAEVNDIZDDE AL | content/6/1/55.abstract
Verina Gfader Subanimation: Verina Gfader in Conversation ZHA=3av HIE. BERD 5B3T &S BRAOMEIE BHAD (7 Z A= 30 E6) EMMERITT T ERADERED HEBANEEEDER
with Takehito Deguchi and Koji Yamamura T A=av IR X PHLERZ B TODNTHA. R BIEEINTOEDODEVWSEHRNOERENS, 7 ZADDFICHIT 5L 1 v — Dt x
VBRI A A= O AL BRI DI EMEE/NAT )y FEICERL DD HAKE LN KEDREEE, £V DIFREBIERDOMAL HRE1 L. FIEH
J7—F v IV BEDIE=FEELARRLEELDOEBORE) G EEDHSHERIGELGEDTVD, REREFRBIEREDBH WO ED R H]
Anime, experimentation, EGHHNERRICBITARO—A YT EZDEBFDORREDB WD & LUIHARNIEH/ET ZA—VaVEEDELEDH
film politics, WEDDEHUHREEND, ZDEREEMED DM EEDFERICIEIRWGIAZE T —< ZH IRV TW LK DICEESH S
independent animation, BEPEENTVBILRSS,
institutionalization, This article is a conversation with Takehito Deguchi and Koji Yamamura, two distinct voices in animation practice
Japanese animation, Koji and theory. Situated in Tokyo, Japan, the discussion follows a concept of expansion through decentralization,
72 Yamamura, mental image, both in terms of the subject of animation and the place from where one speaks. Decentralization is considered
Takehito Deguchi, virtual in relation to how our understanding of the contemporary artwork, including animation, is formed, de- and re-
time formed through transforming and widening socio-political grounds. Addressing the complexity and hybridity for
grasping the evolving layers in the field of anime, the dialogues with Deguchi and Yamamura gather questions and
responses particularly about the status of experimental work, social change, the institutional and non-histories,
seen as manifestations of incomplete historical understanding. Links are drawn between experimentation and time
rupture, drawings and their shifting status in society, institutions and traditional statements, and social sentiments
and animation's intrinsic qualities. The text concludes with a summary of the conversations, including valuable
statements that have been made, which open out the research subject for further debates.
6 (2) Jul-11 93-110 | RFIVR-ISTh | 7TZA=Y a3V EMEDR I RES BEME, 7 ZA—Yav B AR BRBEILT ZA—2aV EVSKERFE—RDOY T AT D12 TR ILHEEIN TV S RBRICEZEIZEZ S, 7= | http://anm.sagepub.com/
> The Veiled Genealogies of Animation and —bky—>.arvEai—4—- A= 3V I EWSEEDERZAND L FAEBIEDLIICLTZDDEKR(—DIF EEZD. B LUFEEYICHESHEL | content/6/2/93.abstract
Donald Crafton Cinema 7 ZA—=23v LRI SERREI— DI B HLLRBED ENDEVSER) ZE B L DO DD, BEZ R ECRZ EEMINGEETICE W
IZ—b-ba/—Yat7- T ZA=2aV IENN0OFERIEE TV IINTL— L IR M T T4, 6 LG ZDFEZ AL cRBID D $EE 15
75 b= RFHIE, BB RLTWED O fe. 7 Z A= a3V HMBID B E VO RRFN G ERIE LD ZDOERDBAD—HZFMABLILLD
(7)Y %<) T ZO7 70— FIE BB, Vv VIV HARMREE L TT Z A= 3V EKVLKERTB5TED BN EEE 15,
animated cartoons, CDESBHRDE S TEENGRERO—DIE. LB TBEMNFET I DX F R I E DL T IS L Es
animation, cartoons, DDEHNCBNTDHHEEN IRBEDEDE LTI ENZEWVAIREENH D EWNDTET,
computer animation, This article challenges the widely held view that cinema is a subcategory of the larger entity, animation. Tracing
73 cultural series, Emile the etymology of the word ‘animation’ reveals how it acquired two separate meanings: one to endow with life or
Reynaud, Josef Plateau, to come alive, and the other, to move or be moved. In trade and professional discourses about cinema, ‘animation’
optical toys, pre-cinema did not refer to single-frame cinematography or to the class of films using that technique until the early 1910s. The
genealogical argument that animation was the ancestor of cinema exploits the semantic serendipity of these two
meanings, but the approach distracts from a larger understanding of animation as a film form, genre and social
practice. A negative result of this line of reasoning is that the distinctive features of the optical toys of so-called pre-
cinema are valued only inasmuch as they resembled later cinema and may not be studied in their own right.
6 (2) Jul-11 111-126 | VUV -oq)T7 L | TAO—Tvo . IIvIoa— 7 ZA—3y— | F2A—=2ar . I3)bPa-A ARBIEAEBDEVEDRF—IVEEZ ) ICHEx5EZ5MBONICE T 2EHRICRS LEHSMIHT7 ZXA—3a>EB K | http://anm.sagepub.com/
% —EFBREMNTEHENDTE JIR IVI—LRX-AFa1T CIERT Vv DERZRRT 5. 1818137 v T T v IIEEBLTW B D MG XA —D %D EWTa—T7v7E0D | content/6/2/111.abstract
Colin Williamson The Blow Book, Performance Magic, and Early —hTSvo N TG 7‘\&:El|/7?J':/XE’LJ7517‘7“/77\‘77&59%@&@%%%%%?%2:&—(\/_’:)(—:/EI\/U)—HZ%E\LC[%T%{E!UE\%LT’(UJ_
Animation: Mediating the Living Dead AREIVT AT X GER R JAVEFNANOERICETARIEEBSHNNCT 5. Kfe. MEICEITET ZA—bDIH1EZA LI MIEETEFERELT
CIWTFA T A VaTA TO—=T v TA—Fr—LIERELDII v T4V LDBEBELFHBI BDICGERI I v DRAIBEY EiF5Nn 5.
PN RSN ST DESBEDIEBREBLUATATHERICENTT Z A= 3 ESENGEERE L TESTLESTEITRHERIBZ DD,
animation, Georges TINNEDA)1—I 3V HBRTBIHDETIVELTIIMIBDI I v INEZ 21— AT A THREHI I ERD T EERA
Mehesl James Stuart E"JLC%%LH: LM%TC@@_’D@EFR{*%%1#T60
Blackton, living pictures, This article explores the history of early animation and modern magic in light of discourses on the cinema’s
74 metamorphosis, modern capacities for bringing inanimate objects (including the still photograph) to life. The cinema’s early encounter with

magic, Sergei Eisenstein,
trick film, uncanny

ametamorphic magic book known as a blow book, which is constructed like a flip book without sequential imagery,
will be considered in order to specify the terms of one form of animation and its structures of illusion and belief. The
principles of modern magic will also be addressed to explain the significance of a number of trick films that featured
the blow book directly as a means of demonstrating the animating ‘powers’ of the cinema. This analysis will
challenge the use of animation as an umbrella concept within cinema and media studies, and provide a basis for
beginning to think through the return of new media studies to 19th-century magic as a model for understanding
digitalillusions.
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6 (2 Jul-11 127-148 | b= R+ —)U | P7ZA—3aVICHBIFBEBELRMNELTDLIT TIA—=avEB THIVE AIgIE BREIE 7 Z A—2 3> EDBEREFEENA DEFEERMICERY LIFB o D—DDEEL IR E LT BARH(1868- | http://anm.sagepub.com/
Thomas Lamarre | Magic Lantern, Dark Precursor of Animation AR FIHABREL B 1912) DERICTF—HREH T OD LT EMBEREDH L EITI. 7—A—DTAARI 747 (FBE - EB) BERZ HKAMiH | content/6/2/127 abstract
ST BBRRDBEAR INTH A BN A LOBRBICERTE 5 BMNENRICETZ2VE PV OBRERAVWD D EB L BEBEL T ZA—232 4D
LB R. BELIR EZRIGEINEOERTII G EICBITIEDERICHDEVNSTEERR T 2. LT DREA A—Y (BELK) ZIRRE
animation apparatus, LTV E MBS T Z X —23 ‘/Lz\k %EE%?LC%U’J<7——7:73&7&/ }“’59“4A\ DEVTAHIVMNET Y A LD ES
Cartesian geometry, ear|y %LT?’C%@%;‘:‘%?%&L\iCtb\ﬁj\b\%o 593@9"]751@@]-47—91@’? / _9:‘\7”/7;560)(& LT@H%FEE&:\ {E%@%Fﬂﬁ (an)/'
cinema, electromagnetism, instant-whatevern) [<x39 % R )L — X DRI EAEE LG H S ANHZRIFEEE LN DR UBESE 7 Z A—2 3V HMERDER
magic lantern, Meiji Japan, (any-matter-whateven) Z 2B 2L NS EERRE TS, 7 A=Y aVIEEBRDBRIGEVHD DRI BEDHDEEZE
paradigm, technical object, BHIRBRTIRAEEREL. AEHD D TIRIVCBITREBEDEE=AT 17 LEFRITZDTH 5,
utsushie This article works through a contrast between the magic lantern and movie projector, focusing on Meiji Japan
75 (1868—1912) as a pivotal site in order to address the relation between cinema and animation, historically and
ontologically. Using Simondon'’s notion of technical objects to transform Foucault’s notion of dispositif into a
theory of technical paradigms, the author finds that the difference between cinema and animation is not primarily
one of materials but of qualities of movement. An exploration of the projection-image (utsushie) of the magic
lantern suggests that cinema and animation share a technical paradigm, linked to electromagnetism, one that
is shadowed by Cartesian technism. Modifying Deleuze’s emphasis on any-instant-whatever and on time as the
virtual of the cinematic movement-image, this study finds that cinema and animation share a dark precursor, any-
matter-whatever. Because animation stays close to any-matter-whatever, it offers a direct experience of life-in-
matter, and anticipates the any-medium-whatever of the digital.
6 (2 Jul-11 149-162 | R—Jjb-ox)VX Hacllc grET el ARV =9—I\—& | 3DR YT E—V3V, H— ARElE A FIVAADT —H— AVRIV Y =0 —\=OV T ANDT LIS E— ) v —T 7 DFERKEHIHAIIAR My | http://anm.sagepub.com/
Paul Wells Yy —I7. ZLTRENSE bo—> 22 (BRE). E . TE—23y T A—YavaE IIMEFRERMEICET 2SS HAICMB O ZTEZBIRL TV S, AEHIEGARETEN] | content/6/2/149.abstract
‘Picture by Picture, Movement by Movement': £ ‘/\7\\ Ffaxri U—\‘ A HARRE S DS DREBICEI T 22 EM G E . T L TRIC :E9\:2\L\El‘]7;¥ﬂ§7éﬁ]ﬂ¢%)?§§u%ﬁL/T\/\%)’{)@t LCFmE
Melbourne-Cooper, Shiryaev and the Symbolic | /V/\—=> = J—IN— EZZ DIA— b= ZRIF ANTERRLGHFECRIBEDLIN, INSOIEROBEHENREON TEEARIC LAEDERIE
Body ANV LT REBIFE HFVFANSNGE VT BRENG LIEIENREICE T 2MOREmDORERICRINEN T ELILETRT B, EEIL AV
3D stop motion, cartoon, Py === )y —ITINRENBEUCEREH TEDS.REICEDTH )T VX LHNEERRE JEOFO—
cinema, city, dance, AVIHRDT ST 4w EREDEICHIT2DMHNELT BRNICIET ZXA—232 ZFESEERT 5. TNUISHHARE
documentary, Melbourne- IEBFBIT7 023V I OFBRIEHRETIL DD BH-EHEZBEEL. BN DIERNEE—a e DEREZIEIRLT
Cooper, modernism, W2,
76 Shiryaev, symbolic body This article seeks to position the early pioneering 3D stop motion animation of Briton Arthur Melbourne-Cooper
and Russian Alexander Shiryaev within wider discourses of turn-of-the-20thcentury modernity. The discussion
suggests that the significance of such work has been lost amidst the dominant discourses about the development
of both the modern city and early cinema and, crucially, the ways in which the 2D ‘cartoon’ has been recognized as
possessing the agency of modernist practice, while the 3D form has gone relatively uninterrogated and absorbed
within other aspects of cinematic or cultural practice. The author argues that Melbourne-Cooper and Shiryaev
self-consciously use 3D animation as a mediation between live-action photo-realist observation and the graphic
freedoms of the early drawn forms, focusing on a ‘symbolic body’, which revises notions of the ‘attraction’ in early
cinema, re-defines the city-space and documents the meaning in the motion of modernity.
6 (2) Jul-1 163-175 | 74w 7074 | FUYZEWSEE—MEHORO—A VT 72X | A—by—2 T ZA—=232 EEIE NI TAIVLDREDHRICT Z A= 3V OEBEMBIIFETEICEO>TT ZA—7a VMBS ZBE Y 5184, | http://anm.sagepub.com/
I— —2aVIEMBDI vV IVIE DI TNEDFERI | FRET A3 YIEAT BRE SR RPN TR T BT L EEE T B AN A — by —2 - 7 Z A= 3 VBT 555 (e X ERBH SR DHS | content/6/2/163.abstract
Philippe Gauthier REDH? ZA=T3a *ﬂﬂ;ﬁﬁ%ﬁ\ I= %ﬁﬁﬂ’ﬂé’ﬁoﬂﬁf\iﬁlﬂH‘@%Eﬁ)\%ﬁ*ﬁ?’étx%1’1‘5@@&@75‘&5@“)«7‘//l{&b??‘\bifc’;(\Lib‘@h') "/774\)bALZ{L)U’:‘B
ATrick Question: Are Early Animated Drawings a _—}[/‘ d—Jb. vV b B DELTEMENTW T EL DD B, ZN Tl |"! V774V LDNFEAEFHEENIZ LGS 1910FERFEIXICH 1T H4TH
Film Genre 0ra5pecia| Effect? EESZE\?EF%*%EE\ |‘U“/’77/r)|/ 0)7]—|"7—7'/_’:)‘—:/EIVUDA'R:xLi&\@Ji:)LCE%EHL557’5557§‘7153:5£|*')‘y774}|/Lx7fJ\{E\ELCLi&/UE7§<7§O—(L‘
I feeE LGNV I TAIV LN DRI T ZA—=2aVICLB RE—A VT DARZEDELSICEHBALSIZDIEASH ?AFET
animated cartoon, drawn I ZNODBBEIRE T BDIT. T ZA—aVICLBNA—A VI NDREADEDLIICERL TV Feh\ ZDidfE%E
animationl ear|y animationl *ﬁgjjéu ﬁli%%b‘%ﬁ&é@ﬂi\ T ZA—=3 \/'ﬂﬁlkhfc F‘D_/(\/ﬁ\% k1 “/77’(}[/1—\& L/TE{E&TEQB%?&)\B\ %E%E"J‘:%
early cinema, Emile Cohl, NEN—D2DTV v )LELTHIEDRITRSD SN TWKERBEE TCORB AR T 5L ThH 2,
77 genre,historiography, ) By abandoning a linear understanding of film history, the author revisits animated film history by placing its
modes of production, trick emergence within the lineage of trick films. Analysis of discourses on the first animated cartoons — such as the
film critical and publicity discourses found in trade papers — reveals that these films were seen like any other trick films,
not as a distinct type. How, then, can we explain the popularity of the first animated cartoons in the mid-1910s when
trick films had almost disappeared? How can we account for the popularity of a variety of ‘trick films’—animated
drawings — precisely when these same trick films had almost ceased to exist? This article addresses these issues by
looking at the process by which a major shift occurred in the way we look at the earliest animated drawings. More
precisely, the author tries to outline the context of the transition from the perception that animated drawings were
trick films to their eventual consecration as a genre within the institution.
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6 (2 Jul-11 177-192 | 7L U—JqZ | Y7 Z A= 3VBEICHITEZETIVELTDI | 7ZXA—a>y  d— L RE COMEIF. TZ—)L- =L IUTX-FAO. OX—)L-O— bS5y O EZ BEH - BEFIAIEDOERLSIEUIS | http://anm.sagepub.com/
a— VR—TAVAVNEBEE—TSVRILHTB T4 | BB UL SE. LRI R BREL BLETCTIVAILBIIBDT Z A= aVBBEIORYIDFIROFFREEBIEERT 2cODEM%E 5, INH5D7 ZX—4%— | content/6/2/177 .abstract
Valérie Vignaux VLA —=F 2T \OF LWV BB IVR2—TAVAVN B TTAVAFATIEREL T IV R—T AV AV MAFELIEEBERITDET IV AZA M —2a v EERITE LI
Entertainment and Instruction as Modelsinthe | B—FZv2.FA0 FHORZ -ERBATOET IVE BEEENT+—I 77— b SEALERHYNZ/ NS L1 LEHITHEAEDE
Early Years of Animated Film: New Perspectives | animation, Cohl, childhood, Te. S DHEICEAT BRI MIE. TOEEBHNGXLMRTIDEHEDLE EBEERAZTRY CET. BRIMRICEIF2E 7 D=
on Filmmaking in France cultural history, cultural iy DEESEECNE #6FE L CAREY. B C 2B a2 )R
78 series films, education, This study of the oeuvres of Emile Cohl, Marius O'Galop and Robert Lortac, united by reason of their biohistorical
entertainment, Lortac, O’ and aesthetic kinship, helps to reconstruct the specificities of the first school of animated film in France. In their
Galop, films, these animators, formerly caricaturists, combined models whose function was either entertainment or
educational, and specific either to the illustration industry or to the children’s books and toys market, with
spectacular paradigms borrowed from the stage and other performance arts. By showing how these multiple
cultural series combine and interact, this analysis of their oeuvres thus opens up an arena in which the
historiography of the Seventh Artin its infancy can be viewed and appreciated as a whole.
6 (3) Nov-11 215-230 | 7F NIV R — xR | REGBEL SRHEGRIILR——RFa2 X2 2U—7 | RFIAVRY—-T ZX=Y TOHXNE RF AV R)— T A=V DEEE RF1AVR)— T ZA=3VEVSERZTOEDE ZNHULD | http://anm.sagepub.com/
Z-O— A=Y aVREANDORHEM AT T AV T A= a v MRE ICARENTEDOHOEVNSEED SMEEL, FF2 AR — T Z A= 3V DWTERAS DIz AEsRZIRA T | content/6/3/215.abstract
Annabelle Honess | Absence, Excess and Epistemological Expansion: BEFELNFFIAVE ')—_\ _F\ %, ZDBE. 7 Z A =3 TLHOAIBETIF RV REE WSt DEEIREL Tl s Liﬁm%@tiﬁb‘%ﬁﬁ}ﬂo’l%hﬁ‘?—'77\
Roe Towards a Framework for the Study of Animated FaAVR)—DE—F R FDBEHTEIHEBET BN DNTEZ S, fER RN AE. FFRMIARE e, CVO S =DDREENTREND 5D, &
Documentary i S A=Y A& V77 BIECDESBHECRFIAVR) =T ZA=23a VDV TERDIE T REVHBRE E5E 2 GD o e EBNDT T
AL NIV 2 ZT7BDILEL O—F &YW AIT. 7 Z A= 3 VIE RF 2 AV 2 —DOFRHRNREE LR LRD D EWVWSTEETRET B,
Mor=F27 04X 54 This article gives an overview of the history of animated documentary, both in regard to the formitself and how it
79 FV—l has been studied. It then goes on to present a new way of thinking about animated documentary, in terms of the
animated documentary, way the animation functions in the texts by asking what the animation does that the live-action alternative could
animation, Creature not. Three functions are suggested: mimetic substitution, non-mimetic substitution and evocation. The author
Comforts, documentary, suggests that, by thinking about animated documentary in this way, we can see how animation has broadened and
documentary modes, deepened documentary's epistemological project by opening it up to subject matters that previously eluded live-
epistemology, mimesis, action film.
realism, The Sinking of the
Lusitania, Walking with
Dinosaurs
6 (3) Nov-11 231-245 | TRZHIN\Y RFIAVZY— T A= 3 VICBITBRE—— | T ZA—3 TI7VFv AT A TF=ETA T4y R =N KBRS ZF AERITIEERELTO G, 3DDEREDRFFa1 A Mt'sNot | http://anm.sagepub.com/
Tess Takahashi RRIGER HERNAT 4T VR TIRIV RFaAVRY My Memory of It: Three Recollected Documents J (2003), Y vvF—+JRICKBIRA MLV Iv— AL X kw27 | content/6/3/231.abstract
Experiments in Documentary Animation: — IUANRY ARV (RER). Stranger Comes to TownJ (2007), 74— >+ 7> R)a—RIC KB 715 7> K4+ 7 FThe Quick and the
Anxious Borders, Speculative Media Ta—)27. A=\ AT Dead ] (2004) £V ofe RF AV R — 7 Z A= 3V IEGAFICHIFBELAS LCERDIBMNT S RELLEENDLEHY
A7 )77 X (1R DOHBZEIICDVWC ZDEEEIBICEZA TS, A IE INSORKRMWGIERDDICE O T RBHERF1 A2
Animation, avant-garde, =T Z A=Y 3 MEEEBEIN TR F XV —DMREEL TV E D IDIIRIC DOV TR G A E CEEMICREZTTD
digital, documentary, EREERT %, HADAHED T ARE TR E KV AIEHERICRL TR E XL ARDLD B E O TR R+
80 experimental, feeling, AAVR)—EONNC L TERE R BHTENTERDH?
global, media, reference, Animated documentaries like Julia Meltzer and David Thorne's It's Not My Memory of It: Three Recollected
war Documents (2003), Jackie Goss's Stranger Comes To Town (2007), and Stephen Andrews's The Quick and
the Dead (2004) invite us to consider the larger implications of the intensified dislocation and movement of
individuals and information over the past decade. Through these exemplary texts, this article examines a trend in
experimental animated documentaries in which artists visibly and self-consciously investigate the current status
of the documentary guarantee'. How can current documentary establish truth claims in a context in which there
is widespread cultural anxiety regarding visible movementin a world assumed to be uncertain, unstable, and
precarious?
6 (3) Nov-11 247-258 | Ivy)—r-dR | fahnicE TZA—=3v-RO—a4>4J. AR TR Vv — ALK« by 25> Stranger Comes To TownJ (2007) DA A F 2 J1CHIFTBA A= T B | http://anm.sagepub.com/
Jacqueline Goss | Drawing Voices TZA=vavERFarva RERTIBHDTHB, COBREIS 6 ADBRELIRITED 7 A VD ERENDERZBASRERICDOVTESHRFZH | content/6/3/247 abstract
—=DINA T 1)y R RERH K IMTBATE RF AR — T Z A= 3V 2, BB IENORDA A=V EE N ZTITENZENDA YV ZE2/—DEEEE
FAAVZ)— BEERDA EFELREBDERZD. TORITHEDIE. 7 ZA—2aVEFIELTWK T OE R R EiFonfeA A=Y & BYFDOII T
A=D /S TUAMCELBTY IWWIGBBIKEATETOKEWSTOEADSEEMEV EIFRED. DEVT ZA—YaVIcBWTEET VA MIERRT
A BRI IU—>-OR( ARG DHEELUE FFIAVZ)—EWSHERICBWTCERNGFREDOT ZA— 3V EBVLBE NS DIFIER
IRELY D v—+ ALK H G (BINEREIDFAEICET2BETH 2,
81 e g This article presents a series of images, transcriptions, and musings on the making of Stranger Comes To Town
animated drawing, (2007): an animated documentary that centers on the stories of siximmigrants and visitors to the United States
animation/documentary who describe their experiences crossing the border. The author chooses 10 images that are accompanied by
hybrids, experimental transcriptions of each interviewee's statements. She follows each pairing with a musing on either the process of
documentary, filmmaker making the animation - what she gleaned about the interviewee from the process of syncing a fabricated image
image/text essay, to areal' voice, the different ways voice and text can play off each other in animation - or the (still surprisingly)
immigration, Jacqueline subversive gesture of using subjective hand-drawn animations in documentary form.
Goss, Stranger Comes To
Town
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6 () Nov-11 259-275 | ALY - RUTV HH DT ZA=23Y 7 ZA=avibENTE B COMXIEET . A—2-THFTDETH AV RZL—3 UV 5 RThe Simpson Verdictiz, 3> 7> R>!)—- | http://anm.sagepub.com/
Karen Beckman Animation on Trial REFaAVRY— T A= T—rOUMTFICENTEENDDHDT ZA—Y 3V NDELEWILEWNARICBE N TERT 5, £9 . =MRICKD7 ZA— | content/6/3/259.abstract
AV EMROT ZA—3 2avDRBITHITS 3 DDER——BBEEOEEGEEE T Z A—2a LT AER U7 U T 187 ZA—=2avbd
VOEEDORO—AVTEAA BIEG R A— b= T LEETH T — LB ERELT— AT A7 2R MELTESIER——ERIVEH S, T D, BEIC
ST A3V OBE R BHMBELEOTWARED T YT —VEBMEBET THIDIERE REMEHFELEVL (LAGV) BEICBURHGHE
FaAYR)—DRE O— ELTT ZA=2aVZABVBRF XV R —EREDEWNMIDVNTEZS,
Z-IY U;Q'J VT This article first considers Kota Ezawa's video installation, The Simpson Verdict within the broader context of
%E(ﬁi% TATA YT therising interest in animation on the contemporary art landscape. After exploring three trends within this
VEAFER proliferation of artists' animation - works that animate moments from film history, works that animate reality', and
animated body, animated works that use popular media such as cartoons, television and video games as source material, this article examines
82 documentary, artists’ the difference between Ezawa's work, which re-draws already overexposed live footage, and those documentaries
animation, courtroom that use animation as a supplementary visual tool when live footage does not and/or could not exist.
drawing and cameras,
ethics of animation,
failures of documentary,
Kota Ezawa, OJ Simpson,
remediation, The Simpson
Verdict
6 (3) Nov-11 277-292 | ATA—T 74T | SATVEBRI B —TT7VRAITAVIERF | FFaX R )—- T A= KBTI FF2 A2 =L TEBBEENAERICBWC AT —Y L TCOBEZAVSEVSEENS RF1 X421 —-77 | http://anm.sagepub.com/
Steve Fore AAVRI)— T ZA=3> A IVRSVRLAT7 A=AV DWTDERBEITE D B DI DICEITKILT ZDIE RF 1AV R —ITBIFZEEICDOVTDEIV - =3 | content/6/3/277 abstract
Reenacting Ryan: The Fantasmatic and the YEARTAVT BAITA IVADBEDERCHZ, ZTTRIGFF1AYRU—DBEICOVTU T 7Y EAR T (v 7 I DOBRIGIEEER O LR
Animated Documentary TURNZAT >V Z—=F DTWB, INSDMEIZT ZA—aVIcBVWTREGDIBMERBICDGENIH UV FFaAY R — T ZA=23V%,
animated documentary, BEHDERENNA Ty NIZBREME NS T2, BEGDBERIETIR SV RLRADIZA 71200 & —R AT A
Chris Landreth, fantasmatic, ELTHERENS, COERICBWTTI Y RL ARG 77V 2RI T4 w7 kE D17 IVERBRT AT E T FFa AV 2 —TEiF
reenactment, Ryan, Ryan BEEBTEVDEANGEHREZARENE L. TOHRNGEHR CHAEZREDARNEHEA TN ZTLTEDICIF R
Larkin B2 —2ayEWSBEICEITET7 ZA—2a > (ESIET ZA—2a>y -/ — L) OIRREFO TV T &R D,
In this article, the author discusses the animated documentary in relation to the use of staged reenactments in
83 works that are generally understood as documentaries. His conceptual foundation draws especially on recent work
by Bill Nichols on documentary reenactments, which he argues have specific fantasmatic' and reflexive qualities.
These qualities clearly dovetail with key attributes of animation, with the animated documentary standing as a
significant and interestingly hybrid creative form. Key ideas are applied to a case study of Chris Landreth's Ryan
(2004), in which Landreth deploys fantasmatic visual flourishes partly in order to destabilize the documentary's
conventional discourse of sobriety, pushing it in the direction of its mirroring discourse of delirium, and partly to
explore the current status of animation (and animation tools) in the realm of visual simulation.
6 (3) Nov-11 293-305 | R—Jb-T—F BRETICT ZA—DNTZ—TH - TV -<—9 | PU=T FFaAtrz)—-7 DX T Z A= 3 VERBEHWMNTIRRHADHERE AL BAEBIRT - BRRT2H0E0NITEITDOVNTDOER%, | http://anm.sagepub.com/
Paul Ward The Ten Mark] QQIOICHIFBRF2AVZY—-T7 | ZAX—=23> / VT4 23 SHETRBTEINTVAES—/\T+—<VADOTOCREZNORF AV Z)— T ZA=3VCBVTENDKIICT | content/6/3/293.abstract
ZA=TIVDETNONT A= T4 ) TOER | AINTH—R VA INTH— BN2H——IC T+ —AREHTEHIETITI. CTTDINT = VR &G BADEBNCE VTR T 2 Bl 2k GED
Animating with Facts: The Performative Process RTAT1AT4NE DMREBIET HE) TIEEL T ZA—RZ—DBRDEELEDWRMOBIRDDISFEDT V3V ZECHEVNSERK
of Documentary Animation in the ten mark (20‘] 0) A||ef’ animation, T&%c ‘:P/E\&féiéﬁﬂb\iil)(?&féféc I/ \)77}'_?\/1 (%?E)Jjact(jz%ht:ﬁﬁj—ér/ \072'_77_-’( '7“/(7_'/( (ﬁ?i"l‘i)itb\
documentary, SR T ZA =23 b ENTe B LS/ VT3 FIVET I T4 T DBBEDT=HICOMNTIRII DO ? T Z A=/ 3
nonfiction, performance, VNCBIBEREDEZ(ZLTT ATV T EVWIERZOEDHFIRT B/ T+— VU RA) HEZBHTETWVDIEAIEE
performativity, puppets RHEBOVARELSIZON?UT IV EBREN—AE LB THDEERTDT ZA—aVERICH L BEIEWL DI
BRLRIRL. ZLTHECZ10H 7?7 TOFmXIE TH 7>+ < —The Ten MarklE WEEDIERE T — X+ A2 T 1&L
TARWNINSDOBWCRLTHYIBBEZEHTRLTLL,
84 This article examines how animated films re-present and re-interpret real world occurrences, people and places,
focusing on an area that has been overlooked to date: the process of performance and how this manifests itself in
animated documentary films. Not simply a notion of performance' as we might understand itin an acting' sense
(someone playing a role in a re-enactment), but that of the animator performing specific actions in order to
interpret the factual material. The central questions addressed are: how does an understanding of performance’
and the related term performativity' help us to frame animated/nonfictional acting? What ontological questions
are raised by thinking about notions of acting in animation (and the performance instantiated in the very action of
animating) ? How do viewers relate to, interpret or believe in' animated films that are asserting real/factually-based
stories? The article uses a recent film, the ten mark, as a case study to explore possible answers to these questions.
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6(3) Nov-11 307-323 | B—Z5-UX—7 | AVIITA4—DT7 ZA—=2a>—FRAf{BZED%E | 7 A—3v AT Z 74 AT ZTA—ICEBT Z A= 3G FFa AV R —DEE REHDS/INT+—I Y ANBED SEKEEINEBBEEE | http://anm.sagepub.com/
V3 FFaxrhd3 —. JOZ7VXLGERE B 7 A= aVNE T T TEBDERD EVDIFARXT LEMDXARICBE WV TRIHAEICE D e TRR L TEREBHH D | content/6/3/307.abstract
Laura U. Marks Calligraphic Animation: Documenting the B FFIAVRZ)—AXZ INT A= T4 T EEBITE ST EBENGIERDSE Ch . 1 AT LDGH TIE ERIFEEICRFIAV I THY EFITR
Invisible L= B4 Z R L LZ— ARGEEDDRBETH D, TEEERA R LDERHICHITZT VAN EELRDTFHN - @FHNEER——NF O/
TP HIER NTA BFE =T IROBEEGUDREL VSR N TA—I T T LIEFNGEZOEEEZEE— NN IV T VRS
—TATAT4 EFITH. T —TaEMERICHTEREEAS LGS BENGETEETOICETRENDDIF. 7T DT ZA—=23aVE A RT L
A« R—=Z D=l =MHOSEZENICHR T 2DITTIFEART LEMHSA Y AINA T ENFEERDEMEE. 7 L THRFDRAEMIC
Animation, calligraphy, BIBTIVANDFHEILDSHTETCWBRLDTHBEWNITEE LZ—)V-T7 2 (EAYD/ TSVRA)NY I~)7b'7“°7’5l?‘/
c0|0nia|ism’ documentary’ (l\}bj)\ / f'75 . /_,7_ |*(7T—Z ~>1) 7) EWDTe LR L. 757&%&%@%@@%%&§TCBLC$OT\ %EELJZ:EJ*E'I&
Islamic art, modernism, DFRBERTHOSHBIERTNEIET S, TSICVRIE. T T TPA RS LDERICHITET I AN N—RE L=
Mounir Fatmi, mysticism, DEQEF T IVARER—RELITET ZA =23V DREEZ L THEREICKEERLTOBDTE,
performativity, text-based Calligraphic animation shifts the locus of documentation from representation to performance, from index to
85 art moving trace. Animation is an ideal playing field for the transformative and performative qualities that Arabic
writing, especially in the context of Islamic art, has explored for centuries. In Islamic traditions, writing sometimes
appears as a document or a manifestation of the invisible. Philosophical and theological implications of text and
writing in various Islamic traditions, including mystic sciences of letters, the concept of latency associated with Shi a
thought, and the performative or talismanic quality of writing, come to inform contemporary artworks. A historical
detour shows that Arabic animation arose not directly from Islamic art but from Western-style art education and
the privileging of text in Western modern art - which itself was inspired by Islamic art. A number of artists from the
Muslim and Arab world, such as Mounir Fatmi (Morocco/France), Kutlug Ataman (Turkey), and Paula Abood (Australia)
bring writing across the boundary from religious to secular conceptions of the invisible. Moreover, the rich Arabic
and Islamic tradition of text-based art is relevant for all who practice and study text-based animation.
6(3) Nov-11 335-351 | PO ZxVHEF | UTFIWET ZA—NEB—4—R 2T« REFaxXoBg)— -7 A=2 FFaA2)—BEHIEICS TS NEDREIL EVDIF/O—F - SV X VD RMAVERIT 37— (1985) LK. | http://anm.sagepub.com/
FOUZA Animating the Real: A Case Study AVBREL /N T Uy R XF REICOOTEMEEROEBL O TV, — A BERICBBEIDEARICTEY SBAMHBESDMEEEFEADET DL | content/6/3/335.abstract
Agnieszka AT Tv v A REED EBASHDRRICE O TEVAGWEED DS, FIUIERRILLEDETHE SR TNZRRITBILENH IO,
Piotrowska LS. FoUR ORI HBEDIE ZO—HELT. OV FUICREBRET—ICLIe a3tV IF T ST 0w Db D =EBIER
Animation, documentary FaAAYR) = D)= REIEO T BDEEZEDRR CH B, TR 1Y OBEDTOBRZANSTET. DV —XITEH
film, hybrid media, Jacques W7 ZA =3V ZRWBICES FEBIC DV TR G R Z 1R 4T 5.
Lacan, psychoanalysis, The ethics of collecting testimonies in documentary filmmaking has been the subject of academic discussion for
86 testimony, trauma decades, in particular since Claude Lanzmann's landmark film Shoah (1985). There are occasions however when a
subject of a potential film would like to tell his or her story but for some reason is unable to speak. Language breaks
down when an attempt is made to symbolize the trauma. This article gives an account of the author's experience of
such aninstance in making a three-part documentary series for the National Geographic about refugees coming to
London. The article uses Lacanian psychoanalytical thought to give a theoretical framework to the events leading
to the use of animation in the series.
6 (3) Nov-11 353-370 | A—/\R-SVAX |TEBTOIVYHRITHEIFBRIEDT ZA—av s | RFaAX v —- T A= TDFHXNE TV + THIVI VNC KB EREEROD T Z A —2 3V TEIFTT )Y %] (2008) HN By F DSEIEAND S R EEFENIL | http://anm.sagepub.com/
O RN — | BEELLTORER AV RER ARSI VBREL L BRBEDHWEITONMNC LTIV EWE DT DO E RS COMEE, 7 Z A= 3V NIRRT BT EHREEE L< | content/6/3/353.abstract
Ohad Landesman | Animated Recollection and Spectatorial NV EERRFE MU IS RATREIREMZ R EIFBICBES T BB LN F2 AV 2 — - TR M EDH W EICH TR ET G Y — Ve Ty
and Roy Bendor Experience in Waltz with Bashir '7“7“/7_'/\0\/’\75\/\ %ﬁ% 5% F\:\:ZL)‘\/@')—'7’:)(_:/3\/U)ﬂﬁ‘é’ﬁb\\o)wgﬁz‘ﬁ%c‘:b‘aCt’és Z,K*Etiéﬂ%u%)o C@Eﬁ)ﬁb‘%%%ﬁ(%ﬁgﬂfjéo)ti\
Animation, documentary, BTV ZID D Z— I HGREIR—Z DEHNGT — A—2avin ZLTT70 29 =L T7) T4 &2 v RT
experience, Israeli cinema, BPUAE—DNEEICH LT AERDRIBIC. BHT—EUEETBICES T T DREREZHRENITIEN LT DERET
Lebanon, memory, BETAMBELTWBEWDITETH B, Z DI DICEEBIEIHIZTTIVY ZIODNBEFEKDRZEZTDRRICDWNTDE
phenomenology, trauma, BMEEDETITES. ZL T EIBTYIVY ZIMEL AN L TCH2BOEHNRIGEEIRETZDHEICDOVTHE. TS
Walter Benjamin, war WO e RIBHE I ERTLOBBUANEEEICDWTERT S,
This article explores the ways in which Waltz with Bashir (2008), Ari Folman's animated war memoir, combines a
87 commentary on memory with a moral stance on war. The authors argue that the film exemplifies the capacity of

animated documentaries not only to show what is otherwise difficult or impossible to represent in non-animated
documentaries, but to serve as a vehicle for fostering new relationships between the viewer and the documentary
text. In this vein, the authors argue that Waltz with Bashir synthetically produces a rich, consistent, and thus
trustworthy sense of reality for its viewers not despite but because of its unique aesthetic choices - its innovative
animation techniques and mixing of reality with fantasy. Accordingly, the authors weave together analyses of the
film's content and form with accounts of their reception, discuss how the film evokes certain somatic responses
with individuals, and consider the political significance these responses may engender.
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6 () Nov-11 371-386 | YTV F LA BEDRWET ZA—MLT7VNLETTFVRR | TIRI-L—T4V T -EY COMIDNERTZDNE. TELERT IV T4 LB IFDRERDATATIERD 7V 2V ETESNEEBNCESTE | http://anm.sagepub.com/
Ji-Hoon Kim LEREESEZ—AVTYRIV—AT4T T | Fv—TI2)-ETH R+ BEV ZA—PFBTEICFV BEIHMENI T TAICOWTHRGAEZLELTVWAEWDI R TH D, INSDIE | content/6/3/371.abstract
—MNTIRI =TT EVFv—FLTRF | aX V2= T EXTT1V BEEBEDERECADT IRV =TT - ETF v — DEVEENFEEMEFLEED T V2V DA A—TER
A1) —DHEER LT 58 7 HRIRE N o R BRIEL VAT LERHLEROEED Y L — LRSS CHERREZRV TN T VY RGAA=IICE DN TWE EEIE T -
Animating the Photographic Trace, Intersecting BEATAT7-T—MNBRE FroNIW T :/:‘1437‘7\\ RS "71/)1//1':\‘\ *‘/“:L')_— AW F=TA TR ‘/—‘/@Vﬁﬁ:éﬁ*ﬁ@“éz&? >
Phantoms with Phantasms:Contemporary E Wofe 5791‘\"_f3\\ %EtT:%_:/ﬂ ‘/0)3607":\%L,'Cﬁﬂﬁ'é'ﬂf:%@c‘:ﬁ%{’ﬁiﬂfc%@&@EL\TCOJT%??&?%@EE*&%
Media Arts, Digital Moving Pictures, and the digital moving picture, DEFTBHTLET, I\“f\’—:L)“/’SlU—E’\JTEIIE’Z??{UT’(*D?C&’\G)@Z‘%)%’:;‘ﬁ?"cu F;%;%V&')—Q\:%?\éb‘@&ﬂ:%
Documentary’s ‘Expanded Field’ digital video, documentary, ENTRZRID DEERIL DO DEEMESICEO O TWISETERTFEZMILT 5. T IRV =TV T - EVF v —Id,
epistephilia, expanded REFa X2 2)—DIGES ZEIH (O VR - I5TR) BT EEDNDNICERT B1E55, ZDEIE Tl FFa X
field, film, investigative, VR —=IZDWVWTDELZRA MBS ERET 52 —ED_IBE—Tc AR 7O DTV LB LUEELFOEELS
media arts, pensive, HWGEHEEE. 7 ZA—avELUEL Y B VT ENTMERA A =D K EREMBEICB VLV TERICET 2 EMHL EHN
photography ICEZBTE—DEEELTEY EiIF5n2,
e This article investigates the ways in which contemporary media artworks across various platforms provide a fresh
look at the photographic inscription of reality by animating the still photograph with digitally produced movement.
These artworks are based on what the author calls digital moving pictures', hybrid images in which photographic
stillness and cinematic movement are interrelated in a single picture frame by the mediation of digital imaging
systems. Examining the works of Jim Campbell, Ken Jacobs, David Claerbout, Julie Meltzer and David Thorne, the
authorargues that the pictures' blurring of the boundaries between the live action and the animated images,
and between the recorded and the manipulated, is meant to satisfy documentary epistephilia (a desire to know")
and stimulate the viewer's pensive' and investigative' engagements with the photographic trace as possible
spectatorial modes of the documentary. The pictures then ask us to envision the documentary's expanded field' (Rosalind
Krauss), in which a series of binaries defining the modernist conception of the documentary are problematized,
including prioritizing the photochemical qualities of analogue film and photography as directly guaranteeing
evidential claims about their representations over the animated or graphically rendered image.
6@3) Nov-11 387-398 | VAR 5— A0 2 ——FEERENDIKIE =MRICEBRR. 7T ERAGEAT—V1MBEERIVA X - 77—\ BEEOBEERHL S5 | B LIEANGEREAN A= D5 —T2%AIW.BYE | http://anm.sagepub.com/
Lewis Klahr Flotsam and Jetsam: The Spray of History F )b FBRE, BREEES), O DEYIRT A =23 VBREIC DWW TEREITI, COHWEF. 77— DEMABED 7O X Z LT EELRHEORIBICEH | content/6/3/387.abstract
S—=Ua PIRT ZA—T3 IFBEBECDVNTIHERT BTcd AT XE R ENAT 2L ZHmU5. 7 Z XA —2avIc &5 EBEF#IEOFIA. ZLT
VORFIAVMRET ZAX BEDHREBET ZA—FFBHENIEFZAILDVTEERENS,
—YAVBRIARTT Renowned collage filmmaker Lewis Klahr has created a collage of personal statements and images from his films to
BT reflect upon his cut-out animation films. The piece discusses his artistic process and his use of artifacts, documents
89 artist statement, avant/ and detritus to explore ephemeral aspects of history and the passage of time. He comments on his use of animated
garde film, cinematic movement and stillness and the idea of reanimating objects from the past.
movement, collage, cut-
out animation, documents,
experimental animation,
history, Lewis Klahr, time
7 (M Mar-12 7-23 FrOS14>-57 | MEEZRACADEWT]—TUAF257 54718 | RBE T ZA—23V 7AT COHXUENTIAF VT ZATIETRF v F— =0 —IDOBUR A2 A )V DFHIZ 5+ 5. Z DIF. NS DBREIDSES | http://anm.sagepub.com/
)b TRFvF— =9 —UTH T BEEBRITHR VTATA RN TFRIT IV DRMEEELTITO. INSDERTRHWSNZO M/ 3y AE Fv 572 —PEELHEEHITRIBOFETHY. ZHUCEK | content/7/1/7.abstract
Caroline Ruddell | ‘Don’t Box Me In’: Blurred Lines in Waking Life BREL O3y ARNTZY DCTATVTATAEBE - ZELIEEDENSKY ZEMICRTYFENDBLSGEDEED, L LEHS, EEMITIE
and A Scanner Darkly IV EREE FHREBND LI ST I ERBA T ATV TATANDEBRN G R AR ZFMICEER T 2O DFRULDOREEZA
Aesthetics, animation, TW5, COZARDOMEICEWNTE ZOVDERROEEL GO TWASDIF D, — A MABGCEK EBSF v/ 2 —
identity, the ‘line’, photo- DEEHRIE.RELT Z A= 3V OEFENERGEDEEOTVWATENDER TLH 2, ABDERDFOEEDDIE,
real Cinemal Rotoshopl C*LB@:$@T’F§:%}¥§?T%L25TCDTU)/_’:)‘—:/EI 71t'§h7’::‘ﬁr§@ﬂﬁﬁ?5éo l‘l"%ti\ m] '\:/El ‘yja)%”ﬁ &\ C@:Z'K
spectacle, spectatorship DBRBEINER T 2R MELIRD D DI ETxD DI AFBIE UTDEBRETATTICDOVWTERTH— 7 ZA—3v
(EENTAREZDEFHDM. O3y TEVNSTI/ B — RSN T AT TATADRR. T+ )7 IVIzBEE
T A= 3V OHWIEDOBRR(EVDIT S STATRARIZVIVICEREETS) EEE TV /AT —EANRT 27 )b EWN
SAVTIVAMDRBTOL 3y TDOTEZRET %, EE EOREEEZRICLONSTEICE). O3y TOLSHEMN
EHHAVDNCREREICERESE5T DO EFTHT DT ENAREICEZDTH S,
90 This article seeks to evaluate the visual style of Waking Life and A Scanner Darkly, predominantly through an

analysis of the films' aesthetics. The use of Rotoshop as an expressive means to illustrate character and theme,
where identity becomes sketched and multi-faceted rather than fixed or stable is explored here. Yet this aesthetic
play with borders has a greater resonance than simply a means by which to delineate thematic preoccupations
with troubled identity. While such representations are indeed key to these two films, the darkly outlined contours
of character borders, which move and slide incessantly, also comment on the blurred divide between live action
and animation. Central to the argument is the use of the animated line in understanding these two films; the line
provides impetus for exploring several issues raised by the films and the use of Rotoshop. This article explores

the following key ideas: the animated line and aesthetic analysis; Rotoshop technology; the representation of
fragmentary identity; and the relationship between photo-real cinema and animation, with a particular focus on
narrative and spectacle. The author addresses Rotoshop within the context of technology and spectacle; taking
industry practices into account allows for an appreciation of how a technological innovation such as Rotoshop can
change the shape of live-action cinema.
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7 (1) Mar-12 25-37 TN R =% | RRHEEIE—FFaAr2)—LLT0ONYT | FFaXVR)—- T A= COWMIXDNERTBDIE AT - HEX DN 1997FEHS 2007 EDHWEICHIELTeA 2 E2—DT7 ZA—23>{b&.Z | http://anm.sagepub.com/
20— vF A1~ AV RT-HEX MV KRR NODERZE RF2AVZ)—LHETIENRHDERICDOVTTH B, EEIF. INSDIERD U7 )T EREHIFERE | content/7/1/25.abstract
Annabelle Honess | Uncanny Indexes: Rotoshopped Interviews as FRIEFE VTV L O CHRFRIRBIE AT DD W EDBEREMRE S Z T L OBMEN - EHNT VAN TH B L%/ LS, BB E ENBRRIERD
Roe Documentary 2a—7.akvavr TOANZRHLTWLKZETAD2DIE INSDIERDENGIRRIE FF1AVZ)—LLTOMUERL GEDETDE
animated documentary, BT O3y TORBERMNGABEMZFBLL TWDEWSTEE O3y TOERME A >R 11— DN
Bob Sabiston, BHEOREZRRAL DD RITNVIOBRIET Z A =23V DAZAIINEZTNEBEBRZI TV FFaXV2)—LLTOE
expressionism, |ndex|ca||tyl IEE L. DE VR EMIBIZE EDBFINEAIZRIL. SNSDIERICE WL TERINL TV, ZNSDXR0IE. EFHICRIE
realism, Rotoscope, BEEDERDT ZA—aVDAZAJVEEIFEDLEENZTEICEY. BIXLEMADSRHABNIH DIERFNICRIE
Rotoshop Zigi 9 HEmERREEIH T DI,
This article considers the several animated interviews made by Bob Sabiston between 1997 and 2007, and the
91 implications of considering these films as documentaries. The author argues that the films are liminal, discursive
texts that negotiate tensions between reality and make-believe, observation and interpretation, and presence
and absence. Textual analysis of the short films in question demonstrates an aesthetic presentation that confirms
their documentary status at the same time as exploiting the expressionistic potential of Rotoshop. The nature of
Rotoshop also emphasizes the absence of the physical body of the interviewee, replacing it with an excessively
present style of animation. Other conventional markers of documentary authenticity and evidence, such as the
visual index, are also absent in these films. These absences, coupled with the presence of an aesthetically liminal
style of animation infer a pleasurably complex and challenging epistemological and phenomenological viewing
experience.
7 M Mar-12 39-57 AT A=y R | Ob -V R—0Obr 3y T A=23 | FTIA=3V JFv—F-1 ORAI—=T D7V 2IVRELTEHFEFEINTOSOMav 7 BENICEFNEZ TOCXTHBEHBESNTERD . | http://anm.sagepub.com/
lan Garwood VNTHE T BEEEB DR YoLAE—UvF -0 ZORERNGEEFROTERIC OV TERBTENTE . O3y TDT ZA—2a VBT B b—F 2T AV IDEE | content/7/1/39.abstract
Roto-Synchresis: Relationships between Body #"fﬂ—/a v.akyavI, ﬁéfﬁfﬁiﬁ-ti\ BYRICH L CERIR T UV RS v it LTE. %tt?%’ﬂ%%%ﬁ?‘%@?%%%o Z@Eﬁ}'\di\ T F
and Voicein Rotoshop Animation /-f\7 '*757\ |\\/\ :é:\)::ﬁ Vw?ﬁﬁﬁ%iﬁb‘??\ Z7U_yto)%{js%gg_&@é(—:@%ﬁt:&ﬁifb\ %1$2:%ﬂ‘::1¥553:@35L‘fio)sgﬁ%'l’_ﬂi?b\f
Animation, Richard DERGESGTLZRLS, O3y T2 AV ERNERIERI 7 F17 - 47 - AE—FIERFA > T —XERID
Linklater, lip IAFVT FATLNRFvF— - Z—= ) —IDRH7EBL T EEFERDOB W EOREFICEH T 21417 R 755 P REM T IREE
synchronization, Rotoshop, TB. IN5DERIEENBEOIEEE 1 ZRAET S YT -0 FA€—2aV It DWTLELRITANS N TLSHER
Bob Sabiston, sound, voice EENDERDL S, EELFEDEEDN TN Z IR L HRGDHEANEDREINTOBRGEFENESRETTH/N—
I2252,
Rotoshop, a proprietary digital incarnation of rotoscoping, has been discussed as a visually innovative process,
92 butits capacity to tread new ground aurally has been overlooked. However, the recurrent appearance of the
talking head'in the Rotoshop animations to date invites critical reflection on the soundtrack of the films, as well
as theirimages. This article follows Michel Chion in arguing that novel ways of altering bodies on-screen can
involve a reimagining of the relationship between those bodies and their accompanying voices. Analyses of the
experimental Rotoshop short Figures of Speech and the feature-length Indiewood productions, Waking Life and A
Scanner Darkly, are used to demonstrate different possibilities in the coordination between voice and body. These
range from an adherence to accepted conventions of lip-synchronization, which cast the voice as the guarantor of
the body's authenticity', to a much more free-floating assembly, in which words and bodily movements break down
into independent elements of pure form'.
7 (M Mar-12 59-72 R—Jb+T—F AVTARY TV TZA=3> OavT | R7-HER M REDIZ TDFHXIE 2006 MBI R F v F— - A=Y —IHhBAW R T - HER DO/ 3y TEVWSY T I 7OBHEELCT. | http://anm.sagepub.com/
Paul Ward KEOAZ1 =T TRAF¥F—4—0U—Ih | 22T T A =2av (Y T A= 3aV OREOFGE—IRICDOVWTERT 3, [REDII1 =718 L UOTERMEDSMIE W SBERXIC DUV TER | content/7/1/59.abstract
SRATLBLD TANY TV BOrRO=T C HHEICBIT2RAGE—RFEVSBRDNSCOMBZXME T 5T LT EEIE. COTAVIV P T—EDALDMELLIE
Independent Animation, Rotoshop and Ob>ay 7 B gk X294 szstofci@%i’@’ﬁfftl?b\?ﬁ&?'éo%h(ibﬂi\ TZ#’—V\#‘— . '35‘\—'7') —J@fﬁ'ﬂ’ﬁi@&@ﬁ%%*ﬁ%%?él&’(\EEE'}%H
Communities of Practice: As Seen Through A Bob Sabiston, communities Ah%h?b‘éfﬁ'ﬂ’ﬁ%ﬁ%’\@ﬁ‘?7‘31&7@‘\"’%3}375\ ’—’r\/;’f/\o\/;'\/ FJB&UFXQ:/Z'Ji'zJT’:)‘—:/H)LZDL‘T@Ji‘J
Scanner Darkly of practice’ animation, ﬂ:iﬁﬁﬁﬁ?’\&rﬁ]b‘5zﬁj&gﬁbéo ﬁ%t;ﬁ*ﬁ{t‘:ob\fwﬁlﬁb\b\ %h%ﬁ‘ﬁu%’ﬁ\ E@'I@E\ ZLTr7ZA—=>3 7@%'“"5/\
]ndependent’ rotoscope, EVDICERLTVLKDEVSEVEIREEINS, 7 Z X =23 VRICHITBOM /3y TDRI I VIE TNSICDVTRIS
Rotoshop, standardization, SATERRNT —R - A2 T4 LS5,
studio The article examines a particular instance of animation practice through a reading of how Bob Sabiston's Rotoshop
93 software was used in the 2006 film A Scanner Darkly. By discussing the notions of communities of practice' and

legitimate peripheral participation', and contextualizing the film in relation to different modes of working, the
author excavates the ways in which a range of people came to work on the project. Moreover, he outlines some
of the production history of the film to argue that certain assumptions and expectations about accepted working
practice point to wider perceptions of independent' and studio' animation. Questions of division of labour

and standardization, and how they relate to creativity, autonomy and animation production will be addressed;
Rotoshop's position in the history of animation forms an interesting case study for interrogating these issues.
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7 (1) Mar-12 73-82 AT -HERMY AT HERNER—IV-T—REDIEER TTVRFaXR)— 1T R HERM NIRRT Fa2—t v Y IRKZMIT) DAT AT « SR TEATW 1980FERLIER. 7 = A— 3 DMEEICH | http://anm.sagepub.com/
Bob Sabiston Bob Sabiston in Conversation with Paul Ward X L.ORZRO—=7 O3 DTV ERM L R—IV - T—FEDHEICE VRS —FBRLATWSTIR)V-OXO—E>VY YT MIIT | content/7/1/73.abstract
IV ThIIT THBHALY3v TOBREIC OV ZLTRICKEBE BEZALEMRPT ZA—2—IL DV TE>TWS, T ER Y DIERD
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realism, rotoscope, —2avEUTIRLELLUET ZA=23V ERFa XV R =L DV TDERDNIFASH DO e TROIEREREFHRLTL
Rotoshop, software BTEIFRVNESIDEWN. O3y TIELIELIE. T2V E TORBENTRREERELE WS KVAA—TDTAILZI T D
—FRETHHEBRBENTERD ZDIEDNBEERT DI HADNEDELIICT ZA—2avEERLTWDDOH HEYER
T ZA=23v (BBHMEIDWHEL T EWVDIEDZEER T DDIIEBDHN T ZA—a VBT 2RLGHEERLIEED
FOTRTWBDH LV FeHRDRONE S ETEH D, TEA M IEO N a3y TEREFEHREEDIFSNTLS
M—ATHDTSY b TA—LEATY 777 ORFEICERERENICEH> TS,
Bob Sabiston has been working in animation since the 1980s, when he studied at the Media Lab at Massachusetts
94 Institute of Technology. In this conversation with Paul Ward, he talks about his development of the software with
which he is most associated, the digital rotoscoping program Rotoshop, as well as the artists and animators who
have influenced him. Central to Sabiston's work is an interest in the everyday and how animation can capture and
creatively treatit. Any discussion of animation and realism, or animation and documentary, arguably has to engage
with his work. Rotoshop's often misunderstood status as a form of image filtering rather than a sophisticated
form of digital mark-making means it also goes right to the heart of debates about how we define animation,
what constitutes proper' animation (as opposed to some form of short cut’) and how we view different kinds of
animation labour. Although Sabiston is most associated with Rotoshop films, he is also active in the development
of software for other platforms.
7 (M) Mar-12 83-99 =R TV | VAARET ZA— BT L T—=2DT2) | His. 7 Z A= 3>7 [RIEE. RV TV RICENE T ZA—T I MERE T Z A= aVICEBT VAN DB W EDORIBICH 2R EGBEHMENE. | http://anm.sagepub.com/
a —2XJ RHLAA—TAF—RT REBOTOCRELTVD, 7 Z A= 3V EVSHEADNMF ORIFNREE $ BB ED e HICFEY —XRELTHWALEE | content/7/1/83.abstract
Thomas Walsh Animating Joyce: Tim Booth’s Ulys {)bi‘/ NND4=2N *‘/:\I']’.I_J\ . LZ@Z%&@E’\J?’&@UEL@‘r’:’a’:éﬁ?%o_)?aéé? AEMBRZLTTIX FJ;O?TD-&Z?&&‘@%EEC%\ *‘/“I—./.J\-*‘)‘a_f(
PEE NIy N RS AN —XJ(1922) —EHDFTF)FHHRAEN. 201 HEDOE T A 7)Y DHRDRRZBRLUREL TO NG
—X1 ——EME{LT2DICT A= a VDTG FREGVFDIPIA TH S, COHRIDENEGEZDIE, T4 L T—ADE
Adaptation, animation, w7 ZA—232T21)—XUlys) (1998) ILDWVWTDERIL, CDEMRIE. VI ADAENDERTHBEFRFIT, V31 AD
auteurship, cogn]tion, /J\gﬁ@ﬂﬁ]éf%aﬁ%)o Z’K*ELZEL\Z'%%H:\ ra U :/—Zj%ﬁgﬁﬂ'%r’f)‘—:/-li\'——Vjs %LT\ Y?%\J:U?:)(_:/H\/
]mage_schemasl Ireland, ICKBTVANDEAICT T BABDORMCERE SR BN R EEOYEIZEE T Bl T—ADT ZA— 3> %R
literature, James Joyce, BAY3lLaERTS,
Ulys, Ulysses According to Paul Wells, the lengthy and intimate relationship of the animation auteur to the animated text is
95 similar to the writing process, and the animated form's sense of its own artifice highlights the transformative
aspects of adapting literary sources for the cinema. It is this expression of interiority, translation and textual process
that makes the animated film a perfect vehicle for an adaptation of James Joyce's Ulysses (1922), which utilizes
multiple narrators to construct and deconstruct representations of urban, Dublin society in the early 20th century.
Itis the purpose of this article to consider Tim Booth's animated short Ulys (1998), which is in part a commentary on
Joyce's writing authorship, and also an adaptation of Joyce's novel. The author considers Booth's use of animation
to recover the image-schemas' that underpin Ulysses, and the small spatial stories' that inform human cognition of
both the literary and animated text.
7 (2) Jul-12 113-130 | R—Z-HAFR NBZORGEBLCT ZA—avaEHmG—F | 77VAHTZA=23 7 AFEDEVIE ANFEZH IREBAROEMWSRICE WV TREL TWAZERN /NS Z A LD SEEAEB—EDOH LOEET | http://anm.sagepub.com/
Paula Callus INGU R 7UR T ZA—=2aVICB8T BT —R | TUABRE. 7 ZA—3a v BETIVE EDEIICLTT Z A=Y aVRICRETERDEVDERERT CETHB. EEIE. 7 ZA—aVEFHMHE | content/7/2/113.abstract
ABTA— WT A=Y VERAE BEZENSDETIVAEDISICHATEDO EZERL. 7 Z A= 3V ERHRSTENDZEENE T 7O—FOF R AL
Reading Animation through the Eyes of FLITIATANIVDF1—L <HISEZEDIFOEFELT FNILUEIIHDT X —3 ‘/%‘:ﬁﬁﬁﬂ'éoZ@J:’)Z’;TTEI—?‘L;FAiﬁ?b‘%?:%—*‘/
Anthropology: A Case Study of sub-Saharan —2—=y T MEREHA AVHABRNT ZA =V IAVARD S AEENEVD DDA BEER D A BIE. T AT 3 VERIFEDKDICAEED
African Animation ;E? 5%”?%%?%%5ﬁﬁé%&tzﬁéb\%ﬁ_\bx ZITE e /_,:)(_:/EIyLi*EﬁB"J}\;E?LCBL#%E)}%%@ﬁ;ﬁ%ﬁ@qﬂ‘:&o)c‘:5
African animation, African ICEENRIDEHAT 5
studies, animation This article aims to present an argument for why anthropology could provide animation studies with a new set
96 studies, animation theory, of critical models that move away from the dominant paradigms that currently circulate in Western academic
anthropology, festival discourse. The author discusses how these models can be drawn upon when reading animation and she utilizes
curatorship, the ‘Other’, supporting examples of sub-Saharan animations to promote the benefits of an interdisciplinary approach to
visual anthropology reading animation. This approach is bidirectional, flowing from anthropology to animation studies and the reverse.
Where this article shows how animation theory stands to gain from anthropology, it will also illustrate how one can
include animation in the visual anthropologist’s methodology.
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The relationship between the cinematic image and the industrial commodity was the subject of many product
placement studies during the 20th century. This article argues that the contemporary computer automation of
perspective and rendering has had far-reaching consequences for the relationship between cinematic image and
manufactured object. The emergence of Renaissance perspective structured a new relationship between the image
and the object, both of which were rationalised under the visually representable specificity of geometrical and
mathematical precision. Taking this as a departure, contemporary computer generated (CG) animation renovates ‘the
visual nominalism’ of Renaissance perspective with one crucial difference: computer automation adds the fourth
dimension of time to the perspectival image. This facilitates an image form qualitatively different from either hand-
drawn Renaissance imaging or mechanically reproduced film, an image form that is instead both hand-drawn and
mechanically reproduced at the same time. The implications of this difference are explored through a close analysis
of contemporary CG animated features, which offer much to an understanding of the future development of all
cinematicimaging and consumer culture. Perhaps most significantly, the objects and characters that populate CG
features are integrally related to contemporary practices of industrial product design engineering: a development
that has considerable implications for contemporary understandings of ‘product placement’. When every object on
screen is literally an industrially manufactured, carefully placed product, traditional theories of film, advertising and
consumer culture need to be retriangulated. This article asserts that CG features demand a new approach to the
relationship between cinematic image and manufactured product on multiple levels.
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Between 1909 and 1925, a number of toys were patented and produced that were operated by the spinning

motion of a phonograph player. In this article, the author argues that these ‘phonotoys’ complement and refine our
understanding of the genealogy of the sound cartoon, and suggests that popular recordings should be considered
as an important expressive resource for early sound animators just as were film, vaudeville, and newspaper

comic strips. By outlining a constellation of family resemblances shared by phonotoys and sound cartoons made
by the Disney, Fleischer, Warner Brothers, Van Beuren, and lwerks studios in the late 1920s and early 1930s, the
article establishes a dialogue between sound cartoons of this era and phonograph culture that provides a fresh
perspective on discussions in Animation Studies having to do with the representation of race, ethnicity, and
gender, as well as strategies of sound/image synchronization.

http://anm.sagepub.com/
content/7/2/151.abstract
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Toward Holistic Animacy: Digital Animated TI—R EBHTIZIVTZ FARITH DD TIRINT Z A= a VLK BHEBRREDET 5O ERICETHHLWERGREIRET 5, A9 &
Phenomena echoing East Asian Thoughts A=23V TIZIVHNER BEMBEOPRNGEBEEED . R ITDGERICHBIIDRIATAv I GREZRBMLDD. TIZIVTHNENESED
BR7VYT7MELEOBEM RRICBIT 2R 0EE LA ZRTAT 2. HRDT Z A —2 3 BT REEENE BHF 1995) DFRDEYR2—Ta2Y
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animated painting, anime, DT INNT ZA—=2aVEARHNT ZA—2—PAVE1—2— ES5IFRE,/ 1——£TERELEFHAGEERT S,
computer interfaces, Dao, ZUTEMDLIHEERT BHENDITLICBNT AR - WIHOBERICH T 2BEZRIBT 201,
digital animation, digitally In a previous article published in 2009, the author showed how animation, when combined with computer
mediated environments, technology, makes movements of different degrees of liveliness that are meaningful to humans. Following
99 East Asia, perceptual this thesis, this article draws on insights from perceptual and cognitive psychology to propose a new typology
animacy, Shinto, video of liveliness for classifying digital animated phenomena. This classification emphasizes balance and spread of
games liveliness in today’s digitally mediated environments, echoing traditional East Asian holistic thoughts, including
the core ideas of Dao and Shinto. Using analyses of exemplary animated artifacts from contemporary East Asia,
including a montage sequence from the Japanese animated film Ghost in the Shell (Mamoru Oshii, 1995), an
animated version of the Chinese painting Along the River During the Qingming Festival exhibited in Shanghai Expo
2010, and Electroplankton, a video game released on a Japanese portable game console, the author argues that
today’s digital animated phenomena incorporate co-creation between animators, computers and even spectators/
users, thus provoking thought on the human-machine relationship in pursuing the illusion of life.
7 Jul-12 189-204 | V3FH UL A | RDRARYT—REMEBHEERBE0939- | 7SV - AF LT ZAHE INETRARDT ZA =23V EOMBELEIZE 2 IR AEHRICESNTTONAVZDEEMBIEEZAD>TE | http://anm.sagepub.com/
VY NRY= Ay | 1945 DT ZA—=2—fcb5 BE BA7ZA=Y3v K M Z DR BERIRADT ZA =23V 3Z D 2 ELEEFENAIREEN S 2, REDEIA FIENDHSHENENSD | content/7/2/189.abstract
7 The Shadow Staff: Japanese Animators in the Gl oAV 2 (BUAE BRI %Eﬁﬁ%?&ﬁﬁﬂ%?ﬁfﬂﬁﬂ%@iéﬂ DT A== Lo TESN e BFICiE 5~61) —ll/_d)E‘S(Zsot%
Jonathan Toho Aviation Education Materials Production {E)\ %%ETE&(5 L/B%5 L:)\ 48ﬁ)\%L/Z—8I)_}I/&L\5E%ﬁ;ﬁ*§®/7—_x%_959er\Qs %ﬂB@VFuEI':Li\w:%OEE'f‘E@1’\/2')—”/0)?3*&&\ F*;Ei(ﬁlg
Clements and Office 1939-1945 %2 RIHFRKE B (1945) EWSHAYIDRIFE ZA—23aV EDBDI v VT 07 Thb. TDARIE. BHREZIRETHFED
Barry Ip Allan Megill, anime, A Oy b Db DT EDOER. Bl EBEIC R 55 7%E MESEOREEDHDOEE O IVORRGLEZEA
educational ﬁ|m5, Japanese Tb\fto Z’S%Li\ Ex%?f*ljﬁﬁﬂﬁléf;fé*ib\ex %@”@@X@“/7J@£%§tﬁﬁ%%ﬁ*§ﬁbx 1&57:)\\52&7:)(_:/3 7Fé¥®+
animation, Oishi Ikuo, STATHSHMRENTE(EZDF ST TNBRIWRT &) EERT S,
propaganda, Sagisu Tomio Despite the attention paid by Japanese animation historians to cartoon propaganda films made during the Second
(i.e. Ushio Soji), Second World War, twice as much animation may have been produced in the period for military instructional films. These
100 World War films, now lost, were made by a group of animators seconded to the Toho Aviation Education Materials Production
Office (Toho Koka Kyoiku Shiryd Seisaku-sho). Occasionally running for five or six reels (c. 48 minutes), and in one
case consisting of a feature-length eight reels, they form the missing link between the one- and two-reel shorts of
the 1930s and Japanese animation’s first feature, Momotaro Umi no Shinpei (1945, Momotard's Divine Sea Warriors)
.The films included tactical tips for the pilots who would bomb Pearl Harbor, short courses in identifying enemy
ships, and an introduction to combat protocols for aircraft carrier personnel. This article reconstructs the content
and achievement of the Shadow Staff from available materials, and considers its exclusion from (and restoration
to) narratives of the Japanese animation industry.
73) Nov-12 227-237 | ¥a—v-Fa—€ |[7N\EZ—1LI1—FET 7 IN2— | B EREE LA ZHDL AV —EE—DAA—IICERT DL FATAV I TU—TAV I IT 4 T4V T ICBITBEEDFEZ Sz | http://anm.sagepub.com/
vk Avatar and Utopia Y= E—YarvFvrTIFr— 5T ENTNICELRSHEBEIE. —BLTWAEBERICOD D ERMZEE T 2HAHICEVWC EFE LORELXEHH T, | content/7/3/227 abstract
Sean Cubitt 77/0Y—1—hET ZDFRBIFIEBICTKEVEDTHAIN KT TIRIVDRY ) =2 EMERHEL G Z 2D FERICRONFEERTDOE
Avatar, compositing, RDFENSIERL S, %L?%h%@%ﬁi@?’%j—?“yﬁ%\ %F‘sﬁ@*ﬁﬁ_% 227(7_50){5&@3\*%LZ?Ebﬁfé%?%fa:L\t@‘5@
ecology, layers, motion HOSTH B 17132 —1 (V11— LK Fv 402009 & —BLIFEERIRRE (T TV 11—V X) DIERZHHFHD UL
capture, technology, utopia DESERRED=DITEH T B, THICFDFEEIE. E—7arF v T Fr— DL EMDOEMATFEF T T ITH WL TEM
ENB. A THAOF—NGEFHRIITENGERIGERBETEDDHEDREHCEERONDIE. EREHOREMRE T Z X —
AVDANRT 2T IVITEWT A—hET7RERIRERZLASNMNCT 2D THY. NN EL e MFFNEER-DO—EE
BBENEGZDT,
101 Compositing multiple plates into a single image creates challenges for lighting, grading and editing, while the
distinct methods of each produces aesthetic challenges in creating apparently coherent space. The challenge is
all the greater because digital screens and projectors afford only a strictly limited form of display, and the codecs
associated with them share features that force these constructions of space to conform to the Cartesian grid
of two-dimensional geometry. Avatar James Cameron, 2009) attempts to build a coherent diegesis but fails
because of these issues, which are redoubled in other technical domains, notably motion capture, and in the
narrative. Nonetheless, ideological readings can only provide a negative response: careful analysis reveals utopian
possibilities in composited live action and animated spectacle that need also to be included in the critical armoury.
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This article argues that Avatar James Cameron, 2009) is a key moment in the development of stereoscopy,
cinematography and animation. On both an aesthetic/formal level and in terms of its narrative, Avatar talks back

to the origins of Victorian stereography, American cinematography and the racist discourses of ethnography

and ecocide that ensued. Echoing 19th-century stereographs of ‘natives’ and their resource-rich environments,
together with DW Griffith’s Birth of a Nation, Avatar also attempts to negotiate the atrocities of the past and to
relate them to our present. But this negotiation also takes place on a more subtle ontological level: originating
within the structures of a ‘cybernetic empire’, Victorian stereographic imaging is strikingly indicative of Avatar’s
contemporary position as a work of culture in the age of cybernetic systems. It has been argued that monographic
imaging reputedly replaced stereographic forms in popularity because the latter disrupted the scopic regimes of
modernity by emphasizing the role of the body in the process of vision. Avatar’'s computer generated composite
form circumvents this equation, however; while photography may have sought to minimize viewers’ awareness

of their own bodies in the process of beholding the indexical form, such a framework is questionable in an age

of fabricated CG composites. If the origins of stereography predated photography, and if its founding image was
hand drafted, then what originally appeared a technical footnote in the history of stereography now becomes a key
factor in understanding Avatar and the new ‘cybernetic regime of modernity’.

http://anm.sagepub.com/
content/7/3/239.abstract
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William Brown
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Avatar: Stereoscopic Cinema, Gaseous

Perception and Darkness

UAEERECSGINGNE T

3D, 3DAA X7 1N 2=
LN

3D, 3D glasses, Avatar,
darkness, spectatorship

FRORAT B DI 3DRBEDIRER BT B/ G DM TH S, TOIR EVDIFEEZISHREIE 3D AARDLSGAT
MEYIREB « AT AT - TAIVE—EVD DD BB DA A —IH T 2RBEADO—BENLNILDOUT YR T v IEHNE
ZATREIC I BMERN GV TH B, 3D AR BUREBRZLDBIIMAGRE - AT 47« TV 2 — R EDBRER
273 2EWD T L TBHITIE, TEFRIGMELISERGNELDOEO (DFEVEHRICWLSESTREEFED/N)T—&
LTRBTLE FHAHFRHLDELTRATELDED) BWCET S ZLTHREZDLDICH S 2B I DEE IR
5. &U—BHRNGERNESIE T TH 5. FEDERIF. CTT3IDAAREVSMHREAEAT 7 LERFRENZHERH
HNBEZERD LI BV TRON THIEDRSLINETEBEINTEREVWSTLETH S, TN 3DBREITEIOTLIPL
BBRL SNBRE TH B, EEIL. D& GHRAEERICTTNZ—1 (F1— LR F+A02,.2009) 0T 5T & T3DB
BRI BRI ERDOV OO ZERE LKL D EHH B,

This article offers a theoretical analysis of the 3D cinema experience, paying particular attention to the paradoxical
manner in which a further apparatus, medium, or filter - namely 3D glasses — enables what many viewers perceive
as a greater level of realism in the cinematicimage. That 3D glasses constitute a further apparatus, medium or filter
between the image and the viewer ultimately will lead to a more abstract discussion of the differences between
‘solid" and ‘gaseous’ perception - or, briefly, between seeing objects as solid barriers or as permeable, and of the
importance of ‘darkness’ in perception itself. The author’s argument is that darkness, equated here with the extra
medium of the 3D glasses, is a key but overlooked aspect of film viewing, something made clear by 3D cinema.
Into this argument, he includes analysis of Avatar James Cameron, 2009), which enacts some of the theoretical
arguments that he wishes to make.

http://anm.sagepub.com/
content/7/3/259.abstract
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273-286

Ity
JennaNg

BHERSENSCE—F—TVavFr T Fv—-
T ZA—=avEIr— LA FHAOVDITINE

—JIcBET2ER

Seeing Movement: On Motion Capture
Animation and James Cameron’s Avatar

TINR— FE E—YaVF
T Fr— EE& INTH—<
VA FvTFr— RBEN
Pl

Avatar, being, motion
capture, movement,
performance capture,
seeing

Agld. E—¥avF v S Fr— (mocap) 7 Z A —avhNEENE BB L IR A A CRIE DI 2 LR T 5, T,
E—2avFry T Fr— T A=V BT BEBH FIBREIM (profilmic) B D—EREWVD KU HLAZ DEEBBEH A
ZELZEHMENGEDEVSRIENS TH S, | XEE Z DI E LTz pro-filmick WS EEEHIEEICERLICKWVWEDT
THONUE R F2A V2 —BERDOSH A XE CIHBREN 1S Go>THEY CNEIRTENRERVE T, E—arvFv 7T
Y—lE HRZDEDDT —2ENI KV E ZEREICHT B RTBRZTIRDMUBOED T — 2D SBHRENS A A—T%
FRERT 2 BEE M REDEDZ DL S GEFRAXBEFMBLED S BEIEE—VaVFr T Fv—DRBROAA—I DA
HEERER ZITEILTE—VavFvr TFvr—Id RARELEVSSVEFEETELVIFRGERELZSELELNSTEE
SICVRIREETEDEVIRHRGEREZDEDTHIS55ENITELEERT D, VI —LX-F v AODI77/32—1(2009)
DNE—2avFvTFv—-77/0I—%GAT2DHE5T, RETAZETEL LTI TEICHAT EEIZ E—3
VF YT Fv—LIRD /FHETZICELICET HmBEEHAT 20U TRBEE AL, ZOBRICHE N T EE L B
BEIEBLE S ERDEVOIBRLDOBRBRZBERETL. E—YavFv T Fr—BLCEBORRIGBBEICH T 5HADES5E L
DESIICEBRELDDEERT B, AEIE L— T AT A A=DITH T BHRLDEREMEEREICET BT TIEERL
BAIGEENEFE. T LU OREBRBDRINS SN TV ZMEDHARICEIT 2RENRBROBAEEEDLSICEBETCEDDE
WSBEWOARED D,

This article proposes that motion capture (mocap) animation relates movement to cinema in a unique way, in

that rather than being a quality of the profilmic, in mocap animation movement is itself directly the profilmic.
Motion capture records imagery consisting of data of a profilmic object’s positional change in space, rather than
data of the object itself. Using this critical distinction between movement and object, the author argues that the
experience of mocap changes the nature of the image so thatitinvolves, or is, a specific sense of being, rather than
seeing. Due to its thematic treatment of seeing as well as its own application of mocap technology, she also draws
on James Cameron’s film Avatar (2009) as anillustration for this thesis on mocap and seeing/being. In the process,
she revisits our experiences of seeing light when watching films and considers how mocap and the experience of
movement change our engagement with cinema. This discussion is thus not only about our understanding of and
interaction with the moving image, but also points to how we can understand movement and being, and the sum
of our sensory experiences in the world of cinema ensconced in light and darkness.

http://anm.sagepub.com/
content/7/3/273.abstract
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aesthetics, anthropology,
Avatar, digital animation,
documentary, ecology,
indigenism, messianism,
phantasmagoria, politics,
poststructuralism, science

AREIEE T 7 /INZ—JlE FF 1AV R ) —OHINTEES T BIZEDNFERN, ELHIERMEICE>TZEDS T4 HIVEBGA-
EKENT 72T —EIESCT B0 BRI BRI SR ZR SRR B> TWBEWD T EE RIS B EHIE.17/8
Z—INBEEZTDERDRHERTODRBRELLTHEREL. ISITERSE. ZD 71773V Iicnd BMEFRELTHER T
BT EHABRY %, BTICEE L EFEWBE ORI ENELEICETAHORITETEHRIIT 71N\ 2—UIHITERE
HIIE HENEZWABBRNICE T DR ORITEEDKIICT 2D E AT %, B=ICEE I 71\ 2—IHRZHU 71X
LCBEETBSTAAIVEARIZI VDT ZA =23V ThHBHERBHI. 2 T4 AIVIEBUARN T 70 2T — T T HANT 2
TIVDT Z A= 3V ThDEERT 5. RERICEZ . BBMEN ATV TATA—TFERDIcdDFIVZ T T4 TZE'TIVE
EDELSITIRET B ERI T Do ZNIEAELE WV SRBEATN 7O X TG EREGERNE2I - Z XL (AEH
DER) DSMNTBN TV SEMFRENDRE L VSEERFN T O TE DV TS, DEYIEARMGIZE. BiEHR.
TSITEENEEREN R0 - REIERN - HEAKEMICBINT 2EEREHEN G FEERBGRE R T 2HMBEGRE
TILNDFREDTOX R H B,

This article demonstrates first that, in epistemological terms, Avatar relies on scientific ‘documents’ to legitimize its
radical political-aesthetic fantasy with such anthropological and historical accuracy that it attains documentary
status. The author shows that Avatar constructs its viewers as both hypothesizers of and experimenters with

fact, while simultaneously constituting them as critics of fiction. Secondly, he illustrates how scientific legitimacy
in Avatar sits in judgment of aesthetic imagination, just as aesthetic imagination sits in judgment of scientific
legitimacy. Thirdly, he argues that Avatar is a radical, animated spectacle committed to scientific realism while at
the same time being an animated spectacle committed to radical political fantasy. Lastly, he demonstrates how the
film offers an alternative model for identity formation, based not on the psychoanalytic processes of introjection,
but on the quasi-phenomenological processes of projection into a life form that is factually alien to modern
Humanism —into a model of social relations that incorporates symbiotic alliances with the non-human, with flora
and fauna, with networked ecological systems in which all actants are interdependent, cooperative, co-constitutive
and co-creative.

http://anm.sagepub.com/
content/7/3/287.abstract
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73) Nov-12 309-322 | AUy a-Ty | O—RFHERT BHEET—7/\2—I0RIFENGEE | O— P ERERNEE AIRN HREFEMNET 7O—FIE TP N\ 2—1DO¥REHRIC—DDRRAERMT S, 207 7O—FIEFRICHE VT BEFEMEE | http://anm.sagepub.com/
N RES ZEEUTIVEA LE—V3 ZDREET VA b (HIEIRIBORIR A —F 7 OFFBYR. (> 2 E1—) EOBIEMEDIRFED e HICHEEE SN B, /L —- | content/7/3/309.abstract
Aylish Wood Where Codes Collide: The Emergent Ecology of VENYTFr— VT bIIT, NAMY U TIVYIR AR T T— N2y bOEREZHTRITHY DD ABIE 7 N\2— 1B LU ZDRIHET I A M,
Avatar HETRIBE(R BIRMZEEICBT 5—RBOERFELTEIONSEERT 5, CDLDIGZEROUME M. TORAMICEDSET ZX—3
code, ecological thinking, VTR IIT E—VavFEY T Fr— T/ OV R T A S BB ERLGRENMNSREENS U EDE
motion Capture, Software! :/—b‘td)ck:)LZE’é'&ﬁéb‘tb‘5§§§ﬁ7é\ﬁL—(ﬁ&)‘Bhéo EB%EL:?J\H'%’(%_:/@UTUXL\\ %L(ii%h%@?\]f,ﬁu
transversal relations (LB ANENGEEDDEMDHCT+—HAE L THT DL BIFENZEBHEDLSICO—FORERUCHIRT O ERES
ZEITIEOTLE DD
106 Ecological approaches give an insight to the story-world of Avatar. They are extended in this article to facilitate an
exploration of the connectivity between the feature film and its associated texts (production culture disclosures,
making of featurettes, interviews) . Drawing on the ecological thinking of Gregory Bateson, Félix Guattari and Jane
Bennett, this article argues that Avatar and its associated texts are considered as an ecology of emergent space.
The materiality of such a space is drawn from the various entities involved in its configuration: animation software,
motion capture technologies, actors, designers and filmmakers. This argument is pursued primarily through a
discussion of the ways in which real-time motion capture technologies alter our understandings of the ecologies
of CGimagery in Avatar. Remaining focused on only the realism of these images, or the traces of humanness within
them, misses the way in which such spaces emerge at an intersection of codes.
8 (1) Mar-13 7-21 GUVRFvE— | [REBOHLOVWE—R]—1930FERTZVADT | 7A=Y aVBRE 7 ZA— 193 0FMRDT VAT AREREMEMESIET Z XA —2aVIcDWTDERL DZEN GEmma iRt Lic, AfRIE HEF | http://anm.sagepub.com/
Ee% ZA=avICETREE 3 /% T A=V, DEHOREBICHE W T ZA—2aV DN—D0H LWEMERE L TWDGEIRBIBENEF DEDEEZSN. EDLD | content/8/1/7.abstract
Kristian Moen ‘This New Mode of Expression’: The Idea of HEE S 7 A BEEE HREICK O TR ONTEDDERET 5. Lo BRI T ARABEZN 7 ZA—YaVER T A3V D=
Animationin 1930s France T\ FEE)( 7‘4/ |ti|_ ‘/‘\7 A 1) ?ﬁ K1tﬂiﬂt@5§{$ﬁ T ZA—3 \/@}*_*Etb\iﬁimb\B\ &‘0)(;5 Cif%*ﬂfb\jha)b‘%iﬁﬂm‘a’éo T A—=3Y
AINATATTATVTA RELEFICERE LT ZA—VaVHOMR A EZEREEHIE T ARIE. 7 ZA—2aVITH T HERIH L
TA—RH E’J CODNTFEREN DL ZEFHR T 2,
animated film, animation In France during the 1930s, the popular press and film journals offered a lively and multifaceted discussion of
107 aesthetics, animation animation. This article examines how, within this discourse, animation was envisioned as a new form of art with
history, criticism, discourse, its own expressive potentials. The author traces how ideas of the form were articulated in terms of animation
France, historiography, aesthetics, animation’s relationship to other artistic and cultural forms, and animation’s history. Developing an
intermediality, journalism, approach to animation history that focuses on its reception and discourse, this article elaborates on the cultural
media identity, reception formation of an idea of animation.
8 (1) Mar-13 23-46 TATAYRZ— | DAV — I AR EBEA—T110914) DX | 7T A—=3>v Th—F7>1 DAY= YT AFTEDEDY ML ZBIDKSGHARHNGAZI VI RERE LT TG 7 ZA—a >V &ERE | http://anm.sagepub.com/
YURFIVRE Y | —FTEIA—FDT =TIV B, A D—ATH>1e ZLTRDIBEA—T 41 ONDIET AU ARPDBEET Z A= 3V BRE ST, [H—T4IClEZ DD | content/8/1/23.abstract
STk The Making and Re-making of Winsor McCay's T 7OV IEEH '77’—‘/3/b‘ﬁr?’ét;ﬂb’h?b‘éoF*DUD@T—‘/EI/'(7/"7"( TRV EICBREEINZH—TALEWVDAFD
David L Nathan Gertie (1914) —TAKNF—TL—=LIUbL BEBOT ZA—YaveHEcT+— FW%)b@%AJﬂLtﬂ BLBDOI7—I3> Tl )7 LT+ ADBox Office
and Donald W ZE BIER ATy Attractlons Companylc &> TR BIGENERED T OO—J EIEO—JZ AT\ 74V I ADT7—Ia v,
Crafton VAT L TA— R 1 ) VEA. BEARDFAbL—b- T'J/F&L,"(f%?'?éb‘\?“/"74’0)'7“#— RO D=3V 3EVLDRRBETH S, LH LI YT
DANT I THYT A T4 A D3AMDFREEERFANDE. TH+— R T AV T7—TI 3V DMEOBB N T A VIR T 7—DavICEENTWEW A —
H—ewirA TYA=IVIY =V TV ADH 2T EDDD B KN et AV DT HEL T 1ISMDIEEDENF T TIRIV-T0/
animation, Curtain Call, OY—ERYANTA—T« - TOVTI MIZTNSZBERT LN TELEESRFR A—TADIT+—FIq ) T7—
cycling, Gertie Project, AVDFRELVERICED DD R YT A DITRDFIRERET T HIETITRTV Y Y RT LIEEDEDT A =3
Gertie the Dinosaur, FEERBELEESIF. H—T DO 1 BROEBEZLIZEVWS YT A BEDERZEIT 5. UL MREELT
keyframe, Little Nemo, DT ZA=2 3BT B—DDHBICE T ZELEADITOERETEB L. V1P — v T A DEMNTRE. EEHWEILE
reconstruction, split TR L GHRR. T — A1 7ILHT2 7T V2 VBEBROBS®RE VD ERIND,
108 system, vaudeville stage, In addition to creating legendary comics like Little Nemo in Slumberland, Winsor McCay was a pioneer of animation.
William Fox, Winsor McCay His Gertie (1914) was the first American masterpiece of animated film. Two versions are known to have existed: the
original in which McCay appeared on the vaudeville stage with an animated dinosaur named Gertie projected on
screen, and a later one that contained a live-action prologue and epilogue filmed and distributed by William Fox’
s Box Office Attractions Company. The Fox version is still extant as original nitrate prints, but McCay's vaudeville
version was lost. However, an examination of 334 of McCay's original drawings reveals that near the end of the
vaudeville version there was a ‘Curtain Call’ sequence not included in the Fox version. Fifteen drawings from the
lost segment allowed its reconstruction by the Gertie Project applying digital technology. The authors have dated
Gertie's vaudeville chronology more precisely and have demonstrated McCay's animation techniques, including his ‘split
system’, by decoding his original annotations. The authors examine the filmmaker’s claim that he had made 10,000
drawings for Gertie. The resulting historic analysis of a milestone in silent film animation discusses the artistic
mastery of Winsor McCay, issues of historical authenticity, and the archival implications of digital reconstruction.
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8 (1) Mar-13 47-64 TATavR-TL | ATV DLINT T A—=3v oo/ T4k IRT—F- ATy Ik ABBIUEOOIE— 3> OaRERE ST OMEICEMLIZTETLIENSNTWSAN | http://anm.sagepub.com/
23 Muybridge’s Magic Lantern T574.IRT—K-RAT) TSRO+ FRIFLITLETHREZFERICEF L O BV RIFEEREL T ASOMERY -7 502 X0— | content/8/1/47 abstract
David Fresko v FIERRREL LT BEE. T TEBLCREESNE 7 ZA—2a v L BE AR BEICRE S ZBDIVF AT AT « 73— CHREITRR LB ZIREL
US54 feo BRI ATV D OLNTEBD . BB ERREIEIFEEA A REERBEMIC DOV TORHBNGEBZIE 191D
animation, DRRICEDESITEDNTWDDHOZIREET DI, ZDFENCH T 2 EEEM, ENAIEZRE T 2. 1T Uy IIET
chronophotography, A= aVE FEAA—IDELEIICT ZA— T RENE T O RELTEML. @J%fc%@*’@ﬁ?%(?‘—*‘)’élxﬁ
Eadweard Muybridge, early DERGHREBHNEESTLOD—RHNGRREL TR TZ. DT 5GH TRIK LIF LB TEREZBL DD BHEN
cinema, magic lantern, LEF ELDDH MBS E A FIEH > CBASODFT A Lic, £EFIEESIC. BEMEEM DR RENAIm % 525
photography, pre-cinema FTBHIET ATV I DOHAMEFFEDT —HA TMICE L IRITE > TLTIE MBI EN R E RN T 2 ERT B,
DD TCRTARICEBREDBTRLIDIFRBDIMBENGZLDRED EINTASA FEANS L BENGENZTDOREMIE
EHEFFED SIFD U LD TLBTEDNHSHNC G S, B LESEBNE DR B ML IFIE L DBIDT Z A —2 3V AL,
MEDHIRDOF CTESE Lic. KRS L URRERY S GRHRN G RELARDERZRTEDE L THEET 2,
Though widely known for his contributions to instantaneous photography and studies of human and animal
109 locomotion, the figure of Eadweard Muybridge was equally renowned during the final decades of the 19th century
for his tours of the magic lantern circuit. At this time, the photographer entertained and educated audiences with a
poly-generic, multi-media show alternating still views with animations produced through his projecting apparatus,
the zoopraxiscope. This article examines the temporal and material dimensions of Muybridge’s lantern practice to
demonstrate how it builds on 19th-century anxieties about changing epistemologies of vision and visuality, as well
as time and temporality. As a dynamic process animating still images into motion, Muybridge treated animation as
a palliative measure designed to bring his ungainly images of animals back into the realm of natural human vision.
In so doing, he bred truth throughillusion and helped prepare audiences for an emerging cinematic sensibility.
By emphasizing the temporal dimensions of photographic indexicality, the author further argues that Muybridge’
sendeavors amount to an archive of time, and that his lantern slides evince time made material. While the slides’
projection displayed a virtual immateriality, an examination of broken ones reveals that photographic beauty
emerges from their ephemerality and fragility. The animating interchange between stillness and motion, between
the material and the immaterial, functions as an indicator of the emergence of epistemic assumptions and anxieties
about time and sight that took hold as cinema emerged.
8 (1) Mar-13 65-83 IR-FTHAT 2DT7 ZRXIEBVIBIRFATFORIVF - LAV—2E/ | 2DT7ZA—2aV T A M AiEIE BRDEENWEB THBL A7) T DTEEBSHINTT 2, FEEDRTES LB, LAY UV TIE 2 /T | http://anm.sagepub.com/
Miho Nakagawa DHFIE EVSHEER. LAY T R AA—VZEBERBTEICKVBRIEHITRAEERH T, 3DDLA YV —ICET2HHTES DR ZBL T EEIL R | content/8/1/65.abstract
Mamoru Oshii’s Production of Multi-layered HFORE O REDBIR, 2 BGEARRREE T Z A CBITBLA YU DISAZRAEL. EMERELTOZBELISLA YUV IHRELIECEEZERT
Space in 2D Anime L7 AVADT ZA—=23> 5. KIEHMRHTZRBICEWVTC T ZADLAY IV T « VR T L SF—ENORAE SIS R ERORGSIERA 2 A
2D animation, anime, the W EERDIEZPIREICT B, TOIC IRHEEDOMBEIZ@EL T REN - BRENIRICHITHRDERSE. 7 Z A CHITBE.
concept of ma, layering, R—RAAREEWSBRDOEBMGAZRE T 2. Z L TRRNICEIEY O3, KRN - ZREBRO 5 CHBT = 4%
Mamoru Oshii, perspective, R ITAHIET BELAY) T EVSEEREBRTBHTETH B, BORFREN - CEMWBERICBEL Tk REEZEFZEEHE
representation ofdepth, DhEZARONFEEBICL>TEHFHETNIEHAITNS,
space, US animation This article articulates a Japanese spatial device: layering. In contrast to Western perspective, layering creates depth
110 with contours by overlapping some 2D images. Through Mamoru Oshii’s theorisation of three layers, the author
investigates the application of layering in traditional woodblock prints and anime and speculates on its derivation
from calligraphy as an art form. This article addresses the idea that in anime, unlike in a unified perspective
drawing, the layering system allows different depiction styles to be overlapped. Moreover, through Oshii’s films, his
experiments in audio-visual exchange and the temporal application of concept of ma, pose and pause in anime’s
movement are explored. The goal is to investigate the concept of ma and layering further by examining one locus
of spatiotemporal experience — anime. It is speculated that the spatiotemporal concept of ma was generated by the
written Japanese language, the combination of kana and ideograms.
8 (1) Mar-13 85-97 Az - Jav-F | SBOITFELZEBI—LBOLOBRFEEMHOIHIL | 7ZA—a>v 7 Z AR SEIE BHNEEILE LIBDLSBEE SN OIPREEIRR T B1EMm. A —)— A X—ITHISNSEAARDT Z X | http://anm.sagepub.com/
Y HOIZ RRIE RIS ST T —2avMEREETH D, EERTFELE 2001) ZHOREBEELEZ DD, COMEIL. BIENGEZEDEEREVDIYIEE | content/8/1/85.abstract
Yen-Jung Chang | SatoshiKon’s Millennium Actress: A Feminine FERIRRE, T B &R ZRIWH Y e BLINBZRAZAINDT ZA =23V ETAIV LA —F 20T L% LS. FIBRE TS EIE 20 A LOR. B &
Journey with Dream-Like Qualities B (E/ I R) BL BHD Z100EMIChe > CERL TE. BEDOBEEE ZTONFICET 258 EmEFE R 2 EMRME T2, BWERDELIN B E 1
LIS ¢ DI/ IDBFOEEREARFNEREHZ AV TRSCEICKI ZEDRIIBICET 2T DA b—1)—% R EH
animation, anime, BRUEENIEEEE. TOITER M= —F UV A EIREICESE ZBBEMNGIREF AL DBBEICBWLWTHSHNMNCT 5,
cognition, emotion, Satoshi Kon is a Japanese animation film director whose works, story, and imagery suggest altered mental states,
111 experimental narrative, such as insanity or dreaming. Millennium Actress (2001), which this author regards as Kon’s magnum opus, uses
feminine, mental states, a dream-like style of animation and filmmaking to create the narrative of a biography of a fictional actress. In this
Millennium Actress, feature-length animated film, Kon reifies theories and findings from the functions of dreaming and the mechanics of
monomyth, oneirics, dream that have developed over a hundred years since the early 20th century. The oneiric quality of the animation
psychoanalysis, Satoshi film is explored using both psychoanalytical/psychological theories and neuroscientific frameworks to reveal its
Kon story of a feminine journey in relation to the collective unconscious and mythic story structure, and the cinematic
editing techniques that help the storytelling lead to the dream state.
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8(2) Jul-13 111-129 | XY - A 2A F—TL—LTIA=23aVOERZ—FBOHE | AVE1—Z2— T Z X3 ARl TF— TL—LIDFREICE>TAVE2—RZ— T Z A= aV H M T B BEE. DFUIF—-TL—Z2 7 IDE | http://anm.sagepub.com/
Peng-yi Tai DRB.ZLTE—2— T+ ILTR AVNTARZIAEV BERRTHCCT ZA—YaVORBNBEA N ZALEEZZRANDET ANFICH I BBEENDEHFEZHRT 5. E | content/8/2/111.abstract
The Aesthetics of Keyframe Animation: Labor, ATA UV F—T LA H EHX F—TL—ZVTDORBIZN. AV E1—R— T A=Y a3 VN EBERETEZENDORZEICE>EERETDETR
Early Deve|opment’and Peter Foldes @\ )‘7:‘&“/77:/1\ Eﬂzg _é_éoct’)—}gigf;@ti\ :\'——'7|/—E7752339?%(:"51’152%(?7#”)‘-‘73‘/)‘;fb\*ﬂﬁﬂ/ﬁ:)(—:/a\/@)\’ﬁ
W (TSI T199) =% AZAIWIED e LR—R T Z A=Y 3V ERBITEET 5L WS T Efe, DLBDOENGERIE. T4 X Z—ICBWTTR
— - THIT A DLFR—X- FE# (plasmatic) IGEDELTIAE Y V1T A VICHREZRLIEED TH D ALR—R 7 Z A= a VI FHLLEE
T A=23> {bENTEEBEF > T BHGEEMEAZ TN TV AERE LI E—2— - T4V T ADEHFHEIV Ea—2— T ZA—
computer animation, VAaVERICBVWTBEBLIEDTH). 7 Z A= aVEEN T LR—R T Z A= aV EHIBRE S e IR DFZELES
112 Disney, Eisenstein, BlFCaH>fe,
keyframe, labor, This article discusses weightless kinetics of computer graphics animation by investigating its core mechanism and
metamorphosis, aesthetics through the practice of ‘keyframing’, that is, the generation of computer animation by setting ‘keyframes’
plasmaticness, Peter Foldes, .The author argues that it is the practice of keyframing that contributes most to the impression of a lack of gravity
rubber hose animation associated with computer graphics. More importantly, the method of deformation employed in keyframing
inadvertently evokes rubber hose animation, the style popular in early animation. Rubbery movement was what
struck Eisenstein as ‘plasmatic’ in Disney. Rubber hose animation resurfaced in the pioneering computer animation
works by Peter Foldes, who explored free distortion and metamorphosis with the new automated movement. In
the end, the technology of keyframe animation may be part of the teleology of labor rationalization, but it has
come full circle back to where the animation industry began with rubber hose animation.
8(2) Jul-13 131-148 | SN\IZ-I/\A0 | TEEH—FT IR T ZA—=23>VEFERIOT77 | AV E1—42— T ZA—3 HHEBICHIE> TV I—2—IEBE DA A=V L HERERHINZ T O TWBEWDIEZAN 7 ZX—3> | http://anm.sagepub.com/
o7 RI— PN i N A G EROMCTHY D DI TCEf, AV ELI—E2— T A= 3V DRIRIFGAFE. ZDLSGHEREFEMHLL TS, SFRIRT | content/8/2/131.abstract
Mihaela The Mastery Machine: Digital Animation and V7YX L B—YavFy7 ZA=2avTHBIA AT I (RIT - 1L2009) TA ORI RS (WATEAD2000) 0774 FIV 77029 —) GROBME -
Mihailova Fantasies of Control Fv— SFEMNGEE 77 MR 200D I ES LTV ./ OV —IC& O TR B I G e B ELGEMNZRAIZH 51— NETHEEEESASH
/7 # €T BE WIS AE) BRIETORIT ULED 3RDOBMEE T —R - A2 T74—ELTRWED S AfFIE, AV E1—2— -7 ZX—3V|ck
computer animation, BHARFRMNGEHZEEERENDOREN & L TR T 5, T5IC ABDOFEZEMENCERLIEEDICNT 57 Z A—2—DIEX
control, digital, LIeB D DR HENTEEDTHET IV EDBEEZHRL. OV E1—2— T A=Y 3V P AA—IIIHTB%
hyperrea”sm, motion DR - =M ZEENGEZELTONNCHIRILT 2D ERKR T 5. Z2T 2R T A 28DV T—52—
capture, science fiction, EVSIBOLREGHMMANEELL TOKERFICHEE TR —A. 77/ OV DT ZA—2—DHB%ERL.SEDEET
technological dreams, DAV TIAMIENTZEDHEERENDEDICT BEEDARELICRET2EIE =L T 5,
13 technophobia For decades, the notion of the creator’s absolute control over the drawn image has remained a staple of animation
discourse, and the advent of computer animation has recently reinvigorated this discussion. The animated science
fiction features Metropia (Tarik Saleh, 2009), Metropolis (Rintaro, 2001), and Final Fantasy: The Spirits Within
(Hironobu Sakaguchi and Motonori Sakakibara, 2001) engage utopian daydreams and articulate anxieties about
the high degree of artistic mastery facilitated by advanced technology. Using these three films as case studies, this
text examines computer-animated futuristic urban spaces as architectures of control. It discusses digital bodies as
products of animators’ increased mastery over mimetic representations of the human form and explores the ways
in which computer animation foregrounds its technological and artistic control over the image as a feat to marvel
at.In doing so, this analysis highlights the evolution of the dream of the omnipotent creator into a fantasy of
omnipotent machinery, while also foregrounding concerns about the possible danger of technology undermining
animators’ labor and making it obsolete in the context of contemporary production practices.
8 (2) Jul-13 149-162 | ZA -z A VL | [FEFROMELI—BERDOERE TZA=2av T ZA KR Aigld. BIBREBEOMEITLFESOMELIOARZRIEICEE DI CHRETHPVAILDWTC. ZOREDWLH GBI T | http://anm.sagepub.com/
Tai Wei Lim SICEE T ABEICE DV —X - FREFHR EL HE A BEEBLGEVEVWSERD SHER T B, AiERlId. T —IVLF 7=V EZXMERZBL TBONTERGERRZ DI T B, | content/8/2/149.abstract
2METBENITE AART VTP IFEFED FIRREC RSN DB GREICREET 2RBEREF v SI2— T BDOERZEITOTVNDFY. 1 9 6 0 FALLKKECHE
Spirited Away: Conceptualizing a Film-Based ®ELL TV A M %DH@EK@%E%%iﬁEEE?Ht@*EEEﬁE\ ﬁ%’é%%@'é#v??@—f:ﬁdﬁjﬁﬁ’ﬂﬁ E?Z’i({)%@t@ﬁ?ﬁ\ ‘?‘E’%&F%ﬁ%t:
Case Study through Comparative Narratives animatioﬂ, anime’ eCOlOgy, %T%*E%B"JEE%\ g%&)\&ﬁ&\@%ﬁﬁﬁ&;‘\:ﬁ\ Q%LZFQTé{E%ﬁB"JEﬁEﬁ\ iifﬁlgfﬁa"éﬁﬁiﬁﬁt%@ﬁ\ AFEE&Q%&@
of Japanese Ecological and Environmental environmentalism, history, HEEA.BERLANIVEFRRLANIVOFIEEFRELBICE T 2EERTRAEDE L RENEEOEE, BHRICH R
Discourses hygiene, Japan, Northeast EOWERICBITEDEGETH S, COBDHERIZ BRICE VW TREBICEET 2HAGEZ LRV EEMNHREETY
Asia, Spirited Away, textual AMDIICEDNTWB BEZDH ARG U EDHBRICEET 2B PHEDRBRERF ONBIAIZI I Z T RDIEEED
analysis FHEPIREDOEA R E1— LB DV TV, ERHBA T TFEFEOBBLIOZREHIC BEDRREDHNE
ICEDFSITERNIC KRG L IS BEDRIET— < DR (H LI ZDIEM) NEWIE D ZDEF ZHRT 5.
This article discusses interpretations of environmental themes in the film Spirited Away (2011) directed by Miyazaki
114 Hayao, including views that do not agree with any environment-related reading of the film’s contents. In analyzing

this diversity of views obtained through fieldwork and secondary sources, the discussions involve interpretations
of the characters and symbolisms related to the physical settings found in the animated feature. This includes:
correlations with the Japanese economic fast-growth period in the Showa period from the 1960s onwards;
contrasts between characters that are representations of pollution versus traditional symbols of nature; the
inter-related ideas of consumption and waste; the delicate co-existence between nature and humans; traditional
conceptions of nature; spirituality and interpretations of the environment; human-nature interactions; ideas about
state and non-state stakeholders in Japanese society; the impact of economic production; changes in community
bonds with development, etc. The methodology is based on textual analysis and interpretive work of scholarly
arguments about ideas related to the environmentin Japan. A second methodology is based on oral interviews
with instructors and scholarly experts within the intellectual community who have experience in teaching or
writing materials related to this topical matter. The concluding section discusses reception of the film and the
way audiences cognitively react to and interact with the film’s contents to arrive at their own understanding (or
rejection) of its environmental themes.
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8(2) Jul-13 163-184 | /Y-S | a3y b RICBITZ BB HAHMEORAZAIL— | 7 Z A FH Y3 v R(ASD TIW—TTHWESNAT Z A= 3 VBEICHE W —ADEEE X BSDOBERAZ 1 IV EEDELSICRELSZDH?ZDK | http://anm.sagepub.com/
AVRTZAZ EEDH STEMERE (XA YY STHEERBENDERD I EE AL, BIEEE, #RHSF M UL 3ADEEICKDBEERDT ZA—3VME 2 240D | content/8/2/163.abstract
Itsutoshi Kohara The Shot Length Styles of Miyazaki, Oshii, and R)BRE R 2 A1)V, ME5F. B EN h%’éﬁ*ﬁbf&s HKA2DDHIE 73y FROFKEEHGAEDBREICZDERBIClB T EHBESHIC L, Emﬁo)%@
and Ryosuke Hosoda:AQuantitative Ana|y5|5 2-(7:7(_:/3\/\ Emﬁ‘&t\ #ﬁ @ﬁ*ﬁt;\ ?&D\E(kb@:/ﬂ“/ F&ﬁﬁb“‘/ﬂ“/ F’&ﬁﬁ&%iiiﬁ”’%:&%ﬂ_’\ja ?Eﬁ#@“/ﬂ“/ FEL;:FQE@LZEL\{EﬂL:&%b\\
Niimi HF A b=U—R—F@FD MRS LRV 3y b2, TOICHRFLMBTN ZNICE VL TUIRAZENTIREORIEN S ZADE 1 fEE&EDIE
>7) mEDEICIFAETEVDH DT LD DD O fe. TN BODZDE 1 FEDEEELLIIE 2/ FBDBEBEHKH TS
anime, average shot length BIL VIV bRICBII2AZA IV ERILEE L ETB Y %, EEBIE. COZADEED. V3 PROBEDREICE
(ASL), cinemetrics, film STEELGTOCRATHARI VY TOEEZBECC.BEDY 3y b MO—ILLTW LR T 2. BERD 3 v M
Sty|e, Hosoda Mamoru, ICHROV TEREOEDEDEENRSNZH ST,
115 Japanese animation, How does a director express his or her film style in animated films produced by a group? To address this issue, the
Miyazaki Hayao, Oshii authors analyzed the shot length of 22 Japanese animated films directed by Miyazaki Hayao, Oshii Mamoru, and
Mamoru, storyboard Hosoda Mamoru. Their analysis reveals the statistical measurements of shot length were clearly dependent on
directors. Miyazaki's films show that he avoids both longish and brief shots, Oshii’s shot length is relatively long
on average, while Hosoda prefers relatively short shot length. Furthermore, both Oshii’s and Hosoda’s first films
deviated from their subsequent films in terms of statistical indices, suggesting that they established their style of
shot length during their first or second time directing. The authors determine that all three directors controlled
shot length primarily through their own storyboarding as a crucial process of determining the value, since the shot
lengths correlated well with the designated shot lengths on the storyboards. In conclusion, the authors identified
the distinctive shot length styles of the directors.
8(2) Jul-13 185-202 | *U77-OLYY- | ELIV_EO—_ELZF— @) 7ZA—23a>®D | 7RIVT#-EF A7 ZA— TRIVT# - EF A =AY —L XDER NI EL VORI (2003[1940D) & 77/ 0T —%@L TCESZE&H T HEWLDA | http://anm.sagepub.com/
NIVFYTR FHICBIFETRIVT+-EFAM=AY—LADE | Y3y -t 2 HTF—L BOFEE. DFY TR ESTREDOR TR DB ELTARZBT ZA— 5L WSBEEERHO TV, FBBG | content/8/2/185.abstract
Maria Lorenzo BDAZEILT VA A HB B XXFE R EL EB)T A= aV EDBITHEREN S RENGEHEE BT T 5 DIC ARBIE. 772 AR IVT A — b2 EHRE
Hernandez Morel_Moreau_Morella: The Metamorphoses IWT7VRAR VT EVSEDDT A=Y aVERETELIVORBIDNED L SGBRICHZDHEHERT D, COLOEBEHD . K77
of Adolfo Bioy Casares’ Inventionin a (Re) Adolfo Bioy, animation, A=A VEREVODFICE WO HADN Y I AL —Yav e — bREAE BRI ARICEEGHE AZL 75> - Fa0
Animating Universe automata, Casares, FTUADI T ZA—=37 F—FIZICEATEHER TSI TaR—)b- ATt DEZEa lettre volante. Quatre essais
invention, island, sur le cinema d’animation (GBEN e FHl——7" ZA—2a VMBI T % 4 ROHE) JZR/ET 5. V—J L b 70O
literature, machine, Morel, FOIRGAERGEDNCHBTBEZDEFANOEHDFTNT 7O—F & RBELADIRGHRDO A 1EBHR DL S EERFEDENDEE
phantasmagoria feigRsEns,
116 Adolfo Bioy Casares’ short novel The Invention of Morel (La invencidn de Morel, 2003[1940]) envisioned the wish of
human beings to define themselves through technology, indeed to reanimate the human as a technological double
in an environment that gradually becomes virtual. This article develops the relationships connecting The Invention
of Morel with three animating forms — the phantasmagoria, the automaton, and the machine-environment - to
stress the privileged association they make between invention and (re) animation. With this purpose, this article
examines key contributions to our understanding of simulation and automata in the field of animation theory, such
as Alan Cholodenko’s ‘Speculations on the animation automaton’, but also Joubert-Laurencin’s La lettre volante.
Quatre essais sur le cinema d'animation, which directly addresses Bioy Casares’ story as a metaphor of animated
cinema. Sigmund Freud'’s psychoanalytical approach to the field of aesthetics in “The Uncanny’, and subsequent
theories like Masahiro Mori’s “The Uncanny Valley’, are also taken into consideration.
8 (3) Nov-13 215-233 | Uit -Foy | HET ZA—TBRENSITE—A)—b-T— | 7 ZX=3>7 Blu, S#&1E. FABIARETA— IV RAVE T ZA=2aVERIVHT AN = - T7—TA A DBIUDHEE T ZBEFv>72—Tcbld. | http://anm.sagepub.com/
Vanessa Chang b Blu £ L TR REENEBDECES B 75747« TMuto RO HORRALGREBVEFDICEW T ZLEHOREZ BB LD DBRES, COLSGEEZEL T KDOBRE | content/8/3/215.abstract
Animating the City: Street Art, Blu and the ARG 2TV AR —b 77— IMuto GGE2R) J (2008) (£, #ZEEEZ DIERE B EDBHE O RAREZE . FIE L #HHEEICETS5HDERS
Poetics OfV|SUa| Encounter ,\\ %BFEEI‘JilJﬁ%\ %BFE%FQ %ﬁ%B"J‘f:ﬁa—{EUE%#{FDTL\éo %@%iﬁ(‘i\ ﬁ{%%ﬁr-ﬁﬁ\\?%o\ H\EL:*EE,E"]?X/\D7Q 7}I/E"Jj;ﬁ%&%§§§%] L/OO\ l‘f‘;’ﬁ'ﬁg'ftj
animation, Blu, BEEMEND SRR Z BIE S B DM E L TOMARZHTICE A D, LH LIMutol iU Bluld BRI DIRVASIFT
embodiment, encounter, *ﬁﬁﬁéhé/ \[/I@*E’S{ZK&L/?@)( b EI/TWZ (7(55%) %*%F&@'%TC&MC\ (_0)3:57;%%%%@”@%?%%?%0 / \05 RoR&E
graffiti, Muto, spectacle, LTOEHEDITHEED D MUt EIER ICARTZ VIV T G HED D BH b EN TS L TEBMZERZ & Dl %,
street art, urban inscription, Fle 7 Z A= avICKBERELTIMUtoE R DK S FBEEFANICT—NME T2, DEVEIFERIE. BT ENGERE
urban space ERBDMEEE L TOEMHEBELEDSEAERTDEDDERT DRLGEEITHBAEBER CEBNEMERASE, 1FH
DERLTOLERAGEER ZNZERHTCWSREDER ZLTT7—TA ANBEEDEK%ZE DR E DD [Mutoll3EHmZEE%Z
BHMEORETRBEEL D, BHMNGEESZZINE LT Z L TEHTHNEZINZESE L THHR L EL2BluDEMEEIL.
17 BURMEGEEEFRZDEDIEEDLIICHE D BHERMNT 5.
Street artist Blu creates remarkable wall-painted animations, in which he depicts cartoon figures cavorting
along, around and through actual urban surfaces. Through this activity, his film Muto (2008) pictures a fraught
relationship between urban space and its dwellers. In some way, the film seems to epitomize contemporary
thinking about urban space. Emphasizing the primarily visual and spectacular character of the modern city, such
thinking casts it as a space where a totalizing gaze elides the embodied experience of the individual. Yet, in Muto,
Blu deploys this visual aspect to conceive of the metropolis as a complex ballet of individual choreographies.
Envisioning the city as paradox, Muto casts urban space as both highly spectacular and embodied multiplicity. As a
work of animation, Muto also encodes this contradiction formally; even as it depicts the city as a capitalistic sphere
of exhaustion, itimbues its morphing bodies with the capacity to redefine place. Connecting the shapeshifting
bodies of its beings, the bodies of its spectators and the body of the artist, Muto invests urban space with a sense
of plurality. Incarnating urban movement as inscription, and urban inscription as movement, his artistic practice
recognizes how bodies shape the spaces in which they dwell.
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8(3) Nov-13 235-251 | ZaI)b-T7L 7 | MEMNGNE—FRA— - TavI U A—DMIZa | 7 ZA—2av NET—7B T7IWE— - RUVIVDOERICEDE BEICK O THMARRELGEDICESMBARDZBEME IS I BREICBE W TIFEFELR | http://anm.sagepub.com/
s INYDBNIV) VETOBSINCEITBELETL | 1), @it & REG M — U BB GBI CIREE AR T D S AL TADRVERO—EREICHLSE D TH B, ANFEIEA R A— T v =D | content/8/3/235.abstract
Samuel Frederick | —L D& G ERE B NATUTAT4.F X 1927 FDORBFERMETZ 1AV DONIV VETOBSIN BEEEMEEDRNEG M EZR T 2HECREZEHED
Cinematic Collecting: The Continuous A= TavIVA—BE L E5—AH . ZDOABEEUERVBIDFERELTOFLWRESE DT T HIVGEERDT ZA—2aV) 2B EVHTT
Discontinuity of the Still Frame in Oskar IV L—av BBEILEITS EEBESMNCT B, A RIS Ty IV A—DIERE. 7 ZA—avICH LT K e T4 R—IVBRB LU ZNLUBED T T 7>
Fischinger's Walking from Munich to Berlin B8 LECEB) M. R2TTEREL M2 Fr)URICH L TORBIGEIRE U TRET L E BB BEE, 7 Z A —2 3V OFBRO O DEFEN G EEEERT 2,
AYANYDENIVIVETD The contingent instant that Walter Benjamin, among others, claims photography uniquely makes palpable has no
BUHL 74— VBE placein film. Cinema relies on the impermanence of such elusive moments to generate continuity and presence.
118 animation, collecting (the This article shows how Oskar Fischinger’s 1927 experimental short Walking from Munich to Berlin combines
archive), continuity and photography and film in a way that stages the incompatibility of these technologies, while also forging a new
discontinuity, ephemerality, visual language — a radical form of animation — with which to overcome it. The article both examines Fischinger’
hybridity, Oskar Fischinger, swork as a singular contribution to animation and the avant-garde of the Weimar era and beyond, unraveling its
photography, pixilation, philosophical implications for theories of collecting, film, photography, and animation.
stillness and motion in
cinema, things, travelogue,
Walking from Munich to
Berlin, Weimar cinema
8(3) Nov-13 253-266 | Zw7 93— X | BFELERE—T7—FvIL - VXN ZT4D | HRZER NV 2L O ZERICfffBE 5 A HEBENEEA T BB DI BEARERIGEB A MR EHBEIGET T 5 AMEICE< 7> LT | http://anm.sagepub.com/
Nick Jones HRZEMRH V1= T A=, — IV ZFDTOLRICBLTHET BRI THREBILVSBEZREL BZEMIC S 1 5mEE S5l I 2, €D | content/8/3/253.abstract
Quantification and Substitution: The Abstract CGL77>Y) ')b7I_T’7i)M < gﬁﬁié& o j?‘\”)l/'?*? |‘7\‘57/{L:EVT;‘);&)I/T':)(—:/EI \/T%Uﬁ'fﬂrC%FEﬁiﬁji@T? FJwvoZ)O—7v K]
Space of Virtual Cinematography FyoZ2)O—=F YKL E— T TAS )= DAY I AF—2003) THLONEMTHLEI T7—FvIb VRIS T8 b En T
23> F+v 7 Fv—(mocap). RATREGZEEERIVIEL GHEDRDIIER ICEENZ. GHE D D BEAREG T V2V OREBY BHE v RET V&
TAT—ARLT7—F ¥ LTHISN TV D) ZZ DEBICEREE DD BEAFNTIMRLICHINTWEEDEL T EEEBAZRZA S, T7—F ¥
WY RINTST4 IWIEZTER DRI ERRIRT B DIV T I—JIVOMBERANSCEICEO>T SEDAVE1I—2— T A= 3VDEF—7
abstract space, bullet- CIEREAMAINICTTHRT BT EDAREITRY. T7—F I -V RI N ST EREEBRLEZ(L T HMDBRE X T
time, computer animation, LEEHET BHEDNFELIICIZDDTH 5,
119 computer-generated In order to assign space value and enter it into an exchange economy, capitalism works to reduce it to an abstract
imagery (CGI), Henri plan. Writing about this process, Henri Lefebvre coins the term ‘abstract space’ and describes the logics of this
Lefebvre, The Matrix kind of space in detail. These logics are also at work in the digitally animated spaces of virtual cinematography,
Reloaded, motion capture such as those used in The Matrix Reloaded (Andy and Larry Wachowski, 2003). Creating totalized, predictable
(mo-cap), Taylorism, spaces and populating them with highly instrumental and manageable digital replacements of actors (sometimes
virtual cinematography known as synthespians), virtual cinematography takes space and individuals to be open to geometric abstraction.
Using Lefebvre’s work to interpret this virtual spatial production allows a critical evaluation of the motives and
consequences of this kind of computer animation to take place, and emphasizes the manner in which virtual
cinematography joins up with other visual systems of spatial representation and quantification.
8(3) Nov-13 267-282 | A—Z A T4V R | BROFHE—V 221070 IIATIVDIT— | TZA=2a> B T7— FrODBRRERMEMERY > 2107074 TV E BORA. H T T EREVSTZEDET ZA—FF5ZET | http://anm.sagepub.com/
=/\J— FICBIFBET Y L—avfbEnfc\74—< > | FLARBOEY Y L—32, HMoNTLB ERDEVMRICELES T EIIL—2avEWSFEZBLTESDHHEELT Z XA — 9 5. A5l | content/8/3/267 .abstract
Laura Ivins-Hulley | A YAy IRA TN 19N FEDIERI 7 — I BITBET Y L—2 a3V EBWHBD/IN T+ = VAT DWTERT 5. EHERISHHRE VST
A Universe of Boundaries: Pixilated INTF—I VA ANV TE— BE T ZA—B—LWSHNELDOB T—RBOARIDEZIBERT 2, ARICBITEEEDERIE. 207V I A TIVHARE
Performances in Jan Svankmajer’s Food a3y DFNBICRAERE L. X BRLDBEDBERHNEADFRELLICRBEARETHAHLIRREL DD BEICEDIBERMED
animation, embodiment, TERERRIDEVITL
120 Food, human pixilation, Jan Czech surrealist filmmaker Jan Svankmajer is known to animate any sort of thing: leaves, the surface of a wall, socks,
Svankmajer, performance, nails and raw flesh. But he does not limit himself to inanimate objects; he also stop animates live actors through
stop motion a technique called pixilation. This article examines the performances of Svankmajer’s pixilated actors within the
1992 short, Food, which constructs a dialectic between the agency of the actor and that of the animator. The author
argues that Svankmajer undermines embodied autonomy, positing limits to human agency and suggesting that
the boundaries of our bodies are more permeable than we like to think.
8(3) Nov-13 283-299 | ALv-OUVR LE—DBEWLWL ARSI VIITHBIT2BENEER | 7 A—Yarv BENRE FRIETLZ—DBEN LWL A NSV IN S DFEGAZAWVNSTE T RENERIEEZBLIcF v 72— Tc5EDE—{b%ZAIE | http://anm.sagepub.com/
Karen Collins MEBRRANEIE A B—b BRPOV).TL = TBRBHEDEDLSIFEONSHDERELT B, COREMELENEH L ENZDIE BB ZRIL T 26D AV0K | content/8/3/283.abstract
Sonic Subjectivity and Auditory Perspective in —DBEWVWLWL ATV E > DESE. fﬁE’éﬁUHﬂ?’%f:&b@X E—H—DEE. ﬁ"‘éﬁ%ﬁﬂ@j?%f:&)@?*‘)ﬁwﬁ%mfi HexEAHESLIINEE
Ratatouille HEM TN ELTBE DS THED D FvI72— T EORNG RN ZHAT 2 EHNEOEC BR LD A—IZ@LE LTS
animation, auditory EIBHTLEBLTTCHS,
121 perspective, identification, Using examples from Ratatouille, this article illustrates how sound can be used to create identification with
point of view, Ratatouille, characters through an auditory perspective. This auditory perspective is created through reinforcing or
sound, spectatorship, contradicting the on-screen image with microphone placement to create distance, loudspeaker positioning to
subjectivity create location, digital signal processing effects to create environments, and subjective perspectives that position
us as an insider or outsider, and which illustrate the internal subjectivity of characters.
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1(1A) 19994 31-38 %]

«Z77Il)
’H Luca Raffaelli

T A= 3VNTHITBEE
Death in Animation

®E—T—FEL
no keywords

DAV = YT ADERMOBEZEDTE FF 1A 2)—RITENTLER. EDORRBIET ALV b T ZA=23aVICBVW TR T THIfee TA X Z—H
T A=AV T I T A BB LI EE T Z A=Y aVICRORIBHAVRAAT IBBIEICE T PELZ DI BRI T HEEFIDEL Th ot I\
Y EITIE N\ EHNBHDEEZ T ANDBRIRENT, IO LIEMIRDEARELEBERIEFBARDY ) —XEDGLEICECRWNEEND, NS TIEFE
IE VT RBEEDTH e INEWFRIT. T—F—1ERTIEEEK VDRI LTz, /NI R« IN—Z—[FH CEBIENTEICERICE S HLERORMBEEZLD
DESETIIVR— - T7Y R EHERD, TOLIFRIC DV TDF v JIE REDY IR < IN—7 )R N TV D, EBIL T IV—/ - Ry YTy MEl Ay
2IDBHENTABDEELEEN L LV EDDITEELILTHACLERRCE R VFv—F - AV T A DIER CIIIERBICKEICE > ek imIE K
E T RDERE TP TV RIS IV R AABEED 2 TehDESITHT S, [ - 0 TV IO TEICIFRSNT/N\— -V TV Uik KE
RBRREERL.—H K=Y — IV TV VR REEEENTOERBE RS ) EORTHICHDOEKEE L, K, ZUIFEDFHNEHICEESH
ILGBEDEZ &S

Since Winsor McCay depicted the sinking of a ship, showing the death of its passengers in a documentary manner, the presentation of death

has been a kind of taboo in animation. Disney’s introduction of reality to animation brought about the depiction of death. The death of the
witch in Snow White and the Seven Dwarfs was an evidence of the victory of the good over the evil. Bambi shows the process in which a little
deer understands the death of his mother. There are a lot of Japanese animated series whose protagonist is such an orphan. In these, death

is a serious issue. Apart from them, the Warner Bros. works dealt with death as a source of humour. Shot by EImer Fudd, Bugs Bunny laughs at
him, while looking as painful as if he were right now about to die. Such a sense of humour with death shows its recent version in South Park.
Furthermore, in his short Cavallette (Grasshoppers) which outlines the history of human being, Bruno Bozzetto makes us aware that death is an
end/goal. In Richard Condie’s The Big Snit, an angelic, ex-human, couple still continues to play Scrabble as if nothing had happed to them even
after a nuclear explosion. In The Simpsons, hit by a car, Bart travels between heaven, hell, and the world; on the other hand, when told that he
will soon be dead, Homer begins to prepare for his death, and in his dream, asked what is the meaning of life, God answers to him that it will be
revealed with the coming of death.

1(1A) 19994 39-44
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A psychological meaning of creatures in Hayao
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The creatures that appear in Hayao Miyazaki's animated features echo his mental states. At the moment when he spent twenty years working as
an animator, he was in a midlife crisis. It seems that the fatally destructive power of the giant caterpillars and the humanoid robots, respectively
in Nausicaa of the Valley of the Wind and Laputa: the Castle in the Sky, is a sublimation of the aggressiveness of Miyazaki situated in a midlife
crisis. Getting over such a crisis through these two films, he tried to depict Japan in My Neighbour Totoro on a point from which he started his
own career. Atthe same time, it seems that enough equipped to realise his creativity in Studio Ghibli, he felt as if he were almighty like Totoro
who is able to control nature. On the other hand, however, he was emotionally left unconnected with the production crew members, while
being much criticised by some talented members. His isolation is seen in the process in which Kiki and her black cat Jiji get to be unable to
communicate with each other In Kiki’s Delivery Service. Their communicative relationship is recovered when Kiki comes out of her slump (with
herindependence established) and Jiji is now a father. This means that Miyazaki obtained a patriarchal role among his crew. And in Porco Rosso,
he depicted himself as a pig character enjoying a life of leisure. Princess Mononoke is an extension of wisdom resulting from his working on the
story of death and resurrection in Porco Rosso and the manga version of Nausicaa of the Valley of the Wind. Princess Mononoke is a message
with the wisdom of nature (Miyazaki) delivered to encourage the audience (younger generation).
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2(1A) 20004 13-18 MEHIEX SR BEEADODRREZ GELTWST X | BB OORRE & HA B EEHRDLOBEICRELERFBHT o IERIKBDOEFRIVADKERITIEEARKRIVAD RO DZUTEHKWIAG EWS TR TEED DD
78 Masao YOKOTA —YavMEEE Takahata, animation, BIREDMEDN TV 7 IV T ADDLNA DITIEAZHENT IV T ZADILD SEHIISENESNfo/N\A D IFR— LDy &GN M3 DM &R ZL
Isao Takahata: the Animation Director who mental health, young CERRERIEL [T OREDNT 20T~ V1BART SEFROEBLBEOER S HABEEBNSEAN BT TNESDRITIE. E
Worries about the Mental Health of the Young generation ARHRRRDEEBICEDVNTITE T & 775G L. ZDTEBEAEHER LI, IS5 LIERAROBEEAITH T 57D AL THEE U TIZFAIFAI0E
Generation ARBZIFHE G2 BEDKBED T BREEH T ETH oI [ERBEEIZAIETITIE IBEUTIEAIEZAITHRICHEI NIED S LEENDIE
BHOEPONCHEDND, BME EHRBOELD/N2— Z LT REANEANERT 2BERBREH o TSICEMIE FESORL T — LNDIE
HEELEL MLEIVITEDEMREELTWBEER TR—RTF3LGUDILBELAIZRIEL ., COER TR RIEMREIF TN ZENR R 2/ DO\ ORI
MEDHO T RED EFHAEL TLB, IO LRGN BMBDERE T2 0DBBENDIHLEZEDTH A5,

Takahata has kept his interest in the issue of the mind of the young generation. In his directorial debut, Adventure of Sun Prince Horusu,

5 Takahata presents the issue by depicting the way in which the hero Horusu gets lost in “Forest of Misleading”. In Heidi, a little girl is taken away
*1 from an Alpine mountain as her beloved home only to get homesick, depressed, and somnambulist. In A Cellist, Gauche, a young person is
depicted as being bashful, having inferiority complex, lacking self-confidence, and tending to fear interpersonal situation. In Grave of Fireflies,
Takahata envisages the protagonist as following a principle of pleasure and shows how he ends up. For him, one way of breaking through such
a principle is the physical activity that in Distant Childhood Memory, Taeko performs under the sun of the countryside. In Pompoko, a close
depiction is made of the returning to a community, which the preceding film could not afford. Envisaging the returning to a community in a
variety of ways, Takahata attempted to experiment with thinking of how an individual gets used to a collective. Furthermore, he indicated that
in My Neighbors the Yamadas, solace should be more necessary rather than healing the sudden popularity of which he was skeptical. Every
member of the Yamadas lacks something, but the family itself works well while one makes up for what the other lacks. The notion of family is a
way in which Takahata dealt with the issue of mind as a conclusion.

2 (1A 20004 19-24 EI—ib-707 | Ty REME —RIRISEBLERT 5N ®E—T—F7EL TYIRTRN)=EA—ETICHINTT ZA—2aVBEBELTRLHONTWVS D £ ZAGRISEERDGHRERE L TVEDTH S, RIFRL
7H — TEX & TALES: Recurring Theme and Evolving no keywords HoNEBEEE>THEDT—EBDEVICEIRLZNZRRU T ANRIETFREME A NCER T H T, 7 NU—D 1937FH5 1949FITHIFT
Pierre Floquet Style EoT6DDT ZA—2aUVETDEFEICDNTDED TH B, INSIETRNY—DR2A |V ERBDEREANDBWMIITH S, BRADIITWEH TN
—DFEEDIBEY TH 2, PHTRIET DTV DBEEEIH L. BEDEVEEBET LG, BVTERHNGEEIZBASMNIBEINTNS. T4
HE TR —DHFEFRANICI—ETZNBKRLUZBIER TH 5. RRICBFED T —<IG MFEEIE LD DD DELDHFERNTBE RG> TS, Fv 77
2—FFHLWMEEEESEL TV COLTTANY—FEEEERFDI—FOVWThELREL TV, 3T HTETRIFBERDO— R EEVHIF TV Th
S5OO—FF40FERZTBCT—RICERA TN IRFINDLOICES REIC TN —FFRBEMEROT —AHEEDIICT B V) —ADREDT7 ZA—
AV EHT CICHIILeO— FE@fiL. ZLTENEmN S,

6 Well known as an animator full of a sense of humor, Tex Avery is part of this great tradition of storytelling. Using famous stories, he presented

*1 his own interpretation of their themes. This essay focuses on Little Red Riding Hood. Six pieces which Avery animated from 1939 to 1949 are
based on the folktale. These are good examples with which to examine his evolution in idea and style. Starting from incidental gags, Avery’s
storytelling proceeded towards setting for gags, and then dealing with how to tell a story. In the early stage, the traditional story was obviously
putin the first place; his stories were an interpretation of it with a modern sense of humor. Later, those traditional themes in Avery came to be
only a starting point to tell his own story with. At the same time, each of his characters obtained a new personality. Avery went on to transgress
the cods of either storytelling or expression. In so doing, he created his own codes, which were as much used as expected by the public
throughout the 1940s. Finally, Avery transgresses and mocks the codes of his own establishing in the last piece of the series as a conclusion of
the long-lasting story with a girl and a wolf

2 (1A) 20004 25-32 Jave-A-LUk TIT DT ZA—3 DERKE ®EFE—TJ—R7%EL T A= aVET I T TIERWMEHED D Y. A~ FTIE 1915 FIC RD 10EBTHE BARICBWTUECE S Te LML 7 Z A=Y 3V DRAIDES X
78 John A Lent The Many Faces of Asian Animation no keywords 1950805 1960 T Te. g D15 EBHREL A Y B BAR AR LATAZIABRIIEN, 7= A—2— DRI, AEEBHE LD
Td%, COBIE. VDD DBAPIREDZZ I AT AU AP IO SDEBHET = % —2 3V AHICUEERM LIS T2, 2L TS LIcERIE 20
HHRDIE DY ETICT VT DTN TORIIC RS o, 7T DT = A= 3V ARIADBAE TS T DIRMET R TRE L HBHTHY. FiEc ]
VP a1—8—EA—Ov/EEOENTH . BA BE. ABICH I BBIOENNAFTOTOLL Y3V RN 5, 711 €V FHE ZANEXEBHE
BEICRELITEA M L T L— PRSI E CRE o, ¥ Y AR — VIR EES BB LG LA Z 0B IV 1 —2—EEAIc KU ESNAEL
TDEREEE ol KBS DEICH VT BERAEFTOT = A~ a V=L TE . L LBICEBANEF TOT = A~ 3V AT A5
NIz HBVZBE AL BEL YL —2 7 DES I BERRICE > TEES o, CORXIER - Rl - 1797 DEENARFTOT = A—>a>
BEUHNENAFTDT = A—> I DERERRICONTHIET B, BRIC OV TIRTOBETE N \—EN TV O TEIET 5.

There is along tradition in Asia, starting in India in 1915, and in China and Japan during the following ten years. However, the first golden age
7 of Asian animation arrived between the 1950s and the 1960s, in that the two decades at least saw animation studios appear in China, India,

*1 Japan, Vietnam, while the animators innovating equipment, techniques and technologies, and contents. During the age, some studios in
Japan and Korea started to do subcontracted production for major US and European animation companies, and the rest of Asia increasingly
has participated in such a business until the end of the 20th century. The merits of Asian animation studios were their inexpensive and stable
labor force and competency in computer and Western languages. Beginning with the first offshore production facilities in Japan, South Korea,
and Taiwan, there was a rapid growth of branches throughout the Philippines, China, and Thailand, followed by Vietnam, Malaysia, and others.
In Singapore, offshore animation production was due to a high competency in computer rather than inexpensive labor force. In most of Asian
countries, animation studios struggled in production for their domestic markets. However, they were sometimes helped by offshore production
studios, or supported by their government as were in South Korea, Vietnam, China, and Malaysia. This essay outlines histories and current
situations of domestic and offshore animation production in East, Southeast, and South Asia, except for Japan which is much covered in this
journal.
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2 (1A 20004 33-39 HLEFI2 MEREREIOL 72— AAUDVWT—HE | xF—T7—F&L MREREQCIOLY2— - A1)d BATEXFOEREFS T 2R ICEERNMER TH D, — R ZOHBIFRANICRZ2, L LZTIKEHRLEA
7R Toshihiro XAt DfEERE ONSRIEDL S no keywords ORI MO TELRBREOHAREIRREIN TS, ERXE AV E1—2 - Xy T =T LT AAFHKIBEEA—REND, TSI AMEHS8DDIVEL—
YAMADA Kia Asamiya's "The Corrector, Yui" B TIIITIMLBUCH T B ADDER, DF VL K R ANERBLTWS B THET Oy —ITid 4 AOTEXEHRESTWND, TNIEHERIGYEE
D—DELTERESREAI.MREDWEIEL—O— (B LUILOCY) DREREZEBLTEY. ZDERTHEDIERIE. ELLZDERICAIOTLSE
EZoN2, LOLRKEEEERICIADIA/NIVEL TNV ZEILIEDISREBE DA VI FIVTHI . ZITBIET BRI ZADF v 72—DHED
BHEHXRICEEESLLBZEITLS,
8 Kia Asamiya's "The Corrector, Yui" is an extremely interesting piece of work which corresponds to the tradition of Japanese classical culture. At
first glance, the stage appears to be up-to-date, however, it represents the spirit world which human beings have inherited from ancient times.
In fact, on the computer network, Yui is identified as a fairy. Further, the eight computer software programs which fight with Yui symbolize the
four elements of Buddhism: earth, water, air, and fire. The enemy, Grosser, is obeyed by the Four Devas. This can be viewed as a kind of classical
story of the Four Devas. The story of the Four Devas is thought to symbolize the growth of the hero (or the heroine) and Asamiya's work is
indeed similarin this sense. The addition of the rival "Haruna" just before the final episode, however, is Asamiya's own original addition, so that
the story does not limit itself to a simple duel between two characters.
2(1A) 20004 41-46 EEBEZ /=R VEHED R MF¥—TJ—F7GEL AREIT NETCHXZGCRETCERINLY IS L VBEEBZNE - EEBL . SBOMRICETHILZBNELLLDTH D, KRB = A -3
7R Nobuyuki An Arrangement of Literature Related to no keywords DRI - EBEIE L/ —< -7 SLVICET MR INETEAETIHEATE ) ZHROBIYRA VR E1—REHNRREINTLS, LHL
TSUGATA Norman McLaren BOSHATIE BEOERPIRAIEZHEET I LIEHOTEARNGHRINKIILTWBEFI TGV BRNOXEIE. 75U AEROMBEIMZ R L
eBD. HEWVEHERE RIc & EDHNRELRLIEEDH ARSI T EOMBIR LIz 1987 FELIR I BREN TR BEEGICDE WV, — A FENE DRI <
I L MEROBAINEIC DOV TR e EZ VDN IR D& L. 25 LI RAIMEANDILEER L LR G HII5P. INETHSN TWED TR DA
AZRIELLOETHE FGBAZEH D RRINIELHTLS,
The purpose of this report is to contribute to future research related to Norman McLaren by collecting and arranging of related literature
9 published to date around the world, including in Japan. Heretofore, other countries have been ahead of Japan in the study of McLaren, who
pioneered and developed the field of experimental animation, and numerous papers and interview articles have been published abroad.
Although the Japanese laud his style of expression and originality , one cannot say that there has been a systematic study of McLaren in
Japan. The majority of the literature produced in Japan either explains or interprets the originality of McLaren's films or describes the viewer's
impressions, and very little concerning McLaren has been published since he dead in 1987. On the other hand, while much published abroad
also features discussions of the originality of his works, people are beginning to publish papers that venture to undertake new approaches. This
includes studies from perspectives other than admiration of his originality and that attempt to uncover some heretofore-unknown aspect of
McLaren.
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30A) 20014 41-48 FHEZ KWUE, | REFMEHL5Z2RIENR EETCWBEMR. 7= A—23 EHTE0ETFZAVT2DDRBRNMTEONT.2DDRERICTIETNETN 21 AL TABDRFEEDBMLUIC. RBR1 CE LIV Tav 7 - T4 T7L VY
78 FORFNERE | Affective Effects of Moving Dots I ERVTAVTTATTL ¥IV(SD)EZFE> CEBR D52 REMRDRE 21T 0T AF DT DFER EEN MY - BEER - EMHENRORFHREEN e DEDIT DR, KR -
Hiroyuki YOSHIDA, Vv )b EEEE) BRA IRIBEME - REDRIBENRICHEZEZ TWATEORENT B8 LB EFBEGRDEWSEYHENROREFHEBBUF TR L TH ol RER2TIE
Tadasu OYAMA, = KER1TAVLRL2M TDORNREBTRADNERENSRIEE 27B1ER L. HERE (CHIEED BHER 21T Th 5o e, BREEBRDERESMANEET
Kaoru NOGUCHI impression of living, TEET2HDELTEZLDBEREIFIEA. T ADEBDRHHICL O (R ENERERONEZ O TV e, INSDERICE O TOEERNICL>TEETWVSE
and KOJ| NOMURA animation, semantic L\'BEn%%ﬁt%ﬁ%&@’rﬁ?ﬂ%%ﬂzC%C(‘:b‘\\l—_l_—\ihfto
differential, biological Two psychological experiments were conducted using videos of moving dots. Twenty-one and 74 undergraduate students participated in
15 motion, event perception the two experiments, respectively. In experiment 1, we investigated affective effects induced by moving dots with the Semantic Differential
method. The result of factor analysis revealed three factors, activity, evaluation and living impression. Analysis of variance showed that wave-
form, amplitude-change and speed influenced each factor. Moving dots generated stronger impression of living objects than their still paths. In
experiment 2, two video stimuli, each of which consisted of sixteen scenes of a small red moving dot and/or a larger blue one of the same type
as those of experiment 1, were presented, and subjects were asked to describe stories from stimuli. In their free description s, many subjects
interpreted two dots as living objects. Differences in descriptions were produced by differences in dot movement. These results indicated that
movements produce special affective effects including "living or animacy".
3 (1A 20014 49-52 MHEEXRNEIE | BROT7 ZAXA—23VICHbN50EBENKEF Y | YVALASOLEZNKE B DATEASDT Z A= aAERTIEHMEERNEIEY — FOZEDINDS, RS FUIICHEIND KRS —> D IR DOHEBEEHRMEFELD
7R E HrES ATeBS%Z2FIC LT EN:OESTE BRZSENTLEODETH S, HEEERIFK O OEBEFZNEREICE O TRYII> TV BEDIERDGHDEARE AL EREOETEH HROEAL
Masao YOKOTA, Psychological dependence in Japanese Rin Taro, Psychological Lib"’)?ﬁ<*§Emi?%b‘ﬁﬁ”t%5<‘:?%° L?b‘L?&E!E\E&E’\Jﬁ?ﬁ@ﬁ&%ﬂ’\]ﬁﬂEb\ﬁb‘héct5LZ Fo T BT B HBAISME GO LR E DH LR
Masashi KOIDE, animation films: A case of Rin Taro Dependence, Japanese ZEY) LV RERICHER T 2. VATEA DR EARD R ZR T 55 5% % T DEFIEKEFEORRFICRECLE T ERGEERRD 5 WIIMEERFRD
and Koji NOMURA specificity BEERHKIITTZOTET
16 Rin Taro’s animation films often recount opportunistic stories. The scenes of destruction presented dramatically in the films are likely to make
S the audience unaware how his opportunistic stories develop. Opportunism builds on psychological dependence. In his films, protagonists
’ amidst troubles or accidents are helped by not only people but also machines that he has just encountered. In his later career, however, Rin
Taro comes to depict destructive aspects of psychological dependence; characters sometimes form a symbiotic relationship with a stranger or a
machine, only to go to ruin. Weary of dealing with psychological dependence on the basis of which the protagonist overcomes a crisis, Rin Taro
proceeds towards depicting an unusual dependent relationship or his refusal of it.
3(1A) 20014 53-62 ne>-7s> UHIVE T R ———ENESNEER
17 7H Robin ALLAN Walt Disney: The Forgotten Years
3 (1A 20014 71-80 R=b-RFUIvt | R—)b- FUZvEY ONNERERHIHR xF—J—KR7EL T ZA=232 TAIVLDT AT T DRREFATZTEIEBRETETIEEWVDITEENMNT TR ERITIEZLDEDHH S, &AL EERE.EB. Al
78 > The Outer World & the Inner World of Paul no keywords BERREDOEIRTH S, AEBELZIBET 5101 SEDBEEFM T 5T EICHEOEANMRERNZRENG Y, —H T BRBEIHNEDLSICTIENTL
Paul Driessen Driessen ZOMCDVTORWERICDOVWTGERNZBENH B, ANERDERIC DV HENSEDL SHEB 21 BERE LR H RS, ANE
R DWW ARRT EICEDK ST T A T 7 DO SERD R ED>TEFMT DV TEBEREBITGHASFFNE N, (BAREBRENIER : FHEIEX)
18 It would not be easy for me to explain the sources which inspire my animated films. Many contributing factors come to mind: my own history,
o upbringing, choice of creative environment, etc. My own attempt at understanding what makes me function will be in two parts: there is the
’ outside world which shaped me into who | am today; and my inner world, shining light on how my films came to be. For the former part, it is
discussed how | was brought up and and what | have experienced in my professional career; for the latter, what ideas brought each of my films
into being with in reference to relevant figures.
3(1A) 20014 81-86 EREBEHEX | 7ZA—Y3V - F ST 2—OREKRN RIS | T XA—23Y  Fv I T2 AR TIE T ZA=237 « F v 572 — OGN - EENIFEERR T 57D ZDEICET2REZITD 12807 ZAXA—232 « Fv 57 2—DEMNEIF
78 Tadashi ENDO, DI TESRBVER L, AR BURRRE NINBDFEDZ DEDESREFHIE MR DOV T 200 RE THEZ T2 e AF AT &8 L CORSRMFIC B W TIE SEF GuEE 55 &
Masao YOKOTA The Analysis of Physiognomic Appearance and | animation character, Eﬁ_/gﬁ)\ '|_&-_7f§9"3%@5535b‘zti 4?(%Ei&!@_@/*ﬁﬁﬁ/iﬁ@'lﬁ/'rﬁi'Ii) MaE I, ESICZENSDIRFICL > TR ERHT EICT Z A= 3 -
Personality on Animation Character physiognomic appearance, F ¥ U 2—DHIFIDETRED ESDHIBID T IFITO NI,
personality The animation character faces are examined to study their physiognomic appearance and personality. Faces of twelve animation characters
19 were selected. Ninety-one students rated their faces on 20 scales concerning physiognomic appearance and 20 scales concerning personality.

A five factor solution (full-faces/fragile/nose/eye/brow) in physiognomic appearance and a four-factor solution (affinity/vigor/negative/
cautious) in personality were obtained via factor analysis. And these nine factors may discriminate among animation characters in several
production companies via discriminant analysis.
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0 (T9)1(1917) DL SBEBATDIRR - EREU B T 2 LIRARE [ORREED (1922) DX S ICOEBEDE RO T-&HDORFBRE, (M) (1937) DX 5%
BZE-HEOHEREGEMRLWVERZA/\— LTV O ZA—2a v ECT30mU EZFHEL Tz, Tolcdbilicid ILASERE (BE). @ HE—
BRIFDN ZLDBFHW T WISHANDT ZA—2 3V EFOFIER 2 DA T LBESEI R AR LTc. L ED LS mbh 5 AbILERERDEE L. BA
T A= aVBEICEITB3ADEBEE DR TRIAEVNEWVZBEAD LELIANICHIFET ZA—2aVFEPHRINTES T EITHIVEPR—
IN= T ZA=23V T RIbDMEONE T EFIFEA LT DO T,

Oten Shimokawa (1892-1973, born in Okinawa), Jun-ichi Kouuchi (1886-1970, born in Okayama), and Seitaro Kitayama (1888-1945, born in
Wakayama) are regarded as the three originators of animated film in Japan, each releasing works al around the same time in 1917. Shimokawa
and Kouuchi were both originally cartoonists, but were then commissioned by film companies to produce animations. Shimokawa animated

his own cartoon "Imokawa Mukuzo", but only produced about 5 works. Kouuchi produced around 15 works in all, including the Japanese period
drama animation "Hanawa Hekonai, Meito no Maki (Hanawa Hekonai, Famous Swords, 1917) " and government propaganda films. Kitayama,

on the other hand, was originally a painter and magazine editor. He developed an interest in the French and American animations he saw

atthe cinema, and independently sold his works to film companies. Unlike Shimokawa and Kouuchi, his works covered a broad spectrum of
fields, including films based on old Japanese tales such as "Saru Kani Gassen (The Crab Gets Its Revenge on the Monkey,1917) " "Momotaro

(The Peach Boy, 1918)", publicity films for the government's insurance and postal operations such as "Chokin no Susume (Recommendation of
Postal Savings, 1917)", scientific films to aid the spread of dental hygiene such as "Kouku Eisei (Dental Hygiene,1922)", and films for education

in science and mathematics such as "En (Circle, 1937)" . In all, he produced more than 30 animations. Kitayama also had numerous followers,
including Zenjiro "Sanae" Yamamoto and Kiichiro Kanai. He even established Japan's first studio "Kitayama Studio" devoted entirely to
producing animated film s. These factors make the achievements of Seitaro Kitayama arguably the greatest of the three originators of animated
film in Japan. Their methods of animation, it must be added, were primitive: many of their works were cutout, drawing on paper animations, and
they hardly ever used cel.
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Usurping the Cinematic Screen: “The Prince of
the Sun: Hols Great Adventure”
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KEFHEOR DO TOEREDHARANME DO % BARDRIME, JBE, 77 Z X — 3> VO el CARKUEMFBE . RS D= A RHRIR
GRS BT REOHEEEE EFICK R ONTER T BLICE o Te RIS ABDEF RIVAD KB (1968) &7 5 L FRICHRIRL T
%, ZNISHBEFIEEZ IR ECRREMBIOYEEONBZ A E T 55D Th 5, ANswX Cld. BIEIDBUAHN IS Z Bk DEEC BARICEHEN T B DR %
O\, FEREETORENZRT T HBNNCEHEMISHIEEFHHF TWD, (AAEER  #HIEX)

After the end of the Allied occupation of Japan, in such fields as live-action film, manga, and animation, Japanese cultural workers turned aptly
and quickly into making use of their own working media, attempting to extend their artistic and social expression. This essay is an interpretation
of The Prince of the Sun: Hols Great Adventure (1968) in terms of Gramsci. It includes what surrounded the production of the film and the
content of its narrative. Here, in relation to the post-war industrialization of Japan, | attempt to link the film’s political stance to the production
crew’s efforts to identify the independence of their own country and its role to be assumed in international scenes.
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INETARICBVWTUIEMARICT ZA =23V DFER - ERGEIZFERENTOEDL O fc. REEEAF DR >V HFEFIR (2000 5F) PXERFEDEFE
BIESEESRETICLBMUEA T« 7 RIFHE DEM EELXUL - EMELTDT Z A= 3V DRI Om EEEICL O T ARRICBWNTT Z A=Y
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Until recently, the subject of animation had not been a part of Japan's art and design universities in the form of either a regular subject of study
or as a specialty course. However, with the establishment of the Department of Manga at Kyoto Seika University in 2000, and the start of visual
media presentation training (as based on the revision of the school course guide lines by the Ministry of Education , Culture, Sports, Science and
Technology), together with the advancement in the social acceptance of animation as an industry, part of the culture, and an art form, it can
now be assumed that the foundations for teaching animation as a subject at universities have been laid. This paper the meaning and positioning
of the establishment of the areas of education, training, and research on animation. It presents the basic ideas concerning the establishment

of technical animation courses in art and design universities, as well as tentative plans for the curriculum including equipment, facilities, and
courses (lectures, practices, and seminars) .
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4 (1A) 20034 7-18 HRiE H—RESHNREICES T 2EHBFERORTON | £EMHEOHME. EHOME. AHHEDOENIE BE—EOEBMNEICES T HMEHNRHEHZBESMNCTETETH B, ZDTeOHDRIHE L TI4BDE—YMET Z A =23V HRAEVLS
3R Ko NAKAMURA BIBAZE B—YMEDES). BF DT NI ZNSIEE 7 FAV BOXOGTEEYDIRLGESEGET T EAMERIR L TEHA 2 E—EGEMBEDES ZEBE IFoN . XV T 7 -
A Factor Analytic Study of the Motion perception of animacy, ?477’[/79‘\”“&%7&5@(/\7;75‘\‘?\ ﬁ??ﬁﬁﬂk?b‘%@%hﬂ%56%LZ$'J,%517& 21 @RET@E?‘@'TCQ TNZThDOREIL. &ﬂ@%ﬁuﬂi%ﬁbjﬂgﬁgﬂﬂ[
Information Contributing to the Perception of perception of gravity, HEOTWB BAFRIRHS 2RFHHHEN. TN ZNENER T (F5FE64.0%) BITDBSHNTEFELEDRA T (FE5HK28.4%) L4 DiFonfe. o
Motion of a Single Object motion of a single object, HORERIE, TEYE-EENME D BE—YURIC BT DEINNE D EaEI & WS EHLE 1R T 5,
factor analysis This study aimed to identify the perceptual framework contributing to the perception of the motion of a single object. Fourteen different kinds
23 of computer animations of a single moving object were used as stimuli. They were made on the basis of various motions of living things, such
asan ant, a butterfly, or a fish, and those of objects, such as a falling balloon or a glass ball rolling down a slanted board. Using the Semantic
Differential Method, 56 participants, who were students of a women's junior college, were asked to rate those stimuli respectively in terms of 21
rating scales, each of which consisted of a pair of adjectives expressing opposite meanings. Through Factor Analysis, two factors were extracted,
which were named "animacy factor (percentage of contribution =64.0) " and "smoothness and pleasantness factor (percentage of contribution
=28.4)". These results provide evidence that "animacy -inanimacy" is the main framework for the perception of motion in a single moving
object.
4 (1A) 20034 19-26 MHEEX NEE | BAFORE ZA—2aVICBIT2800MHRL | R 7 XA—Y3 7 BF FHFIFT ZA =23V OHABERELTHISN TV S HOBEEFIZ 3 DDRFHRAICH T TEZ DL BDLEFHT - DRMABESNMNCES, 81
3R B AT SIVR—=TA AN BOH S R ERfE A% HIZGBEIS2ER DI ZBMICL T T 7V HEUZ D BAEREEDTLETIE S, L LT CICED DIFHDHAZFIEICH T LR, 528PD5
Masao YOKOTA, From the autistic world to entertainment in Mamoru OSHII, animation, 2E1—T47)V-RU—=<T—1(1984) TIEFIRRLVEBDHRHINEBE TH B85, D DK EDTFT)(1985). M 714 MQ Yol. 23X = #4F FILE538S
Masashi KOIDE, feature animations of Mamoru Oshii Autistic World, midlife crisis (1987) Tl ?Bﬁ#@ﬂxﬂ’ﬂﬂi‘;ﬁb\ TERDBELZDBRICKRENT NS, B2HAICGSE FFHFIE. TFHHDENSDRIFETH O cREMBEZ EET 5. RE
and Tokumitsu BRE DAL VBRERS (1987) £ )LD AMEADZERD (1991) TlE BRICEWIR SN E BT NXD ER TR TEENRREND, FLESICEYENT
KIFUNE HHOINGEZEIRE TN REMBEEE) e 2 cEWDIBEDEEDMI N H S, O LI EREER T E3MBICHIT27 Z A=Y aEmh IV 2 —
TA AV MCEIRT B, T HHOEIEENER/ AL /\—1(1989) MHEENEZR/ L 1/X- 2 the Moviel (1993) TGHOST IN THE SHELL B{rgt#EhB%) (1995) T
H%. INSDIER CIIHBRAREMHT I ARV AEBAL MEROBREEB T T2 LEG0fc. MEDELIITIRHIZIFCHED LSBT
FREHEDVWCTEFRRADEDRRER T IETHE/KERBRAMANI Y 2—T A AV M X BT KOG
24 Mamoru Oshii is an internationally renowned animation filmmaker. Division of his filmography into three periods reveals that he has kept some
%1 psychological themes. The first period began with making fan-oriented animation series based on the manga Uruseiyatsura. However, Oshii
soon turned into bring all his tastes to the fore; in Uruseiyatsura 2 the Beautiful Dreamer (1984), he indicates that the world of dream is more
important that the real world, and In The Egg of an Angel (1985) and Twilight Q Vol.2 The Mysterious Thing File 538 (1987), the relationship
between a woman and a man echoes the director’s personal life. During the second, Oshii directed live-action films which he had aimed at since
his youth; in Red Glasses (1987) and Stray Dog: Kerberos Panzer Cops (1991), he depicts the life of a revolutionary warrior who on the run is left
behind the new age. Turning into reality his long-cherished dream of live-action filmmaking, these films reverberate Oshii’s background as a late
participant of past student activist movements. The third period saw his animation filmmaking change for entertainment; Patlabor the Movie (1989)
, Patlabor 2 the Movie (1993), Ghost in the Shell (1995). Audiences were fascinated with these films in which the breaking of suspense serves to
dispel social unrest. At first seeking a dream-like, autistic world, Oshii succeeded in presenting entertainments to the world after getting over a
midlife crisis by fulfilling a dream in his youth.
5(1A) 20045 9-18 lawapliz G FROBENT TO—FICLBE DB ETE
38 Toshiharu SABURI | BIZRE T AME—/\AFTAHZIRERIVT =
A= 3> DA EZESRLT
25 The Ecological Approach to the Specific Property
of Human Walking and Running: Reffering
Biomechanics and the Methods of Making Cell-
Animation
6 (1A) 20054 2-12 )T ME EHIAB NTYA—-T)—RBHFD | DLBH A /A P BSHE. RUK D SFRRENC |E DN RERF DORY M PATEER DEIIAA /A FINLIELIEEIH T 2, T oid BRNG LML FERIE N 5REEE Y
3R Akiko SUGAWA I/ 2>V RNCHBHA /A FERR Vv A—#EL HROEB VATVTADARTLFBZATRETH B, A/ A FIEBEDBREDRFTEL Y o TENERBHIT TV o277 1ELTHRR E N, IRV 38
Beyond the Mirror: The Functions of Gynoids in % %”rwﬁ'{{tyljttﬁ?f%@‘\ﬁ?éﬁ‘{/( FISEMHERRE L THIET ZE T ANy aF VR RIEG T T Q%ﬂé\"’%&{%ﬁ’é%%‘ﬂ*?’éo %?3‘%
Mamoru Oshii's Innocence girl-figured gynoid, self- C&'(\‘?jj’(/’f FL;U\FD‘/’?U—-7')—t:???ﬂ:t;'béo%n%tiﬁﬁtb"(ffé%ﬁ‘é‘g*é:&"(\%'I&@iA@@W%ﬂL:ﬁE?%Fﬂﬁ%f)iU?dﬁ-»r?t;»r
reflection, gender panic, A=V ERFTHHRDOINCZDOBEICH LBCAEBZR T ESITRHDBREICSITEHA/ A FIEA v I v—DRENZECHILET EREEARIC
boundary-free B2 %. AR CEEDTODIE FUKBREIC BT DA/ A FRREDUBDHEBL T T/ LV RNCHB BV LEDH A /A FREERHNICERT S
ZETHB,
26 American and European films often include robots or sci-fi artificial bodies that resemble women, "gynoids." They stereotypically represent

passivity and sexuality, which are equated with the ideal femininity. Gynoids are also projected men's fear, hence are excluded as "the
abjection" at the same time. In contrast, throughout Mamoru Oshii's Innocence, girl-figured gynoids serve as a complex metaphor, signifying
not only conventional female images but also innocence and vulnerability. Thus, the gynoids could become the boundary-free entity. Then
they can function as a mirror, compelling the protagonist to self-reflection, instead of projecting "the Other" or negative images that exist inside
him. Additionally, the gynoids in Oshii's film act as messengers, delivering the truth to the protagonist. In this paper, | will critically examine the
representations of the girl figured gynoids in Innocence through a comparative analysis with the representations of gynoids in some American
and European films.
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6 (1A) 20054 13-22 {EEFERTF Va7 IRATIVIS NN IGRREDL] | 7ZA—23V RE VY- Y 22U TV IRATIVEF T ADOBEER BEEMR CHI FHIBRET Z A=Y 3aVMERITH S, L LT Z A= 3> EF @D ? 2D LS HE N
3R Akiko SANO RID—7 ZA—2a> EREDOBEHER ATT7VIRALIV TR 5T LADBDIE REDFRELTDIT ZA—=2aV JICBETBRERDRNTWDIETH S CEDDDST . 7 ZA—3 VI 1895 FICRE LA
J.S. Bach: Fantasia g-moll: Complementarity Bariil LTLLCR UFIE LTEEGREZEO TV AT CERIE 277 I A TIVOIERIN.S. N\ GIR EDLIBIEER T HIET 7 ZA—T3 V)&
between Animation and Live-action animation, live-action, Jan REDREDLSITHEHT DD BESHNCT S, £ HOFENGERY 3y MERLGEL T Z XA —2 3 VB TR EN SR G A A —INFKLZ
Svankmajer, text analysis RNCE R BETEDSN EICVO—X -7y T THESN TWS ZRTHREZE I M EE RO T 5L FEISIC RNET Z A—2a vV BEE
BIWHT . &RBICRE ARV y Y2 NV R—LDESEREFEE B<KED)1—TarEiRH T2,
27 Jan Svankmajeris a Czech filmmaker, visual artist, and especially celebrated "animator." However, what is "animation"? One can immediately
perceive the lack of definition for the actual object animation; nevertheless it has played an important role ever since the birth of "live-action" in
1895. In the thesis, | examine his work J. S. Bach: Fantasia g-moll (1965) to demonstrate how animation and live-action complement each other
in his works: first, his characteristic point-of-view shots lead us effectively to abstractimages that consist of various walls and animated pictures;
second, the film space of two dimensions filled with darkness and constructed mainly by close-up lets us feel the sense of touch and it makes
impressive animated images; and third, film techniques such as repetition, swish- pan and zoom give us the illusion of moving walls.
6 (1A) 20054 23-27 | HRRACEHILE | 7o A—YavIcBiaEE IRROBRE SITEEDMR. 7 Z A=Y KARDENE. 7 Z A= 3V BIFBHEIRBORAE CTH B, 7 ZA—aVICBVTABBLUCABUNDEICEZMHE IDEIRITDNT 208 DH
38 x The Descriptive Study of Walking Animated AVDEMESATTIav, BEDEZ T oI AFAMDERIT. BT - BH(1993) B RRLIBR-HERFEBR-IFBARFERSHNIC LI, 7 Z A= 3/ bENFHEAR
Koji NOMURA and | Figures EF o 3 BIRFERICL O CAEATFENSES - RTOEM EICHRBEE N, %hﬁti 47‘)1/—7°LZ§3\¥E\\‘$1’L\ @J%@%%{LE\;DT\ ANEDEMEEEGT Oy
Masao YOKOTA impression by walking FOFANRTY) NTHSHLNTT7AN - E—2a v N\ TRO— E—23V EEDIONTLBIED 27 IV—TEBRED 2V IV —TF. ThZTIREICRIY
ﬁgure S, action of animated 5%)*5?‘?@1’?(‘.’.@")iﬁb“ﬁﬁ?j]’f'ﬁ@ﬁ%%%i%o
28 figures, human's action, The aim of this study was to examine descriptions of walking in animations. Some impressions of walking performed by animated figures and a
factor analysis human were rated by 20 subjects. Results of the factor analysis confirmed two factors of "light-heavy" and "natural unnatural” found by Nomura
and Yokota (1993). Animated figures and the human were plotted by the mean factor scores into a two dimensional space that was defined
by the two factors and, were classified into four groups; they were named as "trot (fast step) " including the human's action, "slow step", "fast
motion", and "slow motion" according to their moving characteristics. The former two and the latter two groups give impress ions likely to be
realistic walking and to be unrealistic one, respectively.
6 (1A) 20054 28-37 LHE=EE EREBDR A
29 3H Takashi YAMADA | The Perception of Rotation Made of Cell-
Animation
6 (1A) 20054 38-48 pNITN REZELTDT ZA=23Y T A3V EEBAE R REAA=IELTDT Z A= 3> DI RE. BE BBOREE LB T 5T E T ROEDICERD G EINTE )T ZA—Ya VLo TRIEE
38 Tadasu OYAMA Animations as Visual Images WA RRIBHIR NIGEFNREIEEADERICE O T ESITIFBEMERAFNYERICE O TEH BN - EYFH - H RN EENONRZEREICE5 X5, 2) TFE. BEE,
animation, motion EHBENDIET ZA—2aY OBEGFEDOD—DELTHRELREN S DB MER ENc, COR/DSBART ZA—2avd 7 I 7 E MO Z = 1k
perception, perspective, WTEEDTH 5,3 REFERITIGDEZNRAND DO, T)V -7 ZA =23V ERBEFEZSNGE DO 4) B R BIEH 5L 5 TNDRRIEH
affective impression EIROALBIIN G —RZ ML 7 Z A= a > OEREICS IF2ERD—DE L TER TN
The characteristics of animations as visual images were discussed in comparison with those of paintings, photographs and movies, as follows: 1)
30 Motion perception produced by animations directly gives impression of active, biological and social creatures with individual intentions, even
in simple geometrical objects. 2) Independence from the linear perspective rule was pointed out to be one of the important characteristics of
animations in comparison with Western traditional paintings, photographs, and movies. In this point, the Oriental tradition of arts has been
succeeded by Japanese animations. 3) Because of the psychological limit of visual attention, full animations were thought to be not always
necessary.4) Cross-cultural generality of affective impression produced by colors, forms, and motions was discussed to be an important
background of the internationality of animations.
6 (1A) 20054 54-64 SRR BARAFYSI2—X—TTAVIIBITBAVE—% | BEAFYII2—I—7T4 O—AIVGEAVR—2Y MATAT DA 7 L—2 3V HEBEICE T2 1990FERERLERGAE. MASHIMARO, PUCCA. MARINEBLUEZ EB2E D 3DDF+ 5
38 Joon Young KIM v b AT AT TERDERFIFHZ VG ATAT TR—Dr—X A2 TAGEBE T HEREBRICESDNGEWVA V2= M ATA TG RBILEVEBEEBEICF v 72— 72V R BRI T 515
A Study of the Character Marketing Using Korean character, HEDOHZNITY—ILELT, —ﬁb‘B@JV?V“{@ﬁfﬁfi\H’TﬁQ 5%%%75"5@74—F\/Y‘y7%74?7@§HX%E_[ﬁELCL\ FrSU2—EIXRIC
Internet Media in Korea marketing, media BIBTIFATIGERELEO Lc. ZRGEATATIEBIFDIEKRIFA V2= b EDF v S 7 2—EI X ADNSEEIIBREAREICL.X—T vk
D7 a—/\UEEMEREEE fzo LA LMASHIMARO, PUCCA. MARINEBLUEIZEE T 2HKA DT —X - RZTA DS BEBIN G A VR — %Y M XA T4 7 1R H
LITHBEEND OV TV HEICIIBRARD B DI ED DD oI T T B L FFREBMGEHEEND TV R R CH O o L F VIV 2—<—7T
TA VT EBNEL B HBEREEEICT 7R TBITIIMDA T 47 DEEFBHINREEEND,
31 In recent years referring to years since late 1990 when local internet media inflation was established, looking at case studies of the three Korean

characters of Mashimaro, Pucca and Marineblues, internet media not particular in time and location, provided as an essential tool sharing
information in a timely manner providing character contents to broad stratum of consumers, provided not only one-way content but enabled
feedback and receiving ideas from the consumer, thus this provided actual advancements in the character business. The expansion in various
media enabled increase in the profit structure of internet character business, thus speeded up market globalization. Through the case studies
of Mashimaro, Pucca and Marineblues we learned that however, there were limitations in providing contents through active internet media to
consumers, in other words it was impossible to reach non-active consumers, therefore, for successful character marketing, appropriate use of
other media in reaching potential consumers is necessary.
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7 (1A 20064 3-15 EREZ EWNE | BELFELI1BOFERDALT ZA—=23>D | 7ZA—2aV HHFR_.[F DBFETITABAFHIRDRZZ (1911-1994) I(EFHROEMBE DD EF CELLDEFEZLIDEBRAFAFERD 1930FK.9.5mm T 1)L LD/NT -
3R — R LT D ELTABELE) NE—ZRWCAET ZA =237 ZHHEL T\ e, CORNXDEED VL ENE—IE ZZDOREDSZNSDIERDEFREEZRZ SN, RFHX TlE H
Nobuyuki The finding and evaluation of Takashi Inui's two | puppet animation, Shigeji $7’:7<—:/3‘/E%}J,HHHLEBB%)%thM’EE’uO){WELC’DDT%Z%@'%Q e .
TSUGATA, puppet animations filmed in the 1930s 0Ogino, Snow Queen, Little INETEZRERRBUFIDALT Z A=Y 3V EREL TR TR F 17 ORFR_IZIHHSN TER ZOERORERIE BARICSITEART =
Hirokazu Mermaid A= 3V DPEDERICEBENERITNIBEDTHD. A VI FIVDT IV LT b DIFET BEREMEIEH Y D DE HAHRER TEDIZ. 1980F
YOSHIMURA REEERADF L —2 a3V B[R THI I FIVITA IV LD SBREINIEVHS T— T DI Th B, ZARDZA MUDEEZREN TS, 1931FITESN
feLBhNBIEEIET1932FEDIABEABIT HICH.C 7o T IV RIEDWEEZRIEE L TWN 2, BRI ER DT HIT AT ZF/EI L. S5 TV K
FART Z A=AV R BT ZA =3 ZF LT ZEBAE VO EFFHN AR ZBL TV RIE ST AR5 T7 - AL T4y FITKB AT Z A =3y
IFEEDRETL Z L CHEROBEMANDERZ1T2TCEHEWLS BDERIG BERTY Z A= 3V OFEENERLOH C @ EHMEENENELDTHH LR
JiF5ns,
TakashiInui (1911-1994), a psychologist and former professor of Hosei University who showed remarkable achievements in the field of
32 children's art education, made some puppet animations using Pathe Baby 9.5 mm film during the 1930s while attending university. One of the
authors, H. Yoshimura, was informed of the existence of those films by the family of Takashi Inui. In the present work, we estimate the value of
the films in the early history of Japanese animation.
Since only Shigeji Ogino, an amateur, had been known as a puppet animator before World War Il so far, the finding of Inui's films throws
important light on the early works of puppet animation in Japan. Although there remains the possibility of the existence of the original films, we
have only found a VHS videotape rerecorded from the origianal films in the 1980s, on which the narration by Takashi Inui himself was imposed.
Two titles have been identified: Kagami (Mirror) perhaps made in 1931 and Ningyo to Ningen (A Mermaid and a Human Being) made in 1932,
both of which are adaptations from the stories originally written by H.C. Andersen. Inui hand made the puppets for his works and also used
novel techniques such as cutout shlhouette animation, sand animation, and double exposure. He have referred to a puppet animation, The
Magic Clock (L' horloge magique), produced by Ladislaw Starewicz, and a small number of technical books. We conclude that Inui's works
should be highly regarded from the historical viewpoint og Japanese animation.
7 (1A) 20064 17-28 [EHRF TRDOABDFIYHICEITZEIEEE AREOH
3R Ryohei OKADA 20 BRE S S DER
Encounter of Hayao Miyazaki and Joe hisaishiin
33 Nausicad of the Valley of the Wind : Generation
of movie music
7 (1A) 20064 29-38 HHEZ REEHNEZSRIENR—EADBEFADE | REWR. XV TavT-T ZLDEFERT ZA—YaVEEEDNEEDOARDMRICERLTVD ARRTIEEETDFAHREEDRCDENRICEDLSGHELZEZBNMEREIL
3R Hiroyuki E|ICKBENRDEN 177wl HIR. EE 12 SDEZEAWTRREITV, TORBRERF 9, DEAICE > THRETHIICHRT LT RF2RORER JEENME, 51, GoHSHED3RFHESNT. 28
YOSHIDA Affective effects generated by the left-right A POER, EEMERTFEFHAR FICBWV BV THBEDMRENESN I AL SENDEEDHHDHEDENELVEFHN THEHERLON, KZFEUE
directional difference of a moving dot affective effect& semantic §b/ \07—\/?“35’)?"\5, 7_1_:75"57'5’\@)<%‘S<‘:E7‘J‘BE’\yJ<%@?Li5§§l‘rﬂi‘\b§$1ﬂﬂléb\b\\3§’)TC. Zo)ﬁ‘g%‘lil Chi?%%ﬁ%‘\b/_,:%_:/ﬂ y%’f)ﬁ%b\(
differential, perception, BERNICENTELEME—NT 5. COKSBHDEFNFEZ AV CRBRNRAI ZRHERS CEIFEBRNISENSNTERT ZA—2aV RIBOMHR
moving direction ICEBMEERBTENTES.
34 The subjective effects of the direction of on-screen movement have been described by aestheticians and animators. In this study, observer's
impressions for a dot moving from left to right or from right to left, was investigated experimentally using the semantic differential method,
and the results were analyzed statistically. Factor analysis indicated three factors: Activity, Evaluation, and Smoothness. An analysis of variance
indicated a significant effect of the direction of movement on Activity and Evaluation. Observers felt that movement from the right to left was
signicantly more active than movement in the opposite direction, even if the two movements had the same movement pattern. The resluts
confirmed the descriptions of estheticians and animators based on subjective experiences.
7 (1A) 20065 43-48 :3e(=] BE ZA—3avtBROZEL
3R Don Il CHOI A Study on Changes in Animation Topography
35 in Korea
7 (1A 20064 49-55 9#77}b’§lbh- TI7VHDBRET —A—>3> F‘U%F-?7 F‘ﬂ‘/lz P iER XPPERGL
3R AR o African Cinema Animation Ml TV T BT U no abstracts
Giannalberto HE
36 BENDAZZI Dwight Macdonald,
Colonization, Maghreb,
Republic of South Africa
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7 (1A 20065 57-70 RIWA-RYyT) | FUN= YA X DERE—F - FFAIT7 =X | BRET—Ov/ DL &N BARDOHEHNT ZA—23> -)—ADELICBWVCF v I72— BB RS T v I IRRICEBONZDIIEAIRIEASH?  KRKELTTA7 > ADIY
3R Marco PELLITTERI —23v-7LEVI=XICHBITEEAXET—0O | . EEXRICBIT5FHO =¥ )b SNJVIHBRZ— L F—Ov/IN\ET AV AICBI2ROEBETNRREEF] TREOT7VIEENEEM L EEOFREOIV TV EAR
VINDEE MBERZT EIVRSYRY DHBBETEENMBEE R DT = A DS GhERREFTERA RIS AR BAD RS DEER, DLV HDERIME) NEWIEL EIVRY YRy
East of Oliver Twist: Japanese Culture and o< > REXF BROHR O NCHBIT2AREFEDHIEDH N EICIEZ DB RONZD 7 ZADDIICE VW TUIERIEHOITREENDTEH GV, HRBOE R %
European Influences in Animated TV Series for BEERE HRABOEREE FREIEAO FERATERZE FERATRECLITDVWTDEGH R RIEOBLXDEWVZETH B, 1960 F LB LIEDHAR R EEDEL
Children and Adolescents LTS S7) Hifkbns.
Japanese and European Why in many classic Japanese animated series (anime) are there dramatic situations for the characters? The excursus starts from the «social
cultures and novels, novel» by Dickens, crosses the most important novels for children in Europe and America (Sans famille, Anne of the Green Gables etc.) and
Childhood—little orphans arrives at anime strategies, which deal with the contents of western original works but also with values born in Japanese social structure: the
and dramain classic concepts of childhood and adolescence, independence and growth, the strategies of Japanese drama and the theatrality of shojo manga
37 literature, Bildungsroman (‘comics for girls’) . Many similitudes emerge between Japanese and western strategies in Bildungsroman, but also differences rarely noticed in
(‘formative novel’), the analysis of anime: a conflict between generations, a different concept of what childhood is and what children can do or should do, different
Jidobungaku (‘Japanese ideas of family. Issues that deal with the transformations of Japanese society and culture since the end of the sixties.
child literature’), Japanese
social structure and family,
Inter-generational conflict
and independence, Manga.
8 (1A) 20074 3-8 Yasushi NAKANO | Puppetsin a Vignette: Edwin S. Porter's IRIA> S KR—2— 577 MBI DR IEFFEND IR IA Y - AMS MY - R—2—DI7 74 =R7J(1907F) Il A MY TE—3> - T Z A=Y a3V AICE>TaHEN D
3R Animation Work AINT ARIBYT Z A=Y VY3 MHEBENTWE. TTA - RNTAEL 770/ MEEVIRF ROV 3y ME M- AZV TSR T B 7 M50 3> OME L b bl B i
AT ST IAVDIV R, &L TOMB G RENREZ XK S 2VRBEDOBHEERBL TV, ZDM7 5723V EZHF I T260DELT. (N5 70T DS LI
Exv b B QEmICHEINE sy b - JRTLTaOBEMHEIH R ZLT.COZDDEREBHENIHIEHEVNFRIETHEHDEL T Q)R MY TE—3
Edwin S. Porter, The T A= aV EVWSRIRFEICLOTEONTENRIRHEED SBRDEE SN, G = AEH RBERD SN T % v b CRRLSNHER
“Teddy" Bears, stop-motion HZERE T koM fc—B—BRERAER CENEZEMT 27 Z A — 2 a VA CRITMICER I N SENRNEISEEN GO LSRR 2B L
animation, the cinema of I CDEBHNIER BEICI > TEBLESNER/ENRRE. I 5bBI 77 a3y OB ZRET 527 0—1E L TORBHEEN BRESEICHITS
attractions, vignette R—RZ—DBERKGRI V3> (/IIV N—F) 2R EHNGHE TEESETWBDTH S,
"Teddy" Bears (1907), made by Edwin S. Porter, who is regarded as the father of narrative cinema, includes a scene created by using the stop-
motion technique. In this scene the teddy bears perform acrobatics and it can be seen as an example of early cinema in that it induces a pure

3.’8 visual pleasure; in Tom Gunning's word, "the cinema of attraction". What causes ‘attraction’? (1) the halt or slackness of narrative flow, (2)

#1 "vignette masks" superimposed on a screen, in other words, the "keyhole" effect, and (3) the aesthetic function of stop-motion animation
intertwining and integrating with these two elements. The creatures which also refer to as pupppets, in a "figurative space" are enclosed by
avignette of grain pattern and create a "figurative time" that is inconsistent to narrative flow, which was made reductively by a stop-motion
technique which generates movement by piling up frozen moments. The visual representation produced by the multi-formative or "figurative"
structure is the expressive functionality of a "tableau” that defines "the cinema of attraction" and crystallizes "Porter's position of ambiguity in
film history (Noél Burch) "in aradical and clearly perceptible shape.

8 (1A) 20074 9-17 FEDKBEE | JIIARS/N\B7 ZA—Y3>DOAFRICETZ0BFN | JIIRE/\BB AT Z A2 JNAZN\BBIE R T = A= 3 ERAFAERE L THISN TV, AR Tl BOIERICEH T 2 AFEDOEEDIRIRN - EASBIFRIC DU T BBEE
38 x aat EPN- TS S NEDOHELE LD SRR IR Z1To e, SEEE 13 IARAF OB, EE. SCEDEH D 15 MOEERIBIC DV 42 IBE CHEE T e AF2H
Yoshie ITO, Masao | A psychological study for puppets created by Kihachiro Kawamoto, DR BRAFHLL T > B HERARTRCL C 3 %b‘?ﬁa.‘i‘.‘éhfco%%H‘}%ﬂl@%@k’ékbﬂ?’%ﬁc@& EFZEICABAMELT O TB, JIRD AT
YOKOTA Kihachiro Kawamoto Puppet an]mat]on, Noh QEE\ Y;’i’é@gliLi*ﬁﬁlii@u’ﬁﬁ‘%ﬁ@%h\J||$7‘J\EK@Eﬁﬂ%ﬁﬁb‘%%g%%W?L‘%C(‘Lﬁ‘%ﬂ?hfco L\:B‘C\ EB&%QE&L;E&%“I$®§$E4&%
mask, Bunraku puppet RBHEN T
'Kihachiro Kawamoto is well known as an animation and puppet master in the world. This study investigated physical and personality
characteristics of faces of his puppets which were compared with the masks of Japanese traditional performance Noh and Bunraku puppets
. play. Participants rated 15 stimuli including faces of Kawamoto's puppets, Noh masks, and faces of Bunraku puppet by using 42 rating scales. A

factor analysis showed five factors in physical characteristics and three factors in personality characteristics. Further analysis compared the faces
of his puppets, Noh masks, and faces of Bunraku puppets in each factor. The result showed the similarities and differences among them. Thus,

it suggested that faces of Kawamoto's puppets were influenced by the Japanese traditional plays, and he created puppets distinguishably for
animation and for puppet play.

¥ 1 AT OVEY NI BRI T2 (AAE T
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40

8 (1A)

20074
38

19-28

TR HHE—
Akira CHIDA,

Hirokazu
YOSHIMURA

"FINT " DB BB LNEFHRTDEDIRE

A psychological study on the function of Obake,
shortly inserted figures between two different
postures or positions of animation characters.

T A=av BEDOHE.
RIRES). HRFBOME. i
DEHDA)1—T3>
animation, motion
perception, apparent
movement, event
perception, line-motion
illusion

T A=A BWTFNT " EVIREIEF v T IR —DEEE R L—XEIZTNHEKEL KR EB DI ARE LTERENTE e DEFMITIE R
REEE DR TERAIL 52 7\ T DO B IRBN TV SRR DREL IZRIZZD DD RIS KICTFET DT, ZOME TIIER PR E A/ T Z2Rx
T2LDELTERR, S0BDERBEBMEIED E1—2 TSN 3 DDRIETRELHEITY 2 0B EDRIBEERR T 2. TDO5 2 RIEEHL A\ T LRIRE
FOERTEREIN TV, CDOHEEEOT. 2TEEDS XS DH W EDESMHIERZ LR L fo. TR W OHDERAR DD ofe, (1) BREE
BRIRBEB LB /N\T DEVEEML TFE. (2)F/\ T I RIGERMEBSCEDNTUCALNDEDES T ZNIRIDESDFHEIREOTVS. NS
DERDTY DI A\ DRENSESDEKITRBID O TNBT L, INSDERHTT DIE A/ \ T DEEEDEB D EBKICER IO TV DLW
STETHI A NTIFEEOHBE DD EH TORBEBFRRELERL TLBEAD,

The Obake technique in animations has been developed by experienced technicians to realize smooth or spirited motion of characters.
Psychologically, it can be investigated in relation to the apparent movement. While the shape of Obake may be immense as far as it is different
from the shape of the moving character, we chose a straight or curved line as a representative of Obake in the present study. Fifty participants
observed 20 kinds of computer-generated visual stimuli, rapidly transitions of three displays, the second of which was composed of the
competing Obake and apparent movement elements. Using this method, we also compared the motion preference between two kinds

of Obake. We found several facts such as: (1) Observers generally prefer Obake motions to apparent motions. (2) Obake motions are not
necessarily preferred the shortest path, which is different from the apparent movement characteristics. These facts suggest that the function of
Obake may closely depend on the meaning of the movement, and we considered that the Obake may be related to the line-motion illusion in
the literature on the motion perception.

41

8 (1A)

20074
38

29-41

FARE—
Riichi USHIKI

T A= 3V DEIEE
Animation and Its Copyright

MF¥F—TJ—R7GEL
no keywords

T A= aVEEENICBRBO—TEE L THT IATA R ENTERRRIT. 7 Z A= 3V OEFEOREIEEANICBBORES L TEZARIF TS,
COBERDS U TORE CRIBERERT 2. (1)7ZX—Y3aVOMER, (2)E/FES. (3) Z/FERERR. FEROIELHITIZ. TDEVIICBERT S
KDL DAREGBVDEREND AF MEBLUT Z A= 3> DEFEOEBIFERICE VW TARDEKREEE D DH S, 7 Z A — 3 PHEDR
YERMDZ DRBNFEICTUTEIZ LD ZDFIRIC DOV TRUT EIE CHTH S TE, 2002 FHIFE DFHI EEAEZIRILE LT 2004F DT> 7Y DE
& RERVTERADREICE T 2ERNBITEN . IV APHFIE. 77 Z XA —2 3> OEFEE T TORENGREDREZBIET LD THS, 5H.
T A=2aV T L ET— LEIECHZRICOIEAHANENTEN. ZLDT ZA—23a> DF v 72— HaLFIEE £ H L TWD, NS DREN
BREEZABDET A= aV EZDEFEOREDLSIEEZ RS TNETIEELY,

Since the animations have historically been categorized as a kind of movies, we should basically consider the copyright problem of animations
as that of movies. Standing on this point of view, | will discuss the problem from the following aspects; (1) the author of an animation, (2) the
owner of the copyright, and (3) the protection period of the copyright. At the beginning of discussions, some general questions concerning
this topicis discussed. Recently , the copyright problem of movies and animations significantly attracts public attention in Japan, because
production companies of animations and movies have begun to notice its economic influence, paying special attention to their profitability.
Grounded on Basic Law on Intellectual Property enacted in 2002, the Contents Law was enacted in 2004, which aims at protecting the copyright
for comics and cartoons and the copyright for animations as well for the promotion of practical applications of them. Today, animations have
been diverted to many other applications such as TV-games, and the characters of many animations have generated huge profits. Considering
such economic results, we should not turn our eyes away from the problem of the animation and its copyright.

4

9 (1A)

20084
38

3-13

TEHE
Nobuaki DOI

CDOWMRE7 —A—bFT2H—21——-/)b¥aT
A VIFERDFEITDONT
Animating This World: On Yuri Norstein's 7a/e of

Tales

d—Y—-/)va7A I5E
DFELAREBIT ZA—23
PAVEUNINT 4 SN
/=MoL

Yuri Norstein. Tale of Tales,
Frame-by-frame animation,

William Kentridge, Norman
M. Klein

dA——-/ IV a7 DIFEDFE] (1979 1FRMEEEEZ LTV A BEBOSEICEINIE. COMEIFE THEMEICENLO5—TREBIFEET
WA IZDFAIE. KZIEBDFONTETEY — FOBIRICE > TEEL S5, ZOTEY —RIE /L a7 A VA EENGREICETNIAENNERED
BERE L EEBR NI BUETOIEY — RV TIVIET 5T 1007 « AZ2A IV EBW TR LT BICK BT DR 21 )V OFIRIE. H5 HRIFDER
EERTHHAZHEELVDPIDEDTH Y TNEREH AR ZDOHAZADHLNEDNEEBE RO 2R ZDEDTH S, COME% R
BTETENZTNOBREDZDEFITHLOEREMITINASIEDN TEREE EDREIGEHD, [FEDFEIIF RN HAEZEV L THETIFRL IO
HRET A=+ TBHEDGEDTH B,

Although Yuri Norstein’s Tale of Tales (1979) has a complex structure, in the director’s words, this film can be summarized in a simple sentence:
“We are alive.” We can understand his explanation by analyzing the episode called “Eternity.” This episode was conceived when Norstein
experienced a feeling of absoluteness borne out of a daily occurrence. He constructed this episode using a simple graphic style. His use of this
style implies that he wanted to portray a world that was devoid of all preconceived notions, and wanted to transform the world into something
new by animating it in the mind of any person who peeked into it. When people realize that each of them can lend a new meaning to the world
by watching this film, the feeling of being alive returns. Tale of Tales is not a film that creates a fantasy world, but a film that animates this world.
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9 (1A) 20084 15-23 IREFERST BHFOT7 ZA—aVBEICHBITEABEAFED | 7ZA—=23V LATIMNE ORI DEMG HHFDT ZA—23aVICBITBANFEOEEZRY 5 ETHHMATFTDOIODEL D52 Ea—TA7Ib-FU—<—1(1984) &I/
3R Takafumi BE—I5%20052 Ea—T47)b-RU—<—] | IBEE KRZEF BHF £ X1(2004) Z@EiE LT EVDIF ARBE IR FPORY FEWDTEARDAFEDH W EDERITERZI D ABMIC. 7 Z A= a3 dEETUR
MATSUNO (1984). 1 /> A1 (2004) ZHuTNC animation, layout. Hayao WEWEDEEETWBHLDESITED T DT ABEABRED AR & LISEHEE B DH N EDEWVE BEICHSIFS5) 7 VX LDOREICKSTH
The depiction of human figures and human- Miyazaki, Katsuhiro SHNTEND, LOLEDS BFHIETOFIBREZFARL. 1989 FELE BDITNTDHFNEL AT IO TOLRITENTVS, [5BEPD5 2T ZDE
like figures in Mamoru Oshii’s Urusei Yatsura 2: | Otomo,Mamoru Oshii. WG BEICB I AR-OBLNPT ZA—23ENTOVBEHEID THELLE S, DFU ADBL MO U ZOEPOLNFELIEY LEh > B
Beautiful Dreamer and Innocence: Ghost in the BERT ZEHRDANSNDCEICEOTTHS LH LA/ RUNCBWTHE ERIE T A VD SIEREETHY. 7 ZA =2 =KD TV Tr— b sh
Shell 2 BT IC KD TREDARF DT ZA—23> DAV I FUT A DBESHINTRDDIE Z W2 Te 8D Th 5,
The purpose of this article is making a study of the depiction of figures in Oshii's animation: it will be done by discussing Mamoru Oshii's Urusei
43 Yatsura 2: Beautiful Dreamer (1984) and Innocence: Ghost in the Shell 2 (2004) and especially by giving attention to the difference between the
depiction of human figures and that of human-like figures like mannequin and robot. Essentially, animation is expected to make lifeless figures
appear to move as if being alive, where the difference between human figures and human-like figures, or between organic matter and inorganic
one, has been made clear usually by the degree of being real in depiction. However, Oshii overcame those limitations, giving all his energies,
from 1989 onwards, to the process of layout. In Urusei Yutsura 2, that difference was made clear by whether characters were animated or not and
by their features in depiction, eg., the change of the colour of skin, the existence or non existence of hair,a mouth, double lines to show joints
and so on.InInnocence, however, that difference was not made clear by that style in design, but by the delicate direction of animator himself. It
is there where the originality of Oshii's animation comes clear.
9 (1A) 20084 25-32 ZIRER TIA=2AVICBII BB EEEDRR 8B | FHBHR KB ~ L B BARDT Z A= 3V EERVIRS>THBEBARDT ZA—=23aVE 2 DDRATITHFBTENTES, Fv 72— HEKEDE D EVEDTH S, %
38 Yoshihiro b LJZEARIGIT EE) 7 ZA—=Y3v-H—b BDIFEAEDERRETDDIEHBT S LIDTLET ZA—23 V2 ) =X TNI3EIHRFHEENC, TDT Z A= 3> DOV EDIF Fv 572 —
KUWABARA A representation of sound and movement in = 0)7”7“/37@&3??2%73‘@5“3&\ MRAGAAS DB EPIRELZBL CEHEINBZTIETH S, COHIXDEEZBHNE LI TPERE IREL DT
Japanese animated cartoon Osamu Tezuka, Astro LDODTLEV)=RICHBITEBERDER CH S,
Boy, sound, movement, When we look back in the history of Japanese animation, it is possible to divide Japanese cartoon in two types; characters will move and
44 animated cartoon not move. The most of the latter began with an television (animation) series Astra Bay. which was first released in the year 1963. One of the
characteristics of this animation is that the movement is not created by the actions of the characters but it is developed through effective
camera works and by the process of editing. The main subject of this thesis is to consider how elements such as speech, music and sound effect
creates movement in the televison series.
9 (1A) 20084 33-50 FRARESSE DU =BT EY —RICB 2L EICD
3R Satoshi WInER
NAKAMURA Consideration of Lupin the 3rd about “Novelty”
45 of the early episode ; an analysis of Yamatoya
Atsushiand The man they called a magician
9 (1A) 20084 51-57 THEA EERRERICH T 2"/ \ T DB D RE
3R Akira CHIDA Effects of figural attributions in Obake on the
46 speed impression
9 (1A) 20084 59-65 ROFR FRE | RV EEEBCHERIOAE— FROESH REOMEGEHOME. £ BARDELGT A=Y aEREFHISEE. EARDESIEARADESLVLRNEENSEE o e, NBFETHRZ (2006) IF £ A REGAFAIC
3R — Anisotropy of a moving target's speed Pk a3/ i*JLAL;&E’JT:E%@Eﬂ%%?@(l&%%ﬁbf:o Z(DEFF%T*‘LEK—?ﬂ‘tbé‘ﬁ?iﬁ’a‘:ﬁ%L\TEEUHD%‘,L:BH%E@E’\J#E%ﬁi&&‘:EﬁJ}%O7J<3FB’97‘;<5§§JJLZHD
YUkiyaSU perception in the horizontal and vertical Speed perception, motion i\ i?‘jﬁ‘%@l to_ F\fﬂﬁtiﬁﬁ%%gﬁ%&gbﬂéilﬁﬁﬁfjLC’DL‘T{)E@ET%)O %ﬁﬁ%ﬂﬂ%ti:?@ﬁ }’—I/_jLL——;Eb)éj\(‘j'Bnéo 31 A@?E‘i%ﬁﬁ
YAGUCHI dimensions perception, anisotropy, D38 ADFEEFIEES DR Z 1T 2T EWICKRIL D50 3 DDEES (IR EBZRR LT, SREBDEME X —EDERZRLTc. £HMD
and Hirokazu method of paired EEEGAROESLVE TAELVE EEETRVERRH LI, LOLGEDS IIREED T — X Tld. —E LIcERIE R5NEh o T
YOSHIMURA comparisons Y.Tomino, a Japanese famous animator, suggested that leftward motions would be perceived faster than rightward motions. A psychologist
Yoshida (2006) found that people held different activity impression to the leftward and rightward motion. The present research aimed at
directly catching the directional difference in the speed perception using the method of paired comparisons. Adding to the horizontal motions,
47 we also examined the directional differences in the vertical dimension in which the gravity might influence on the speed perception. The
participants were divided into two groups; 31 students were requested to compare the uniform motions and 38 students were requested to
compare the accelerated motions. We provided three different speed (accelerated) motions which were moderately difficult to discriminate
to each other. The participants in the uniform motion condition showed consistent tendencies; they perceived the leftward motion to be
faster than the rightward motion and upward motion faster than the downward motion. In the accelerated motion condition, however, our
participants didn't show any consistent tendency.
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9 (1A) 20084 67-71 v 7 VAU k- | Difining Animation — A Proposal ¥F—TJ—REL MIERTEL
3H NIy« no keywords
48 Giannalberto
BENDAZZI
9 (1A) 20084 73-81 BN ZERE BEOEBEFRIE ZA—3avVICDVTDER
3R KIM Byoung Soo | Regarding Animatization of the Original Korean
49 and Comics
LEE Jin Hee
10 (1A) 20094 3-13 ARKE BIBE | 7 ZA—aVHIfEICBE T 2 HKILE  iBfkaEHD
38 = CGHEAMTEANDRE
50 Yuka KUBO, U.S.-Japan Comparison of Animation
Yasunori BABA Production: Effect of Organization Capability on
the Introduction of Computer Graphics
10 (1A) 20094 15-23 IRATRTF SHOERICBITBFrZI72—DEAA=TD
3R Ryohei BEICDOWT— A X—YDERBIHSRMEEA
SAKAMOTO NE{LEEBDT
51 The Description Images of the Characters in
Satoshi Kon’s Work: The Shift from a Visual
Image to an Image of Substance
10 (1A) 20094 25-32 EHRE— BER3#MDSE 1#REDEHH T -FEMNRD | eI, D E A£G M.C. Iy v—ICkBBRAGRAEREANIVY L7 —UIE EEABICREO T Z REEEENERIFABEGLD 5D, ZDTEICDWTIE AR FREH
38 Hirokazu EIH—ARAJRERI AR DEIERIC K HIRET R, B R ER KA BRDAT A7 - T4 L2 —FREEF=ZARDO—D%ERT CELBRTHE5—DDEKKRNFIZEIEO TV, VIV Ty MEREFENS ZTI
YOSHIMURA Effects of the Reversal of One of the Three VI ER |3 EE T BABDETTECVS. BEDHE RIEORTIEREICL O TRIZEDDHEEETNEE S EME—Tc LA EEARDOE P (L) &
Rectangle Axes on Form and Motion Percept]on: impossible ﬁgure’ %ﬁ@A#bj@{iﬁ@}iﬁiliZU%jéo Zh%@fﬁ%tt%’jﬁ?\ bhbh‘iﬁtc&ﬁﬁ%&ﬁié LT@U%&L&F&B@S\ E’)fcﬁﬁ@&ﬁﬁ%"ﬂﬂo)ﬁg@?ﬂbli%
An Investigation Through the Impossible Figure | silhouette motion, left- NERKTTEDH DL ZR LS.
52 and the Spinning Silhouette lllusion right reversal, front-back Belvedere, afamous impossible figure created by M.C. Escher turn to be possible if the lower half of the figure would be reversed in the left-right
reversal, silhouette illusion dimension, which was originally found by Yasushi Kajikawa. Nobuyuki Kayahara, a Japanese media producer, created another interesting work,
which also concerns the reversal of one of the three rectangle axes. It was named Silhouette lllusion, which is composed of the spinning shadow
of a person. While the reversal happens in the front-back dimension in the latter case, observers perceive it as the reversal of another property
such as the spinning direction and/or the reversal of the silhouette person's posture. Based on these phenomena, | discussed that we do not
always perceive the reversal as it is, but we would perceive it in the other dimensional reversal or the changes of other properties.
10 (1A) 20094 33-50 HEBEZ AR BRUHPKDAHEICHFEDT ZA—23aVFE | TARTVR TAIVI VR, TOLR—METARSY R TAITY R ZAZT 7 Fa1—INCHBFERT7 A=Y aVEEORRE. INSTAEICHIFTEEADT ZADZAITDONT
3R Nobuyuki B BEUHADT ZADZSEIRR ZASTT F1—IN BB, TARTYRDT Z A= 3V EEIINE VA ERIERCTLEOAR =V IVEERA YV TANY T UM T ZA—Z—DAZIF D 30ANIFEDRAZ
TSUGATA The State of the Animation Industry and RIF7ZA—>3a> VI ENBZAB ARV F CAOZ %G T BT EN TEfe ARV A CAOZIZ. T A RS RYIDRIRT Z A4 =23 ThorDFWEDRF Lo Te. 7AIVS Y RIE =
Receptiveness to Japanese Anime in Four Iceland, Ireland, Nicaragua, RDRAZY I ERAT BT ZA =23 A2V FDBNKDEH 5. ZNSDEH T HNET L ET Z A= av(tEDB TSI NG - TV LR ZFRE LTz,
Countries of Northern Europe and Central Cuba, animated feature film ZAHASTTINET ZA=2a LI A2V A 1E 20 LH LD, WOD DR IEIIGE—HRDEIEICED > TEY. WEH DT L ERBET = X
America —2avhMESNTWA, F1—/\TIEEEDICAICRZI AR ZL DT LET Z A= 3V BB 7 ZA—3a Z2a—Iv 7 -V )v T = E>TWA, F1—/\
IFTNET 6 RDORIFEEIEOTH Y RV AHEBEH I EARB O HHWERZofc. TINS5 A AETNTTBARDT ZATH T HEH PRI K ED DT,
53 This report is the state of the animation industry in Iceland, Ireland, Nicaragua, Cuba, and the receptiveness to Japanese anime in those
four countries. Although the market scale of Iceland's animation industry is small, | visited the studio of an independent animator who
mainlyproduces animation shorts and TV commercials, and Studio CAOZ, which employs a staff of about 30. Studio CAOZ was in mid production
of Iceland's first full-length animated feature film, "Thor." Ireland has a number of animation studios that employ staff in double figures . Of these,
| visited Brown Bag Films, a studio involved in producing TV animations, TV commercials and the like. Nicaragua has no studios that specialize
in animation. However, several Nicaraguan companies are engaged in the production of moving images in general, and a small number of
TV commercial animations have been produced by them. In Cuba, the state-run Animation Studio of ICAIC produces many TV animations,
educational animations, music clips and others. So far, Cuba has produced six animated feature films, and the seventh was in mid-production at
this studio when | visited. In all four countries, there was a good level of awareness of and familiarity with Japanese anime.
10 (1A) 20094 51-57 FARlE— GISEVR7 ZA—2arzFIBLIE R 22l
3R Shinichi SUZUKI | =¥ 3%~ AT LOR3
54 Development of GIS and the Roof Plannig

Trees Simulation System That a VR Animation
WasUsed
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10 (1A) 20094 73-81 LEE,Kyung-Rae & | <ARYbIFOAVVSICTHEONZERABDIERER
3R KIM, Jae-Woong | #EICBE T 25— F I 2VETHR(ORY b7
aAVV>ZEHIDIC
35 A Study on the Actions and the Symbolism of
Main Colors in Robot Taekwon V
11 (A 20104 3-12 TEMHE RY - N—=VTT)VMERICEF BV TIVIEHEER | K- N\—YTzjb b 21—V BREZERNTT ZA—2aYvafB Ry  N—Y T TV MEBELDT Z A=Y 3V ERD T 2 LB Z ) T oIV ED B TED a7 ML 3T &lcT =
38 Nobuaki DOI ZAIVDEHRICDNT P2 1272= " 7N A= 3V OREEMZE RHELTWEW RGN e R R 7 ZA— T2 LB BBEERIEBIN T 5D BAMERICBLTITo WA T LR /—< V-]
On the simplicity in Don Hertzfeldt's films SR RISV ISLYRA—) /2T AV EWSTARRI T Z A= 3 ERDT ZA—2a VLB 5T Y FIVED BRI DERIC DWW TEO TWATLDE
Don Hertzfeldt, Yuri BEIHGETTEDNTED NV TIIVIDT ZA=23>DY VT IVEAZA VG EEDRGENZHIRLEV. ZD2 > 7IVEF EERNICRR LA G LE
Norstein, Norman McLaren ROGFHEZBREICRLLSE DD,

56 Don Hertzfeldt, who makes animation films by using stick figures, finds the possibility of animation not in literal visualization of fantasy as most
animators do. Although he calls himself "a filmmaker who just happens to animate", what he does in his films can be considered to be a practice
of what traditional animators like Norman McLaren or Yuri Norstein theoretically have pointed out on the simplicity in animation. Hertzfeldt's
simple style of animation does not limit viewers' imaginations . By doing so, viewers can perceive the existence of a world that cannot be
expressed visually.

11 (1A 20104 13-23 TEEEE WHFRIRERI RIS TA—/I\—F AT A— | {HPRA—/IN—F1TA—= AR ARHFDT = A—2 3V BB MERFHRIZIRET T D, [R—/IN\—=F A T A= 37 |OFMZERY EIF 2 DWW TERL S, I TR—/N—5
38 Tomofumi = DA T EP N/ n by O | | N AT A= 37 |OFMHTIIBERS MR TRVSNIEERIC D W, MIMMETIHRI OBRERR S /NGRS DR E T 5 & THINT %,
YOSHIMI An Interpretaion of Oshii Mamoru’s Tachiguishi- [5AE= L This paper examines director Mamoru Oshii's animated film Tachiguishi-Retsuden. | take up technique of "The Superlivemation" and discuss it.

57 Retsuden. Oshii Mamoru, the In addition, | analyze the intention why | match comparison of a movie version with a novel version of TachiguishiRetsuden, and technique of

Superlivemation, close-up, "The Superlivemation" was used for in act, Tachiguishi-Retsuden.
affection, empty body
11 (1A 20104 25-31 KHEBHEZ 12TV R)ET A A——BRZEDERATIVTT | 7 ZA=23V T A VAN 227 & T AV T2EUEICO e THEENS T LET ZA—23>DY ) — X C MR TEEEBRABT ZA—Y3aV DRED—DTH 5.
38 Akiko NAGATA 1—IVRDREZBELTRD 7 AV AHR b RI& T2 TV X VVTVIRIE ATV T T A=V FEWSREDMATE, ECHORER S I Mo e RikE L TRD NS, CDT = A= 3aVIE RIKDMIEIC DN TS
How “The Simpsons” Sees the Society: Looking Animation, America, KDEBHEMEEIRIIET %, 7 ZA—3YDF v 57 2—HREBICDVTELMNT AT E. U?é’b‘t:%ﬁ%ﬁﬁf“@?ﬁ%%g|§EC¢C<E‘E_LL£LL§7'ED
at Family Values through the Fictional City of Culture, Family, The feo RIEDERREZ DHRITBIFHRENEL EHSTAVATIIEEGMBE CTH O/ LWSDEBHERN LR L A ADRH VLY THFEROMELZTELD
Springfield Simpsons [Tz fe e TH B, AKIC, ¥ 7Y —RIESREDMEIC DV TEREIRN S, SV EANE. 7 AUAITEWTREDRENESHENENDVTD
RBEHRNDDTH B, COMEREBELC T RITY VTV RIDIEREDITLIEWEBO TS, EKILZDT ZA—=232 V) = XDV T X HH—HED
BEBNTVEHINZL T YTV Y —RBVHDESDERH ST AV ADHKRELERRLESELTW RO EDHLIELY,

58 The Simpsons is an animated television series that has been aired in America for over 20 years, and is one of the well known animated families
in the world. The Simpsons is portrayed as somewhat dysfunctional family living in the fictional suburb of Springfield. This animation brings
up many important issues about family values, and often raises controversy in the real world when the animated characters question reality.
The significance of the family and its role in the society have always been an importantissue in America from the past, since the divorce rates
are high and more and more single parents are taking care of their children alone. Similarly, The Simpsons expresses their opinion about family
values, in other worlds, what current family should be like in America. Through this research, | would like to analyze the work of "TheSimpsons,"
especially how this animated series portray the change of the American society, and how the Simpson family tries to represent the recent
American society and culture from their point of view.

11 (A 20104 33-41 HRiE FITIERIRYIED SREZELDDIREDENE K | EWENR. [$1RVFRE B EREDET AT e e RE O _LEEN D & E MR CED W I SRV REEEREDBEDICL O TEGE S, AL IO LIZEREDEED . ThHARS
38 Ko NAKAMURA THEMENR—IREDIFDBRVRBEEEEDR | &\ IFtaRVER, NIcEEDEMEDENRICKET ZHERET 2, L ODEDBIHIEDETH VY THSDENTcEDDRA VS ZA b TART LA T ZA=23Y
RIEDOWVWT HELDOHR ERAILT ZA=2aVEHBE T HTETHEOND EDODFIEOSIADERE I IRTENTL ORI ZNTNDRIBEGDT Z A= 3> OEYHEICETR
Impressions of animacy of various balls differing | Impressions of animacy, %DH%&")SJQMBO*LT:O%%M\ thjai&U%ﬁﬁlb‘ﬁb&&ﬂz%ﬁ@ﬁb‘%<72’;%1&:B}?ﬁib‘i%‘L%&‘E%‘I?L@Eﬂg%b‘ﬁﬁ<E§Z&%3LTL‘TCO EJrN B}(ﬁﬁﬁ
in terms of coefficient of restitution and weight, | coefficient of restitution, DEENFE —DDRA YV FA b TARTLANTDIEABRY DEFREFHEZBHDHETENESIMIE D fo, DEVEREHNEWNZE TR DEIEH D
tumbling on a slanted board with many nails weight, the number of HEh 0Tz, INSDFER% . Premack &Premack (1995) Ic k> TIREENIEEDEEME LM O—ILERAEIDBERL S5 Clc. SNS DB RUSEMRDIE
bounces, effect of reverse INERAEEBHTEOZACERR 72— Chb,

transformation When balls are tumbling down a slanted board on which many nails are attached, the type of bouncing and tumbling are different depending

59 on the coefficient of restitution and the weight of the balls. This study examined if these properties of balls affect the impression of animacy
when being viewed. Seven point-light-display animations which were made of video clips of seven tumbling balls and seven stimuli made by
playing the same animations in reverse were presented to fifty-nine participants, and they were asked to rate the animacy of each stimulus
animation. The results showed that the lower the coefficient of restitution, the higher the rate of animacy reported, and that the heavier the
balls, the stronger the impression of animacy reported. It was also clarified that the weight of balls was closely related to the number of bounces
in asingle point-lightdisplay, i.e. the heavier those balls were, the lesser the number of bounces . These results were discussed from the
point of view proposed by Premack & Premack (1995), of "self propelled motion" and " goal directed motion" which are important factors for
understanding the perceived intention of moving objects.
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11 (1A 20104 43-49 FRE— AL | 2HOEGRTHERTNSBEVREETZWVNT =X | 2AMO—7RIRES) KEH ZODEBRENDZHDEERNICREONDE bNbNITERE. ZD0BEBROS W EOBRRVER DEUHITI2EEZMNE T2, LHOLEHS. RED

38 F —>av BYE.AZVYTDREZAF3 REICEVW LT RET 2EEEHE T DHEDH D, KM SBNDHEEHAERRT HTET.ZNEHY —V IV RICTEWT 2BBDNREL S

Hirokazu Two-picture animations not giving back-and- 7 THVWEBHAEERTDZIEEBNET B, T X DD —REXRT 5, ¥ —7 Vv ) VEEIELHIENGZEE. BEDRKVEE THD. EEESZNIET

YOSHIMURA, forth impression two-stroke apparent A= aVARICEDIHEND D/ HEVIEHEMHNGEEEZZA TINS5 THD, DNONIBREICERTER OO DEFAERRT 5. BELIF KR

Sohei SATO motion, representational BIIEMICRET BIETTDENIE (Freyd and Finke, 1984) &. the twostroke apparent motion& L CHIS N BIBEITDEIE TS (Mather, 2006). ZH 5D

momentum, Kanizsa's RICETBRBHRICEDE AVT VAN HHVIERROBRENILLBHREEN LD THBEMERT 5.

60 dancing ostrich When alternately and repeatedly presented two pictures, we usually perceive back-and-forth motion between the two images, i.e. regressive
motion. In some cases, however, we would perceive progressive motion to the alternate repetition. The present research aims to show the
convincing examples and to consider the reason why they do not give the regressive impression to the sequences. We begin with distinguishing
two cases; sequential motion and progressive motion. The latter is more important because it contains perceptual and/or technical problems
relating to the animation research. We give some examples which belong to the latter; the progressive motion related to the representational
momentum (Freyd and Finke, 1984) and the progressive motion known as the twostroke apparent motion (Mather, 2006) . Based on the
discussion concerning these phenomena, we concluded that the role of context and/or experience would be rather limited.

12 (1A) 20114 11-17 EFHE BHEELLTDT7 ZA—VavVEEXDRE A3y EWETO4 Y BATIET ZA—2 3 VBB EILREGEE THAHEITE VO AT 7 Z A= 3 VERFEDRBEREE LV OMEADL SERT 5, AR MEEE
3R Motozumi TAKEl | The prospects of the animation film industry as Tav BEE IR BRR DS TL - Ta4 723> OBEEE R BERDT ZA—2aV BHEICBWT—BEBRLDEED A D, AARDT ZA—Y 3V EETIE BERHT
the manufacturing industry =2ER LiQﬁ@ﬁi?ﬂ?@ﬁbfcﬁ%ﬁtigfﬂg%ﬁﬁU%)C&b‘fi‘?%)o T A= 3 VBREDOEMEIR F’é?@i%l&@?%%%f’ﬁ%*ib\ TZA=3 R DRE
animation, film production, EEBCEREVWSIT RN\ T—I%ED, 521’E§&LZJ:E>\%§%TEM\ ITRTCOBETOCREZIFHEDTLICK>T—EBRREGEDE 5D, Thid. EH
manufacturing industry, DERZERVEMZEHFIGRHT2ARDEEEDET IV EERDAREMEZWGH TS,
processes, domestic The animation film production is not stable industry in Japan. | considered the development of the animation film production business, from

61 resources the aspect of manufacturing industry. Because of the cost and copyright, the pre-production function will become more important process
on the production of animation in Japan in the future. In the animation industry in Japan, the production company can use the copyright if it
produces with an own debt burden. The production company that bears the production cost of the animation film has the advantage that the
quality of the animation making can be controlled. The quality control by the production company is more enabled in having all processes of
the production. That has the possibility of becoming the model of the Japanese manufacturing industry that supplies the product that used
domestic resource to the world.

12 (1A) 20114 19-29 RIS BHRMESIAYvE—I—TUOCELDOGELLEIIIC | F—ABRIRE A V257 AR E B ABHEBEMIC LI/ NIV —LIOC 5 LD GLEBICIZ  MEERB EBEDBRITEB LAEDSDIT L./ NILT—LDAT47ELTD
38 Kayu ADACHI R2/N)V7— LOYEEERGE TA T WAEME.IV—Ib ﬁE%EHBb‘LZ‘g“é%O)’(“EéO INIVTF—=LE T LAY —DEARER—ELL RZ I R ICERET B e DITITEEEIRT 2L VD RIVF IV TV
The player’s perspective as message: narrative game, point of view, edit, IR F‘N)?v—’f—AUD@ﬁ%%ﬂ%t\L?ﬁiﬁL,TLVBO Z®5t5t;7 F‘N)fv—’f—A({)*%iﬁLi?ﬁQ@—Aﬁﬁ’&ié’%ﬂj L ZORRSTUCEL DT
composition in novel-game Higurashi no naku interact, rule KEBIZICBWTERBEN T, L L. ZOT — AT BRASBHEEALRDORRILEFICE > TR T ZTLIETERWV BROIHITIE KBDFEHAIDIR
koroni. REBREDEBIHRENGD D, ZDIesd. / NIVTF— LBRED— AMIHEEND, COMEIL, TLA V=D S — LIDESICBINT BT LIcE>T
RIRT 5, DFEV. COIERIF. T —LTHBTEDREEEAEZBRICERLTWEDTH 2, MTOSSLOGELEBIINT DX S HEFEIE MIFEZEED A T«
TELTDT —LOREMEDT — LOBEZTNERICH DT EERL TS,

This essay analyzes Higurashi no naku koroni, a novel-game about serial murder cases, privileging the relation between its narrative content

62 and structure. This discussion clarifies the process that enables novel-games to function as a distinctive media form. Novel-games are based
on the principle of adventure-games with "multi-endings," in which players identify with protagonists and choose their own actions to reach
the "best possible ending." The structure of such adventure-games generates a unique first person, and this feature is imitated in Higurashi no
naku koroni. But, in this particular game, it isimpossible to solve murder cases only from the point of view of the protagoni sts: the overlapping
viewpoints of several actors are required. The unique first person in novel-games must be dissolved. But this disbanding requires that players
participate in the story as a "game." It means that the work attempts simultaneously to renounce and create its own special property as a game.
This feature of Higurashi no naku koroni demonstrates that the originality of "games" as a story-telling media are an integral part of the structure
of the game itself.

13 (1A) 20124 13-23 RIS B\ESMAEIVTVYORIERENE DR | 7hS7VaV BRE FvI7 AERE FEBIFT T ZA—2 3V M) F 27 IOBBREEMIC. SEDT ZA—2 3V HABHIN TV SDRREDHT2EDTH S, 17 F 17 IR,
38 Kayu ADACHI B 7 ZATT)F2712 ) —XICHBFZBEESM | 2— WeE. RANEZY MEOEIZADERE BRIGELOF BRIEREINARY A N TZENTSZZEVSTRRSMEL LTINS EE>TWETETHS, T Fa
DRZR attraction, audience, THEIFREDIGEICE O TRAT 5. KIEIF T VF 27 DT —I THIU SEICFI O TREIIRBEICBMT 5, RESMELIE KIEZIEEIMCETHAL.
Appearance of Movies with Audience- character, story, l}ﬂ&@%%ﬂﬂ@“%{’\%'f’\“‘/ NV NS VLCER%JO7")4’—1759&@&;&7“'):\:17’77‘/@%‘—3"6&3%0i®0t5751_7°')4:1759&@0)?i)')75ut\ {EERICE T 54
Part]cipating and Friendship Stories: How postmodern EBOBEEHEFIVIETVBLIIICEZS, LH L. TUF 217 OIREBERIE TVORBWEICE DV TWS MERNORIEIL. 77 HEEDEREE—R
Aud]ence-Part]cipating of Precure, the TN, BEERICBVWTRIBMEIEER NS EHDO—DIE MFREBEEDBEICEELLH SBROVENEICH S, T F17HEOBRESMEL. &
Animation-series for Girls ELHIBRDRRZDTH S,
63 This essay analyzes the present situation of the animation by focusing the films version of Precure which are the animation for children. The

characteristic of the movies Precure is audience-participating that characters in the movie directly appeal to audiences and audiences respond
by the penlight handed out by staffs of the movie theater. The movies Precure are completed by the cheering of audiences. By the cheering

the audiences participate in the friendship, which is theme of Precure . Audience-participating expands friendship into outside of story, so that
the movie becomes the event, attraction, for joining. The movies Precure are a festival of Precure fans. This characteristic of the movies Precure
shows as if importance of the story had less value. But the derivative instruments of Precure base on the friendship-story of TV series. Friendship
inthe TV story is identified with unity of Precure fans. One of the reason why friendship is important on the commercial works is necessity of the
positive relationship between works and consumers. Audience participating of the movies Precure is realization of the positive relationship.
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13 (1A) 20124 25-34 VeE=\Y BEOTZvY1aY TV ORE—TFHEEH%
3H Ki-Hwan Son S
64 The Study of Korea's Flash Content; A Case Study
of Content Production
14 (1A) 20134 3-12 T RYa— 42— | FLOE—T ZA—YaVHRICETEIER T A=V IV TIZIV FRICBITIZDT Z A=Y IVFARAL L TERHNICT BN TOGEWEEREF CH 25 (BLDIKLIFHZD) . FFHIET Z A=V AVHEEVSEE]
38 )— Bones of Contention: Thoughts on the Study of AR, AEE &K REFED HDORBFITH L CGRFEEETRILEDRME TH B, RimXd 7 Z A =3V DRBIEHARL TV S ERE WA IFS. EEEZiMESRE L TCOREEDES
Andrew DARLEY | Animation i, PREIEER EREIEEWVSAENSZE LWEE (RUTTELEEY) EEREINTLREDITIIEED S, RN DR TREINZEMRIE T 7O0—FIFBEICEWVTES
(BAZEIRR & L Animation Studies, digital FTRRINTERLLDEZLTREICEVWTERTHY, B DORHEHNICITEENTHEEQNETNTWVBEDICRBEL TN,
65 D7) film, essentialism, film Within the academy, animation is still a relatively under-studied subject field - though, clearly, this is beginning to change. This article is a
%2 studies debate, film theory polemical response to the nascent field of animation studies. It explores some impli cations of the marginalizati on of animation and confronts
what it views as significant obstacles (and cul-de-sacs) with respect to the progress and consolidation of the subject as a legitimate field of
scholarship. An overall approach is suggested which - in certain respects - is at odds with what has been undertaken in the field in the past and
with what is professed as legitimate and epistemologically productive in the present.
14 (1A) 20134 12-25 R=Jb-T—F T ZA=TaVRARICE T HERE-BROBGRMEIC | Bkt ERNEIS. T AR lE = DDORMEHFZBLTT ZA—VaVRBICH T 2IEemE R (practice =R EKR) EDBEFREEANS, TD =D& EFEREIZSNN. #HHH
38 Paul WARD 92O DER /0T — R, 2R (critical =FR R 8Y) R BXARM L CH %, ANAHX D TIEN G &I 7 Z A=Y a VAR ZENj G HETCEBEINEINELWSTETHY. ZLTZESL
(BAZERR : % 11 Some Thoughts on Theory-Practice critical practice, legitimate fcﬁ?ﬁi\\ iﬁgbfcﬁzb‘tiﬁggL@ﬁﬁﬁ?%ﬁi(i?ﬁ) @Eﬁé@f&@] %1:?472:‘:@4:5tzi’ﬁﬂﬂﬁ:é\@b‘%ﬂﬁ{éZ&i&’éﬂ*?%o %E‘@Y‘i\ z:
S1=7) Relationships in Animation Studies peripheral participation, %—‘{3 /ﬁn@ﬁﬁ?@()\’?k&’)fﬁbh%ﬂéEfﬂg)i‘m1"5'478'.’%&)7@)77—7%3:[/?\ %?)‘_‘)l/LLck%ETJ'ER_Hﬁ)I/__j@T_g('Lmjzb\%ioLLT\\Li\\Ta
recontextualization, /AT =B BRMENARBNAFEDEONEZSNTHY FHT RICHHAINGET ZA—2a VRO 1 27« OFVURCREE CERERFITER
66 technology, theory ZINDAZ21 =T 1) DRBZIHTHERONDEHDFENZTDELDMICHEOTWNS,
%2 The article examines theory-practice relationships in the field of Animation Studies via three conceptual frameworks: legitimate peripheral
participation, critical practice and recontextualization. The overarching argument is that Animation Studies must be understood in an
‘interdisciplinary’'way, and that means evaluating how different communities of practice work with similar or related terms. The article draws
upon email discussion group data as a way of beginning to map the discourses used by people working within the field of Aimation Studies.
The perceived role of technology is given specific attention, particularly the ways it can be seen to be straitjacketing the development of a truly
critical Animation Studies community - one that attends to theory and practice in equal measure.
14 (1A) 20134 37-46 ANEH FMET A= aVRAROBEBEMICAITTO— | 7 A—Y3aV AR EE. 7 BARDKRZNCEFT BT ZA—2aVHE DG <DV TAR—BERDIcHDIZTHY FMARDIGIEREEMBENTVEL, ZORR T TIE BED
3R Tomoya KIMURA Gk AT IALEFE HREZHE L. BEEL TV A VLR ENGE L, FEMHAERROEEICLSFBHRR ARIAZ 1T OBRETERWVBIFDIv—F
Essay on Forming the Basis of Scientific animation, research, VX LITK BT Z42B2, L LT AT I XLICETZEMARIE v —F VX LEIGRT . EPINGEROABENGEREZTOEEMSTENT
Animation Research education,academia, %%%Uﬁ&?%oo 3F'7UI’f@—%?%@?—ELCWT%W%E"]EﬁE%E'SﬂTL‘EL‘o ?&&%’L\Li?&QBL;\ %jb{)ﬁ%%%?‘&%?Litb\b\ T A=
specialism ICBT 2BONERV. ZDEEDDITIE V) I A2—EREIERELIFEFIRICESIAERIEDUBE TH D, 7 ZA—3a DEMA RO T BT
[T BEPIBEAE L TDITT Z A= 3 VREIDNT AT S X LDOFRICEELELTEES R,
Many of the animation programs at universities in Japan seem to focus on nurturing practitioners, while very few are going on in terms of
67 scholarly research. As a result, a proper cycle in which future generations of researchers appear or participate cannot be established. In
addition, itis impossible to build up of any research community and to make interdisciplinary collaborations happen through sharing research
achievements. We can find many cases of animation research achieved so far under a journalistic approach. However, academic research will
be performed in quite a different approach fromit, and then have the advantage of enabling researchers to directly addressing the cores of
specialized discourses. There is no systematic education for students who do not necessarily want to be artists; nor might they necessarily to
be scholars, while still much interested in animation. Education for such students needs curriculums developed by different kinds of specialists
from those who are engaged in fostering practitioners. The establishment of this new field as a discipline requires the presence of specialized,
professional "animation studies specialist" within academia.
14 (1A) 20134 47-49 TEHE T A=Y IAVRRDOAERERH T 5 BN | ¥F—T—FL BAERICEWTT ZA—Y 3 VRO EEHRER - H#RNEE SRR RZ DO WRRIG F el 7 Z A=Y aVIAREE T AMTH LT RO HERD
38 Nobuaki DOI BHIRARET ZA—YavEORvEY S - 7Oy no keywords WELDHRZE RS TP AICPEEEL 55, TNUCINA. 7 Z A —Y aVRICERN GOV ERF L EVRRE - FE - I v—FTURXMREDN BIlL 5 <BH
IV hDERICHZED ICERTBEAEFITFRREEHELTLEIEVSRUCBVWC T Z A=Y aVIAREZBNHTFE L TR T LI EHAHBDBOREGEELEGOTL
Being Conscious of the Methodologies of EJAN Ei@?’\‘if%ﬁ%ﬁ‘(’tif;b\&bji& %Eﬂflﬁﬂﬁ?%%jﬁ\ [RUA T ZA=2 3V RBICBIT2ERNDRARE ) AMERICOWTIDTOY 1Y
Animation Studies: Some Contexts Surrounding MEZSVOTHROBBEREERT 21DV LDDEHH T D,
68 the Study Group of Oversea References and the Itis very difficult to grasp the past achievements, international movements and situations of animation studies wi thin Japan. This will be an
Mapping Project of Animation Studies. obstacle which prevents young students from getting access to basic methodologies of animation studies. In terms of what is expected of the
field as a new discipline, a more serious problemis that it allows scholars and journalists, in particular, who have been not engaged in this field,
to say or write anything on animati on without any grounds. Recently | started a working group for sharing the excellent overseas scholarships
on animation, and have been engaged in the project called "Manga and Animation Research Mapping Project", which aims to make visible the
recent siruation of animation/comic studies. These activities are my attempts of finding solutions for the problems.
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The astoni shing increase in academic work on animation of the last twenty years, and its intensification in recent years, has also made ita

much more heterogeneous area of research. It is by no means a problem in itself that this area has begun to develop an overarching dynamic
towards using animation, and es pecially anime, as a boundless playground for ideas. However, the scholarly energy this tendency is obviously
generating should be paired with a degree of reflection on what recent research on animation has achieved, and where its current productive
potential lies.
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3rd Mechademia Conference on Anime, Manga
and Media Theory from Japan "World Renewal:
Counterfactual Histories, Parallel Universes, and
Possible Worlds" (Nov. 29-30, 2012 Korean Film
Archive; Dec. 1-2,2012 Dongguk University,
Seoul)
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Linked to the annual journal Mechademia (University of Minnesota Press, 2006-), the third Mechademia conference was held in Seoul, from

29 November to 2 December, 2012. It deserves appreciation as a rare place of exchange for researchers engaged in entertainment media and
fan cultures "Made in Japan," but it was not without problems: First, insofar as most papers addressed only a certain kind of animation from
Japan.;second, insofar as animation did attract attention mainly as grist for cultural studies and philosophical speculation, not with regards to
its aesthetic properties, and third, with respect to the uneven relationship between representation theory, media studies and social critique,

or the gap between familiarity with the material and theory orientation. The conference revealed also the need for more contributions by Asia-
based researchers.
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This essay examines information about censorship procedures in Japan during the Allied Occupation. After being placed in the category of
educational film, Japanese animated films emerged as an art form with many diverse styles. The Tale of Solid Wood (Muku no Ki no Hanashi)

in 1947 was made with the animated imagery that some audiences may perceive as awkward. Later, the form of expression seen in this film did
not lead to that which is referred to by the Animation Association of Three formed in 1960 by Yoji Kuri, Ryohei Yanagihara, and Hiroshi Manabe.
Rather, itinfluenced the Tokusatsu (special effects) genre in postwar Japan, as a unique trend that stemmed from Toho Aviation Educational
Materials Production Office. Japan was in the center of rapid changes during the occupation, which saw a chaotic coexistence of liberation and
censorship. This resulted in the animation film industry creating experimental works for use in the educational film genre. The educational films
were something more than what simply provides education; in the history of Japanese animated film, the educational film genre is of great
importance in that it set a foundation for nurturing diverse artistic styles that deviated from the mainstream ones of those days.
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Analysis of Tezuka Osamu’s Limited Animation
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Tales of a Street Corner (1962) is the first animation of Tezuka Osamu (1928-1989). This essay aims to revalue Tezuka's work by means of film
analysis. Here, animation techniques employed in the opening sequences of the film will be analyzed, rather than the story itself. This will

be compared with those of Pinocchio (1940), "The Birth of Astro Boy" (Episode One of Astro Boy, 1963), "Outer Space Visitor" (one episode

of the Mighty Mouse series, 1959), and Wanpaku Oji no Orochi Taiji (The Little Prince and the Eight Headed Dragon, 1963) to examine the
characteristics of Tezuka's limited animation technique. The result of analysis shows that Tezuka did not seek simply the economic interest of
the technique but he rather explored a wide range of its possibilities that were to add significant artistic values to his work.
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15 (1A) 20134 L7y 7-S-) | BROMEBEE T EMENRID BN 7 ZA—2 | 7 ZA—arv B ITZ—)b- 19334, BB TR DO FILBFEIE 1909F DN = v /N — )V DERZIE WS BREID, BADBUELE T EMENTRAID (BUKRD) 7 — A — 3 VBB Cholc L E
98 vTY AVBREICDWNT by [NE L i Sl PN IRLT2. 2001 FICiE Z A= a Y BROEDHFHN1912F 4B 15 BICRROZEFE R TIREINLTZ v/ IVDERIE WV SBEZZEIF 56, ZOBEZ
Frederick S. On the Earliest (Foreign) Animation Films IhEAETEING, BA YE T BN T2 TIHEWEIRRN TV, ZLT2012F12B. IZy/ YVDERINTZ—)b-0—)bdD1 91 1FDBRELesExploits de Feu Follet (5
LITTEN Shown in Japanese Cinemas animation history, Dekobo AKDER) ITHY. ETIETheNipper's Transformations (:‘{/ \’—@&"Hﬁ\)ﬂt L\Ttﬁ%'{h"{b‘fcit%ﬁﬁﬂ?%fco KBTI T2y —DERIHE
(BASERRER © bk Shingacho, Japan, Emile f@ﬂ@ﬁﬁ?%*}gt:tﬁ%‘{htﬁﬁk@?:x—‘/El VTHBHIEMFEENBIEZ B ESICTHADMERE T EENCRAIDT =X — 3>/ BE 1F
559 Cohl, early animation & LTHICH YD BBBICTDOVNTERT B,
In 1933 film critic Yoshiyama Kyokko claimed that a 1909 film called Nippdru no henkei had been the first (Western) animation film to be
screened in a Japanese cinema. In 2001 animation historian Watanabe Yasushi showed that a film called Nipparu no henkei premiered in
73 Tokyo's Asakusa Teikokukan on 15 April 1912, but any details to identify this film were still lacking. Finally, in December 2012 it became possible
%2 to ascertain that Nipparu no henkei had been Emile Cohl's 1911 film Les Exploits de Feu Follet, released in other countries as The Nipper's
Transformations. In this note the identification process is retraced; moreover, other possible contenders for the title of 'first animation film
shown in a Japanese cinema' are considered.
15 (1A) 20134 KA FripE DvINZA=2a>VDRBEZORE() J—F | v/ A=23> T A FRATIEBEFECHEINCBADT ZA—2a VIOV TOMRIFINETIEFEAERBNENTIED ol AR F L V2 Z 7 VEIA A =T DFE
9H Miyuki I T2 TVEMMA-DDOEER  BRINEDT = | MEL AN F 572 — BAFE LD Z A= 3V 1z BARERLIE—HTH S, AEIE BEDT Z A= 3V EREEREL T RAERAD SBLVTREZEY EIF T3, H
YONEMURA A—=2avikh) Japanimation, anime, FEIRCIE 2B vINZ A= 3> EZORNEID ST AGE R T L CRVNGRE L TIZBE L oo BARDT Z X —2 3V IE BADGHRXL TH 2
Japanimation (Anime)’s Expressions and the kabuki, shishosetsu PR IRE EXF ORI CIEANSDSDREEZNS T2, feL AR RBISIRAICD ¥/ =X —2 3V ITSHEREE RIELTHY FERLICH T
Inside (Part 1): from Joon Yang Kim’s Empire of (I-novel), character |$EDLEDFEDISGEEDF v > 72— D ZDORERNGEFNCKET 5. WERDFELIE. v/ \ZA—2a VB EEILEDFZ ST EHEGE
|mages: Animation on Japanese Islands DTATVTATAEREER e F v IT 2= RAAT AT EEICL D OB EUR O BRI DERICHE W TEFEEL TERTEETEL TS,
Korean publications on Japanese animation have been largely ignored in academic study of animation. The following essay is part of a
translation of loon Yang Kim's Empire of Images: Animation on Japanese Islands into Japanese. This book on animation in Japan is a broad
survey that talces up a variety of viewpoints. The following is Section 2.3, "As Kabuki, Emalci, Monogatari, and Shishosetsu (I-novel)", in
74 Chapter 2, "Japanimation (Anime)'s Expressions and the Inside". Aspects of traditional culture in Japan such as kabuki, emaki (picture scroll),
%2 monogatari, and literature have influenced on Japanese animation. For instance, its bishojo/bishonen characters are a representative example
of influences from kabuki, among other performing arts. The essay suggests in reference to kabuki that the androgynous or neutral traits of
beautiful boy and girl characters in anime existed in the traditional culture of Japan before the commercialization of sexuality through the
character industry.
15 (1A) 20134 LT FyV T T A=2aVDAREECEVWDITE——IIFEDEE) | 7 ZA—TaVHR. 7 =X — AFBIE2012F 1 ASH RR - BRBDERT FA VHABFRICTRESI NI IL T - F vV KROBERDEERERBZROS IR LD TH S, ZD
98 Clare KITSON DEE T ZA—BRZ—ORIETT ) T4y T ZA | ZaVEEER FroxIb BRI RRERMAFZ ARG OB CRALIEF Y Y VRICHBEE W TIEE RE (EBHE) 0OO—T 2 —rDBE HEAT ZA—3Y
(BABRR: 12 =23y FyURIVATFIER—I(FEREEEE 41—V /b7y FREE %ﬁiﬁﬂfk?%ﬁ?ﬁﬁ%éﬂf:o#“/‘/‘/EELi\j‘EﬁHE’\JET’:)‘—?H \/ﬁfﬁttétofﬁ??ﬁ’ﬂLtﬁ%tft'ﬁf')xd)jr'v‘/\%}MZLEEET':%—:/a
) %) animation production, ~RARDIRBICEIDYIRBIERIZT = X —> 32T 2EFE LR T 25 EMRELLTORBOEB L KBRS TV Y RO —MOZAEDHRICESD
7 On PUbIIShIng Books about Animation: Yuri animation studiesl authorl ﬁﬁ‘é‘b%@ﬁ%‘cgﬁl/ﬁ:;&s $E{$0)?§§L:OL\TEEOT]EL\TC%GDT%éO Eg‘;ETLis Hiﬁﬁ*i?ﬁiébﬁ&\ ZK%%L‘TJ@J@F&EK’DL‘T%%&‘M’L‘BM%E
Norstein and Tale of Tales: An Animator’s Channel 4, Yuri Norstein EREGRMNEYIEAN—THERGEDE GO GH KNBEAE L [ZHMHNMRE CH AL IETTEFOMRE CHHIEIDEICNET 5 EDEH
Journey and British Animation: the Channel 4 W E T ZA=32  RABTA—ADRR - HEHICHBAEDEFROTIRICENTETREDAENED THEEWVZIELD, EH. SEIDFEERIL RREMA
Factor FRF SR OB RO LAEZ RO Y R— MadLTUIRIZL G D > fo, O TEFILERL EIFTe L, FVERIERL | TRHE)
This is the record of Clare Kitson's talk presented in Kuwasawa Design School, Tokyo, on 11 November, 2012, organized by the JSAS in
cooperation with Tokyo Zokei University, and coordinated by Nobuaki Doi. After leaving Channel 4, Kitson has made a ot of research
>7<52 achievement, including publications on animation. Her talk covers not only what happened until the publication of her two books but also

what followed that, including distribution and reception. Located not completely inside or outside academia, her position seems to be very
significant to the discipline of animation studies developing in Japan. Her talk was realized by the support of Graduate School of Film and New
Media, Tokyo University of the Arts, in particular, Professor Koji Yamamura, as the inviter of Kitson to Japan. The coordinator would like to thank
them. (Abstract by Nobuaki DOI)
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