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ANIMATE MATTER:
EXTRACTS FROM THE BRIEFS

‘Matter has been given infinite fertility, inexhaustible vitality, and, at the same time,
a seductive power of temptation which invites us to create as well. In the depth of
matter, indistinct smiles are shaped, tensions build up, attempts at form appear. The
whole of matter pulsates with infinite possibilities that send dull shivers through it.
Waiting for the life-giving breath of the spirit, it is endlessly in motion. It entices us
with a thousand sweet, soft, round shapes which it blindly dreams up within itself.
... ‘Can you understand,’ asked my father, ‘the deep meaning of that weakness, that
passion for coloured tissue, for papier-miché, for distemper, for oakum and sawdust?
This is,” he continued with a pained smile, ‘the proof of our love for matter as such,
for its fluffiness or porosity, for its unique mystical consistency. Demiurge, that great
master and artist, made matter invisible, made it disappear under the surface of life.
We, on the contrary, love its creaking, its resistance, its clumsiness. We like to see behind
each gesture, behind each mowve, its inertia, its heavy effort, its bearlike awkwardness.”

Bruno Schulz, “Treatise on Tailors’ Dummies; Or, The Second Book of Genesis’

from The Street of Crocodiles (published in Polish as Sklepy cynamonowe [1934]).



The Immediate and the Distant:
Perspective / Plan Drawing and Montage
Lewis Evans
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SEPTEMBER 2020:
ANIMATE, ATMOSPHERICS, FILM, DOUBLING ...

The usual approach of MArch studios in ESALA has been to identify a
location and leave the programme open for students to develop propositions.
In this year of Covid, without the possibility of field trips, we propose to
reverse this by defining a programme but leaving its location unspecified.
This will allow students to themselves find sites for the project — which, for

those working remotely, could be close to where they are based.

The project will be for a double house for identical twins who animate
matter using stop-motion animation techniques on celluloid film. As well
as living spaces for them, there will be an animation studio, spaces and
machinery for developing and editing, and a public screening theatre where
the films are shown. This will be a design that involves thinking in detail,

but in a particular way.

The figures who lie behind the brief are The Brothers Quay, the American-
born London-based animators, renowned above all for their hallucinatory
short film Street of Crocodiles (1986) based on the writings of Bruno Schulz.
The Quays’ film is not narratively constructed in relation to the events in
Schulz’s book, but draws freely on the motifs and materials that overflow
it. However, it is the extended reflections on the vitality of matter given
by the narrator’s (demented, visionary, or both?) Father over a number of
evenings that seem particularly important — as if his discourse was a way of
thinking about animation, or the animation was a way of thinking about it.
The film scholar Michael Atkinson has written that: “To watch, indeed to
enter, the impossible, haunted night of a Quay Brothers’ film is to become
complicit in one of the most perverse and obsessive acts of cinema. ‘A
submerged, animistic life-force’, he goes on, ‘throbs within the walls, under
the floorboards, and inside every morsel of inanimate dross.* Speaking
of the objects with which they work, the Brothers Quay describe their
activities as not so much as conferring motion to a thing as releasing a force
that is already there, stored up within it: ‘... found objects, dispossessed
objects ... they possess memory. History is something they’ve brushed up
against, and they hold all of history in their bodies. And for us it’s a way of

wanting to release that side of their history ...".2

1 Michael Atkinson, ‘The Night Countries of the Brothers Quay’, Film Comment, 30(5) (September-
October, 1994): 36-44; 36-37

2 Damon Smith, “They’re Panicking, Look at Them!" The Brothers Quay’, in Gary Morris, ed., Action!
Interviews with Directors from Classic Hollywood to Contemporary Iran (Anthem Press, 2009): 207-224;
pall



The title of the studio, ‘Animate Matter’, carries a double sense. On one
hand, ‘animate’ is an adjective describing matter — matter is animate, it
has force, it moves, it transforms. But on the other, ‘animate’ is a verb and
it becomes an imperative phrase — the challenge is to animate matter, to
set it in motion, and to reconceptualise how architecture could be thought
in those terms. Basic activities of everyday life can be re-described as
processes of animation — to boil water is to excite it, put its matter into
motion by transferring energy to it. Likewise, cooking is an animation
of matter, whereas freezing slows it down to an almost imperceptible rate
(like a film-maker’s 1/24th-of-a-second ‘freeze-frame’). The shape of roofs
animates water, while glass flows slowly downward in window frames, and
switches set the flow of current coursing through electrical circuits. What
if the whole project is thought of in terms of a world of lively things, and
that architecture turns out to be as much an agent and motivator of that

animation as does stop-motion film technique?

At the same time, in doing this, we want to pay attention to the particular
atmospherics of Schulz’s writing and of the Quay Brothers’ film. For the
narrator’s Father, the atmosphere of a place, the feeling it gives us, could
condense into strange physical manifestations of matter ‘which sometimes
appeared in certain strictly denned environments, such as old apartments
saturated with the emanations of numerous existences and events; used-
up atmospheres, rich in the specific ingredients of human dreams;
rubbish heaps, abounding in the humus of memories, of nostalgia, and of
sterile boredom.™  In the case of the Quay Brothers there is a similar
material sense of atmosphere. Here they refer to Francis Bacon’s phrase, a
‘thickening of reality ‘What we could call the barometric pressure of mood
or an atmosphere can be as finely wrought as any verbal explication, and
we think that’s a subtlety the visual artist can achieve that speaks volumes

beyond words. It can be very precise and still very elusive. *

We begin with a five-week project to make a film and a drawing that is
developed in some way from it — that extracts and represents material from
the film in a graphic form that, although static, tracks movements and

metamorphoses.

3 Bruno Schulz, Treatise on Tailor's Dummies, Conclusion’, in The Street of Crocodiles and Other
Stories (London: Penguin Classics, 2008): 36-40; 37.

4 Mark Morris and Neil Spiller, 'The Shadowy Thickening of Space and Time with Chance: An Interview
with the Quay Brothers', Architectural Design 88(2) (March / April, 2018). 72-77, 76-77.
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First make, or find, or find and rework a box that is of a size you can travel
with and that will form the spatial frame in relation to which your film will
be made. It is up to you what scale this might be — it could be small, like a
matchbox; or perhaps shoebox size; or something like a hollowed-out book;
or a suitcase; or possibly even larger ... You will need to be able to carry
it, remember that. Think of it as a frame, a stage, a space of encounter, a
miniature universe. It may look quite different at the end of the five weeks
than it does at the start — it may be cut into, subdivided, augmented by

various devices, dismembered, dissolved: an animate thing in its own right.

Use this construction to develop a short film that explores and experiments
with animating materials. Work with found and discovered things and
investigate their metamorphic possibilities and transformations in their
encounters with one another through the medium of the moving image.
You have a great deal of freedom here to develop your own approaches to
the film. In their Street of Crocodiles, the Quay Brothers work with figurative
puppets, but also other things become animate and lively (woodscrews,
watches, dandelion seeds, dust, meat ...). There are no expectations or
requirements that you work with anthropomorphic figures. If anything,
the emphasis in this project is about finding life in less expected things — in
a spoon, the pages of a book, soil, sawdust, the ‘stuff’ of matter. Animation
plays with and makes evident the structural possibilities of film, and it puts
these to work to produce a transformed world. This is not just about the
animation-effect of stills played at 1/24th of a second, but it is also about
the possibility of reversing film (an ice-cube forms out of a pool of water) or
of speeding up or slowing down time (the Czech surrealist Jan Svankmajer
often filmed organic material rotting, its form breaking down and then re-
emerging again, or objects like pencils re-forming from wood-shavings and

carbon dust).

But animation is not only about the structural possibilities of film, or what
is within the frame — the animation that is out there in the world around can
also enter directly. The Quay Brothers have described how, in their studio,
they use mirrors to reflect the constant transformations of light filtered
through moving clouds and we can see the strange fluctuating effects of
luminosity this produces in Street of Crocodiles. Or wind is something
that might be used at points to agitate materials — here you're likely to be

recording in real time as opposed to the set-by-step process of stop motion.



In view of this, when you are making the film you are asked not only to
work in one place, but to explore the effects of moving the box to different
locations and the different kinds of juxtapositions that are set up. In this
case the box-camera relationship becomes a way of collecting different
lights, sounds, atmospheres — and also potentially materials, for you might
find things in these different locations that are collected and animated.
Maybe at times we're looking directly from above, seeing into the box but
also what lies around it; or we pull back and locate the position of the box on
a street, in a river valley, on a beach, on wasteland. Maybe the animation is
to do with movement around the box and the observation of it (trying to see
or break into it, or moving back, step by step, until it becomes a tiny point)

rather than being about the interior.

NOVEMBER 2020:
SITES, FURNITURE, MIRRORINGS, MINGLINGS ..

We want now to quickly bring the interests and thinking developed in your
films into contact with ideas you have about the sites you might work on and
the overall approach to the project that you are going to take. The character
of your films, and the materials that you worked with in them, will lead
you toward specific sites — but also to a more explicit and articulated sense

of what kind of animation and film-making will take place in your project.

We won't define a specific schedule of spaces for the accommodation —
this is for you to elaborate as your project develops. However, the houses
should allow for sleeping, washing, cooking, eating, waiting, reading,
resting, thinking. The studio should allow the relational staging of things
and include surfaces (tables, screens, etc.) for animation. It should have a
well-considered relation to sources of light, and to other spaces — internal
and external — around. There is to be a darkroom for the development
of photographic materials, and areas for cutting and editing film and for
recording and editing sound. In addition, there needs to be a workshop/
making area, and storage for film and materials. The public screening space
is where the films made by animators will be first shown to an audience.
It is to include a projection room as well as an interior auditorium for
guests. Strategies for screening the films may also engage other parts of the
architecture and exterior conditions. The overall size of the auditorium will

differ between students’ work according to the character of their project and



site. There is to be a mechanical ticket-office and associated entry sequence,
a kitchen area for the preparation of food and drinks, and WC facilities.

Note that this list does not imply that these are all discrete spaces — there
may be complex hybridisations, interpenetrations, conjunctions, mirrorings,

minglings ...

We are hoping for an intensity of elaboration across scales in this project
and as part of this you are also asked to develop designs in detail for 4
animate furniture-objects that inhabit the architecture: an animating table
that can redirect light and channel elemental forces; a double-chair and
related apparatus for arguments and reconciliations; the mechanical ticket-
office and entry; and a walk-in wardrobe with a device for viewing the

horizons of things, which contains a stair to somewhere else.
Or you can propose others ...

FEBRUARY 2021: ASSEMBLY, DRAWING, MANUAL,
MATTERS IN MOTION ...

During these weeks we will research and work through technological and
environmental aspects of your projects that you yourselves specify. Don’t
think of this as a purely technical exercise independent from architectural
concerns, but rather as a way of bringing the architectural characteristics
of the project to the next level of detail. At all times we are aiming to
productively interrelate the conceptual, material, spatial, experiential,
technical and environmental aspects of the projects, which are all tightly
and inevitably bound together. The constructional assemblage of the
building is as much an issue for intelligent conceptual thinking as was the

initial stage of the project.

The key production for this component will be a special drawing that you
make of a part — or interrelated series of parts — of your project, which acts
as a powerful material demonstration and ambitious expression of it. It
should incorporate and demonstrate the complex constructional assembly
of your architecture, as well as conveying its experiential and ‘atmospheric’
effects and actions. This might involve one or more of your animate
furniture-objects, but it is not to be of them alone — it is also to engage the

fabric of your architecture and the way you envisage it working as a device



of animation. Choose something to study that is particular to your project
and can really disclose it —i.e. avoid generic, banal, and boring approaches

. Z7Z.

It is up to you to work out how to compose the drawing. It is to show how
things are put together and meet one another, as well as the resultant spatial
and material quality and effects — it will involve detailed scale and could
be sectional-volumetric or exploded. It might use a variety of different
techniques and the drawing itself be thought of as something animated —
with elements of the drawing transforming into one another, for example.
We will discuss. The drawing is to show constructional information, but
is itself not to be textually annotated. It should, however, be reproduced
at a smaller scale with full annotation in the animation manual, of which

more below.

In addition to the drawing, each student is required to produce an
animation manual, which diagrammatically shows the various strategies for
the building — to do with construction sequence; structure; environmental
strategy; access, circulation and escape; etc. Include also a retrospectively-
written brief, setting out the components of your project with area dimensions.
Think of this overall as a kind of handbook and supplement for the reading
of the drawings. We will call it an ‘animation manual’, as opposed to, say, a
‘technical manual’, because it shows how these things are matters of (and in)

motion — air, water, smoke, energy, people, materials, and so on ...

Mark Dorrian
Ana Bonet Miré
Paddi Alice Benson
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A Metamorphosis of an Ecology of Things Tom Carney / Lewis Evans

https:/media.ed.ac.uk/media/Tom%20Carney%20%2B%20Lewis%20Evans_A%20Metamorphosis%200f%20an%20
Ecology%200f%20Things/1_bk3tO00v
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ANIMATION OF DETRITUS - QUAY’S YARD
PRESTONPANS, EAST LOTHIAN, SCOTLAND

TOM CARNEY

Situated on the south coast of the Firth of Forth, the salvage yard formally
known as ‘Burns Yard’ collects and sells all manner of detritus and household
goods to people visiting from the Edinburgh area. With a strong interest in
the collection of things and in the inspiration that can be drawn from found
objects, stop motion animators Stephen and Timothy Quay are imagined
as inhabiting the yard in order to use it as a constant source of materials.
'The project aims to redistribute the space of the yard so that it become an
animator’s playground, setting up relationships and juxtapositions between
diverse objects of varying scales, both within the yard and beyond (such
as the shipping, oil rigs, etc., that pass along the Forth, or the historical

industrial infrastructure of the area).

Through a series of parallel walls built from materials already on site (such
as old, corrugated sheets and wooden fencing), these relationships start to
form. Contained within three thin metal wrap-around wall ribbons, the
two brothers’ houses, studio and screening theatre are then able to perch
above the yard below, supported by the lower walls. All together this creates
a new phenomenological experience for those using the yard, with a play
of materials, shadows and sounds enriching the space. Through the use of
various mechanisms, such as pully systems and openings in the spaces above
(sometime hidden in furniture-objects), the brothers now use the yard as

micro-landscape through which to build and screen their animated films.
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Site Plan: Mapping Burns Yard (previous, right)
Exploded Isometric, Set of Farts (top left)
Double House Section (bottom left)



Double House Isometric, Devices for Viewing (top right)
Between the Walls, Perspective Views (bottom)

ANIMATION OF DETRITUS

TOM CARNEY

17



MASK HOUSE - FOR COLLECTING AND ANIMATING A
METAMORPHIC ECOLOGY OF THINGS
BURNS’ YARD, PRESTONPANS, EAST LOTHIAN, SCOTLAND

LEWIS EVANS

Decomposing moss at the bottom of a wine glass and the flashing lights
of industrial marine structures crossing the horizon are both examples of
the all-encompassing, transformative scales of animation. My proposal
for a house for the Brothers Quay is driven by an attempt to detect these
wide-ranging animative happenings and is intended to create crossroads
for their points of exchange. Constructed from harvested material from the
yard, the house rises — animal-like — to perch behind a large wall, facing
the coast. The building sits in a strip of anthropomorphic garden, planted
with rows of rotting glasses and beds of mechanised flowers. Rooms or
enlarged-scale furniture pieces are extruded from the front of the house
and intertwine with structures attached to a large screen above the yard’s
perimeter wall. The furniture pieces observe specific visual, sonic, and wider
sensorial animations occurring in the house’s surroundings. Some also
form places for these accumulated animations to be trapped, scrutinised,
metamorphosed and re-animated by the Quays. Through the use of these
devices, which can be adjusted in an ad-hoc nature by the animators, the
house is intended to stimulate the creation of the metaphorical universes
that the brothers create in their films.

The house is mask-like with its extrusions and attachment of pieces of
structure, mask-like in its concealment of private inhabitation in public
surroundings, and mask-like in its conjuring of the unseen occurrences of
animation within the eternally-decomposing landscape of Burns Yard and

the wider coastal surroundings.



19






Zoomorphic Facade Model Studies (previous, top right)

Unfolded Site Drawing.: Sound Mirrors, Earth Cutters and Observation Points (previous, right)

Studio View.: Wardrobe for Observing the Horizon of Things + Table, the “Warper of Fermented Landscape” (left)
Elevation / Cladding Lard Mode! (bottom left)

Exploded Technical Isometric / First Floor Plan (right)

Fagade Model Study (bottom right)

| MASK HOUSE

LEWIS EVANS
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Flesh + Text Mark Woulfe
https:/media.ed.ac.uk/media/Mark%20Woulfe_Flesh%20%2B%20Text/1_dtinraap
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THE CREATORS AND THE COW
COUGAIT, EDINBURGH, SCOTLAND

MARK WOULFE

This animation studio is an odyssey through the process of creation. In order
for the animators to create a film, a cow’s life must be taken, representing
the disharmony between humans and animals. The project pushes the wilful
logic of the slaughter of animals for meat to an extreme by repositioning it
as a form of — and as providing materials for — art. This concept viscerally
brings to visibility conflicts around animal life in modern society. After the
murder of the cow, the architecture ascends, its spaces sequenced in relation
to the dismemberment of the corpse. As the carcass further disintegrates,
the art of the creators and the spaces of the building — spaces designed for

death and violence — develop more.

The cow is used in every step of the animation process, including script
writing. Through the process of flaying, books are created out of parchment
and then stored in the Edinburgh Central Library. This studio interconnects
with the library physically in several places, extruding from its steel skin and
projecting into the large stone mass. The creators can walk between the two
buildings on their odyssey of creation, as well as up and down the stairs
that lead into the rooms of death. While the creators walk up alive and the
cow is hoisted up dead, both eventually arrive at the top. There, once the

animation is concluded, bedrooms are found in order to rest.
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Film Drawing: Flesh + Text (previous, right)

Cutaway Axonometric and Library Connections (left)
Journey of a Cow: Axonometric, Elevation and Section (right)
Cougait Section (bottom right)
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Regions of Heresy Amy Drabble / Angus Henderson
https:/media.ed.ac.uk/media/Amy%20Drabble%20%2B%20Angus%20Henderson_Regions%200f%20Heresy/1_vgs1c8ff
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A SYSTEM OF TWO SUNS
- TRAVERSING A CONVERSATION

INCHKEITH,

AMY DRABBLE

FIRTH OF FORTH, SCOTLAND

Building on the thoughts, concepts and ideas developed through the initial
film Animate Matter: The Regions of Heresy, the project is the conceptual
and tectonic development of a ‘situation’ — a design inquiry into a double
dwelling for a set of twins. The project draws upon the story of two infants
who in 1493 were sent, on the orders of King James IV, to live with a mute
woman on the island of Inchkeith — in an attempt to discover the ‘original

language’, that of God.

'The project considers communication as a form of animation and explores,
through the design of analogous architectural structures that are identified
with the twins, how they might understand the world they inhabit.
Childlike in nature, they appear to develop a scheme consisting of two
separated dwellings, with a zone of communication between. This is a space
striated with tightropes and punctuated with pulley-systems and forgotten
things, which would have been used in various ways to communicate, by

traversing up, down and between the towers.

Culminating in a project that is uninhabited and absent of people, the
architecture itself becomes a figuration of the twins — of what they were or
could have been. The remnants of their houses and apparently abandoned
belongings are the only elements that remain to convey their story. A
fairytale-like world is created to be entered and explored, where endless
possibilities of who the figures are, or were, can emerge out of the vacant

remains.
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DRYBURGH BREVIARY
DRYBURGH, BORDERS, SCOTLAND

ANGUS HENDERSON

Dryburgh Breviary is a project for thickening time within a liturgy of
hours. This liturgy of hours — the daily ritual of the twin animators — is
extracted from entanglements of the habits of Dryburgh Abbey and the
Belles Heures, an early thirteenth-century book of hours by the Limbourg
brothers, medieval illuminators. These constructed hours are charged
religious moments with extravagantly specific programmes, which are
arranged around an adjacent sundial. The project is located on a flood-plain
of the River Tweed, and whilst the initial focus was on Dryburgh Abbey, the
proposal came to take the form of an ‘eclipse’ of the abbey located on the
other side of the river. The new project and the abbey itself are linked to St.
Cuthbert’s Way, which passes through the centre of the proposal.

The seven aforementioned hours are enclosed within a poché landscape and
covered by double-skinned ‘cloches’ which mediate the sky and cosmos.
Visitors encounter a labyrinth with gallery spaces and nooks for viewing the
work and life of the twins, culminating in a central courtyard where their
work is projected onto retractable screens. The twins, whose daily ritual of
work and life tracks the hours, live in the attic — that is, within the thickness
of the structure of the cloches. Stretching out into the external landscape,
mounds rise softly from the clay — remnants of the construction of the
inner cloche skin — and a channel extends into the Tweed that utilises and

registers, through flooding, the water.
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Isometric Section View (previous top right)

Ground Floor Plan (previous bottom right)

Model Photographs: Paper, Card, Plaster, Brass, Steel, Ash (top)

Section through the Cabinet for Viewing the Horizons of Things (bottom)

| DRYBURGH BREVIARY

ANGUS HENDERSON
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The Messenger Heather Anderson / Chloe Burdekin
https://media.ed.ac.uk/media/Heather%20Anderson%20%2B%20Chloe%20Burdekin_The%20Messenger/1_vga69adn
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SGITHEACH SCREENINGS

ROSS AND CROMARTY, SCOTLAND
HEATHER ANDERSON / CHLOE BURDEKIN

Located in the highlands of Scotland along the Sgitheach River, the project
is accessed mainly by visitors on foot. The site is rural and the project aims
to be sensitive to the existing landscape while, at the same time, creatively
exploring the possibilities it holds for the brief. Focusing on interacting
with the ground and animating the flow — working on, in, under and beside
the water — we widened the existing river, inflected its course, braided its
bed and created a flood plain. We also considered how different geometries
would affect the water, allowing differential rates of movement and qualities
of flow to inform the design. A new stream has been created onto which
films can be projected, and many of the animate objects that are part of the
project interact with water. An interest in baking-as-animation, derived

from the initial film study, programmatically augments the project.

The major organising element is a system of stone gabion and concrete
walls, which hold circulation and storage while diverting and channelling
the flow of water. Between these, spaces fold out, hunkering down. Above
the walls, timber-clad volumes float, taking their orientation from specific
viewpoints. The public circulation carries visitors through the ticket office,
theatre, interactive animating tunnels and into the bread-tasting zone, while
spaces for film production, baking and living remain private. Understanding
the changes to the landscape and project throughout the day, the year, and
in relation to a longer timescale, was important throughout the project’s

development.



45






SONIN3I3IYOS HOVIHLIOS

NIX¥3ddng 30THO

NOSYd3IANY d43IHLVIH

47






Water Circulation Diagram (opening spread, right)

Exploded Axonometric and Section [Chloe Burdekin] (previous, top left)
Floor Plan, Underwater (previous, bottom left)

Site Axonometric and Section [Heather Anderson] (previous, top right)
Floor Plan, in Water (previous, bottom right)

View in Landscape (top left)

House Level Plans (bottom left)

Exploded Axonometric (right)

SGITHEACH SCREENINGS

CHLOE BURDEKIN

HEATHER ANDERSON
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Breaking Fast Alastair Sinclair / Cameron Boyd
https://media.ed.ac.uk/media/Cameron%20Boyd%20%2B%20Alastair%20Sinclair_Breaking%20Fast/1_7f46q1a0
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INFRASTRUCTURE REANIMATED

LEITH DOCKS, EDINBURGH, SCOTLAND
ALASTAIR SINCLAIR

This project attempts to reanimate Leith’s Victoria Swing Bridge. This was
completed in 1874 and allowed goods from the docks to be transported
by rail. However, as its surroundings changed, it became disused and was
eventually blocked by the construction of a road bridge. In creating a house
and studio for twin animators, an opportunity is found to relocate and adapt

the processes of the nineteenth-century structure to its changed context.

'The animators’ house is situated on a new swing bridge, to the north of the
original, which also functions as a projector and viewing space for films.
As the structure rotates it interacts with a constellation of buildings that
operate in relation to it. The studio, located on the opposite dockside,
reaches out from across the water to give access to the bridge. Between
bridge and studio, a ‘dredging table’ can be lowered into the river to collect
waste, which is then sorted by the animators and is either used in animation
or to fuel the house by anaerobic digestion. The walkway screen receives
projections from the bridge, as well as creating a public route to the bridge
via the studio. This screen can be lowered, forming a platform for people to
walk across. The tower screen can be used for large-scale screening events.
It sits close to the original Victoria Swing Bridge and can block the road
bridge as an act of revenge.
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Projection House lterations (previous, right)

Site Plan (left)

Landscape Model (top right)

Elements of Projection House: Frame, Counterweights, Accommodation, Circulation, Assembly

INFRASTRUCTURE REANIMATED

ALASTAIR SINCLAIR
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A Slow Descent into Madness Lewis Brown / James Gillis

https://media.ed.ac.uk/media/Lewis%20Brown%20%2B%20James%20Gillis_A%20Slow%20Descent%20Int0%20
Madness/1_uOa2kzvd
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RIONNACH MAOIM
ISLE OF LEWIS, OUTER HEBRIDES, SCOTLAND

LEWIS BROWN

This project explores the power of language — strong style, single words
— to shape our sense of place. It is a word hoard of the astonishing lexis
for landscape that exists in relation to the rivers, hedgerows, lochs, bogs,
fields and edge lands uneasily known as the Isle of Lewis. The remarkable
referential exactitude of a glossary uncovered by locals in a Counter
Desecration Phrasebook, and the poetry of its terms, are adopted and animated
through an architecture that is born out of a language deeply embedded
within the landscape.

Domestic typologies and vernacular architecture are replaced by a lexicon of
architectural devices that allow the house for animators to occupy and take
advantage of the wet bog landscape, enabling it to shift, slip and excavate the
bog as it retreats. A mechanical landscape is created of winches, pulleys and
counterweights mimicking the architectural language of the Moor, found
within the Counter Desecration Phrasebook. An architectural language of
impermanence, loose-fit structures and permeable enclosures compliment
and contribute to the nature of the fluid landscape, whilst allowing birds to
nest within the house. The project then, unfolds as a study of a landmass
many see as having nothing in it — the peatlands of The Brindled Moor
on Lewis. A site, like so many of the empty places in the Highlands and
Islands, under threat of becoming unseen, unheard, mute — which is to say,

inanimate — in the planning of its future.
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Ground Plan of House, Mechanical Ticket Office and Moine Dhubh (previous, right)

Survey Drawing. Exploded isometric of Eig construction sequence and material make up (fop left)
Survey Drawing: Elevation isometric of Glassel, with hoists to lift objects on to platform (top right)
Relational Section of House, Mechanical Ticket Office and Moine Dhubh (bottorn)
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THE DOUBLE
- VESSELS OF REDISCOVERED THINGS
HOLY ISLAND, NORTHUMBERLAND, ENGLAND

JAMES GILLIS

The house and film-theatre for the pair of stop-motion animators is located
on the shoreline of Lindisfarne, an island with a landscape of flatness and
extensive horizons. The project builds relations with this by engaging the
network of vertical objects (navigational pyramids, etc.) that are scattered
across the horizon, and by establishing an architecture that acts as a spirit-
level-like device of registration in the landscape, against which its subtle
modulations can be read. Moreover, the project sets in play a sequence of
doublings of spaces and objects found in the adjacent Lindisfarne castle,
giving rise to a series of ‘vessels’ in which things are rediscovered anew.
Drawing upon the birdcage that was used in the initial film, the project
imagines the projection of an array of shadow-objects over the adjacent

landscape, which find materialisation in diverse ways.

Overall, the project has emerged as a multi-layered and complex piece of
work, defying generalisation and complete definition — much like the film
it evolved from and the island within which it sits. It explores themes of
animation not only in the architecture physically, through ‘animate pieces’,
but also in its inhabitants (both human and animal), in the movement of
the land and sea, and in the shifting and transformative powers of light. It
seeks to harness these to create a space in which what was familiar can be

constantly rediscovered anew.
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Liquidity Oliver Song / Alice Zhao
https://media.ed.ac.uk/media/Oliver%20Song%20%2B%20Alice%20Zhao_Liquidity/1_ikeipqgzr
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WORLD BRIXTON
- FUNCTIONAL DWELLING ANIMATED BY TWINS
BRIXTON, LONDON, ENGLAND

OLIVER SONG

The animated film project studied the injection of acrylic pigments into
water, observing their interaction and dissolution. It is a slow process of
one substance invading, intruding into, and assimilating the other. An
interest in these ideas led to the selection of a complex site in Brixton,
located at a junction where one elevated railway — travelling east-west
— splits into two, while a third — on an even higher level — passes in a
north-south direction. Every ten minutes, when a train goes by, sound and
vibration invade the site. Surrounded by arcade markets and recreational

centres, as well as street performers, the site is full of manufactured sounds.

Thus, the project is designed to embrace the vivid living scene of Brixton,
to gather people around and create happiness while also having some
protected, stable, and controlled spaces for the twins and visitors to find
their inner peace and to take breath. The project is based around the
pattern of arches and can be seen as an extension of the two split railways.
Inheriting the local architecture, the project’s sheltered spaces are linked
to arches which then lead towards the rest of the site. Multiple entrances
allow people to enter the outer ring freely, while the ramped urban surface
of the wedge-shaped centre of the project provides an event space and
sitting area orientated toward the exterior cinema screen. Like a vast
hangar door, this can be swung open to connect exterior and interior
spaces.
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Perspective View of the Central Court and Cinema (previous, right)

Site Plan (left)

Animated Sequence (top right)

Perspective View of the Central Court and Twins’ Dwelling (bottom right)
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11

WALLS, GARDENS AND WATER
BRIXTON, LONDON, ENGLAND

ALICE ZHAO

Although close to the present Brixton train station, the site appears very
deserted and secretive now. Three criss-crossing railway lines enclose it,
forming an acute triangle whose surroundings have diverse functions.
There is the very large and busy Brixton Recreation Centre on the street,
while on the south side is the famous Brixton market, with many vendors
and small shops. The long history of the site has brought a particular

artistic flavour to this place.

Combining the initial study of the previous film and drawing, I divided a
raised surface of calm water into several blocks, according to the logic of
movement on street level. The arrival of the trains brings vibration to the
water, while its surface reflects the shadows of the sky and clouds, giving

this cloistered space a vivid sense of mystery.

The project develops through nested, concentric walls, conferring privacy
and a hidden complexity to be discovered. The external wall mediates
the sound and movement of the trains, while the inner wall divides the
space into two zones of private residence and public leisure. Between
the external and the inner wall is a circulation route, which connects the
station, residences and public filming area. The public and private flow
lines are separated from each other and finally combined. Through different
narrative methods, the whole building becomes a richly-patterned space

through which people can move and take pleasure.



Views of the Water Courtyard and Cinema (right)
Exploded Isometric and Scenarios of Inhabitation (following)
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Afterpieces Petros Tsifoutidis / Hongqiu Wang
https://media.ed.ac.uk/media/Petros%20Tsifoutidis%20%2B%20Hongqiu%20Wang_Afterpieces/1_ie7713bz

79






81



ANIMATING MODIANO

THESSALONIKI, GREECE
PETROS TSIFOUTIDIS

The starting point for the proposal was the creation of a stop-motion
animation titled ‘Afterpieces’, made in collaboration with Honggiu Wang.
The film is about animation through the dismantling of two obsolete
technological objects with complex internal mechanisms, which were found
in a vintage market in Thessaloniki. The film-making, motifs and themes
of the animation draw influence from the Street of Crocodiles, by the Quay
brothers. This influence is extended into the formulation of the proposal
Animating Modiano, which is about the reconceptualization of the existing
and abandoned Modiano Stoa Market as a place for the exchange of used
technological goods.

Through a study of the urban fabric of central Thessaloniki, the unused
Stoa (a linear covered walkway or portico) market building of the early-
twentieth century was identified as a site of intervention. The Modiano
Stoa is a landmark of Thessaloniki, a longitudinal public space that is
located adjacent to the central Aristotelous square. The presented proposal
juxtaposes the new commercial function with the animators’ housing, a
dismantling tower, and a performance / screening space, all of which are
formed as elevated structures within the existing building. These overlook
the technology market on the ground floor, from which materials for film-
making are scavanged. Used technology such as old phones and other
devices are brought in and taken out of the market through mechanical
lifts. In the dismantling tower, whose function is a direct continuation of
the animation process, devices not used in the market are taken apart in

preparation for recycling.
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Short Section Facing North-East (previous, right)

House Interior: Landscape of Screens (top left)

Mechanical Objects: Container Lift, Hydraulic Press of Tickets, Container Seller's Table, Scale Seat for Brothers (bottom left)
Exploded Isometric (right)
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RE-ANIMATING A FABRIC FACTORY
SHANGHAI, PRC

HONGQIU WANG

After studying the Quay Brother’s Street of Crocodiles, two objects were
found — a 1950s Czechoslovakian radio and a clock from the 1930s.
Although these were not working, they had complex internal mechanisms,
one mechanical and the other electrical. The animation developed as a kind
of choreography of the dismantling of these. The final scene — in which the
shadows of removed components were captured by a camera through an

opaque surface — became crucial for the subsequent design.

'The project is based around a disused fabric factory in Shanghai, with the
animators’ house and studio programme being re-envisioned as a film school
with accommodation. In the initial film, the parts of the dismembered
machines became mobile, losing their fixed relation to their originating
mechanisms, and — as a consequence of this — they became abstract and
generative of new conditions. These elements were then read — as a kind
of debris that implicated space, climate, individuals, and substance — in
order to produce a constellation of programmatic fragments, which became
scattered around the existing building, dynamising it and the surrounding

space.
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Dubbing Peitong Liu / Yifei Huang
https://media.ed.ac.uk/media/Peitong%20Liu%20%2B%20Yifei%20Huang_Vision%20Dubbing/1_fxh5r67y
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DUBBING

XIBIANMEN STREETPARK, BEIJING, PRC

PEITONG LIU

The study began with a film project that reversed the traditional shooting-
dubbing production process, instead seeking to ‘dub’ existing sounds with
visual objects. The sounds were recorded and arranged in sequence of
scales, from that of a handle to that of the landscape. Different lighting
environments were set up and ‘found objects’ of various materials were
choreographed and filmed to make four scenes. These were then organised
as a loop, meaning that the animation could start at any point and play

endlessly.

The design is sited on a fragment of refurbished city wall, surrounded by
elevated expressways, at the southwest corner of Beijing’s Second Ring.
With its massive brick surface and sealed rammed-earth interior, the wall
becomes animated through its interaction with a new parasitic architectural
intervention. Inspired by the bohemianism of now-demolished artist
villages that grew up on the edges of Beijing in the 1990s, this project
proposes living and workshop areas with a hidden viewing space for two
animator twins. Outwardly, with its huge screen and multiple functional
public spaces on the top, the newly parasitised wall becomes something
collaborative and touchable rather than separating and defending. Adapting
to the constructional logic of the city wall, steel, timber, rammed earth, and
translucent materials interact with it in various ways — sometimes screening
it, sometimes excavating its interior and displacing the materials. Moveable
architectural elements and animating furniture allows a transformation
between different atmospheric and spatial qualities, in relation to changing
lighting environments across shifting times and weathers and through days

and seasons.
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Layered Plans (previous, right)

Site Photographs: The Xibianmen Relic Park (previous, bottom right)
Isometric Section, Inhabited Wall (top left)

Isometric View, Facade Movement (right)

Archaeological Garden, Detail (bottom right)
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NOMADIC PROJECTIONISTS

LAKE TAIHU
YIFEI HUANG

, PRC

There was an occupation in China in last century that involved travelling to
different villages to screen films for people. The role of this kind of ‘nomadic
projectionist’ is remarkable in the cultural history of rural places in China,
for it helped form the collective memory of the generations that lived
through a period of intense change. Unlike this restless and surging time,
Lake Taihu — in the Yangtse Delta in China — is always calm. During these
years, it witnessed the vicissitudes of its surroundings and wraps the stories
in its mist on the flat ripples. The design of a floating architecture for the
twin animators travelling around the Lake Taihu is a rediscovery of cultural
characteristics that fade with traditions, and a salute to the rural society that

is the inconspicuous foundation of China.

The architecture reflects the condition of animate matter on several
levels. Firstly, the mobility and flexible morphology of the building, and
the interior space with dynamic views, animate this architecture visually.
Secondly, variable weather and different occasions of events give rise to
animating atmospheres which enliven this architecture. And thirdly, what
is animate becomes recognised as such through its contrast to what is
static. The relatively static way of living in the area of Taihu, through the
productions of the animators based on people's lively stories, gradually
accumulates to give witness to the animating life around the lake, and so
forms an archive of passing time. Time is what animates materials, just as it

animates the static frames of a film.
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Exploded Isometric / Cross and Long Section (previous, right)
Perspective View of the Living Room and Garden (previous, bottom right)
Views of projections (top and middle left)

Interior Floor Plan (bottom left)

Views Between Studlio Space and Garden (top and middle right)

Long Section (bottom right)

NOMADIC PROJECTIONIST

HUANG |

YIFEI
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A Choreography of Found Objects Sara Sako / Samuel Pickering

https://media.ed.ac.uk/media/Samuel%20Pickering%20%2B%20Sara%20Sako%20-%20Choreography%200f%20
Found%200bjects/1_t8b5tsp4
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| A CHOREOGRAPHY OF FOUND OBJECTS

SAMUEL PICKERING

SARA SAKO

Found Objects on Survey Drawing (left)
Spatial Script (right)
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COCKENZIE GENERATING STATION

COCKENZIE, EAST LOTHIAN, SCOTLAND
SAMUEL PICKERING

'The project began by developing a map-based process for finding diverse
objects, intensely studying them by drawing, and then re-animating them
through stop-motion film technique. Two ‘spatial score’ drawings were
produced through this process, the second of which became key for the
proposal for a new Cockenzie ‘generating station on the site of the former
power station, which was demolished in 2015. Taking the ‘spatial score’
drawing — which was created at the culmination of the twins’ previous
film — as a starting point, a series of programmes relating to the creation
and screening of new films, as well as to the twins’ domestic needs, was

developed.

The vast cleared site becomes a new landscape-scale ‘animating table’ filmed
by drone-cameras, with the programme concentrated a little distance
away, at the end of the existing service jetty, to gain a clearer perspective
on the whole site. The design process made opportunistic use of the
‘spatial score drawing’, inverting strips to be used as elevational nets for
the required programme. Cues are taken from the lines and marks to
guide cuts and folds — a continuation of the twins’ film-making process,
one of improvisation and chance encounters between found material, in
which matter is always allowed to take the lead. The resulting building is a
layered tower of differential translucencies, displaced from the land’s edge.
Between its programmed floors are open zones of free space, and to one side
is a large rotatable screen on which films can be shown and that acts as a

photovoltaic generator.
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View from Service Jetty (previous, right)

View Across Cleared Site (top)

Axonometric of Veil Apertures and Elevation (left)
Sections and Plan (right)
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BREEDING DUST
LANZAROTE, ISLAS CANARIAS

SARA SAKO

The project, a house for animator twins, derived from the development of
an experimental animation film and a notational ‘spatial script’ abstracted
from the final scene. This drawing was used as a starting point for the
project and treated as a site through which to explore the potentials of a
constructed topography. From there, an architectural strategy was extracted
from the drawing, shaping the building and landscape conditions. A process
of intensification through folding was explored in all aspects of the project,
from landscape elements to programmatic composition. Meanwhile, the
cartographical approach that had been established in initial surveys of found
objects was extended in the design process. As with the film, the design
emerged out of a process of collecting and drawing, with accumulating

sequential explorations leading to a project of folds and layers.

Sited on the volcanic island of Lanzarote, sand, dust and wind infiltrates
and is animated by the building through a system of fins, screens and
channels. Reading on the cultural history of dust led to Man Ray’s Dus#
Breeding — his enigmatic photograph of Marcel Duchamp's 7he Large Glass
— becoming an important reference. This was a starting point for specifying
the project further, by allowing the animators to become ‘dust breeders’ —
animators of dust. This in turn informed the architectural infrastructures
required for their activities and for the screening of the films they make. As
an architecture that topographically channels wind, the project constructs a

relation with the remarkable historical vinicultural landscapes of Lanzarote.
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La Geria Site Plan (previous, right)
Taxonomy of Architectural Elements (left)
Sequence of Spaces, Animator’s Route (right)
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A Coat Between Bothies Joanna Hobbs
https://media.ed.ac.uk/media/Joanna%20Hobbs_A%20Coat%20Between%20Bothies/1_bhabca58
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THE LAST SNOW
- AN ARCHITECTURE OF TRACES
CAIRNGORMS, SCOTLAND

JOANNA HOBBS

Through a methodology of accumulation and a gathering of information
across thousands of years, “The Last Snow’ spans between the time taken
for frost to form, to the slow geological formation of glacial till deposits.
Set in the Cairngorms, the project first develops a coat that gathers traces
of movement between bothies, and secondly a refuge, repair workshop, and
home for two reindeer herders, speculating what may appear on the site of
the current ski station beyond the last predicted snowfall, which is forecast to
take place in 2080. The project explores an accumulation and intensification
of layers animated by the weather, as well as the markings that the weather,
animals and people leave on an environment. As they pass through the
site, activating different spaces, the proposal encourages and embraces the
ephemeral qualities of these events, amplifying, accelerating or slowing
different aspects to diversify the qualities and kinds of animation that take
place. The proposal itself is seen not only as a site for the concentration of
animation, but also as a space that is itself animated through time. Much
like the nomadic architectures existing in similar extreme environments
that the project references, the proposal is seen as a shifting structure within
the timeline of the site in the Cairngorms, which inevitably continues to

transform over time.
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View into Refuge Living and Sleeping (previous, top right)
Fragments of Proposed and Existing Contextual Histories and
Textures, Plan (previous, right)

Plan Collage (middle)

View looking towards the Stables and Workshops

March 2085, Approaching the Refuge From Cairngorm Summit
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The Second Book of Genesis Oliver Monteith
https://media.ed.ac.uk/media/Oliver%20Monteith_The%20Second%20Book%200f%20Genesis/1_mkjm3sI9
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ARMATURES OF ANIMATION

GLADSTONE’'S LAND, EDINBURGH, SCOTLAND
OLIVER MONTEITH

'The project starts with Gladstone’s Land, a high-tenement house, located in
the Old Town of Edinburgh, with parts dating from the sixteenth century.
Throughout its history, the building has existed in a state of constant
animation, being added to, subtracted from, divided, and reconfigured in
response to changing laws, economics and culture. In the twentieth century,
a ‘conservation’ of Gladstone’s Land took place, which sought to preserve
it as a seventeenth-century house — despite its many alterations since that

time — and effectively froze it as a historical fantasy.

Armatures of Animation seeks to return Gladstone's Land to its tradition
of animation, and attempts to develop an architecture that works with this
history in a way that is both sensitive and productive to the animators’
practice. The project substitutes the historical fiction that drove the National
Trust's intervention in the building with the narrative of my stop-motion
film, which then acts as the source for the reanimation or ‘re-genesis’ of
the building, establishing a field of salvaged fragments of the old structure
(imagining its scheduled demolition had taken place). An architecture of
armatures is then developed to hold these pieces, which are exhibited in
the house but also become part of its architecture. This architectural logic
is explored at all scales within the building and twinned with its inverse in

the underground space, where an architecture of excavation is developed.
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ARMATURES OF ANIMATION

NTEITH

MO

OLIVER

Digital Maquette (previous, right)

Digital Maquettes. Ticket Machine (left)
Digital Maquettes: East Wing (right)
Sections Looking East / North / South (bottorm)







Trance Zeyu liu
https://media.ed.ac.uk/media/Zeyu%20Liu_Trance/1_natpd5zf
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ANOTHER ARTIFICIAL ISLAND
THOUSAND ISLAND LAKE, PRC

ZEYU LIU

Sixty years ago, China had an inadequate power supply. At that time,
hydroelectric power stations were built to provide more electricity and, as a
result of damming, some cities were submerged under water. One such site
was Lion City, which is now located in what has become known as Thousand
Island Lake (due to the original mountains having been transformed into
many small islands). In this project, two close childhood playmates choose
to return to the Lion City and try to relate modern life to the underwater
world. They will control three completely different floating units — a studio
unit, a screening unit and a garden unit. These three units can be combined
in various ways to meet different functional needs. At the same time, the
curves of their roofs can be integrated into the environment, creating an
alternative kind of artificial island (both void and solid). They will live in
a form of semi-subsistence on this artificial island, while extracting and
re-creating images from the underwater world using modern technology
without damage. At the same time, the artificial island can accommodate a
small number of visitors to help them better understand and interpret this

history.

This is the second type of artificially created island on the site. Whereas
the first converted the flooded landscape into a tourist resource, this project
aims to touch on the cities and stories that lie beneath the water and
integrate them with today's artistic creations to form a different kind of

cultural resource.
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Perspective Views of Unit Connections (previous, right)

Sectional Perspective: the Underwater City (top left)

Isometric View: Units are Combined to Form a Complete Animation Studio (bottom left)
Interior Plans of the Projection Unit (top right)

Perspective View Across the Water (bottom right)
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The Death and Dreams of Edible Art Evelyn Sung
https://media.ed.ac.uk/media/Evelyn%20Sung_The%20Death%20and%20Dreams%200f%20Edible%20Art/1_Ixvdstec
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THE DEATH AND DREAMS OF EDIBLE ART
BOIS DE VINCENNES, PARIS

EVELYN SUNG

Set on an abandoned airfield in Paris, south of the Bois de Vincennes, a
strange restaurant is managed by two twin chefs. Offering an unconventional
approach to dining — a banquet for a feast or a hot-air balloon for sky-
dining — visitors experience food using all their senses. Extremes and
adjacencies are exaggerated and amplified by the relationship between
above and below and kitchen to table, using (un)traditional means of
catering, such as entire kitchens that operate as dumb waiters, drones that
deliver food to balloon diners, mechanically-operated systems, and pop-up
food preparation devices. Guests are prompted to put things in motion and
animate the inanimate. They observe a series of rituals that intensify their

dining experience — changes of clothing, blindfolds, ablutions, etc.

Above the restaurant and kitchen are dwellings for the two Chefs, one Head
and one Sous. An animate kitchen runs between the two, with fridges that

open onto new rooms and ladders that ascend into derelict spaces.

The scale of relationships in the project run from that of mundane artefacts
of everyday use, such as a fork or an apron hung to dry, to the expanse of the
airfield and the height of the sky. The project sits within its landscape like a
fork on a tablecloth, set in its usual manner until the site becomes ‘activated’
during the day, at which point the inanimate is displaced from its normal

condition or setting.
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Location Plan (previous, right)

Reworking the Tablecloths (previous, bottom right)
Ground Plan and Section (left)

View of External Screens and Skins (top middle)
View of a Banquet Table, a Manifesto (top right)
Axonometric and Expansions (bottom right)
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