
Dear Friends of the Laboratory of Kinetic Objects 
 
Kinetic: (adj). relating to, or from motion 
 
In the past twenty-four hours we have been urged to engage in a 
meaningful change to our habits of movement; and it seems a 
time to re-awaken our understanding of kinesis. The Laboratory 
of Kinetic Objects (LoKO) is dedicated to the analysis of 
movement; more specifically LoKO has - as its object of analysis 
and discussion - the ways in which the object world can take on 
the characteristics of apparent ‘liveness’ through motion, either 
illusory or substantial. 
     Our pleasure in falling for or being taken in by the obviously 
unreal depends so very often on a persuasive simulation of 
movement. We need only to think about the ways in which 
‘animation’ movies or comics and graphic novels delight us 
because they create the illusion of mobility arising from within the 
object. Anthropologists for decades dismissed this principle as a 
kind of naïve animism; however it is our argument this mode of 
thinking is the most sophisticated mental activity in which we 
engage. Movement is the one substantial index we have of time; 
we note the beginning and the close of an action, and we are 
aware that a ‘passage of time’ links the two.  
 
   My discussions on this platform will take various forms: at 
points I will engage in a brief discussion of an ‘animation’ 
object/a ‘kinetic’ object that catches my attention; at times I will 
send out a paper or two for discussion.  



In this opening letter, I will discuss one or two small examples, 
and will attach two papers for your interest and for group 
discussion. I will see if we can set up an open blackboard, were 
followers of the blog can post thoughts and comments about the 
papers and ongoing debate. This blackboard will, I think, be 
available to members of the CHR.  
 
SAMPLE ONE: My first sample for your engagement is a set of 
pages from the opening of a graphic novel, a quite astonishing 
book, Jimmy Corrigan, Smartest Kid on Earth, by F.C. Ware. 
     The opening is the ‘back-story’, in a way, for the protagonist 
of the novel, a desolate and anxious young man working in the 
environment of late capitalism. The back story gives us an insight 
into the articulation of class, gender and economy in a large 
urban setting under the conditions of late capitalism through the 
world-view of a young boy, coming to consciousness. His single 
mother is, in a way, a symptom as well as the condition of the 
world in which he gains awareness in the American mid-west. 
The novel is complex, full of dense allusion and suggestion, and 
sad.   
     In brief, one can summarise: a boy-child wakes up 
somewhere in the universe; he and his mother interact; and go to 
a diner that markets itself through a superhero theme. His mom 
takes home one of the superhero waiters after the meal.  
     It is worth regarding how emotion is poured into each of 
these little drawings; how the passage of time is suggested, how 
one image ‘bleeds’ into the next image. Consider the variation in 
the size of the frames, and what this does for the dynamic of the 
text. Consider the treatment of light and darkness. 



  

 



 





 
 
 
 
 



 

 
 
      The following two pages of dense notes are on the cover, comments 
by the author/illustrator, on the work and its meanings. Note his discussion 
of ‘metaphor’. 
Apologies for the rough and ready quality of the images . 



 

 
 



SAMPLE TWO for your consideration: 
   
I have long been curious about the history of movement in and on static 
objects. Here are a couple of examples of classical Greek vases and 
containers where the figures are painted in a clay slip (a wet and paintable 
clay used for decoration) onto the clay surface and then the vessel is ‘fired’ 
(baked at a very high temperature in order to change the character of the 
raw clay so that the elements meld together under the intense heat, making 
the clay water-tight as well as long-lasting.)  We can see in these objects, 
an early form of the pleasure in the moving object, as the painted figures 
seem to ‘move’ around the vase or jar, and will be represented in different 
actions, depending on the angle of the viewer. These date from 
approximately the 6th century BCE; about 2600 years ago. It is interesting to 
consider the aesthetics of this decorative tradition of these vases in relation 
to the celebrated puppetry traditions of Java (the traditions of Wayang Kulit), 
where shadow puppets act out narratives and dramatic cycles in a world of 
illusory ‘liveness.’  
 
 



 
 
 
 



 
  
 
 
SAMPLE THREE: Attached is a science paper on how ‘intention’ can be 
interpreted from the ways in which a hand grasps a bottle of water- 
apparently there is a marked difference in the ways in which we grasp a 
bottle of water if we intend to drink from the bottle, and if we intend to pour 
the contents of the bottle into a glass. This may seem an odd question to 
explore, but such details have real meaning when one is considering, say, 
puppetry, in which the puppeteer is hoping to get the audience to 



understand what is motivating the puppet from its actions. This kind of 
detailed work is really meaningful. Basil Jones from Handspring Puppet 
Company has always argued that movement is thought.  Such strategies are 
also used in conventional acting (and in daily practice) because we often 
need to signal or express – or disguise -- what is going on in our minds via 
the actions of our bodies, the expression of our face; the gesture or 
inflections of our hands. 
 
 
 
 
  


