av peren AL ano marrsoan 1 he rich pre-history of motion
graphics is filled with inspiration
for screen-based image-makers
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What do we mean by motion graphics? Although the answer is
often subjective and intuitive, inclusion in the genre depends= on
several factors. First, they are morsels of time-based visual media:
film, video, computer graphics. Second, they are generally short:
from luscious broadcast stings lasting just a few seconds, to
peppy promos and commerrials running a few seconds longer,
bringing us to the gold standard of the media age - the three-
minute attention span (as witnessed in countless jiggly music
videos and self-serious film title sequences). Third, the Gber:
motion graphics of right now is a pyrotechnical melange of
computer-generated imagery flowing and ebbing behind type,
slickly orchestrated to champion the magical - (or depth) axis.
This is the stuff of commercial cliché, but clichés are clicheés
for a reason: most motion graphics being produced today are
the direct result of the promotional imperative - a confluence
of profit-centered look-at-me chutzpah; increasingly
sophisticated hardware and software; designers' voraciously
intertextual creative impulses; and the admirable drive of the



best practitioners to strive constantly for newer, fresher
modes of visual and aural expression.

The available definitions of motion graphics are many
and varied, and the term itself seems to be losing ground
to ‘motion’ and ‘motion desipn’, if the stream of new "how-to’
and showrcase boaks on the topic is any indication. Cther
maonikers that fall into this general arena include Web
maotion, interactive design, experience design, graphic films,
expenimental graphics, video design, and ‘the new graphic
landscape of moving image'. Louise Sandhaus (and her editor
Denise Bratton) devised this supple definition: "Motion
graphics. .. [describés]a broad field of design and production
that embraces type and imagery for film, video, and digital
media including animation, visual effects, film titles,
television graphics, commercials, multi-media presentations
-..architecture,and ... digital/video games.'’

Yet if motion graphics is more than these descriptions give
it credit for, then let us ask the question again: what exactly
dowe mean by the term? Shorts such as Marcel Duchamp's
Anentic Cinerma and Man Ray's Emak-Bakia are nearly as old as
graphic design itself; Bernard Lodge's 1960s Doctor Whotitle
sequendce is an acknowledged classic of the genre. Assuming
mation graphics did not appear from nowhere and does not
function in isolation from the rest of culture, where can we
look to get a better sense of the breadth and depth of its
history, present, and future potential?

The question is worth asking because the field appears
to be opening up. Increasingly, the practitioners of motion
graphics are finding themselves armed with more creative
licence than a traditional sting, bumper or opener would
permit. Building facades and lobbies now feature acrobatic
type manoeuvring across banks of screens. Go to the website
of studios such as Psyop, mkrz, res or Shynola and you will
find a smattering of short films that are not quite
commercials or music videos but creative efforts, often
studio-initiated, that may or may not end up promoting
something. The client brief is changing from ‘make a
spinning logo’ to ‘make something cool and put our logo
at the end’. The wider brief seems to beg for a wider frame
of reference than the latest palette of desktop tricks, and
aview of the field's own history that goes beyond merely
plundering the past for nostalgic nods and winks.

Here we present an eclectic mix of films, videos and
computer graphics, both new and old, that might help
to complicate — perhaps even enrich - our sense of motion
graphics as a dynamic set of practices and products that is
necessarily bound up in, but by no means reducible to, one
or more of the following: technological advances; the shifting
tastes and values of designers and consumers; the artistic
impulse to experiment and innovate; and the siren call
of promotional capital.
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ANEMIC CINEMA
(1926}, 7 MINS

Compleled b 1026, with asuigiancs
trom Man Ray, Duchamp's dadmic
Cindema ks & thesoughly poeile and
prescian] sllent film, snticipaling by
nearly o century the current fingus
francaod kinatic type, double
eniendres and ironkc distancing,
and the recent "discovery” of the
mkarprothve agency of audiences.
Duchamp wad &n Brisls et
B Eneaanl, waldly efaalie,
sacrod cow-tippdng, sall-refladhae,
mullimadia star. This artaork actively
explones the thind (Lo, r-asis) and
Toirth {l.2. lime] dimsnsions,
wilh swirling, dizrying vortexes
interspersed with nine, spiralling
tithe eards carmying RomiemBical,
alliterative statemonis set in
capiialised French, for exampile:
"LUENFANT QUI TETE EST UN
SOUFFLEUR DE CHAIR CHAUDE
ET WAIME PAS LE CHOWU-FLEUR
DE SERRE CHALIDE " {For a highdy
nfarmative, axhaustivo parsing of
Duchamp's mischisvous punning,
sp0 Mo Yok artist Bty Martin's
articho, ‘Marcel Duchsma's Andmic
Cindma’, Studio fatermationa
<Aourrial of Modem Ad [Jan/ Feb 1975),
Imagine Duchamp’s type
treabment cwerlaid on Man Ray's
Emak-Elakls, and suddenly you e
that ‘miotlon graphics’ raally has not
mhymnced all that mach in concaplual
and aesthetic tarms over the past
Bl years, despite the bronthiess
wvangoliaing of nturmerable sludio
Eochnglpgy companiey.

EMAK-BAKIA
(1926), 15 MINS

Until recantly, mation graphics
pinarally denobed amimation 1o

the exchision of llve action. The
demacradla®tion of professional-leel
video cameras and editing
equipmeni, however, has croded

ihis barrbor and opened wup the
poaaibdlity of more cogent integration
ol trame-ty-frame and comventional
recording modes.

Man Aay's improvised Dada fiim
Emak-Bakia I8 & byrical, mosmerising
example ol the pesaibiiitios of such
& margir. The ‘mation graphics®
elamants al the film - swimmang,
reveling type, maving abairsct light
tarma, dancing white strips of tabric -
ware schiswad with Man Ray's cadee
al filming accessories: 'Deforming
mueTars, an aloctrs luntable, an
susorimont al orystals and same

apecind lampa’, as the artist
deprribnd thi proceds in Salf Porfralf
(P963): These oplicsl momenls abe
inlermovon with v action fragments
that are both dreamy and graghle:

o pair of lege dancing the Charieston,
n pale of gleepy {emale syes opening,
ﬂ'l-l'l-ilﬂ-l'mh'ﬂ'l-ﬂlﬂ thal il becomes
sky, slibcuntied lish and & sequence
of dancing, tom starchod collers that
become abairact light forms,

In the much copled climactic
weguence Man Ray's partnor Kld
Appears with strangely wide, staring
oyes that tumn cut 1o ba painied on
her eyelids, She opers ihese eyolids
1o reveal her real oyos, and we
witndss 4 ‘double awakening',
|5 erifle Steven Kovads has
describad i1, thal rephses and mocks
o prendigus Temen by MHH-MlI‘Iﬂ! in

tha Nim, & “s Dada trick perpetrated
on & Surraalistis mathl.'

The film was ariginally sereened
wilh the equivalsnt of pop musie:
& phanagraph recording of o popular
|nxE tune, along with & lve planist
nmd vinknlah whio L0k oved wikth
tarsgos winean thin PeSonds wads
changed. A silont viewlng hilghilighits
haw Man Aay achieved fluidity with
i visual fhythm in the duration of tha
fragenesiis and in content {particularty
tha meving limbs and light fomma)
which ks linked imagisticaty
or thematically,
@ Avallable on Avanf-Gande
Expanimanial Cinama of the 1920
and TE30s [King Wideo).




THE ADVENTURES
OF PRINCE ACHMED
[1826), 65 MINS

Thir cddast swrdiving animated
featune, The Adveniures of Prince
Achmed, anticipaies Disniry's Snaw
While by over a decade, and offers
& sirikdngly difterent, hand-crafied
and stately approach 1o mowing
graphic iImages. Achmeds German
direcior Lotte Ralriger was
particutarty adnolt with a palr ol
scissorg, and {ashloned a magical
veoarlid out of paper filigree for this
drosmy, Inmlastical silhouotio
animadion, with backgrounds created
by fadlow ardmabor Walker Bultman,
Achmed s n malange al bits of
The Armbian Mights: Prince Achmed
Is giween @ maghcal thring horse by
a wicked magician who plois to send
Iidim &M inlo theé siralssphare, bul the
crafty Prince masters cortral of the
rersi, abdisils & shapely princess

Hllﬂl"ﬂ e nearky Eland and jeins
[areis with Alidden and A ﬂﬂ'ﬂ'ﬂ wilch
I dia batthe wilh (ho SSroErss s army
of boaslies
Rriniger's films wore popular

in Govenany in the 1920s and she
continued bo make them during &
poricd of evasive wartimoe wandering
befora emigrating 1o England in #8448,
whore she animated (pdry tnkes for
the BAC. Most striking about The
Adventires of Prince Achmed ks jis
sensuous lavour, which ks achleved
with the barest of ingrediants; hish
taura, dofenbo Bagers, curvscoous
Bacios and impassive exarossions
eoembing bo make n shadowplay al
surprising subtioty.

» The Adventuwres of Prince Achmod
is avaitabie from W biLovg. ke

BALHIMG FROM
MUNICH TO BERLIN
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Malion graphlcs hislary s froquently
tracod back io Saul Bass's 1550 flm
tifle sequences, as I the grosl man
had simply plucked ot of thin air the
dancing animated blocks, type and
Epiralling dairls that astablished

thi rulas of thi pands. Ensghisnsd
hisforinna {such as Jim Middioton -
sod WL animatingapothecary. com
gperanim him) refer to the picneoring
nbgiract anamalion af 1he 19205
Walter Ruttman, Letie Roiniger.,
Hars Richier, Viking Eggoling and
Oukar Fischinger.

Fischinger, am engineer with
Buddhis? loandngs. was inspired 1o
take up film by the 192 screandng ol
Rutiman’s Cious 1, ‘s moving painting
im time." Fischingor want on 1o make
amimaded fBms of dancing geomedric
shapers using drawings and poster

paintings (3004 far & theee-minuie
filmi), st in motion to classical music,

Fischinger's often overlooked
sy fm Walking fram Munich o
By in & rase live Bcdlon plecs (left).
in tha summiar of 1937 he journeped
bry loot along Gormany's backrands,
filming the landscape and paapls
B mel. He edited the footage down
o lour myinubes bo yield o surprising
torerumnar of Lhe lasl-cut editing
mesocinled vwith MTV in tha 1080,

Mol siriking s tha lim's rigarous
construction, the subjeets Torced inlo
a consksient formad as i they wora
peomebnc characters in his
subseguent animaticns. Tha film
was never screened publicly,
[Ses Willlam Mosilz's Goticel Poatry,
Indi@na Unitversity Press).

Flschinger continised his

eaperiments into the 1930s,

despiie censorship by the Hazis.
Commassioned by the Tokrag

md agency o make a short Bim,
Fischirger developed a stushing
compaosition of radiafing, Bying

ond IAterinking coloured clreles sad
Lo s by Wagner and Grieg, thon
dutiully stded the Tolirag slagan o
thia end. After six montha, when the
rights returned 1o Fiachinger, ha re-
shot tho endeng withald the agandy’s
na@msn mng with & mare Balanced
colour paletls 1o maks Circheg,

Ha premiered the abairpe] varalon

in 1934, cannlly using the congorahis
approvad menbar granded by the
Maris for the adverisemont varshan
Hi faft e ihe US bwo yeam later

w To ovoley Fiachinger fiims, sen ww.
F=VINELEOT OF W, LIRaLN= e com.
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MAN AND HIS DOG
UT FOR AIR
957), 3 MINS

A
0
L

Fana of Shynola's music video for
Biur's Good Sang (a collabaration
with Dundd Shirighey) will engoy n guite
prafound forobasd in this shart
exporimental Bm by Amasizan artisl
Fiobart Bresr. Accoempanisd by

a slark and rather oxaggeratod
birdsong, A Man and Wi Dog Our for
Alr fallows Roating pen lines an thy
transioem thamsaelves from ran-
liguraihve seribble in and out of
recognisable forrms. Lines moving
clockwise appaar i bocaime thoes,
buildings, birds, clouds, a man
wearing a scarf, a hill, » bridga,
bishirs, the word “food” and &
swillow; bul each tima the line
beEns bo resemble somathing,

it ghifls inbo abstraction and then
anbthar prabo-form. Eventually, a
howar resembling the Guggenheim

M I 0

Muspians appoars, which is sucked
intin 3 circla B4 M Baen thisugh a
telascope (reprised in the Blur vided
with binoculars) befoss morphing inta
the figune of & man walking his dog,
whio dio o suddon 360 degrees snound
the parimater of the scroon beters
fuming into lotters that spall "and’,
Breser, ana of mary Amarican
mriEis who movied 1o Paris. in the
18508, deww Inapération rom
piongering animator Emite Cehl,
bt pursisod lilm Tor its ability to test
iz comventlons. in contrast to
Fischinger's orderly frame-try-lrams
animation, Broer peposely disrupts
our expoctaticns of tempa, b critic
Jenniter Burford™s view, Breer's Zen
Buddhist leandngs are amply avident
In ther bumcar, “rigerous suddenness’
and his treaiment of fim as a ‘thing

in [Esalf* raibar than a lorm of
ropresantation, As Broer himsslf
once declared, "Hurrey for formlesa
film , . . 3n exporience sl Mo
enling, kaoking, running, Itke an
obfect, a tree, buildings, drips and
crazhes. A film that instead of making
SENAS i Gands

& Ta avcler Brear films, o8 wivi
TO-VOICOM OF WA, IS Fl-vonCCov,

o
Sy

/7

L l\\.‘ i
|
|

J

L

.
@

The ariginal 1963 litle soquance

1o this BEC'S lang-running sclence
fNetiom earies came oul of designer
Barnnrd Ledie's exploitation of
“howd® = the Teedback that results
whien a video camarn [ palnled
direcily at o tnkevizlon manijer
Lodge, o recent graduats of the
Royal Callege of A, took sdvariage
of thiy BEC's then mdvanced
technalogy. (Video art was nod
cifficially ‘born’ wntil teo years later,
whan Nam June Palk shal lootage
of the Pope on Fifth Avesiue with

a Portapak camera,) The vintage
Doctor Who sequencs malntaing

o dramatic eoringss, partly tharks
bo the soundirack, compased by Ran
Grainor (who also wrolo the musks o
Tha Priscned) and realised in the BEC
Slersophonic warkshop using a bank

DOCTOR WHO TITLES
(1963)

of tape decks to create the nates.
Whan motion graphics ke come
to depond hesvily on connatative
referances - the lego thad looks ke
fiying medad or colowred bricks, the
parchment paper ard liguid fype -
the kea of visual form emerging fram
the materials and process of vidoo
sawms oddly Iresh for & black-and-
white, 43-yoar-old ploce.

® Eag the sequence ai www Pr-ank
ey ik
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TV INTERAUPTIONS
(1871)
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# ploneer of British video art, David
Hall neade ten TV inlerrupiians in

& commission from the Scobiish Ars
Council. The short sequences wishs
Bfoddess] an natlonal televislon
unanmounced, withoul tithes, amid
regulnr programiming. [n ans three-
and-p=hnl-minute ploce, & Lap i
Icwered onba the sceeen, turned on
and the screen fills up with wabor.

In another, iootage of & burmning
Liheviidan in an empty hold appaare
e sereen, Haedl inlerrmtod by

i vostE- gl Biying “interruption’.
Consldared tha first instance of
‘mrtisin’ foteagion’, the soquences,
wilhout rathonale within television
prix fore menu of novws, droma, spora
nnd commaerciale, disturbad s one-
way New” - as Raymond Willkarms
lmmeaurily [evmed tho assemblage

af messages that smanate from
tedevision. Mall's woek set the stage
for mn era in which artists took up
the comesa ba chalionge tolession’s
esiabiished farmulations and its
poraar as & medium of social comlnal,
Dietor Dandols argues in an essay
at Media Arl Notwork (www modiank
unsffetz de'themes‘overdew o
media_art/massmedia’?d!, whern
twa TV faterruptions can be viewed),
that Hall's intervonitioms ‘almesl”
establishod o genre, with subseguent
waorks by Stan Dedglas, BEll Violn and
Chris Burdan lellovwing the feom al
unannounced dighurbances - in
Chris Burden's coas, umindted
studio hijackings.

In i preseni-day, cverchowded,
sotfsintirrupting flow of tebevisian,
the noticn of staging o tobemdsual

mament with no spparent logic
of tatisnabe is becoming a techniqus
uged by advertisors and desigherns,
simply to attract attenbion belore the
praguct or event bedng promoted i
rovgaled. HMs 1971 plocos hove
wonihred wall, howeser, thanis

1o thede concapiual rigour: they
systematically challenge TV's
ariifices. Tolevision's tiny screen

I% parodied as a kind of peophobe

of the warld: s segmonled sirsciune
Is mockad with unsettiing tme-lapae
shilts; and the production crew snd
equipmaent, convertionally cxcluded
Iroam its frama, make freguent.,
unespecied appearances

JOLLIES
(19890], 11 MINS

Banning is o oolebratcd video-makoer
vitvos0 oarBasl works were shot on a
oy camenra whike sha was a lﬂﬂlﬂh
The FigherPrice Pizehvision = which
records black-and-white images an
1o siandard audio casseites - flopped
vitsn Bl was lsunched in the lale
19808, but quichly bocaima 0 lavourite
amany artists seeking a roval (and
cheap) way to generate usablg, (f
very poor quality, video footage.
Benning's modest osuvre ls most
clogily sdsocialvd wilh & genme
known as ‘dylos docs”, bypifed by
experimantal, autoblographical and
athnographic works, often reflecting
Gt e i buire / nkirbure of désang,
(oo piEaialilty, oppdbision and
libaration, Jallies & & tadcinnling
documant fos these very reasons,
Buf it cam also be undorsiood as an

ingeniows., no-budget pieco of motion
graphics that dedtly utilises the
cdrifus of a suburban Milvaukes
Bodroam; dalls, handwrilien nates,
letiered beads, n fahtank, o wall
clock and Benning's own body.
#Joites is available from the Video
Data Bank fwww vdb.orgl,

IS e X



	ImagesOverTime-1.pdf
	ImagesOverTime-2.pdf
	ImagesOverTime-3.pdf
	ImagesOverTime-4.pdf
	ImagesOverTime-5.pdf

