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Declaration  

I declare that this thesis consists of original work undertaken solely by myself, during the course of 

my studies, at Lancaster University between October 2006 and February 2012; where work by other 

authors is referred to, it has been properly referenced. (Craig Hammond; February 2012) 

Abstract 

The thesis sketches-out three main and general philosophical, analytical and utopian-strategic areas: 

Initially, the project begins with a cumulative overview (i.e. drawing upon a collection of authors and 

publications) of the Marxist philosopher of hope and utopia Ernst Bloch, and, the Blochian 

philosophical framework. I focus upon, and, analyse several specific philosophical areas within the 

Blochian framework, notably, those of the chaos of the trace, and Bloch’s unifying (unfolding, trans-

historical) category of Hope and Utopia. In order to navigate this difficult philosophical terrain, the 

thesis proposes several conceptual and neologistic “inventions” – associated with chaos and 

complexity – so as to invoke a potentially useful (neo)-Blochian philosophical vocabulary. The project 

then applies Bloch and the Blochian utopian framework to the specific area of popular film/cinema 

(and, within this, the portrayal of “beautiful monsters”). The neo-Blochian concepts are then applied 

to utopian cinematic metaphors, images and themes concerning “beautiful monsters”; in 

exploration of this, I embark upon several contra-punctive Blochian (and, neo-Blochian) analyses of 

the films: E.T., Edward Scissorhands, Monsters Inc., and The Hunchback of Notre-Dame. This is to 

highlight the theoretical use, and, application of, the different (and refracted) areas of neo-Blochian 

theory. The conclusion proposes the potential for a cinematic utopian strategy, based upon the 

notion of anarchogogy and the complex-temporal trace connections that can be prompted by 

popular cultural (cinematic) sources. 

 

 

 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

3 
 

Acknowledgements 

I would like to thank my research supervisors Dr. Graeme Gilloch and Dr. Yoke-Sum Wong for their 

inspiring knowledge, dedication and essential (and challenging) support throughout the whole of this 

process; you enabled, empowered, and, built my confidence to believe that it might just be possible 

(Harvard and Seoul wouldn’t have happened without your ‘nudges’). Appreciation and 

acknowledgement goes to my managers and senior managers at Blackburn College, and, University 

Centre Blackburn College (UCBC) for the funding of my PhD studies, and, financial support for 

research trips to Long Beach California, Harvard University, and, Chung-Ang University Seoul.  Many 

thanks also to my colleagues at UCBC, whose support, debate and academic excellence has also 

contributed to my academic/philosophical development; particular thanks and recognition has to go 

to: Ashley Whalley – for his all-round friendship, support and academic steadfastness; Dr. Phil 

Johnson – for his friendship, support, and academic creativity (especially where C-SAP, OER’s and 

Anarchogogy has been concerned); and Dr. Adrian Sackman – for his friendship, academic breadth, 

and, support (re: the reading of some of my draft chapters). Of course, heartfelt thanks go to my 

family, for sacrificing me (mind and body) for huge swathes of time during the 6 years that I have 

embarked upon this project: Mum, Dad; Bob, Margaret; Lauren, Nath, Liam, Zac and Eden – thanks 

for understanding, and, generally for being so fantastic. Particular recognition and thanks has to go 

to my wife, Emma; my shelter, my support, my best friend, my love and my mystery ... my Night with 

her train of stars and the great gift of sleep. Finally, thanks to the ultimate and beautiful mystery of 

(and cosmic whispers from) God, without which, none of this would ever have come in to being. 

Craig Hammond (February, 2012) 

 

 

 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

4 
 

Contents 

Abstract.............................................................................................................................Page 2 

Acknowledgements............................................................................................................Page 3 

Contents.............................................................................................................................Page 4 

List of figures......................................................................................................................Page 7 

Glossary of Terms...............................................................................................................Page 9 

Introduction 

Prologue: A Personal Nostalgia of Film: Seeds of Hope – Traces of Redemption..................Page 13 

Blochian Theory, Film and Utopia.......................................................................................Page 19 

Overview of Chapters.........................................................................................................Page 25 

Chapter 1: 

Ernst Bloch – A Philosophical Overview (setting the context for a Blochian 

theoretical re-appraisal) 

Ernst Bloch: An Overview...................................................................................................Page 29 

The Contingency of Blochian Hope.....................................................................................Page  43 

De-Ciphering Bloch...........................................................................................................Page 44 

Chapter 2: 

Ernst Bloch contra Henri Bergson, Alfred North Whitehead and Gaston 
Bachelard: Relativity, Hope and the Chaos of Utopian Striachordancy 

Embarkation......................................................................................................................Page 53 
 
Towards Relativity and Hope.............................................................................................Page 54 
 
Einsteinean Relativity and Beyond: Theoretical Ripples and Dynamic Patterns in Bergson, 
Whitehead and Bachelard.................................................................................................Page 55 
 
Ernst Bloch: Neo-Riemannian Time & Relativity................................................................Page 64 
 
In summary (so far)...........................................................................................................Page 69 
 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

5 
 

Trace, Hope and Utopian Striachordancy..........................................................................Page 70 
 
From the relative chaos of the trace (towards the ‘complexity’ of the Not-Yet).................Page 74 
 
 

Chapter 3: 

Chaos and Complexity: Theorising a Neo-Blochian ‘Future-Space’ of Utopian 
Possibility via the ‘Not-Yet’, Creative Nostalgia and Cinematic Terakalosity. 
 
Distinction: Beyond Chaos, Towards Complexity (and Fractals of Hope)............................Page 78 
 
Mandelbrotian Fractals.....................................................................................................Page 82 
 
Excursus: Chaotic Nostalgia-Fractals, Childhood, and the Strange Attractor of ‘Incomplete 
Past/Unmade Future’: A Context for the Fractal-Complexity of Hope: 
   

Marcel Proust & Walter Benjamin Contra Bloch....................................................Page 87 
 
Towards a Georetical Open ‘Space’ of Utopian Possibility: The Brocken Spectre as ubiquitous 
‘Shadow’ of childhood Latency and the Not-Yet: 

Wordsworth, Coleridge and De Quincey: Brocken-Spectre as ‘Obliterative Death’ or the 
‘Creative Possibility’ of Childhood..........................................................................Page 93 

Bloch and the Brocken-Spectral Shadow of Childhood Possibility: Towards a Cinematic Variant of 
Utopian Empty-Space.........................................................................................................Page 97 
 
Terakalos: Cinematic ‘Beautiful Monsters’ as Anthelic Brocken-Shades of the Utopian Not-
Yet....................................................................................................................................Page 100 
 
 

Chapter 4: 

A Blochianesque Reading of Steven Spielberg’s ‘E.T.’: Terakalosic Beautiful 

Monster as Filmic Faërie-Tale (and Utopian Metaphor). 

Missing Home (Psychoanalysis and Beyond)......................................................................Page 106 

Ernst Bloch and Jack Zipes: Ubiquitous Utopia and the Fairytale........................................Page 111 

The Chaotic-Ubiquitan Complexity of the Blochian Fairytale............................................Page 116 

From Fairytale to Blochian Faërie-Tale (and E.T.)..............................................................Page 120 

The Shipwrecked Realm of Faërie: A Utopian Metaphor of Nostalgia...............................Page 123 

Concluding Complexions: From Beautiful Monster in the Realm of Faërie to a Utopian Metaphorics 

& the Complexity of Hope.................................................................................................Page 126 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

6 
 

Chapter 5: 

Terakalos: Stranger in the Ruin – Edward Scissorhands as Gothic Monster of 

Incomplete Youth and Incognito Possibility 

Gargoyles at the Gateway..............................................................................................Page 131 

Blochian Excursus: Echoes of the Gothic.........................................................................Page 133 

Simmelean Encounters: The Stranger from the Ruin Appears........................................Page 138 

The Oscillating ‘structure/Fragmentation’ of Simmel....................................................Page 142 

Jubilee for Renegades: Bloch, Youth and Empty-Space..................................................Page 144 

Beyond Empty-Space & Towards the Gravity of Hope: Uncovering Multiversal Traces of a 

Redemptive Utopian Mystery........................................................................................Page 147 

Concluding Comments: Traces of ‘Youth’ in the Empty-Space – Something 

Incognito.......................................................................................................................Page 151 

Chapter 6: 

Opening the Doorways to Hope – Simmel, Bloch and Disney-Pixar’s Monsters 

Inc 

Monsters Inc..............................................................................................................  Page 154 

A bridge too far: The Simmelean Door. A Symbol of Idealised Connection?................. Page 155 

Opening-Up to Utopia: The Blochian Door – An Entrance to the Not-yet?.....................Page 162 

Somethings Missing: Detecting Clues of Undisclosed Possibility in Monsters 

Inc...............................................................................................................................Page 165 

Chapter 7: 
 

Disney, Ideology and Beyond: The Hunchback of Notre-Dame as ‘Homo 
Absconditus’ 

 

Disney World................................................................................................................Page 170 

A Disney Ideology?.......................................................................................................Page 176 

‘Disneology’: Re-assessing Disney’s The Hunchback of Notre Dame..............................Page 181 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

7 
 

Quasi-Mythology.........................................................................................................Page 187 

Esmeralda....................................................................................................................Page 191 

Quasimodo..................................................................................................................Page 193 

Atheism, Dignity and the Future...................................................................................Page 199 

 

Conclusion: 

Conclusion: (In)Conclusive Manifesto: Anarchogogic Cinematologies of Hope  

Matter, Eschatology & the Future (the potential for Creativity & New Possibilities).......Page 202 

Anagogical Aspects of Blochian Eschatology...................................................................Page 207 

Towards an Anagogical Cultural Strategy: Proliferating Futures through Anarchogogy....Page 209 

Towards an Anarchogogic Cinematology........................................................................Page 211 

 

Bibliography.....................................................................................................Page 213 

 

List of Figures 

Figure 1: Einstein’s Thought Experiment............................................................Page 55 

Figure 2: Lorenz Strange Attractor.....................................................................Page 81 

Figure 3: Mandelbrot Beetle..............................................................................Page 83 

Figure 4: Mandelbrot Set...................................................................................Page 83 

Figure 5: Mandelbrot Set as Strange Attractor...................................................Page 84 

Figure 6:  Brocken Spectre cast against a mountainside mist bank ………………..Page   94 

Figure 7:  Concentrically ringed glory surrounding a Brocken Spectre ...............Page 94 

Figure 8:  ET scene where Elliot & ET are silhouetted flying across the moon…..Page 106 

Figure 9:  Connection Between ET and Elliot (empty-space & childhood)…………Page 110 

Figure 10:  The Eucatastrophic turn in ET – against all odds …………………………...Page 119 

Figure 11:  ET & Elliot in the Forest – attempting escape ………………………………..Page 125 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

8 
 

Figure 12:  Peg viewing the Gothic Mansion behind her ………………………………....Page 131 

Figure 13:  Sculptings in Edward Scissorhands Garden …………………………………….Page 132 

Figure 14:  Micro-Temples of Suburban Humdrummery …………………………………..Page 133 

Figure 15:  The wounded symmetry of Edward Scissorhands face …………………...Page 138 

Figure 16:  Sulley & Mikey of Monsters Inc. ……………………………………………………...Page 154 

Figure 17:  Sulley, Mikey & Boo on the door-transportation system ………………...Page 155 

Figure 18:  The last piece of Boo’s splintered door ……………………………………….…..Page 167 

Figure 19:  Frollo the Judge in Disney’s Hunchback …………………………………………..Page 182 

Figure 20:  Notre-Dame looking down on to Paris …………………………………………....Page 183 

Figure 21:  The Gypsy Esmeralda ……………………………………………………………………...Page 191 

Figure 22:  Disney’s Quasimodo ………………………………………………………………………..Page 193 

 

  



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

9 
 

Glossary of terms 

 

Anagogy: This existing concept is associated with Christian Eschatology and biblical 

hermeneutics. It translates literally as ‘to lead upwards’ and refers to the personal 

interpretation of texts – and the spiritual impact of revelation. This concept is covered and 

utilised in the conclusion (see thesis pages 206-209), and, applied to the utopian strategy of 

film and interpretation.  

Anarchogogy: This neologism is invoked in the conclusion to the thesis and refers to the 

proposed utopian filmic strategy. As part of the anagogical process of popular film 

interpretation, this concept refers to the personal traces that popular films can uncover or 

prompt.   

Anthelion (cultural anthelia – anthelic): An atmospheric optic effect which creates the 

appearance of a false-sun (ant-helios). The false-sun is created by the arcing of the sun’s 

rays – as they arc and inter-sect at a location opposite to the sun. The usage of the term in 

this project is refunctioned to suggest the ‘unspoken’ (undefined) impact of a cultural 

artefact – i.e. popular cinema. It is linked to the Blochian notion of the Hope-Form. (See 

page 72 of the thesis for the definition of this).     

Brocken-Spectre (cinematic spectrality): Another concept/term taken from the study of 

atmospheric optics. This effect is explored and defined on pages 93-100 of the thesis. It is 

reformulated as a concept to refer to the cinematic projection of the human empty-space 

(haulraum). The idea is that utopian cinematic metaphors reflect ‘open’ images back to us – 

which then open-up imaginations to the Not-Yet of utopian possibilities.  

Contra-Punct (counter-point): The complex inter-play of two (or more) separate aspects – 

coming together to form the appearance, sound, or, perception of a cohesive whole. This 

notion underpins one of the major philosophical strategies of this thesis. The elliptical, 

unfinished, and open style of Bloch’s philosophy is counter-pointed against other 

frameworks and philosophies to generate a creative approach – and, re-working – of Bloch’s 

philosophy.  

Empty-Space (haulraum): This notion within Blochian usage has positive connotations. 

Utopian/cultural material evokes the appearance – and personal experience – of the 

incompleteness of each of our personal pasts and futures.   

Eschatology: The study of first and last things. Bloch takes concept from Christian theology 

and re-appraises its revolutionary aspects. Within the Blochian philosophical framework, 

this concept is invoked as an alternative to ideology (and the ideological critique of the 

present), and, instead, emphasises the potential – to be fought for – which is inherent in the 

future.   
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Eucatastrophe: This is a concept taken from JRR Tolkien’s essay Tree and Leaf. This is 

applied to - with a view to elaborating upon – the Blochian approach to fairytales. (See page 

118 of the thesis). 

Expressionism: The introduction to the thesis operationalises (and reformulates) this term. 

Taken from the label/category of German Expressionist painting, this concept refers to the 

creative free-association and chaotic manifestation of embryonic ideas and experiences. 

This is applied to the personal/chaotic experience of filmic reception, (see thesis pages 16-

18). 

Fractal: Taken from the Fractal Geometry created by Benoit Mandelbrot (See thesis pages 

82-85). This concept refers to a shifting and multi-scalar geometry – and, questions rigid 

systems of measurement. Within the context of this project, subjective Expressionistic 

encounters of film are seen to be fractal – the scale can shift from the micro subjective, to 

the macro, i.e. fractal-sets. 

Georetical: Taken from mathematical theory, this concept is reformulated to refer to the 

shape, or, shapes and spaces, which theoretical ideas generate – or conjure – in recipients’ 

minds and imaginations (see page 62 of thesis). For example Euclidean/Newtonian ideas 

generate symmetrically linear georetically imagined shapes, whereas Mandelbrotian/Post-

Relativity related ideas generate shifting and complex georetically imagined spaces and 

shapes.       

Not-Yet: Ernst Bloch’s main philosophical category. The Not-Yet is clearly and succinctly 

defined by Wayne Hudson (see thesis page 125). 

Relativity: This is a concept that is often used generically throughout the thesis; however, 

the project also recognises (and appropriately identifies) the differences between 

Einsteinean relativity, the relativity of physics, and the philosophy of relativity. The usage of 

these ideas refers to their revolutionary impact on the previously established Newtonian 

(and Euclidean) dominance within science.  

Striachordancy: Taken from the word ‘stria’ (i.e. threadlike) and ‘chord’ (to refer to the 

notion of harmony). This neologism refers to the subjective and unpredictable connection 

that is chaotically established between a witness and a cultural artefact (see thesis page 74).       

Terakalos: A neologism prompted by (and reformulated from) Mandelbrot’s notion of the 

‘teragon’ – i.e. monstrous shape. Within this project Terakalos is defined and applied to the 

cinematic archetype of the beautiful monster (i.e. ET, Edward Scissorhands, Monsters Inc 

and The Hunchback of Notre-Dame. See thesis pages 100-103.  
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Trace: Ernst Bloch philosophically develops this notion (Spuren); it refers to the chaotic 

awakenings that are prompted by memory, nostalgia and everyday stories. A trace-

awakening can lead towards – or generate – a self-encounter, (the recognition that traces 

from our past remain incomplete and therefore can be revived).    

Upright-Gait (Aufrechter-Gang): Within Blochian philosophy this concept refers to the 

evolutionary process (and progress) of humanity, moving towards the utopian unfolding of 

the future. Behind the puzzle and mystery of the secret utopian message (inherent in all 

aspects and epochs of culture, religion and philosophy) lies the possibility or prompting of 

the human possibility of dignity and the Upright-Gait.        

Utopia (Blochian variation): Within the Blochian philosophical framework ‘utopia’ is an 

unspecified – and, unspecifiable – future possibility. See footnote number 64 and 65 on 

thesis page 72.   

  



Introductory Chapter 

Towards a Neo-Blochian Theory of Complexity, Hope and 
Cinematic Utopia. 
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Prologue: A Personal Nostalgia of Film: Seeds of Hope – Traces of Redemption  

A personal and personalised snapshot – centred upon my childhood, youth and subsequent journeys 

– in relation to key encounters and connections to certain films, may seem a strange, and, probably, 

self-indulgent place to start. This may well be the case, however, each story (including this thesis) 

requires a beginning, and, the early and mysteriously formative beginning to this piece of work was 

unintentionally conceived, in embryonic form, during my early childhood and subsequent years. The 

historical mechanics of my early environment, should well have dictated very different later journeys 

and incremental destinations to those that I have intentionally and unintentionally wandered into. 

Born into an archetypal working-class family in Blackburn, Lancashire, and, growing-up in an 

environment of Working Men’s Clubs, 2nd Division football, and, eventually, Manchester-based 

‘indie’ music and associated local gangs, I fared abysmally at school. With little other option, at the 

age of 16 I joined the Army – the Life Guards (as part of the Household Cavalry Ceremonial Mounted 

Division). I can look back now, and, meditate with the safe distance of hindsight, (but not regret), 

upon the dark times that followed me into the brief stint as a teenage soldier; and, beyond this, as a 

troubled teenage father (age 18), working on rotating 3-shifts as a weaver in a local textile mill, until 

the break-up of the relationship in my early 20s. 

Interspersing the significant developments sketched above, I also have vivid memories of and 

powerful connections to certain films, which I would (and still could) watch over and over again; 

never getting bored of the scenes or the story. One of the memorably earliest is Watership Down; 

the animation, the rabbits instead of humans, and the themes of resistance, hope, possibility and 

ultimately redemption; these all struck a deep chord with me as far back as I can remember. 

Fascinated with the film, I harboured an undisclosable ache. I was a dreamer, a day-dreamer, an 

introspective and sensitive thinker, and nothing at school, or indeed, my immediate environment 

provided a creative or productive outlet for these secret and expectant day-dreams and aspirations 
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for adventure, exploration, and possibility. I wasn’t much of a reader either, but could always make 

time for The Magic Faraway Tree, fairytales, and, later, Tolkien’s The Hobbit. My working class life 

had been pretty much mapped, that was my lot, and therefore, was expected to get on with it (and I 

did, without really thinking about it).  But, in my secret inner world, I still had dreams, romance, 

aspiration; in addition to Watership Down, I gradually grew to include Indiana Jones, The Goonies, 

Star Wars, (and, even more ‘secretly’ Mary Poppins, Chitty Chitty Bang Bang, and The Waterbabies) 

as my filmic and creative inner-world escapes. As part of the strident and aggressive ascendency of 

my working-class youth, Rocky, First Blood, and Warriors were all to be added to my filmic-

escapology, alongside the reflectively spatial The Graduate, Midnight Cowboy, and Elephant Man. 

Whether real or not, a filmic gap then appears to traverse my late teens and early twenties – until 

Shirley Valentine pierces through, and in, to my world of frustrated and disappointed hopes. This 

was followed by a very public catharsis in response to my first viewing of The Shawshank 

Redemption; alongside subsequent revisitations of Watership Down I started to remember 

something; a sense that something had been abandoned somewhere, a once aspirant adventurer, a 

dreamer, who believed in possibility, and, the transformative and creative power of certain ideas. I 

was never much of a philosopher – that came much later – but through the redemptive metaphors, 

nostalgic traces and, cathartic encounters embedded within these popular films, my life journey was 

to become strangely and bespokenly signposted. More than this, these films have in some way 

sporadically guided and empowered me, over many years, against often brutalist and overwhelming 

odds to dream, remember, hope – and ultimately (eventually) dare to stretch and reach-out towards 

something potentially better.  

Utopia is a problematic concept – usefully, within Ernst Bloch’s philosophical framework, it is 

assigned the formula of the Not-Yet, and so, can be understood as consisting of undisclosed hints 

towards new possibilities on the horizons of tomorrow. I’m glad I listened to the strange whispers of 

possibility that glimmered through those films. I know that life is tenuous, and, unpredictable, but, I 
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can now look back to those days of unquantifiable emptiness, and, see how aspects of my own 

traces of the incompleteness of the Not-Yet have come to fruition. My wishful shots into the dark did 

not fall into the lifelessness of a chasmic void; I dared to respond to the mysterious beckoning, and, 

in time, learned to fathom the latent messages of hope, and wander towards the contagious and 

pregnant echoes. Through subsequent challenges, adventures and homecomings, a creative hope 

has learned to flower, and, the pollen of an Expressionistic-discovery urges the continuance of an 

unfolding and incremental journey of new possibility.1 Part of this introduction then, is homage to 

                                                           
1
 Habermas notes that Bloch's analysis and treatment of the notion of utopia "operates not only with a mere 

approximation to totalities but out of an anticipatory grasp of these [which] cannot meaningfully be reduced 

to a differential analysis, nor can the concept of utopia be reduced to the content of regulative ideas." 

(Habermas, 1983, pp. 75-76). In relation to this Levitas points out that with Bloch's approach to utopia, there is 

also the problem associated with its proposed limitlessness and multi-dimensionality, and states that, "[i]f the 

field of utopian strivings is virtually limitless, selection within it is necessary; and of course Bloch is selective, 

choosing those elements in culture which, particularly before Marxism made utopia possible" (Levitas R. , 

2011, p. 117). Following on from this Levitas iterates a key utopian distinction that Bloch formulates; utopia, 

for Bloch, can at least be grouped into two different categories, which he terms abstract and concrete utopia. 

Objective, future-laden aspirations or, "[a]nticipatory elements are identified with concrete utopia (and, as we 

shall see, Marxism), compensatory elements with abstract utopia ... the task is to reveal and recover the 

anticipatory essence from the dross of contingent and compensatory elements in which utopia is dressed up in 

particular historical circumstances." (Levitas R. , 2011, p. 103). As we can see here Bloch's philosophical 

development grew to regard Marxism as a manifestation of concrete utopian human possibility, "both as goal 

and as social process. Concrete utopia is embodied in Marxism, where human will and social process meet, 

where we make history if not under the conditions of our own choosing." (Levitas R. , 1997, p. 72). Kolakowski, 

as part of his scathing critique of Bloch, posits that Bloch's Marxist-based category of concrete utopia, 

"contains no exact predictions concerning the society of the future ... In short, what makes a Utopia concrete is 

that we can give no exact account of it" (Kolakowski, 1978, p. 432). However, Bloch's problematic  alignment of 

concrete-utopia with Marxism is thrown an unlikely and unexpected lifeline by Kolakowski, who asserts that, 

"[i]t would be unfair to say, however, that Bloch's identification with Leninism as a political doctrine and 

Stalinism as a political system is an organic and integral part of his metaphysical theory. That theory does not 

entail any specific political consequences or directives for self-commitment, and nothing of the kind could be 

deduced from Das Prinzip Hoffnung if the Stalinist trimmings  were simply removed from its text." (Kolakowski, 

1978, p. 444). In relation to the points made above, I need to register a point of clarification here. Bloch's 

problematic position to, and, relationship with Marxism (and Stalinism in particular) has been fairly well 

documented, and different theorists posit competing perspectives as to the extent of the detrimental impact 

of this in relation to Bloch's wider system and philosophical strategy; chapter 1 of this thesis covers some 

useful aspects of this. Even so, this particular aspect of Blochian controversy does not feature large as an 

explicit part of this project. It should be recognised then, as part the overall context of the project, that, not 

addressing (effectively removing) Bloch's problematic treatment of Marxism and concrete utopia – as 

Kolakowski suggests above – does not implode his philosophy, or render it schematically unworkable. Instead, 

it presents a philosophical problem to be worked-out. This is where my application and creative-treatment of 

chaos and complexity theory comes in. The Blochian notion of abstract, compensatory, utopia will be linked to 
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the eternal messages of hope that are embedded somewhere within the 3rd Meaning2 of the films of 

my life; but also, and importantly, it is more than a personal opener to the thesis, it is an invitation 

to read on and consider how these, strange twinklings have grown, transformed and mutated into a 

proposal for the philosophical/theoretical reappraisal of some of Ernst Bloch’s ideas, and, a neo-

Blochian analysis of popular film and the complexity of utopia. 

A brief explanatory note needs to be made here on the meaning of the term Expressionism and how 

it is to be used and applied (as a capitalised term) throughout this project. As a brief pre-amble to 

this, it is fitting that the main cultural vehicle to be used to reappraise aspects of Ernst Bloch's work 

is that of cinematic popular culture; this is an attempt to revive – via Bloch – a radical critique of 

popular culture, a non-simplistic capturing of what might be termed a utopian populism, associated 

with particular examples of cinema and popular culture. To be clear, it is not my intention to 

produce a naive and unjustified celebration of popular culture; the project does not, for example, 

suggest that certain types of films are popular because they are consumed by mass audiences, and, 

therefore indicative of an unacknowledged aesthetic quality. This would be crude, tautological and 

erroneous. However, neither is it the intention of the project to veer over and inhabit the opposing 

arc of a theoretical spectrum exemplified by Theodor Adorno's critique of the culture industry (also 

found in his From the Stars Down to Earth), where the entirety of mass popular culture – inclusive of 

misguided advocates – is derided and dismissed as infantilised banality, meaningless glitz and 

distraction. I would argue that the distinction to be made here, in relation to the development of a 

neo-Blochian approach to the complexity of utopia and popular cinema, reveals a fuzzy and 'radical' 

                                                                                                                                                                                     
chaos theory, whilst potential future formations of concrete, anticipatory utopia, will be linked to a non-linear 

notion of complexity and possible formations of new future permutations.         

2
 Roland Barthes (1977) discusses The Third Meaning: Research notes on some Eisenstein stills, and as part of this, identifies 

two clear or "obvious" meanings associated with the film. The first meaning operates, generally, on the informational level 
incorporating, for example, "the costumes, the characters, their relations" (Barthes, 1977, p. 51). The second meaning is 
associated with the symbolisms that, again generally, can be associated with the film, "[t]here is the referential symbolism: 
the imperial ritual of baptism by gold. Then there is the diagetic symbolism: the theme of gold, of wealth" (Barthes, 1977, 
p. 51). However, the third meaning for Barthes is an obtuse meaning, and , is "greater than the pure, upright, secant, legal 
perpendicular of the narrative, it seems to open the field of meaning totally, that is infinitely." (Barthes, 1977, p. 55). For 
Barthes then, the third meaning, "is that in the film which cannot be described, the representation which cannot be 
represented" by traditional theoretical strategies or semantic categories.    
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3rd aspect. The development of a theoretical approach to articulating this fuzzy-space needs to be 

capable of transcending the separatist duality of either adopting a saccharine-narrative of subjective 

reception, or, a rigid and objective ideological critique of popular culture. Furthermore, I would 

argue that this radical-Blochian recognition of the potency of myriad cultural-artefacts is reminiscent 

of Bloch's supportive defence of Expressionist art, penned in response to Georg Lukacs' attack, who 

argued that Expressionist art consisted of nothing more than subjectivist distraction, devoid of any 

use where the necessary recognition and critique of the objective and structural realities of 

capitalism are concerned. In response, Bloch's retort to Lukacs asserts that:  

Lukacs’s thought takes for granted a closed and integrated reality that does indeed 

exclude the subjectivity of idealism ... Whether such a totality in fact constitutes reality, 

is open to question ... what if Lukacs’s reality – a coherent, infinitely mediated totality – 

is not so objective after all? What if his conception of reality has failed to liberate itself 

completely from classical systems? What if authentic reality is also discontinuity? Since 

Lukacs operates with a closed, objectivistic conception of reality, when he comes to 

examine Expressionism he resolutely rejects any attempt on the part of the artists to 

shatter the image of the world, even that of capitalism. Any art which strives to exploit 

the real fissures in surface inter-relations and to discover the new in their crevices, 

appears in his eyes merely as a wilful act of destruction. (Bloch, 1988, p. 22) 

Furthermore, Antonin Matejcek, quoted in Gordon (1987), points out that: 

An Expressionist wishes, above all, to express himself ... [He rejects] immediate 

perception and builds on more complex psychic structures, expressing more fully his 

feelings ... composed from impressions previously gathered. Impressions and mental 

images pass through his soul as through a filter which rids them of all substantial 

accretions to produce their clear essence. Closely allied impressions are assimilated and 

condensed into more general forms, into types, which he transcribes through simple 

short-hand formulae and symbols (Gordon, 1987, p. 175).  

Similarly to this, Bloch poetically notes that with the brooding cultural material provided by the 

Expressionists, we are: 

confronted with the Expressio and with the light which falls from high above and yet 

fraternally into the soft or roaring silence of creation, into the untranslated testimony of 

the primitive, of child-, captive- and lunatic-art, into the stammering letters of mountain 

valley and starry sky ... [the] strangely familiar, can appear to us like earth-mirrors in 
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which we glimpse our future, like the disguised ornaments of our innermost form. 

(Bloch, 1991, pp. 238-240)3 

And also that: 
 

the direct aspect of a merely subjective experience ... the very situation  of the times, in 

which the abrupt, often fragmenting glances towards concealed and peculiar things 

become significant, shows that a real matter – and in fact of a strange kind – is 

interfering. (Bloch, 1991, p. 251)4 

 

I argue then that Expressionistic-manifestations occur within the chaotic-temporal terrains of secret 

inner-worlds, beyond popular cultural source or trace-catalysts. Popular cinematic cultural material 

equips us with an infectious symbolism, enabling or prompting us to become our own Expressionistic 

aspirant-architects of new possibility and imagined alternative futures. The 3rd or radical-fuzzy 

aspect that emerges somewhere beyond the oppositional distinction of duality, is indeed deeply, 

unavoidably, subjective (and, in Blochian terms utopianly abstract). But, what I intend to 

cumulatively show throughout this thesis is that deeply subjective does not necessarily equate to 

objective irrelevance or incoherence. Subsequent usage of the term Expressionism throughout the 

remainder of this thesis then, is to be understood within the following refunctioned context: As 

suggested by Matejcek and Bloch, the metamorphosed themes, images and archetypes associated 

with escape and redemption (which recur throughout the selected cinematic sources for this 

project), have a phenomenal potency to prompt Expressionistic trace awakenings and astonishing 

reminders of Not-Yet utopian possibilities. It is therefore suggested that the cinematic sources that 

form part of this study be considered as philosophical-samples, abstracted popular cultural trace 

catalysts, which harbour a cascadent utopian formula, capable of irrupting subjective-temporal 

Expressionistic – Not-Yet articulated – aches for revitalised possibilities.  

 

 

                                                           
3
 Taken from Bloch's essay 'Expressionism, Seen Now (1937)' in Heritage of Our Times (pp, 234-240) 

4
 Taken from Bloch's essay 'The Problem of Expressionism Once again (1940)' in Heritage of Our Times (pp, 251-253) 
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Blochian Theory, Film and Utopia 

Bloch never wrote a book that was comprehensively dedicated to the area of film and utopia; 

certainly in the same way as he did, for example, on music (Bloch, 2000) (Bloch, 1985), wider popular 

culture (Bloch, 1991) and memory (Bloch, 2006); neither did he refer to film as regularly as fairytale 

literature (Bloch, 1986), or indeed, the motif of the detective (Bloch, 1998) & (Bloch, 2009). I suggest 

that this does not negate the value, or indeed the basis, of reflecting upon a Blochian-infused (or 

neo-Blochian) approach to film. With this study, I will explore and, consider, whether a sympathetic 

and contemporarily relevant analysis and application of the Blochian notions of trace and utopia can 

be developed, and applied to specifically chosen popular films.5 The extent to which such a 

development enables the emergence of novel, critical, and creative approaches to film, utopia and 

popular culture, means that this work is very much a formative and experimental project. By re-

appraising some key Blochian concepts, the intention is not to produce a staid, linear narrative, 

culminating in a decisive philosophico-technical judgement on the lack of a schematically developed 

Blochian approach to film; but, rather, to open up new areas of interest and ideas that may 

ultimately lead to further and wider theoretical development.  

It must be pointed out early on in the thesis, however, that the Blochian open-system, in its wider 

sense, is generally acknowledged as being not only philosophically challenging but also multifaceted 

and meandering in its hieroglyphic and aphoristic style. The notion of the hieroglyph is a key 

mechanism associated with the open nature of Bloch's writing, as it throws us back upon ourselves.6 

Many of the concepts and ideas proposed by Bloch are constructed in such a way as to operate as 

shifting and ambiguous ciphers, which serve to remind us of incomplete material from the past, and 

                                                           
5
 The films selected for analysis as part of the second-half of this project, are: Steven Spielberg’s ET, Tim Burton’s Edward 

Scissorhands, Disney-Pixar’s Monsters Inc, and Disney’s Hunchback of Notre-Dame. As suggested above, these films are to 
be invoked as Expressionistic trace-catalysts; as such, it is not expected that the Blochian-based analyses of these films be 
‘pertinent’ only to those films. Instead, the unfolding dialectical reconsideration of Blochian theory, and the application of 
this to the respective films, will serve as invitational indications, and suggest the fruitful potential of this (and potentially 
further) expositions. 
6
 See Jack Zipes comments in the introductory section of The Utopian Function of Art & Literature 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

20 
 

the possible fruition of alternative futures. 7 As Theodor Adorno points out, Bloch’s book Traces 

(Spuren), refers to memories associated with childhood and youth: 

 

... which are developed out of the experience of individual consciousness, the rescuing 

of illusion has its centre in what Bloch’s book The Spirit of Utopia called ... encounter 

with the self. The subject, the human being, is not yet himself at all; he appears as 

something unreal, something that has not yet emerged from potentiality, but also as a 

reflection of what he could be ... Bloch ... takes up motifs from German Idealism and 

ultimately from Aristotle and makes [human] existence itself a force, a potentiality that 

is impelled toward the absolute. (Adorno, 1991, pp, 205-206).  

 

Any approach to reappraising Bloch is fraught with difficulties, and I do not intend to uncritically 

accept the validity of the Blochian framework. There are indeed significant vagaries and assumptions 

which require wary navigation and appropriate recognition. For example, Adorno picks-up on the 

hieroglyphic philosophical manoeuvres invoked by Bloch in order to uncover connections between 

the subjective manifold of personal memories (incomplete hopeful, utopian material from the past), 

and, the Collective-Ultimate (or Ultimum) of a trans-historical eschatological8 process of unfolding 

utopia.9 The way that Bloch's philosophical style tenuously bridges the wide-ranging and pivotal 

extremes of the unfolding hope and dignity of humanity, with the chaos of the personal, leaves a 

difficult space to traverse. Of course, this is not an error or omission on Bloch’s part, rather, the 

reciprocal space between the personal traces of hope-patterns and the unfolding trans-human 

utopian future is a purposeful gap, an Expressionistic-space into which we are to divine our own 

                                                           
7
 Richard Roberts (1990) produces a particularly effective analysis and explanation of what is meant by the hieroglyphic 

nature of Bloch's philosophy and conceptual mechanisms. For purposes of clarity within the context of this project, the 
usage of the term hieroglyphic (in reference to Bloch's philosophy) refers to the shifting and incomplete or open nature of 
Bloch's concepts – arguably, more appropriately termed as precepts – which require a continuation of cultural/contextual 
application and re-interpretation. This is one of the main Expressionistic characteristics of Bloch's philosophical formula. 
Bloch also usefully illustrates in the following quote how cultural and memory traces also serve as subjective hieroglyphic 
prompts – which require further and continual reinterpretation: "Every feature, every device is suitable for this: a vase 
from those days at the window, between the tassels of the curtain – and the adult finds it easy to connect to his childhood 
horror, childhood dawning with the riddles of the kitsch ... full of dreams, jumbles and rumours; today's memory simply 
further interprets what has been. The form in which [we] after-dreamed, copied, mixed and replaced past times comes 
together into a hieroglyph." (Bloch, 1991, p. 346).    
8
 This concept is defined, developed and explored as part of the initial section of the conclusion 

9
 Kolakowski notes in relation to this that since "Bloch's Ultimum, or paradise, is not simply the final state of the world as it 

must be, but has to be realised by human will, it is never clear in what sense the present really contains the future – in 
what sense our 'knowledge' of the future world relates to that world, and how far it is merely an act of will." (Kolakowski, 
1978, p. 434) 
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creative paths towards the utopian inevitability of an as-yet undisclosed future. Thus, detecting and 

responding to the refracted utopian irruptions emergent from within self-encounters and trace 

awakenings, we each play our part in the unfolding of the ultimate move towards the fuzzy 

apparition of hope and dignity (the upright-gait).10 To approach all of this as a philosophical 

adventure, and detect the emergence of one's own shadows, extending outwards from the 

astonishment and intrigue of Bloch’s mysterious hope-light, is rewarding in itself; however, the 

rebus of Blochian futurity is a puzzle for the theorist who wishes to re-engage with any of the 

constituent fragments of this expansive philosophical legacy.  

Returning to the problem of transcending the separatist subject-object distinction, Bloch, in Heritage 

of Our Times and A Philosophy of the Future,11 suggests a possible philosophical solution by invoking 

concepts and ideas adapted from the physics of relativity (which I will move on to unpack and 

discuss in more detail in Chapters 2 and 3 of this thesis). In these works, Bloch hints towards a loose 

conceptual framework which suggests ways in which the fractured subjectivism of the trace can be 

seen as constituent though non-linear shards of a ubiquitous process of unfolding utopia. The fact 

that these proposals remain unsystematic and hieroglyphic leaves Bloch's framework open to 

challenge and critique. As Adorno suggests "there is nothing that cannot be used as symbolic 

intention, nothing that is not suitable for a Blochian trace, and this everything borders on being 

nothing" (Adorno, 1991, p. 210). Adorno’s critical language and unfolding line of argument rapidly 

gathers momentum, and, with his philosophical chest puffed out begins to register the main and 

weighty points of his counter-argument:   

... the philosophical step beyond the subject is a regression into the pre-subjective and 

works to the advantage of a collective order ... Bloch’s perennial expressionism is a shrill 

response ... [D]evoid of any aspect of existence, it becomes a symbol, Bloch’s 

                                                           
10

 Bloch's concept of the Upright-Gait (or Aufrechter Gang) is explored and developed in the later chapter on Disney and 
the Hunchback of Notre-Dame 
11

 Rainer Zimmermann also explores the potential for further development of Blochian non-linear theory and how this 
could be usefully supplemented by chaos and complexity theory (Zimmermann, 2009). However, Zimmermann approaches 
this problem as a mathematician moving towards Blochian theory, whereas my approach in this project is as a theorist 
moving creatively towards philosophical aspects of mathematical theory.   
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transcendence becomes an idea. And ... thereby turns back into the very idealism 

whose confines it was intended to escape ... The absurdity of the status quo suffices for 

[the] verdict; [and we cannot] enter into calculations about what ought to happen. 

(Adorno, 1991, pp. 211-14) 

 

With these important critical points, Adorno serves a hefty and serious challenge to Bloch’s system 

of utopian philosophy; one, that is not only difficult to overlook, but technically challenging to 

adequately respond to. Not that it is my responsibility to embark upon such a philosophical defence, 

Bloch was certainly more than capable of philosophically holding his own; and, as I have suggested 

above, offered important, though often cryptic fragments on history, neo-Riemannian time and 

Einsteinean Relativity as a formative solution to the problem of classical systems with a linear and 

distinct notion of duality. Taken out of their original context, and creatively re-worked by Bloch, the 

array of ideas and concepts associated with the physical and philosophical developments 

surrounding relativity suggest a possible, non-linear theoretical potential resolution. It is the creative 

elaboration of a possible Blochian response, centred upon the development of a neo-Blochian 

complex theory of utopia (incorporating the cultural reference-point of the popular films selected 

above) that is to be the main emphasis of the subsequent chapters of this thesis.  

Picking up on Bloch’s analysis of history, neo-Riemannian time and the development of relativity 

within physics, I suggest that a theoretical re-appraisal of the Blochian spectrum is necessary, to 

begin to work through the schematic gap that Adorno pokes his philosophical fingers into – in a 

somewhat justified move – to pull away at the loosely tacked Blochian seams. Admittedly, and, to a 

great extent, unavoidably, Chapters 2 and 3 of the thesis will be theoretically extensive and hugely 

speculative – as the Expressionistically-hieroglyphic open-space-of-the-future which Bloch leaves 

between his unifying principle of hope, and the fragmentary chaos of the trace, is by no means a 

simple conceptual gap to skip across – rather, it is potentially a philosophical chasm, connected only 

by a flimsy and fragmentary rope-bridge. The theoretical technique that I shall employ, in order to 

attempt this speculative adventure, and move towards a possible, partial (re)articulation of aspects 
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of the Blochian utopian framework, is what I shall term a multiversal dialectic. The multiversal-

dialectic, arguably, should prove to be an effective way of creatively articulating the space between 

Bloch’s principle of hope and the quantum worlds of the trace induced encounter. This would appear 

to be in accord with the Blochian strategy, as Hudson (1982) notes: 

 

the mixed form of Bloch’s discourse, with its quasi-musical techniques of counterpoint 

and coda, makes it difficult to isolate ideas and phrases without distortion ... Bloch’s 

books ... are also unfinished by design ... with the reader left to supply the missing 

unities ... His books have been deliberately unprecedented, over-full of new and 

dialectically aimed ideas, which only slowly emerge from esoteric opacity as 

contemporary thought develops towards their reception. (Hudson, 1982, pp. 2-3) 

 

By cross-referencing and borrowing (and refunctioning) philosophical strategies invoked by similar 

relativity-influenced process philosophers – namely Henri Bergson, Alfred North Whitehead and 

Gaston Bachelard12  – the multiversal-dialectic will operate as a mechanism of philosophical 

counterpoint and conceptual/schematic-proxy. I argue that this is necessary in order to commence 

the process of establishing connections between the hieroglyphic space which traverses the centre 

of the Blochian open-system and complexity theory. In doing this the more systematically developed 

conceptual-logistic strategies invoked by similar process philosophical frameworks will be utilised as 

comparators; it will be assumed that the exploration of the non-Blochian philosophical strategies, 

which have also set out to conceptually tackle and overcome the problem of classical system 

subject-object duality, can be refunctioned and creatively re-worked to synthesise Bloch’s elliptical 

preceptual fragments. This, in turn, will open-up the possibility of moving towards a contemporised 

neo-Blochian theoretical development of chaotic trace, complexity of utopia, and, their 

manifestation as part of aspects of popular film.13 Through this process, a new spatial and complex 

language of utopia will be formulated, to prepare the way for a reapplication of Blochian 

                                                           
12

 And, in the later chapters of the thesis, Georg Simmel. 
13

 The temporal-chaos associated with a utopian trace-awakening and the bespoke subjective characteristics associated 
with the prompting of this, and, the unfolding of any resultant self-encounter, is explored and elaborated upon in Chapter 
2 of this thesis. The distinction between the chaos of the trace and the potential formation of complex patterns of utopia is 
then operationalised and developed as part of Chapter 3 of the thesis.    
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philosophical treasures, to the subsequent Blochian analyses of the cinematic cultural form.14 The 

sketching of this experimental philosophico-geometric terminology will generate a formative 

vocabulary; one that is able to progress towards openly articulating the shifting temporal-terrain of 

trace impacts and utopian awakenings that dwell within the complex generality of the experimental 

journey of humanity.    

It is acknowledged that the dialectically-multiversal mappings-out of, at best, tentative connections, 

between what are essentially, very different domains of theoretical exploration and analysis, is 

somewhat experimental. And, as such, many of the claims made throughout the following chapters, 

in relation to the elaboration or creative-continuation of aspects of Bloch’s philosophy, will almost 

certainly run the risk of not ‘hitting the mark’, and even of being wrong. However, to lessen the 

damage and/or likelihood of this, I would suggest that the emergence of any such inaccuracies 

should not necessarily nullify the thesis and its wider intention. As I have suggested, I do not intend 

to correct Bloch and his system of philosophy; instead, Bloch’s preceptual hieroglyphs and aphoristic 

philosophical fragments are to be utilised and refunctioned as creative, and Expressionistic catalysts. 

As a result the neo-Blochian analysis of complexity, utopia and film should stand or fall on the 

apparent prospective merits of its own theoretical coherence and possibilities – as opposed to, I 

would suggest, a retrospective historico-empiricised measurement against the Blochian original. The 

field of this thesis should extend our notion of what it means to think about utopia and popular film; 

whilst also generating the germination of new ideas along with the possibility of extending into other 

areas of cultural and theoretical analysis. Hopefully, Bloch would have approved of such an 

audacious proposal.  

                                                           
14

 This is significant, as Ruth Levitas notes, "a weakness in Bloch's treatment rather than a difficulty inherent in the 

approach itself, is that there is very little discussion of the significance of utopia's appearance in particular cultural forms ... 

In theory, it would be possible to incorporate much greater consideration of the way in which particular forms provide the 

vehicle for the utopian function in different historical circumstances. Although the task is more than daunting, the 

theoretical possibility of such explorations is one of the strengths of Bloch's approach." (Levitas, 2011, p. 117). 
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Overview of Chapters 

The entirety of the thesis can be sketched into three main categories, which I will briefly summarise 

here. Firstly, an introduction and first chapter will provide a general overview of Ernst Bloch and the 

Blochian philosophical framework – including a posing of the intentions and rationale to apply 

‘Bloch’ to film/cinema. Secondly, chapters 2 and 3 then focus upon and analyse specific philosophical 

areas within the Blochian framework, notably, those of the chaos of the trace in chapter 2, and, the 

unifying category of Hope and Utopia within a context of theoretical complexity as part of chapter 3. 

Thirdly, the thesis then embarks upon several Blochian-infused analyses of the films: E.T., Edward 

Scissorhands, Monsters Inc., and The Hunchback of Notre-Dame, in order to apply areas of Blochian 

theory, (and, neo-Blochian strategies) articulated as part of earlier chapters. 

Where the Blochian filmic analyses are concerned, it is pertinent to point out that as a general 

analytical strategy, the intention is to attempt to say something different about the films; and in so 

doing, propose a neo-Blochian cinematic utopian framework that begins to philosophically take us 

beyond the realms of ideology.15 My analysis of the films is intended – and should be received – as 

an example (and invitation) on how to theoretically and Expressionistically interpret them in an open 

and creative way. It is not intended for my film-philosophic refractions to be (or to become) 

ideologically universalising; I do not assume to have cornered, harnessed, or, otherwise incarcerated 

“the” meaning(s) of these films – but, maybe at best, posed an intriguing and inviting set of 

Blochianesque interpretations. Within the developing philosophy of this thesis, the theoretical 

proposals should be seen as philoso-fractals, that have become mined from within the strata of my 

own utopian-heritage; my own relative 4-dimensional excavations and spectral Expressions of 

embedded Nots and unfolding Not-Yets.16     

                                                           
15

 Whether associated with analytical impositions stemming from an ideological critique at the hands of an expert theorist 
(on behalf on an unenlightened audience); or, the unpicking of constitutive and subversive ideological ‘bricks’, so as to 
uncover the “actual” story relayed by a particular film. 
16

 The concepts of fractal, 4-dimensional geometry, spectrality and Striachordancy are explored, and connected to a neo-
Blochian framework as part of the theoretical work carried out in chapters 2 & 3. 
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In drawing upon and incorporating Bloch’s notions of astonishment, shock, the mark, and, the self-

encounter – personal, and emotive woundings – my cinematic analyses are hopefully framed as 

emergent Expressions, hooked-on to multivariate cinematographic narratives, images, tropes etc. 

Furthermore, Bloch’s work on ideological or cultural surplus suggests that the Genius of certain 

authors and the immediate cultural circumstances of their work do not, and, cannot, contain and 

control entirely the utopian meaning and legacy of the resultant artefact. Rather than perpetuate a 

top-down imposition of authoritarian knowledge associated with espousing or critiquing the 

ideological aspects of the cultural works, my cinematic readings are open-ended processes (and 

should remain liberated), so as to allow for chaotic re-emergences and Expressionistic additions or 

new offshoots. They should remain, then, as active sites to be received and scripted – in shifting and 

bespoke fashions – and so remain expectant for new possible stories and refractions to emerge. In 

approaching the abstract-utopian essence of temporal cinematic Expressionism in this way, the 

analyses do not produce a unilateral authorial revelation, or, the uncovering of a purposefully 

architected ideology; instead, they remain open and accessible, as signposts or theoretical 

hieroglyphs, from which other unarticulated traces and heritages – hopes and ideas for transformed 

and alternative futures – can prompt further Geneses of untold stories and connections. As such, I 

would suggest that this, by necessity, embryonic unfolding, is a rich theoretical area with many 

possibilities for further conceptual focus, development and engagement with Blochian and neo-

Blochian utopian collaborators. Picking up on this, the concluding – and briefest – chapter of this 

thesis takes the form of a utopian proposal or manifesto. A provisional sketching of an embryonic 

notion of what is to be termed anarchogogic cinematology; a cascadent continuation and 

development to engage the hermeneutic capacities of creative collaborators.17 In doing so, the 

opening-up of abstract worlds and Expressionistic revelations to fresh potentialities, contains at 

                                                           
17

 Establishing a connection between the notion of the fuzzy aspect, or third meaning, associated with film as discussed in 
the introduction, anarchogogic-cinematology is a conceptual attempt to bring a neo-Blochian, non-linear utopian naming 
to the potential chaotic infiniteness associated with the third meaning, (and, with this, a praxis, an empowering utopian 
strategy).   
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least the possibility of non-linear dimensions uncovering as-yet unnamed concrete – though complex 

– permutations of future ideas and new alternative destinations. 



Chapter 1 
Ernst Bloch – A Philosophical Overview (setting the context for a 

Blochian theoretical reappraisal)  
 

 

 

 

This Chapter sets out the general philosophical and conceptual schema associated with Ernst Bloch’s process 

system of philosophy. The chapter defines, explores and functions (or, operationalises) the key concepts and 

ideas, that will be applied to the films in later chapters of the thesis. This is off-set against important 

information relating to Bloch’s early life and philosophical development; and, also, the historical and cultural 

contexts within which Bloch’s work was produced. Bloch’s friendships and influential relationships with Georg 

Simmel, Georg Lukacs and Walter Benjamin are also briefly touched upon. Another, and important element of 

this chapter, acknowledges that Bloch’s philosophical style and strategies – essentially, the hieroglyphic, 

Expressionistic style of his open approach and concepts (as set-out in the introduction) – needs to be 

interpreted and de-ciphered. Finally, this chapter considers some important criticisms of Bloch’s work, life and 

philosophy; for example, his often polemical attacks on other philosophers; the editorially unchecked, re-

writing and adjustments of chapters and later versions of his work; and, importantly, his perpetual 

philosophico-political homelessness (whether in pre-war Germany, Switzerland, Prague, the United States, 

post-war East and West Berlin). Jan Robert Bloch – Bloch’s son – suggests that this, in particular, should bring 

his father’s system of utopian philosophy into question. 
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Ernst Bloch – An Overview 

The following material is not intended to be a totally comprehensive exposition of the life, times, 

theoretical creations and ambiguities associated with Ernst Bloch. This opening section is an attempt 

to collate and combine already available material, in order to produce a useful and informative 

overview of the life-stages and historical developments of Bloch’s life and thought - personally, 

academically and culturally. As such, this section provides an important and informative backdrop to 

the theoretical expositions and re-formulations to be explored, reconsidered and adapted 

throughout the proceeding chapters of this thesis. Due to the nature of Bloch’s writing, his prolific 

output, his often esoteric style, and also, the fact that not all of the sections of his collected works 

have been translated into English yet, some omissions will inevitably occur. The main and pivotal 

works of Ernst Bloch translated so far – and will be regularly referred to throughout this thesis – are, 

the Spirit of Utopia (2000), Traces (2007), Heritage of Our Times (1991), The Principle of Hope (1986), 

Essays on the Philosophy of Music (1985), A Philosophy of the Future (1971), Man on His Own: Essays 

in the Philosophy of Religion (1970), Atheism in Christianity (2009), On Karl Marx (1971), and Natural 

Law and Human Dignity (1988)18 have been translated. In addition to these, edited texts containing a 

selected range of important essays are also available, these are The Utopian Function of Art & 

Literature (1993) and Literary Essays (1998). Of these texts, many provide extremely useful snapshot 

analyses of Bloch’s life, concepts and theoretical developments, of particular use and relevance are 

the introductions and translators notes in Heritage of Our Times, The Principle of Hope, The Utopian 

Function of Art & Literature, and, David Drew's introduction to Bloch's Essays on the Philosophy of 

Music. The collection of essays that form The Utopian Function of Art & Literature,19 were taken by 

Jack Zipes and Frank Mecklenburg from Asthetik des Vor-Scheins, a two-volume work edited by Gert 

Ueding (1974). The essays that form both Ueding and Zipes & Mecklenburg’s publications were 

                                                           
18

 The order of the presentation of Bloch’s main translated works here, roughly corresponds to their original chronological 
publication: The later publications (1970’s and beyond) appeared when Bloch took up his professorship at Tubingen (1961-
1977).  
19

 Bloch, E. (1993) The Utopian Function of Art & Literature: Selected Essays, Trans: J, Zipes & F. Mecklenburg; 
(Massachusetts: MIT).   
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originally published in different volumes of Bloch’s collected works; in some cases, some of the 

material was rearranged or abridged by Ueding with Bloch’s permission. In addition to the above, 

more detailed biographical and theoretical information can be found in the following dedicated 

expositions of Bloch’s life and work: Fredric Jameson (1971) Ernst Bloch and the Future (A Marxist 

Hermeneutic); Laszek Kolakowski (1978) Ernst Bloch: Marxism as a Future Gnosis; Wayne Hudson’s 

(1982) The Marxist Philosophy of Ernst Bloch; Jurgen Habermas (1983) Ernst Bloch: A Marxist 

Schelling; Richard H. Roberts (1990) Hope and its Hieroglyph: A Critical Decipherment of Ernst Bloch’s 

The Principle of Hope; Vincent Geoghegan’s (1996) Ernst Bloch; Jamie Daniel Owen and Tom Moylan 

(Eds) (1997) Not-Yet: Reconsidering Ernst Bloch; and, Ruth Levitas (2011) The Concept of Utopia. 

Further recent Blochian expositions have also been documented and published by Thomas H. West 

(1991) and John Millar Jones (1995); and, also of equal and relevant importance, the Blochian 

influenced work of the Tubingen University theologian Jurgen Moltmann Theology of Hope. Finally, a 

range of journal articles can be located (primarily) in the New German Critique, and also in the 

journal of utopian studies. 

Ernst Simon Bloch was born on the 8th of July in 1885 in the German industrial city of Ludwigshafen. 

Geoghegan (1996) tells us that the Blochian household,20 consisting of Markus Bloch, Ernst's father – 

who was a railway official – Barbara Bloch, Ernst's mother, and, of course Ernst Bloch, was one that 

could be described as assimilated Jewish. As far as his early educational experience was concerned, 

Ernst Bloch didn't particularly take to traditional schooling  and its curricular subjects; however, an 

early interest in, and keen understanding of philosophy and philosophical issues rapidly developed. 

The level of the complexity of Bloch’s understanding during this time was evidenced by his extra-

                                                           
20

 Bloch's socio-economic position can be located as being lower middle-class; whilst Bloch pursued academic development 
beyond his traditional schooling, he didn't have family money to support the later pursuit of an academic lifestyle. It wasn't 
until Bloch met his first wife Else von Stritsky that an element of financial surplus and stability became available. Hudson 
(1982) also points out that Bloch's academic and philosophical development, "was influenced by the double existence 
which he led as a boy: in the workers city of Ludwigshafen, where from an early age he was in contact with the industrial 
proletariat and the ugliest features of capitalism, and in Mannheim, a cultural treasure house on the other side of the 
Rhine, with its theatre, concerts, castle and library." (Hudson, The Marxist Philosophy of Ernst Bloch, 1982, p. 5). In support 
of this, Roberts notes that, "the court library of Mannheim contrasted with the proletarian slums of Ludwigshafen, and this 
provided for the young Bloch a living exemplification of the class struggle: the contrasting poles of the nineteenth century 
social order confronted each other directly." (Roberts, 1990, p. 3).  
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curricular correspondence with some of the key German philosophers of the day, such as Ernst 

Mach, Theodor Lipps, Eduard von Hartmann and Wilhelm Windelband (Roberts, 1990, p. 3). In 

addition to the early and prodigious formation of his philosophical abilities, and as another form of 

escape from the boredom experienced as a direct result of the rigidity of the official curriculum:21 

Bloch delved into the Western based adventure stories of Karl May; which, he later divulged, served 

to both stimulate and help feed his utopian hunger to move beyond the constraints of his dull 

existence. Bloch was later quoted in stating that as far as the boundaries of meaningful knowledge 

are concerned (for Bloch at least): there is ‘Karl May and Hegel, everything else in between is an 

impure mixture.’22 

Several translators and Blochian commentators’ note that Bloch’s adolescence consisted of a double 

existence; in one sense, there was the constrained Bloch, living amidst the workers of industrialised 

Ludwigshafen; this persona was to be increasingly contrasted against the hopeful and longing Bloch, 

frequenting the cultural haven of Mannheim – the haven across the river – with its castle, library, 

and theatres, all of which were grandly and alluringly situated amidst architecturally ornate 

buildings.23 The contrast between the industrial proletarian city of Ludwigshafen and the cultural 

abundance of bourgeois Mannheim is an important distinction, one that contains a key theme which 

was to recurrently resurface throughout Bloch’s life and work: Living on the wrong side of the bridge 

provided Bloch’s childhood and adolescence with an important focal point upon which to target his 

powerful imagination; his creative imaginings in turn prompted hopeful day-dreams of adventure 

and escape. Bloch later wrote in his major work The Principle of Hope, that the dream visions and 

longings that emerge within childhood, are the initial emotional twinklings of the utopian spirit, early 

stirrings of the need and desire to step over or venture beyond (Uberschreiten) the constraints of the 

                                                           
21

 In Traces Bloch notes that: “Fifteen years: one got even further beyond life, namely educated. School of course remained 
appalling, consuming nine, even ten years of one’s youth; one did not always attain the class’s standard. Such petit-
bourgeois, such fools, hoplites, lesson plans over me; I was their dog, and rebellious.” Bloch, E. (2007) Traces, Trans. A. A. 
Nassar, Stanford Uni press; p: 46.  
22

 Geoghegan, V. (1996) Ernst Bloch, (London: Routledge); p: 10; Roberts, R. H. (1990) OP cited, p: 4. 
23

 Bloch, E. (1988) Natural Law & Human Dignity, Trans. Dennis J. Schmidt (See translators notes on this particular point on 
page viii). 
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immediate, lived moment (Bloch, 1986, p. xviiii). It could be suggested that the contradiction 

between the two locations was an important influence, one that gave rise to Bloch’s early political 

awareness, as the cultural contradiction of Ludwigshafen and Mannheim provided an example of 

what Bloch would later understand and explain (in Erbschaft Dieser Zeit – Heritage of Our Times) as 

non-synchronism:24 Mannheim embodies a geographical location that remains connected to its all-

important cultural heritage; its architecture, symbolism and myth-of-origin providing a vibrant 

heritage with which to continually, hieroglyphically read and re-interpret. The foundation of 

Ludwigshafen, laid in the 1850s, "was definitely intended as competition against Mannheim; so it 

turned to manage on its own resources in a highly current way. Here is a place therefore, thoroughly 

typical of the capitalist Now" (Bloch, 1991, p. 191).25 However, lacking a rich historical and cultural 

heritage, Bloch argues that it, "came off badly ... with  nothing to guide [its] steps"; and so, with 

Ludwigshafen we are presented with the manifestation of a: 

 

most genuine hollow space of capitalism: this dirt, this raw and dead-tired proletariat, 

craftily paid, craftily placed on the conveyor belt, this project-making of ice-cold 

masters, this profit-business without remnants of legends and clichés, this shoddy-bold 

cinema glamour in the sad streets. This is what it now looks like in the German soul, a 

proletarian-capitalist mixed reality without a mask ...  elegant bourgeois problems of an 

older stratum, have no place in this. Here there is only the stage for factories and what 

goes with them, there is rawness and stench but without stuffy air. IG Farben, which 

founded the city to begin with, now gives it more than  ever the pure, raw-cold, 

fantastic face of late capitalism. (Bloch, 1991, p. 193). 

 

 Under late capitalism, the alienation of the proletariat is effectively hijacked by an empty notion of 

heritage; they cling to a nostalgic need to belong and be connected to something in the remaining 

vacant space devoid of historical connection. Bloch’s ideas were careful to avoid over-simplistically 

dismissing important non-synchronous tendencies; his resultant work in this area is an invitation to 

                                                           
24

 Geoghegan (1996) translates ungleichzeitigkeit as non-contemporaneity (p: 39), whereas other authors translate the 
term as non-synchronism: Bloch, E. (1977) ‘Nonsynchronism and the Obligation to Its Dialectics’ New German Critique, 
Issue 11; p: 22 – translator (Mark Ritter) notes at bottom of page. Negt, O. (1977) ‘The Non-Synchronous Heritage and the 
Problem of Propaganda’, New German Critique, Issue 11. Rabinbach, A. (1977) ‘Unclaimed Heritage: Ernst Bloch’s Heritage 
of Our Times and the Theory of Fascism’, New German Critique, Issue 11. It is generally acknowledged by the above authors 
(and translators) that the term ‘nonsynchronous’ more appropriately expresses the mismatch of ideas and cultural 
expression than the term non-contemporaneity.  
25

 Taken from Bloch's essay 'Ludwigshafen – Mannheim (1928)' in Heritage of Our Times (pp, 191-194) 
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consider that more exists in the sentimental cultural works which the proletarian masses embrace, 

than mere ideological control, (with the sole intention of being geared towards politically persuading 

and manipulating the masses). This was something that the mainstream left, against Bloch’s 

warnings, were far too ready to ignore (Bloch, 1993, p. xiii). For Bloch, there was a deep underlying 

utopian principle that gave rise to the intensively nostalgic needs of (in particular) the lower classes; 

a need or longing that contained traces of hope for something more, something much more 

profound and influential than the Marxian-tinged and crude ideologico-political explanations could 

ever hope to account for (Rabinbach, 1977, p. 11).  

By age 13 Bloch was expounding atheism as a personal and philosophical stance; his ideas were to 

be documented in a manuscript entitled: Das Weltall im Lichte des Atheismus, (The Universe in the 

light of Atheism).26 In 1905 Bloch left Ludwigshafen to study philosophy and German Literature at 

the University of Munich; from here, he was to move on to the University of Wurzburg to study 

experimental psychology, physics, and music; here Bloch also began to take an interest in Cabbala 

and Jewish mysticism. During his time at Wurzburg Bloch wrote a text that was to identify a key 

category or concept that would recur throughout his life’s work: Über die Kategorie Noch-Nicht (On 

the Category of the Not-Yet). The 22 year old Bloch had conceived of the foundation for a 

philosophical system that would continue to be refined, refunctioned and developed across the 

remaining (and prolific) seventy years of his life (Roberts, 1990, p. 5).  

In 1908, Bloch received his doctorate in philosophy with a dissertation on Heinrich Rickert; he then 

moved on again, this time to Berlin; the predominant reason for this move, according to Stephen & 

Neville Plaice (in the translator’s notes to Bloch, 1993) was to indulge in a bohemian lifestyle and to 

pursue a particular female student. Thus, Bloch never set out to seek a particular place of study or 

professor, and yet despite this, Bloch was to soon become associated with the renowned sociologist 

                                                           
26

 See Bloch’s Traces page 47. Translator A. A. Nassar states (in the endnotes to the chapter) that this text was produced in 
1898, when Bloch was 13 – and also notes that the text was never published. 
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Georg Simmel,27 and managed to secure membership of his private colloquium - a select group that 

consisted strictly of 12 places (Bloch, 1993, p. xiv). Bloch gained this coveted position on the basis of 

a thirty-minute exposition of his developing category of the Not-Yet. The association and friendship 

with Simmel lasted until 1911, as during this time Bloch became increasingly disillusioned with 

Simmel’s apparent inability to commit to any of the philosophical positions that he was so adept at 

expounding (Hudson, 1982, p. 6). Correspondence finally drew to a close when Simmel openly 

supported the war policy of Imperial Germany in 1914 – an unpardonable affront to Bloch’s strong 

pacifist beliefs (Palmier, 2006, p. 103). 

After Berlin, Bloch established a Swiss home in Garmisch (1911), and continued to work on 

developing his philosophy of the Not-Yet. In 1913, he married what was to be, his first wife, Else von 

Stritsky: a titled sculptor from Riga. Else’s mystical Christian beliefs had a lasting impact on Bloch, 

one that proved to have a lifelong influence; this in turn contributed towards his successive 

unorthodox attempts to fuse redemptive or messianic aspects of Christianity with revolutionary 

Marxism (Roberts, 1990, pp. 6-7). For the next few years, Bloch moved between Garmisch and 

Heidelberg and during a visit to Budapest met Georg Lukacs; this encounter was to prove fateful, and 

both thinkers were to successively influence each other’s work, and for a time were to become 

inseparable.28 It was also in 1913, in Heidelberg, that Bloch began to participate in Max Weber’s 

Sunday afternoon seminar groups; the participation being less to do with the allure of Weber, and 

more to do with his flourishing friendship with Lukacs (Bloch, 1993, p. xv). Neville & Stephen Plaice 

also make reference to Marianne Weber’s memoirs and provide us with a picture of Bloch at that 

time, informing us that: ‘A new Jewish philosopher has recently arrived – a boy with an enormous 

                                                           
27

 The influence of many of Simmel’s ideas in relation to the development of Bloch’s philosophy are implicitly noticeable in 

the cross-referencing of similar ideas, metaphors and themes – for example, Bridge and Door, The Ruin, The Handle, and 

The Fragmentary Character of Life. Chapters 5 and 6 will suggest and tentatively work through several of these similarities. 

The aim of this comparison and contrast of Simmel in relation to Bloch, will also serve to highlight the unique departures of 

Bloch’s philosophy from Simmel (and other philosophical frameworks).  
28

 Lowy, M. (1976) ‘Interview with Ernst Bloch’, New German Critique, Issue 9. During this interview, Bloch clarifies that he 
was actually introduced to Lukacs much earlier, during one of Simmel’s seminars, but initially thought that “He made no 
impression on me at all.” However, as a result of the later meeting, Bloch discovered that they had “... the same opinion on 
everything ...” (p: 36)  
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quiff and just as enormous self-importance, he obviously regards himself as the forerunner of a new 

Messiah and wants people to regard him as such.’ (Bloch, 1986, p. xxi). Vincent Geoghegan (1996) 

also recounts a humorous yet sarcastically-tinged anecdote that was to be occasionally shared 

amongst other seminar members; the question would be posed: “who are the four evangelists … 

Mark, Matthew Lukacs and Bloch,” the answer ran” (Geoghegan, 1996, p. 12). Geoghegan also 

points out that the closeness of Bloch’s and Lukacs’ friendship was not always perceived as being a 

beneficial one, particularly by Lukacs Hungarian friends, who disagreed with the anti-rational, 

religious and utopian direction of his thought during this time; of course, blaming the influence of 

Bloch on such folly. During this period, as with other later periods in his life, Bloch was to remain 

apart from the mainstream institutions of academia – this was to lead to Max Weber distancing 

himself from Bloch, accusing him of being a syncretic orator with an unnecessarily prophetic and 

messianic manner. For Weber, the vagaries of Bloch’s mystical style served as a cloaking mechanism 

for his ill-fitting smorgasbord of unwieldy ideas and theoretical devices. Around this time, Bloch’s 

relationship with Lukacs began to suffer a similar fate to that of Simmel. Theoretical disputes 

developed, in particular in relation to art and aesthetics (Lowy, 1976, pp. 36-42); and Lukacs’ 

decision to become a combatant in the First World War, again, offended Bloch’s pacifist values 

(Geoghegan, 1996, p. 13). As a result of this relationship breakdown, Walter Benjamin was to soon 

replace Lukacs as Bloch’s close friend and philosophical confidant (Hudson, 1982, p. 9). 

Amidst these events, Bloch continued to develop his concept of the Not-Yet, and in 1918 published 

Geist der Utopie (Spirit of Utopia). Spirit of Utopia is a book that consists of unusual though typically 

Blochian essayistic sections: as a whole it is a blended combination of philosophy, Messianism, 

socialism, and of course utopia. The book begins with a cryptic section based around a descriptive 

narrative of an old Jug (an ancient pitcher), and suggests that the pitcher contains the impressions or 

traces of past generations, whilst also containing, to follow Bloch’s analysis, the latency of Not-Yet or 
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future possibility.29 The final section of the book, entitled: Karl Marx, Death and the Apocalypse Or, 

the Ways in This World by Which the Inward Can Become Outward and the Outward Like the Inward, 

argues for a reclaiming of a positive recovery of the redemptive functions of the divine, through the 

invocation of utopian principles located within the human. This argument was in clear opposition to 

the negative theoretical expositions associated with the more orthodox Marxist rejection of God and 

religion (Roberts, 1990, pp. 11-12). Another important and dominant theme within the book is 

Bloch’s open or process approach to the future, which suggests that humanity is ultimately 

responsible for the conditions of its own existence; and that, importantly, the future is not a pre-

determined inevitability, new future possibilities can, and always must be, actively sought. To state 

the argument very crudely: subjective dreams and utopian visions of a new world can ultimately 

contribute towards objectively establishing new ways of existing. 

During the early 1920s Bloch was to become acquainted with Siegfried Kracauer and Theodor 

Adorno; and in 1921, published Thomas Munzer als Theologe der Revolution (Thomas Munzer as 

Theologian of Revolution). This book was to become acknowledged as a brilliant study of Munzer’s 

theology from a Marxist-Messianist point of view. However, shortly after this publication Else von 

Stritzky died, and despite mourning deeply, Bloch was soon to marry Linda Oppenheimer, a painter 

from Frankfurt, (in 1922). This was a rebound relationship and as such was short lived, as they were 

to separate the same year (Hudson, 1982, p. 8). During 1924 and 1926 Bloch made various attempts 

to break out of Berlin, travelling between Italy, France, North Africa, and Paris; however, he always 

returned to Berlin where he was to eventually meet Karola Piotrkrowska, an art and architecture 

student – she was to become his third and final wife (and lifelong confidant and pillar of support). In 

1930 Bloch and Karola moved to an apartment in a red district in Berlin, so as to live amongst other 

writers and artists with left-wing attitudes (Bloch, 1993, pp. xvii-xviii). It was also in 1930 that Bloch 
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 Bloch, E. (2000) The Spirit of Utopia, Trans: A. A. Nassar; Stanford Uni Press; p: 7. An important comparison can also be 
made here to Simmel’s essay on The Handle. This connection is discussed and explored in more detail in Chapter 5 
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was to complete his next major publication, a literary-based work entitled Spuren (or Traces); this 

was, and still is, an unusual work that consists of:  

 

a hermeneutic of strange experiences, little fables, legends and details from everyday 

life … Bloch managed to evoke a world full of Not-Yet-conscious meanings, and to 

explore the fantasies through which [people] relate to life in a way which ground the 

metaphysical in ordinary life (Hudson, 1982, pp. 10-11). 

 

As stated Traces is indeed an unusual book to read, and without a wider knowledge of Bloch’s 

general philosophical technique, it may be difficult to derive the intention or purpose of his 

aphoristic, highly personalised writing style.30 Weissberg (1992) informs us that the qualities of 

Traces perfectly embody Bloch’s provocative (and evocative) approach to writing and thinking; 

Bloch, in this work, presents readers with an archaeological way of thinking: through presenting his 

own wealth of past hopes, memorable tales, and lost experiences, he invites the reader to embark 

upon their own similar journey, so as to explore fragments of their own traces of missing or Not-Yet 

conscious utopian tendencies. As far as the unusual writing-style of the book is concerned, Berghahn 

(1997) notes that Bloch was averse to documentary-type or factual writing, therefore Bloch’s 

peculiar writing style is the result of a conscious avoidance of (or alternative to) pseudo-scientific 

textual styles that erroneously rely upon or attempt to relay empirical facts.31 For Bloch, writing is an 

Expressionist art-form, one that can make visible important tendencies that remain hidden from 

normal and routinised ways of thinking. The creative process of recounting and telling stories of 

hope, enables the hidden tendencies to surface or begin to appear (Vor-Schein),32 and manifest 

promises of real utopian possibility (Weissberg, 1992, pp. 29-31). Through a written-Expressionist 

process of montage, empty-spaces of Not-Yet utopian material can begin to reappear; not as an 

                                                           
30

 See Dennis J. Schmidt translator’s notes to Natural Law & Human Dignity (Bloch, 1998); pgs xxii-xxiii 
31

 In recognition – but, also critique of Bloch, Kolakowski notes that "Bloch ... invokes the aid of imagination, artistic 
inspiration, and enthusiasm. This would not be out of the way if he considered himself a poet, but he contends that the 
anticipating fancy is a science in its own right – not an ordinary one, but a science of a superior kind, free from the irksome 
constraints of logic and observation." (Kolakowski, 1978, p. 434) 
32

 Pre-appearance or anticipatory illumination. 
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inactive reception of Bloch’s stories, but as a creative, mental process that can lead towards the 

uncovering of our own traces.33 

On March 5, 1933, whilst still in Ludwigshafen, the Nazi party seized power in Germany; justifiably 

fearing arrest, Bloch fled to Switzerland where Karola soon joined him. Whilst in Zurich they 

maintained activity in resistance groups, but this was to be frowned upon by the Swiss authorities, 

and contributed towards their expulsion in 1934 (Bloch, 1993, p. xviii). Prior to their departure, Bloch 

had managed to complete Erbschaft dieser Zeit (Heritage of Our Times), which dealt with 

developments in poetry, drama, art, film, architecture, philosophy, music, popular entertainment 

and physics, as well as German culture and the rise of fascism (Hudson, 1982, p. 11). The first edition 

of Heritage of Our Times was published in Zurich in 1935 - during the Bloch’s five-year period of 

emigration to several European capitals and their final emigration to America for ten years (1938-

1949). It is also important to note that around this time Bloch’s thought and work increasingly 

manifested explicit Marxist ingredients: a transition that awkwardly also consisted of public 

endorsements of the Soviet Union and the coercive strategies associated with the Stalinist regime 

(Bloch, 1991, p. xiiiv). Bloch problematically defended the highly contentious Moscow Show Trials, 

and in relation to this, Geoghegan (1996) informs us that Bloch was apparently prepared to support 

the accusation of Trotsky being a ‘Gestapo agent’; and in a letter of 1937 further stated that: “the 

truth lies in the Moscow version, no matter how paradoxical”. 

Bloch’s ideas, publications and larger-than-life persona began to establish him as an influential yet 

extremely unorthodox Marxist thinker: a creative, philosophic and theoretical force to be reckoned 

with. His growing reputation attracted the attentions of the more established orthodox groups, 

whose ideologies centred rigidly upon more classical interpretations of Marxist theory; the 

traditional Marxists began to grow increasingly suspicious of Bloch’s innovative-messianic take on 

Marxian ideas. In relation to Bloch’s work, it is essential to consider that the Marxism that emerges 
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 Berghahn, K. L. (1997) ‘A View through the Red Window: Ernst Bloch’s Spuren’, in J. O. Daniel & T. Moylan (Ed’s), Not Yet: 
Reconsidering Ernst Bloch, (London: Verso); p: 212 
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should be understood as a positive critique of traditional (or in Blochian terms: cold-stream) Marxist 

theory. Many of his ideas and writings set out to attempt to refunction or complete sketchy or 

unaccounted-for areas of Marxist theory; in turn, Blochian permutations of Marxism emphasise a 

necessity to nurture an almost fluid subjective creativity on the road towards thinking about, 

conceptualising and building revolution and utopia. Such heretical creativity was of course anathema 

to the Stalinist rigidities that espoused Statist/structuralist versions of Marxism. 

Between 1938 & 1949 the Blochs were to live in exile in the United States: 1938-1940 New York City; 

1940-1941 Marlborough, New Hampshire; and 1942-1949 Cambridge, Massachusetts. The Blochs’ 

circles of friends were to be drawn from other members of the exiled German community; 

influential figures such as Bertolt Brecht, Kurt Weill, Hans Eisler, George Grosz, Thomas Mann, Paul 

Tillich, Herman Broch, and of course Theodor Adorno were regular acquaintances.34 Bloch had 

hoped to secure employment at the exiled Institute for Social Research; however, Bloch was sorely 

disappointed at Horkheimer’s rejection, on the grounds that his political persuasion was too 

communist. As far as potential employment in other American universities was concerned, this was 

not an option due to Bloch’s inability and continued reluctance to speak English. Initially, the stay in 

the U.S. was not an easy time for the Blochs’, money was tight, and early on Karola took on 

waitressing work in order to keep some money coming in, and eventually managed to secure better 

paid employment in an architect's office (Palmier, 2006, p. 244). Bloch, in a letter to Adorno 

explained how the lack of employment and income was having a negative impact on the family, and 

asserted: ‘Should I have become a dishwasher?’ (Geoghegan, 1996, p. 20). In response, Adorno in a 

New York journal made a public appeal for financial donations on behalf of the Blochs’. However, as 

part of the appeal Adorno inaccurately stated that Bloch had actually been earning a living by 

washing dishes, and that he had been dismissed for slowness: an accidental inaccuracy that must 

have been of great embarrassment for Bloch. 
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 See the various excerpts relating to Ernst Bloch in Jean-Michel Palmier (2006) Weimar in Exile, Verso. 
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Despite the economic constraints of this period, Bloch was still able to write the majority of what 

was to become his most wide-ranging and comprehensive piece of work – Das Prinzip Hoffnung (The 

Principle of Hope). This - Bloch’s magnum opus - was to consist of three volumes, containing 

altogether fifty-five chapters. The overall and often implicit assertion that recurs throughout the 

three volumes is that hope always has, and inevitably will continue to permeate the spirit of the 

times, and re-emerge via subjective consciousness. The fundamental nature of this hope-drive, a 

kind of eternal hunger-towards-hope, is continuously articulated through utopian expressions, which 

manifest as a result of being prompted through mutating cultural forms. According to Bloch (and this 

is what the three volumes of The Principle of Hope attempt to explore and document), the eclectic 

diversity of such artistic and cultural forms, ranges from such basic articulations as popular fairytales 

to the extreme profundity of great philosophical and political doctrines. Volume 1 makes theoretical 

and conceptual moves towards arguing that individuals are unfinished, and that as part of the 

forward, future-oriented momentum, individuals become sporadically aware, through their day-

dreams and secret utopian longings for fulfilment - of the potential for a better life. Cumulatively, 

the three volumes of the Principle of Hope, provide a systematic and incredibly wide-ranging and 

detailed examination of the ways in which daydreams, fairytales, myths, popular culture, literature, 

theatre: (essentially, all general expressions of art), contain traces of material that is able to jolt 

people into moments of hopeful longing. The utopian process that Bloch schematicizes and urges us 

to consider, is one where the past illuminates the present which in turn can direct us towards 

pursuing a better future; or as Kellner (1997) explains:  

The past – what has been – contains the sufferings, tragedies and failures of humanity – 

what to avoid and redeem – and its unrealised hopes and potentials – which could have 

been and yet can be. For Bloch, history is a repository of possibilities that are living 

options for future action; therefore, what could have been can still be  (Kellner, 1997, p. 

81). 
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At the end of the war, Karola Bloch was reluctant to leave the States and return to Germany, as the 

Nazis had murdered her immediate family; however Ernst Bloch was eager to accept the offer of a 

philosophy professorship at East Germany’s Leipzig University, an opportunity to play an active role 

in the building of a new socialist Germany. In 1949 a 64 year old Bloch took up his first academic 

position as Ordinarious for Philosophy at Leipzig; however, his time here was far from smooth-

running, as he set about re-establishing his creative style of Philosophical Marxism. Bloch lectured in 

the largest theatre in the Karl Marx University to packed audiences, gaining an enthusiastic student 

following and generating an increasing (but short lived) influence on some of the party ideologists, 

such as Kurt Hager, the Central Committee secretary (Geoghegan, 1996, p. 22). Hudson (1982, p, 15) 

points out that: “There can be little doubt that Bloch’s reassertion of philosophical Marxism was 

heretical by East German standards. He was ruthless in his attacks on ‘narrow-gauge’ Marxism, and 

in his rejection of ‘objectivism’, ‘schematicism’ and ‘mechanical materialism’." 

Towards the middle of the 1950s, Walter Ulbricht, leader of the SED (the ruling party in the GDR), 

began to suggest that Bloch’s teaching contained non-Marxist principles, and placed too much 

emphasis on subjective creativity, and therefore ignored the primary importance of the structural 

elements of class-struggle (Bloch, 1986, p. xxv). Gradually Bloch’s philosophical and political position 

became irreconcilable with that of the leadership of the Stalinist SED. Therefore in 1956 Bloch 

stepped-out and began to call for political change. Influenced by Walter Harich (one of Bloch’s 

students), a group of intellectuals planned a coup, and although Bloch was aware of this move, he 

refused to join in. The government discovered the plot and sentenced Harich and other 

collaborators to imprisonment. As part of the State retaliation, Karola and Bloch narrowly escaped 

arrest, and Bloch, soon after, was to be subject to public rebuke in newspapers and magazines 

(Geoghegan, 1996, pp. 24-25). In January 1957 he was forcibly prevented from continuing a series of 

lectures at the university, and public conferences began to denounce his mystical Marxist 
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philosophy. Bloch’s public removal was complete when finally, he was banned from all involvement 

in public dialogue, and forced to retire. 

However, in 1959 the third volume of ‘The Principle of Hope’ was published, and on the back of this 

relatively small but important event, Bloch began to travel to West Germany so as to meet an 

increasing demand to deliver guest lectures. In 1961 the Blochs were visiting Tubingen & Bayreuth, 

(as a result of guest lectures), when the East commenced the construction of the Berlin Wall. The 

Blochs took the decision to remain in the Western sector, and in filing for political asylum, effectively 

defected to West Germany (Bloch, 1986, p. xxvii). Bloch’s disillusionment with the socialist East was 

now complete; situated between a ‘rock and a hard place’, Bloch was attacked as a traitor in the 

East, and derided in the West for having espoused hope in the Communist ideal (in spite of its 

violence, propaganda & oppression). Initially appearing isolated Bloch secured a special position at 

the University of Tubingen. On November 17th 1961 a 76 year old Bloch delivered his inaugural 

lecture: ‘Can Hope Be Disappointed?’35 Ever the militant optimist, Bloch still refused to go away 

quietly, and with this lecture reasserted the value, indeed necessity of Hope: his public stridency all 

the more poignant in the face of such personal and professional adversity. Bloch’s overriding 

message was that hope must always be subject to the threat of defeat, or it simply would not be 

hope: 

Thus the kind of Hope that consists only of dreams can and will be disappointed – 

whether it comes forth privately or in a wider, public arena. And yet, does well 

founded hope, mediated, guiding hope have any better prospects? It too can be, and 

will be, disappointed; indeed it must be so, as a matter of honour, or else it would 

not be hope (Bloch, 1998, p. 340). 

 

As part of the final stages of his academic life, the Magus of Tubingen seized the opportunity to 

publish many of the manuscripts that he had been working on for in excess of 50 years, which 

                                                           
35

 Ernst Bloch (1998) Literary Essays, p: 339-345, in this text, Bloch’s lecture: Kann Hoffnung enttauscht werden is 
translated as ‘Can Hope be Disappointed?’; whereas Richard R. Roberts (1990) Hope and its Hieroglyph, translates it both 
‘disappointed’ and ‘frustrated’ p: 24; and, Ernst Bloch (1993) The Utopian Function of Art & Literature, Zipes & 
Mecklenburg translate it is ‘Can Hope be Disappointed?’p: xxv.  
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resulted in a stream of books. Aspects of Bloch’s thought were to be taken up and positively 

developed by Tubingen’s resident theologian Jurgen Moltmann; as a consequence Bloch’s reputation 

was to reach a new global audience. For the traditional Marxists this theologisation of Bloch further 

tarnished his standing, but also served to open-up a new and productive Christian-Marxist dialogue, 

as well as influence the student protests and Trade Union protests of the 1960s (Hudson, 1982, p. 

17). From 1961 until his death in 1977 at the age of 92, Bloch continued, with unceasing passion to 

pursue and advocate a hope that could indeed be disappointed, but never universally defeated. For 

Bloch, hope always was, and always would be a hope for the Not-Yet. 

The Contingency of Blochian Hope… 

As a transitory essence, hope may well be subject to the constant threat of disappointment, apathy 

and inaction (or indeed subject to the inhabitation of twisted and dark forces – such as Nazism), but 

for Bloch, this can never mean that we should accept (or can expect) the finality of such negative 

possibilities; on the contrary, hope disappointed within the Blochian framework, begins a shift 

towards the positive, and instead it is seen as hope that has Not-Yet been appointed: it is latent, 

hidden, Not-Yet-conscious. Approached in this way, hope ceases to be a rejected attempt, a relic to 

be historically recorded and filed away, instead it is recapitulated as an open process, as a beacon on 

the horizon, a place at which we have yet to arrive (Moylan, 2000, p. 275). Alternatively hope is 

presented as an open opportunity, a destiny that has not yet been decided, because the future has 

Not-Yet been lived. It therefore becomes philosophically possible then to re-appoint hope, to 

awaken it from the Not-Yet-conscious, and establish the natality of its transit into the objective 

realm of the Not-Yet-become. With Bloch’s Not-Yet, we are reminded that the potential to redeem 

the world from stasis and passivity via possibility, still remains. From such an optimistic viewpoint, it 

is inevitable that expressions of hope will resurface, as its tendency breaks free from, and illuminates 

the dark-constraints of the present and shines forth into the beyond; future-laden snapshots of hope 

will, and must, emerge from amidst the multifaceted meanderings of day dream’s and nostalgia-
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shocks - as the eternal hope of all that is Not-Yet nudges the recollections of traces and hopeful 

memories.36 As Bloch tells us:   

 

Nothing is more human than venturing beyond what is. The fact that dreams of 

blossoming rarely blossom has long been known. Hope that has been tested knows 

this best of all; and even here, it does not attain the status of confidence … Hope 

knows, too, that defeat pervades the world as a function of nothingness; and that … 

The world-process has not yet achieved victory anywhere; but it just as surely has 

not been defeated anywhere. And humans on earth can alter course toward a 

destination that has not yet been decided – toward redemption or perdition (Bloch, 

1998, p. 345). 

 

The capricious nature of hope means that venturing beyond contemporary states and limitations is 

of course potentially dangerous, as there are no guarantees as to the type of initiatives likely to 

inhabit the space(s) of hope (Jones, 1995, p. 136). In this sense, hope is a powerful principle because 

it constantly hungers for something different, something new; but there is no guarantee of a good or 

certain future; as such, a Blochian-tinged understanding  of utopia needs to be constantly, acutely 

aware of the uncertain nature of any formations of personal or political action in the name of hope 

(West, 1991, p. 107).37 At best, hope as a cipher, or utopian metaphor reminds the inner-subjective 

realm of the unmade open future, whilst also taking account of the unpredictability of contingency. 

As the swirling hunger of the hope-drive strives to venture in some way towards a better, 

transformed future – this is, after all a future that is (and is continually): Not-Yet. 

De-Ciphering Bloch 

Such contingent open-ness means that the Blochian framework is not without its critics: writers and 

translators are unanimous in their agreement that Bloch’s philosophical style and distinctive prose is 

inherently difficult, and in places, verges on being impossible to decipher. Bloch’s style is not 

                                                           
36

 Ernst Bloch (1977) ‘Nonsynchronism and the Obligation to Its Dialectics’, New German Critique, Spring 1977, issue 11, p: 
31; Ernst Bloch (1976) ‘Dialectics and Hope’, New German Critique, Fall 1976, issue 9, pgs: 6-8; Douglas Kellner & Harry 
O’Hara (1976) ‘Utopia and Marxism in Ernst Bloch’, New German Critique, Fall 1976, issue 9, pgs: 21-25. 
37

 See also Levitas, R. & Sargisson, L. (2003) Utopia in Dark Times In R. Baccolini & T. Moylan (Ed’s) Dark Horizons: Science 

Fiction & the Dystopian Imagination Routledge. 
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immediately (at least in a simplistic sense) comparable to other utopian theoretical frameworks. 

Because of its esoteric, sprawling style, his work fell out of mainstream academic use after his death 

in 1977; however, there appears to have been a recent resurgence of interest (from the 1990s 

onwards). The intimidating range of Bloch’s knowledge, combined with the lack of necessity to 

substantiate his arguments in traditional academic settings (due to not having an academic post until 

well into his 60s) exacerbates the situation, and appears to have contributed towards the distance 

between Blochian philosophy and new audiences. Another factor that appears to have contributed 

towards the problematics of accessing Bloch, is that it is difficult to attempt to enter into a Blochian 

way of thinking, or gain a basic understanding of his philosophical system through one particular 

text. Roberts (1990) informs us that:  

 

Bloch regarded his works as a synthetic unity and resisted the ordering of the 

Gesamtausgabe in strict chronological order, and the absence of a critical apparatus and 

organisation in the standard edition puts near insuperable obstacles in the path of the 

uninformed reader (Roberts, 1990, p. 1). 

 

Another problematic legacy associated with Bloch’s works, is that he was renowned for re-working 

(i.e. editing and re-writing) earlier versions of published texts, so as to adapt the meanings of 

concepts, and take out any assertions that he later did not necessarily agree with – for example 

where support for Stalinism had been expressed during earlier periods of Bloch’s life. Oskar Negt 

(1975) notes a particular reviewer’s concerns in relation to Bloch’s earlier work as part of a 

comparison of earlier publications and an impending revised edition:  

 

His investigations revealed that there were changes: incorrect dates, omissions and 

additions: in other words, revisions had obviously been made but had not been 

annotated. Some of Bloch’s important essays written about the Moscow trials of the 

1930s, which at the same time of their publication upset many German emigrants … 

were not included in this collection because they did not represent the author’s present 

position (Negt, 1975, p. 3).   
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Hudson (1982) points out that Bloch’s first publication Spirit of Utopia went through several quite 

substantial re-writes (Hudson, 1982, p. 8). Different commentators and translators also tend to 

prefer and/or criticise differing aspects of Bloch’s work; such an example is provided by two of the 

main English-speaking translators and writers of his work: Wayne Hudson (1982) and Richard 

Roberts (1990). Hudson suggests that Bloch’s theoretical and conceptual innovations in relation to 

Marxism don’t necessarily work, that they pose more tensions and inconsistencies than systemic 

remedies: 

Bloch tends to advance ideas in tension or conflict with Marx’s assumptions [and] 

combined his early utopian philosophy with Marxism without the extensive 

reformulations which such a project would seem to require … Bloch always remained a 

‘bourgeois’ intellectual with left adventurist sympathies (Hudson, 1982, p. 210). 

 

 

However, Roberts’s (1990) suggests that Hudson’s overly simplistic point that Bloch’s philosophical 

system can be encapsulated by the assertion that it should be understood generally as an 

unsuccessful attempt at Marxist revisionism, misses many important aspects of Bloch’s philosophical 

innovations, particularly in relation to theology (Roberts area of interest). Roberts states that: 

 

in regarding Bloch as an innovator within Marxism as such, he [Hudson] emphasises the 

weakest and most problematic aspect of his work. [I] attempt to demonstrate the 

presence of cohesive, purposive thought within The Principle of Hope in which Marxism 

is rhetorically present but in substantial terms predominantly supportive, even marginal 

(Roberts, 1990, p. 20).38 

 

One of the most unflinching critics of Bloch’s work (providing an array of stinging points and 

powerful criticisms) is his son Jan Robert Bloch. In a 1988 New German Critique article (‘How Can We 

Understand the Bends in the Upright Gait?’), J. R. Bloch takes to task (often in conjunction with 

direct personal experience and insight) many of the limitations inherent within his father's thought, 

actions and philosophical articulations. One of the major points, extensively and thoroughly argued 

by J. R. Bloch surrounds his father’s unwavering public support for the Moscow show trials that took 

                                                           
38

 Interestingly, this assertion corresponds with Kolakowski's comments – one of Bloch's strident critics – highlighted in the 
introduction.  
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place predominantly during the 1930s.  For Ernst Bloch, the Soviet Union was the only beacon of 

hope during this turbulent period, it was the only alternative that hinted politically towards the 

potential of an unfolding process, one geared towards achieving socialism and a classless society. In 

Lowy (1976) Bloch asserts that the only options at that time were either fascism or communism, 

“and as long as that beacon shed light, no matter how dim, [Bloch] argued that it was the duty of 

committed socialists to keep it going every possible way.” (Bloch, 1993, p. xx). J. R. Bloch notes that 

his father’s intentions at that time may well have been virtuous – albeit naïve, especially in the face 

of the seeping evidence that increasingly indicated that the USSR operated to the contrary. 

However, the main point that J. R. Bloch brings to the fore, is the fact that his father, even in later 

years - when the damning evidence began to emerge that Stalin had been a murderous dictator – 

never recanted his earlier stance, or acknowledged his error: Khrushchev denounced Stalin at the 

Twentieth Congress of the Communist Party of the USSR (in 1956), the revelations were the 

beginning of a successive wave of disclosures, relating to Stalin’s reign and the horrific events that he 

unleashed, such as mass executions, assassinations of party officials, agricultural collectivisation, and 

the brutal suppression of non-Russian minorities. The Show Trials could now be seen to be exactly 

what most people at the time suspected them to be: a propagandised terroristic sham directed by a 

murderous despot. Geoghegan (1996) notes that Bloch’s response to these revelations was not 

clear, however Jan Robert Bloch suggests that his father responded to these crushing revelations 

with detachment; and even when the Stalinesque hammer-blow was delivered to Bloch himself 

during the late 1950s in Leipzig – he obliviously continued to espouse the virtues of a Marxist utopia. 

J. R. Bloch notes in relation to this anomaly: 

 

When fictive lighthouses finally turned into real watchtowers in Berlin in August 1961, 

Bloch went to the West. However, he persisted even after the watchtowers, regardless 

of all historical experience, in Marxism and the dream of the absolute, in the same gait 

and plan of attack, without seriously reflecting on the conditions that made him leave. It 

was somewhat remarkable: he who had severely criticised friends … for their reluctant 

attitude towards the East German republic, had all of a sudden no problem in leaving the 

very country he supported (Bloch J. R., 1988, p. 37).   
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The question that emerges in relation to J. R. Bloch’s critique, is: does Bloch’s behaviour in relation 

to the Stalinist trials indicate a wider expression of a deep and fundamental flaw inherent within his 

thought (if so, this potentially presents some ethical issues in relation to an attempt to revive 

elements of Bloch’s thought); or was it, with hindsight, a mistake, produced by the need for a 

political identity during perverse and unstable times, the extreme reaction of a revolutionary 

intellectual painfully aware of the need to choose the only available opposition to the Nazis and 

capitalism (Negt, 1975, p. 9). In relation to this, I propose to argue for the latter, and that despite the 

problems and issues relating to Bloch’s work and system, there is still a legacy of something else 

worth salvaging and resuscitating from the Blochian remnants: Bloch always maintained that, as 

humans, we set out to make our marks on the world, and in so doing, leave behind traces of 

undisclosed possibility: unspent utopian tendencies that serve as signposts to others; with this in 

mind, we should be prepared to once again take-up the Blochian baton, and, especially in our own 

times of political, philosophical, ecological and economic adversity, dare to once again, begin to 

‘demand the impossible’. 

New ways of thinking can be brought forth from traces of the past, in the sense that prior thoughts 

and incomplete experiences have Not-Yet been completed, and so have not yet come into being; the 

utopian legacy and its cultural surplus is therefore to be re-discovered by each subsequent 

generation. Creative cultural works from the past contain unspent anticipations that mutate and spill 

over into procession of future stages of personal, and potentially societal development. The cultural 

surplus in turn contains seeds of Not-Yet-conscious (noch-nicht bewusst) utopian material; and as 

with all Blochian variations of the Not-Yet, this contains psychological and socio-political elements. 

Geoghegan (1996) concisely sums-up the role of the Not-Yet-conscious as part of the creative 

utopian process:  

Bloch isolates three stages in the process whereby the Not-Yet-Conscious becomes a 

creative force in the world: incubation, inspiration and explication. Incubation is the 

period of active fermentation where the new material is developing, much of it beneath 
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the surface of consciousness, until a point is reached when it bursts into the conscious 

world. This is the moment of inspiration, a sudden lucid moment of illumination … Bloch 

is at pains not to isolate these individual processes from their social and historical 

context; the newness, which he terms the Novum, emerges with the confluence of 

subjective and objective conditions (Geoghegan, 1996, p. 35). 

 

 

Bloch (1993) uses the term Novum (or new) to identify an area of genuinely new possibility; the 

momentary Novum erupts into consciousness as it is shocked into recognising the possibility of 

future newness; that out of the old can emerge the possibility of new direction and creation. As part 

of this process, art and literature, and other cultural forms generally, are to be understood as 

essential aspects of the utopian function, in that they provide the means by which humans can begin 

to question the nature of the organisation of their own social existence. Furthermore, such prompts 

can invoke the consideration of warning signs relating to political and economic regimes of 

restriction, oppression and inequality. As such, the utopian quality of a piece of art is determined by 

the Vor-Schein or anticipatory illumination that it generates. The utopian tendencies inherent within 

all art forms should not be understood as impossible ideals, but as the promise of potential real or 

concrete utopian final states, as opposed to false, flimsy or abstract utopian compensations. Bloch’s 

general utopian theory of the hope-drive enables a psychological or personal connection to the 

objective possibility of a new society, one where everyone can experience dignity, and an upright 

gait. As Roberts (1990) informs us:  

 

The Blochian ‘way of thinking’ established a thought-experiment that can be embarked 

upon by anyone, the Blochian system clears space, [it] opens possibilities and 

refunctions the past in the name of the future. As such Bloch articulates indispensable 

middle ground between nostalgic regression into the past and capitulation of the coming 

nemesis of technological domination that overshadows the future … Bloch re-awakens a 

lost past through the category of the hidden future and exploits the idea of the possible 

so as to threaten all ideological rigidities (Roberts, 1990, p. xv). 

 

Geoghegan (1996) notes, that one crucial aspect needed for an understanding of Bloch is the way 

that he uses metaphor. For Bloch, the world contains a secret that is continually expressed through 
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metaphorical form; as such, it is one of the tasks of humanity to decipher the traces of this secret, 

and, as detectives, continually work towards achieving the essence of its form. Art is therefore not a 

copy or imitation of the world that exists, but is instead the gradual revelation of its utopian secret. 

Cultural creation – Art in its widest sense (again, using art as a very broad and general Blochian 

definition) is the process by which the Not-Yet conscious is brought gradually to the Front of 

consciousness (Bloch, 1986, p. xxxii). Within this notion of art, wish-landscapes emerge that re-

awaken the posited traces of utopia and nudge the secret of a promised land that is yet to be, a little 

closer. For Bloch, art is of paramount importance, as: “To write, to compose, to paint, to read, to 

listen, to view, these are human acts of hope.” For Bloch, art means that we are all aware (to 

differing degrees) that the future is open, and as such, we wish longingly and day-dream of possible 

different and better outcomes compared to the constraints of today; hence, in systems where 

political alienation and oppression exists (or where one oppressive system merely replaces another), 

the utopian wishes of the people are bypassed, and so they ‘non-synchronously’ limp forward whilst 

looking longingly back. Jones (1995) clarifies this point, and asserts that within the Blochian realm, 

the unknown future takes on an empowering and  significant relevance, as future social 

permutations do not simply repeat, in cyclical fashion, the same old patterns of the past; so with 

Bloch, we glimpse the unmade possibility of a genuine:  

 

 future that can be distinguished when the place where we wish to arrive, or that which 

we strive for, is itself not yet in existence. For the individual, the Not-Yet-conscious is 

the psychical representation of what has Not-Yet-become in our time and its world 

(Jones, 1995, pp. xiv-xv). 

 

The following chapters of this thesis will pick-up on the various Blochian ideas and concepts so far 

addressed, and, develop, and in some respects refunction and re-apply them to an updated, 

contemporised neo-Blochian-utopian understanding of (specific examples) of popular cinema. 



Chapter 2 
Ernst Bloch contra Henri Bergson, Alfred North Whitehead 
and Gaston Bachelard: Relativity, Hope and the Chaos of 

Utopian Striachordancy.  
 

 

This chapter serves to set out the Blochian approach to analysing and considering the ubiquitous though 

fractured nature of hope. As suggested in the chapters above, the Blochian philosophical system presents an 

open framework; this framework, Bloch suggests (recognises, and) opens-up a liberatory space for subjective 

creativity, a space where, importantly, lost memories and daydreams can begin to break through the 

mundanity of every-day existence, and, in turn, lead to the recovery of active hope. For Bloch, where utopian 

expressions of hope are concerned, myriad aspects of cultural sources act as conduits which serve to penetrate 

through to this subjective personal space; as such, for Bloch, many aspects of mass produced (and the mass 

accessibility) of popular cultural artefacts, must be recognised as being psychologically, philosophically and, 

potentially, politically important. As part of this, Bloch suggests that catalytic symbols of Hope and the utopian 

impulse can be discovered as recurring throughout many popular cultural sources; furthermore, this utopian-

archetypal material enables the sputtering, chaotic articulations of ‘subjective utopian emergences’ – or self-

encounters – which, in turn, pose (at least) the possibility that ‘we’ can be prompted to peer through the 

illusory, pseudo-finality, of established externality – and, in doing so, contemplate the pursuit of ‘better’ ways 

of existing.  

Specifically then, this chapter addresses Bloch’s (and Blochianesque) ideas, which philosophically manoeuvre 

around the different though related areas of relativity, subjective creativity (and the possible ‘outward’ 

articulation, and implications of this). As suggested in the Introduction and Chapter 1, in order to highlight the 

potential wider theoretical significance of these elements, in relation to Bloch’s wider work (and then, the 

intended further development of this study), I will initially explore other process, relativity-influenced, 

philosophers and their frameworks (namely Henri Bergson [1859-1941]; Alfred North Whitehead [1861-1947] 

and Gaston Bachelard [1884-1962]), which, in certain respects appear to have embarked upon similar 

theoretical resolutions to that which Bloch elliptically and aphoristically hints towards. In doing this, I will 

argue that both the subjective-Expressionist aspects of Blochian theory – in relation to ubiquitous hope and 

the subjective-chaotic traces of utopia – might be better understood, and elaborated upon, if considered in 

relation to an Einsteinean-relativist (influenced) perspective. Hence, the traces of Einsteinean relativity (and 

non-Euclidean four-dimensional geometry) evident within Bloch’s work will be emphasised, with a view to 

making useful theoretical connections between the more oblique aspects of Blochian philosophy, and, the 
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 Sections of this chapter were presented at the XIXth Congress of the International Comparative Literature Association at 
Chung-Ang University, Seoul, Korea. The Congress theme was 'Expanding the Frontiers of Comparative Literature' and the 
panel to which my paper was presented was "Making Comparative Literature Global: New Theories and Practices" (the title of my paper 
was "Disney-Pixar and beyond: From a Visual Poetics of ‘Childhood’ towards a General Theory of ‘Trace’"). My thanks goes 
to the other presenters and panel members whose questions, constructive feedback and useful suggestions assisted in the 
direction and completion of this chapter. 

more ‘lucid’ strategies that the counter-pointed comparisons to the other philosophical frameworks appear to 

attain.
39
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Embarkation... 

As has been suggested and identified in the previous chapter, Ernst Bloch, throughout the majority 

of his life, railed against faceless, authoritarian and constraining shackles associated with closed, 

legalistic systems of control. Whether personally, philosophically or politically, Bloch continuously 

strived to move beyond the spirit-squashing tyranny of non-adaptive object-systems that worked 

against, or worse, oppressed, creativity and hope; for Bloch, these are important and irruptive 

energies that continually reside within, and emanate outwards from subjective encounters with 

hope-potent ideas, symbols and dreams. Bloch’s continual battle with the stasis of the political 

systems – which he encountered – is intriguing. In light of his life-long struggle and extensive 

geographical movements, Jan Robert Bloch, Bloch’s son, (again, highlighted earlier), has produced an 

insightful and probing critique of his father’s system of philosophy and its associated approach to 

utopia; for Jan Bloch, the fact that his father moved through, and directly experienced, such a 

diverse and eclectic array of political regimes – yet found no possibility of ‘home’ amidst any of them 

– serves to illustrate that the Blochian notion of political transformation in pursuit of a utopian ideal 

(in the form of socialist communism), is inconceivable and therefore ultimately unattainable. 

Considered against Bloch’s movements across Europe (Switzerland, Paris, Germany, Prague); the 

United States; the Soviet regime of East Germany; and then back again to West Germany – there 

does appear to be an element of justification to Jan Bloch’s charge.  

I suggest that this doesn't require a wholesale rejection of Bloch’s system of philosophy. The 

Blochian open-system contains potential strands of fruitful philosophical possibility. Maybe, Bloch’s 

approach shouldn't be entirely cast aside due to the issues identified, (and not least of which Bloch’s 

often polemical assaults upon competing frameworks).40 His antagonistic positions in relation to 

constraining systems and ideas may be more about the fact that those that he encountered in his 

life, were simply incapable of addressing and allowing the type of radical subjective-creativity that 

                                                           
40

 This, undeniably, runs through a good deal of Bloch’s work; some of the more ‘pronounced’ can be located in volume 1 
of  the ‘Principle of Hope’, which is targeted against Freud, Jung, Heidegger, and to a lesser extent Bergson.   
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he challenged the systems against, and invited others to strive towards. I intend to propose that the 

unique openness of the Blochian conceptual tendrils act as a source of creative Expressionism and 

subjective-utopian liberation. Related to this, there are several important elements which deserve a 

fuller recognition and exploration within Bloch’s work – namely, his fragmentary articles and 

chapters on 4-dimensional geometry and his philosophical adaptations of ideas associated with the 

physics of relativity. It is suggested that, in seeking to resolve the complexities of their own 

philosophical landscapes (in light of previously entrenched philosophical legacies [associated with 

Euclidean and Newtonian ideas]) and, the implications and onset of relativity, they appear to have 

adopted similar conceptual patterns and constructed similar philosophical escape routes within their 

theoretical schemas to those which can be divined from within Bloch’s work (and, as briefly noted 

above, criticised by Adorno).41 

Towards Relativity and Hope 

Rather than merely commentating on the possibility of theoretical permutations and patterns, Bloch 

offers his work as a hieroglyphic cipher (Jameson, 1971); a complex work of gravitational wonder – 

whereupon, if we follow the personal invitation, and wander towards the open territories of future-

utopian possibilities (and, to do this, we must begin to awaken our own subjective, relative, threads 

of unfinished nostalgic memories), new personal and political scenarios, can begin to appear as Not-

Yet possibilities. It needs to be recognised that within Bloch’s work, important ideas and 

conceptually creative strategies philosophically manoeuvre around the different though related 

areas of relativity, subjective creativity, and, the outward articulation, and implications of this. As 

will hopefully become clear throughout this chapter, it is not my intention to suggest that 

                                                           
41 Alfred North Whitehead, along with Gaston Bachelard and Ernst Bloch, contain conceptual mechanisms within their 

process-systems, which have the potential to transcend established (Euclidean/Newtonian) theoretical and disciplinary 

routines; their philosophical innovations and conceptual strategies can enable creative break-throughs to some, as yet, 

unconcieved newness. As such they, and, Bloch in particular, have the potential to shock a recurrent and shifting ‘wonder-

flux’ into life; a radical vibrancy with the potential to germinate the essence of an unnamed content out from, and, beyond, 

the world of routine and established frameworks. 

 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

55 
 

Einsteinean relativity underpins entirely Bloch’s framework, as this would be crude and 

philosophically erroneous.42 Instead, my analysis argues that both the universalising and subjective-

Expressionist aspects of Blochian theory, might be better understood, and, elaborated upon, if 

viewed against an Einsteinean-relativist perspective. The traces of Einsteinean relativity (and non-

Euclidean four-dimensional geometry), sporadically evident within Bloch’s work, can be emphasised 

with a view to making useful theoretical connections between Bloch, and, other prominent theorists 

influenced similar principles and ideas.  

Einsteinean Relativity and Beyond: Theoretical Ripples and Dynamic Patterns in Bergson, 

Whitehead and Bachelard. 

What occurred with the Einsteinean revolution in the world of physics? At the risk of oversimplifying 

the technical and mathematical intricacies of Einstein’s ideas, his work ultimately served to overturn 

several key Newtonian theoretical securities or assumptions. Firstly, (from within the Newtonian 

perspective) the separate, universal and unilinear stability of time throughout the universe, was to 

be overturned by a famous thought experiment. Einstein illustrated the implications of light having a 

finite speed; in effect, a body with an ability to move at incredibly high speed (a velocity close to the 

speed of light), must experience light, and therefore also Time differently in comparison to a body in 

an alternative stationary location. 

 

Figure 1 Einstein’s Train/Embankment & Observer Thought Experiment 

 

                                                           
42

 This would also be a massive theoretical injustice to the frameworks of Bergson, Whitehead and Bachelard – however, 
compared to Bloch, they do appear to more fully and technically develop and ‘work-in’ established relativist ideas into 
their wider frameworks.  
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Referring to Einstein’s diagram, above, the symbol M represents the position of a stationary 

observer situated on a railway embankment; whereas symbol Mʹ represents the corresponding 

location of a mobile observer, on the hypothetical train, moving at v velocity. Due to the fact that 

light has a finite speed, Einstein asserts that two lightning flashes (indicated by A and B on the 

diagram above) will appear to occur instantaneously to the stationary observer (situated at M); 

however, as the mobile observer Mʹ on the train, is moving away from A and towards B – the 

lightning events will not be instantaneous; lightening event B will flash before the lightening event at 

location A. The wide-reaching implications of Special Relativity become apparent if we consider the 

fact that no-thing in the universe is completely and perfectly static (or at rest) – all things are in a 

constant state of transition, process or movement. Therefore: 

Events which are simultaneous with reference to the embankment are not 

simultaneous with respect to the train, and vice versa (relativity of simultaneity). Every 

reference-body (co-ordinate system) has its own particular time; unless we are told the 

reference-body to which the statement of time refers, there is no meaning in a 

statement of the time of an event. (Einstein, 2005, p. 19)43 

Secondly, Einstein’s General Relativity suggests that light itself bends under the influence of a 

gravitational field, (under the Newtonian regime, light was understood to universally travel in 

straight lines only). Thus, the direction and speed of light can be distorted by the influence and 

intensity of a gravitational field. Therefore, time, experienced within two differing gravitational 

environments, will occur at different speeds; as such, time itself will unfold differently, either 

speeding-up or slowing-down according to the intensity of the movement (speed) and gravitational 

force that each relative body is subject to. Einsteinean Relativity suggests (or proves) that the nature 

and character(istics) of light, space and time are very much dependent on the location (and context) 

of the event. Therefore, from the point of Einstein’s discoveries onwards, notions associated with 

the trans-universal stability of light, space and time were to become seriously problematised. These 

                                                           
43

 Furthermore, Einstein suggests that the two different locations/events experience Time very differently: if the static or 
embankment observer was able to peer into the carriage, time would be moving much more slowly.   
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once stable principles were now to be understood as being relative to each observer in relation to 

the immediate conditions of light-speed and gravity; inevitably, time itself can (and does) fluctuate 

according to the influence of these potentially infinite and shifting characteristics. 

The revolutionary impact of Einstein on the world of physics was immediate and wide-reaching, 

shattering many centuries-held assumptions surrounding universally stable objective elements. But 

the implications of Einstein’s ideas moved rapidly beyond the discipline of Physics. The French 

philosopher Henri Bergson received Einstein’s theories with profound interest, and set about 

addressing their implications in relation to the realms of philosophy. In Simultaneity and Duration 

Bergson set about addressing, (with a view to criticising) Einstein’s ‘train and embankment’ scenario, 

albeit not as a physicist, but as a philosopher; the emphasis of his critique, was to be in relation to 

the consequences of the differentiated experience of simultaneity and its implications in relation to 

the inevitability of absolute relativity. According to Bergson, the technical nature of Einstein’s 

thought-experiment failed to take account of a key and important aspect – that of the consciousness 

of the observers within the experiment. For Bergson, whilst the two relative and subjectively 

different experiences of the lightning flashes, must indeed be different – this does not detract from 

the important fact that the two relatively different experiences occur contemporaneously; and that, 

only through being conscious of some kind of outer process and experience of time, can the 

temporal differences between the two events make sense. Their subjectively different worlds can 

only differ if they are situated against a wider (external), albeit imagined objective time. For Bergson, 

universal duration, beyond subjective fluctuant durations, must be (at least) conceivable, in order for 

the temporal difference between the two separate events to take place.44 

                                                           
44

 Despite this Kern (1983) notes the problematic aspects of Bergson’s notion of ‘duration’ or duree: “Bergson thus asks us 
to imagine something which is unimaginable, conceive of an action of that unimaginable image which is inconceivable, and 
then effect a limitation of our attention to an aspect of that action which is impossible. The effect of this trying analogy is 
to underline the difficulty of expressing in words the true nature of our existence in time, which he called “duration...” 
(Kern, 1983, p. 25).   
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In chapter 3 Concerning the Nature of Time Bergson continues to develop further the distinction 

between the time of relativist physics and philosophical time [as it must be reformulated in response 

to relativity]; Bergson states: 

... in dealing with time, we can only count extremities; we merely agree to say that we 

have measured the interval in this way. If we now observe that science works 

exclusively with measurements, we become aware that, with respect to time, science 

counts instants, takes notes of simultaneities, but remains without a grip on what 

happens in the intervals. It may indefinitely increase the number of extremities, 

indefinitely narrow the intervals; but always the interval escapes it, shows it only 

extremities. (Bergson, 1999, p. 40) 

For Bergson, as a result of Einsteinean relativity, the untenable demarcation between space and 

time becomes inevitably fused, and in place of the old distinct and separate categories, we are 

presented with spacetime.45 With this transition, the old, apparently universal certainties of 

established measurement set in place by rational and external observation implode. The previous 

Newtonian mode of science, which operated around the security of principles associated with 

objective external space, and, the rational, common sense perception, that this 3-dimensional space 

can be measured against a separate, constant and stable time dimension, becomes fundamentally 

challenged. As a result of the success of the Einsteinean revolution, Newtonianesque attempts to 

apply theoretical explanations to the external surety of such rigid phenomena ceases to be an all 

encompassing, and, universally meaningful scientific pursuit. Static measurements of space, situated 

against the separate and stable category of time, once subject to the implications of Einsteinean 

relativity, (whilst remaining valid in Newtonian and Euclidean systems), are rendered as arbitrary 

                                                           
45

 It should be recognised and noted here that the notion, development and impact of ideas associated with relativity and 
the impending fusion of space-time, permeated European culture throughout much of the 19

th
 Century. Whilst Herman 

Minkowski coined and developed the mathematical notion of the concept of spacetime (in his Raum und Zeit, 1908); 
which, in turn influenced and enabled the productive development of Einstein’s work on relativity. Einstein also 
incorporated the elliptical, non-Euclidean geometry developed by Riemann – i.e. the discovery of curved triangles whose 
angular measurements accumulate to more than 180 . However, similar ideas were also evolving outside of the realm of 
physics, geometry and mathematics, Kern (1983) points out that a similar and contemporaneous debate was taking place 
between the Newtonian/Euclidean-based materialist Marxism of V.I. Lenin (in Materialism and Empirio-Criticism: Critical 
Comments on a Reactionary Philosophy) and, the ‘social relativity’ espoused by the Bolshevik Philosopher A. Bogdanov (as 
set out in his Empirio-Monism [1906]). Kern notes that: “Like a man trying to hold down a tent in a wind, Lenin raced about 
defending the objective, material world in absolute space and time that he believed to be the foundation of Marxism and 
which, he feared, was threatened by recent developments in mathematics and physics.” (Kern, 1983, p. 134).  
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constructs, and, become only one possible explanation amongst the exponential proliferation of 

many others. With relativity and spacetime, the feasibility of the traditional scientific procedure 

ceases to be applicable. As Bergson notes, the relative non-predictable flow of intervals that occur 

between the calculated extremities or modes of measurement continually elude traditional scientific 

observation and record. At this point, we must clarify what Bergson’s interval alludes to; a relative 

interval as a concept, refers to isolated or subjective relative-spacetime durations, the in-between of 

the arbitrarily constructed modes of measurement, and their unique experiences as a fluidity of 

becoming(s). Thus, for Bergson, subjective and momentary time-durations unfold in different real-

time experiences. Perceived space and subjective spacetime durations are unique to each 

instantaneously experienced moment and spatial perception. Subjective experience and the 

reflection of events is therefore relative; furthermore, it is beyond the three dimensional realm of 

traditional scientific observation and measurement. Three-dimensional pre-relativistic scientific 

principles assumed to be able to measure, define and predict objective external events within the 

parameters of observable space (height, depth, breadth) via the universal application of a shared 

time measurement. With the advent of relativity and spacetime, the surety and stability of this 

three-dimensional space splinters and dissolves. In its place, we have a complex non-traditional-

scientifically plot-able four-dimensional spacetime, which encompasses space-and-time as a 

relatively experienced event: 

... the sole act of attributing an infinite speed to time, of substituting the unfolded for 

the unfolding, would require us to endow our solid universe with a fourth dimension. 

Now, for the very reason that science cannot specify the “speed of the unfolding” of 

time, that it counts simultaneities but necessarily neglects intervals, it deals with a time 

whose speed of unfolding we may well assume to be infinite, thereby virtually 

conferring an additional dimension upon space. (Bergson, 1999, p. 41) 

With this advent of relativity and the 4th dimension, previous assumptions associated with 3-

dimensional science and rationality become irretrievably problematised. The 4th dimension opens-up 

a complex world of fluctuating multi-dimensional difference based upon the particular event as 
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experienced by each observer.46 Alfred North Whitehead also explores the notion of multiple 

(subjective) time-worlds and four-dimensional spacetime, and in so doing, echoes Bergson’s 

suggestion that the implications of the advent of these principles, extend far beyond the realms of 

theoretical and mathematical physics. In Process and Reality, Whitehead picks up on the notion of 

duration, and with some similarities to Bergson, notes that:   

By its definition, a duration which contains an occasion M, must lie within the locus of 

the contemporaries of M. According to the classical pre-relativistic notions of time, 

there would be only one duration including M, and it would contain all M’s 

contemporaries. According to modern relativistic views, we must admit that there are 

many durations including M – in fact, an infinite number – so that no one of them 

contains all M’s contemporaries. (Whitehead, 1929, pp. 453-454) 

Whitehead acknowledges, through extensively bespoke philosophical terminology (and extreme 

neologistic technicity), that the continuous flux and becoming-process of personal subjective 

experience, or, in Whiteheadian terms, what can be referred to as actual entity47 means that crude 

objective generalisations concerning human activity and intentions (and cause and effect), need to 

be reworked in light of Einsteinean relativity. For Whitehead, four-dimensional spacetime serves as a 

more appropriate representation of subjective and relative time-rhythms of perceived or percipient 

events, which occur amidst the chaotic non-replicating processes of variation and flux.48 To begin to 

peer beneath the established quanta of external time, into the deep worlds of personal durations, 

we find that each subjective actual entity has a spacetime experience relative to its own duration 

                                                           
46

 Kern again makes useful connections to these developments, and, the reflection of similar patterns in art: “... the Cubists 
also revised the traditional concept of depth. Formerly artists conceived of painting as the representation of an object in 
three-dimensional space, but modern artists rejected the notion that art was supposed to represent anything. Rather it 
must be what it is – a composition of forms on a flat surface ... Torn from natural space, they have entered a different kind 
of space, which does not assimilate the proportions observed. That different kind of space must no longer be confused 
with “pure visual space or with Euclidean space.” It is the space of all the faculties and emotions and, if it is to be linked 
with any geometry, it would be a non-Euclidean geometry such as Riemann’s.” (Kern, 1983, pp. 145-147)   
47

 I realise that such a crude comparison of ‘subject’ to ‘actual entity’ is not necessarily compatible with the Whiteheadian 
framework, but for ease of argument, this must suffice. As a point of brief clarification though, Whitehead notes that by his 
use of the term ‘actual entity’, he suggests that: “... the actual world is a process, and that the process is the becoming of 
actual entities. Thus actual entities are creatures ... in the becoming of an actual entity, the potential unity of many entities 
– actual and non-actual – acquires the real unity of the one actual entity ...” (Whitehead, 1929, p. 30); and, furthermore, 
Whitehead notes that: “An actual entity is to be conceived both as a subject presiding over its own immediacy of 
becoming, and a superject which is the atomic creature exercising its function of objective immortality. It has become a 
‘being’; and it belongs to the nature of every ‘being’ that is a potential for every ‘becoming’.” (Whitehead, 1929, p. 61).     
48

 Here, again, I need to request the reader’s acknowledgement that Whitehead’s use of the term ‘percipient event’ does 
not directly equate to my usage of ‘subjectively perceived event’. 
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(Whitehead, 1926, p. 191). The personal perception of an event, and, the related feelings or 

experiences associated with such an event can hold qualitative relevance for an actual entity, but 

the meaning is restricted to a specific and relative time-world occurrence; this in turn has to be 

situated against the shifting multidimensionality of wider social space and the competing non-linear 

pulse-rhythms of other subjective time-worlds. 49  In Whiteheadian terms then, the symbolic 

representation of the spacetime of each and every actual entity or, a collection/nexus of actual 

entities, must be able to take account of the unique pattern of each subjective duration, and, its 

non-synchronous fluctuating rhythms alongside the multidimensionality of their intersecting point-

tracks. To clarify what is meant by point-track here: it is a metaphoric, textual/cipheric 

representation of what should be understood as a personal momentum, a forward-flowing 

subjective process, a symbolic, singular, meandering ‘track of sequential points’. The pattern-

sequence of the progressive points therefore indicate a subjective, singular  line or arrow, which 

further suggests the directional flow of a personal life-world, in a particular context, at a particular 

spacetime-interval. A social collective or nexus can consist of many point-tracks which traverse a 

given event in different, shifting directions, each with differentiating inner-dimensions; therefore, a 

collectivity of point-tracks can experience a contemporaneous event, and can intersect, but never in 

a synchronised or perfectly aligned symmetrical way.50 Thus the characteristics of a perceived, or 

experienced event, is very much determined by the particularistic point-track, each one being 

relative and subject to its own duration and inner dimensions of corresponding four-dimensional 

spacetime. The characteristics and rhythms associated with each subjective point-track can change 

and alter along with the transitions from one moment to the next, as the spacetime and process of a 

                                                           
49

 Whitehead, A. N. (1964a) Adventures of Ideas, London: The Cambridge University Press; p: 190. Further emphasising the 
connections between the scientific context of his ‘time’ and the potential contemporaneous relevance of Whitehead’s 
thought, Steven Shaviro notes that: “Whitehead ... is positively stimulated by the science of his day: the theory of relativity 
and to a lesser extent quantum mechanics. One of his goals is to create a metaphysics that frees itself from the outdated 
assumptions of classical (Cartesian and Newtonian) thought as thoroughly as twentieth-century physics does ... Today, 
Whitehead’s thought (like that of Deleuze) can be brought into fruitful contact with ... lively areas of contemporary ... 
debate [associated with] complexity theory.” (Shaviro, 2009, p. 24)   
50

 Therefore, the type and shifting variety of geometrical ‘shapes or images’ conjured by the relativity of Whiteheadian 
philosophy are distinctly un-  or non-Euclidean. The smooth, universal symbolism associated with Euclidean shapes 
becomes replaced by the recognition of, and need for, fractured, mutating, singularly occurring and ‘strange’ shapes.   
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specific event is very much related to personal history, experience, memory, perception and 

permutations of future intentions.51 Thus, where each actual entity (as represented by the direction 

and flow of its point-track) is concerned, its perception and direction can change and alter in 

multiple directions, which means that this must also inevitably be the case for each entity’s 

associated future(s). (Whitehead, 1964, p. 111) 

Similar epistemological problems are highlighted and grappled with by Gaston Bachelard in his 

earlier works on the philosophy of science. For example, in his book The New Scientific Spirit, 

Bachelard tackles non-Newtonian mechanics and clarifies the implications (as we have already 

addressed, above) of Einsteinean relativity and the loss of ultimate objectivity; in relation to this, 

Bachelard notes that “nothing is simple any more unless we are willing to settle for simplifications.” 

(Bachelard, 1984, p. 50). Similar to the arguments contained in his book Dialectic of Duration, (which 

is an excellent critique of Bergson’s work on time & duration52), Bachelard states that non-

Newtonian, non-Euclidean developments, in response to traditional ideas produce conceptual 

advances. They subsume the old theories and force their limitations to become manifest. As such, 

more complex thought-processes and geometric/theoretical, or, georetical 53  symbolisms are 

required to take account of the explosiveness of the differentiation and flux, which these ideas and 

developments have established. For Bachelard, new theoretical languages (and, therefore, georetical 

spaces and shapes) are required to allow for the fluid characteristics and implications associated 

with relativistic theory: 

                                                           
51

 Whitehead, A. N. (1964a) p: 193. It is the inevitable and shifting differences of these highly subjective characteristics that 
makes each subjective spacetime so incompatibly relative, in human terms, to other point-track durations. 
52

 See Widder, N. (2008), pgs 41-43; & May, J. & Thrift, N. (2001), pg 30, for useful descriptions of how Bachelard criticises 
Bergson; for Bachelard, creativity is a subjective and fractured emergence associated with a dialectic of ‘instants’ rather 
than an external flow. Intriguingly, a strikingly similar critical comment can be noted by Bloch: “And the Novum as a whole 
in Bergson is not elucidated by its path, its explosions, its dialectic, its images of hope and genuine products, but in fact 
repeatedly by contrast to mechanism; by the contentless declaration of an élan vital in and for itself.” (Bloch, 1986, p. 201)  
53

 Georetical: this concept is to be repurposed and operationalised to refer to the shape, or, shapes and spaces, which 
theoretical ideas generate – or conjure – in recipients minds or imaginations. For example, Newtonian-based ideas infer 
and thus prompt the formulation of smooth and simplistic Euclideanesque georetical ‘shapes’, associated with a universally 
recurring and recognisable symmetry (triangle, circle, rectangle). However, relativity-based non-Euclidean ideas generate 
georetical shapes and spaces which are: ruptured, fragmented, ‘strange’ and continually shifting.     
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In the new relativistic science, a single mathematical symbol rich with significance indicates 

the thousand traits of a hidden reality: An idea is now a problem of experiments still to be 

carried out. (Bachelard, 1984, p. 57) 

In his work The Formation of the Scientific Mind (which came after The New Scientific Mind), 

Bachelard’s interests in the areas of literature and poetry begin to emerge. As far as Bachelard is 

concerned, the scientific mind needs to be open and creative, and as such, must stay open to the 

important influences of wonder, beauty and astonishment – therefore, we must remember to ask 

the why’s of a situation in addition to the more mechanistic and technical how’s (Bachelard, 2002, p. 

93). Bachelard begins to acknowledge the ‘inner’ space or interiority (that is to be made famous in 

his Poetics of Space), and suggests that whilst temporally, the mechanics of this space, like those of 

post-relativistic external spaces, cannot be subject to objective and universal measurement; it has to 

be recognised as being an important source of subjective and creative contemplation: 

In our view, interiorisation belongs to the realm of dreams. It can be seen to be 

especially active in fairytales where, the mind takes the greatest of liberties with 

geometry. The large can fit into the small. (Bachelard, 2002, p. 107) 

Roch C. Smith persuasively suggests that Gaston Bachelard’s later literary works in the Poetics books, 

stems from, (or at least the foundations of which can be rooted within) his earlier technical and 

philosophical works regarding epistemology, and the limitations  of science (Smith, 1982, p. 130). 

Within Bachelard’s later work, reverie is an intensely subjective and non-predictable phenomenon; 

thus, in a sense, situated against his earlier ideas this can be seen as an inevitability, as Bachelard’s 

works on epistemology insist that an apriori science, constructed along lines of fixity and universalist 

conceptual categories, can offer only stasis where creativity and new knowledge is concerned. In 

Poetics of Space, Bachelard eloquently, and artistically suggests that myriad – manifold, multi-

directional – possibilities open-out from subjective reveries; new articulations creatively emerge and 

emanate from the open-symbolism associated with poetic language. 
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… just as the ‘experiment of space’ in contemporary physics was shown to transcend 

the commonsense, geometric ‘experience of space’; the imagination of space requires a 

similar transcendence in poetry … The imagination does not reflect the present or the 

past but opens the way to the multiple possibilities of the future through poetic reverie. 

(Smith, 1982, p. 131) 

In comparison to Bergson and Whitehead, Bachelard arguably, can be seen to have more of an 

affinity with many of Bloch’s ideas where cultural sources, such as poetry and poetic language, and, 

especially fairytales are concerned. It is also in The Formation of the Scientific Mind that Bachelard 

begins to refer to the importance of childhood (an idea that was to be extensively developed in 

more detail in Poetics of Reverie), as a remembered sequence of events and as an idea, ultimately as 

a key source of creative contemplation.    

Ernst Bloch: Neo-Riemannian Time & Relativity. 

In the final chapter of A Philosophy of the Future (1971) Bloch opens up a critical discussion of the 

principles and nature of the study of history, and argues in support of a philosophical expedition, 

one that needs to set out to explore the possibility of an open or process approach to history, based 

upon a fluid conception of space and time.54 Bloch opens his philosophical analysis by emphasising 

the inherent limitations of early disciplinary formations that have attempted to universally 

categorise and explain history; 55 he does this by suggesting that in the pursuit of establishing all-

encompassing interpretations of complex events, traditional or structural-empirical approaches have 

served only to produce simplistic or unilinear theoretical manoeuvres; which in turn, have imposed 

crude, generalised, and ideological mono-explanations onto the complexity of an event, era or 

epoch (Bloch, 1970, p. 121):  

As far as human action is concerned, a mere division into different times (ages) has 

been found satisfactory … Yet this colouring remains purely external and peripheral; it is 
                                                           
54

 A sub-title to Bloch’s book indicates that it is: ‘An Azimuth Book’, the use of this term suggests that Bloch is offering ideas 
to be used as an ‘influence’ in order to direct thinking towards a new area.  Bloch’s philosophical system is best understood 
as a ‘process’ approach to philosophy i.e. one that attempts to set in motion personal and social transformations.  
55

 On page 120 of this particular chapter, the sub-heading ‘Cultural Spheres, Geographism and a Multiplicity of Voices’ 
introduces the notion of differentiation. (Rather than put forward a comprehensively researched and detailed analysis of 
History as a whole discipline, Bloch is actually using a ‘loose’ notion of ‘history’ to serve more as a useful analogy for his 
philosophical exercise – rather than to critically expose any disciplinary limitations.)  
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a mere tinted impression of what begins or ends socially at the epochal limit in each 

particular case (Bloch, 1970, p. 129). 

For Bloch, the validity of such historical diktat, should be brought into question, as the unknown or 

unaccounted-for subjective histories (and their non-linear natures, which remain embedded and 

ignored in-between the epochal intervals), are either assumed or actively ignored. Bloch 

acknowledges that not all historical approaches have incorporated or continue to use such a crude 

unilinear model, and suggests that a variation on this has served to produce a slight improvement. 

The cultural spheres approach, according to Bloch, makes an attempt to move beyond, at least 

tentatively, the tyrannical-objectivity associated with the unilinear model. Offering a strategy aimed 

at incorporating aspects of differentiation and variation, the cultural spheres approach moves in the 

right direction; but, for Bloch, is still found wanting as its attempt at variability merely divides 

history: 

… into sectors, islands and autarchies, [that] artificially mark off a construction that is 

already artificial. Then at best history … [looks] like a circus with three or more rings, 

where – simultaneously – acrobats perform, horses show their paces, and the fire 

swallower displays his skill, but all in isolation (Bloch, 1970, p. 122). 

 

 

Therefore for Bloch, whilst aspects of difference and chronological variation have been increasingly 

accounted for, and allowed at least some space; the micro intervals of other voices, with their 

subjective experiences of becoming, and intra-historical connections, inevitably continue to be 

omitted. Bloch therefore begins to sketch an argument in support of a multifaceted and manifold 

approach to history, and time – where the space of historical events and the time(s) of their 

occurrence, can be considered within an open framework characterised by a relativised historical 

spacetime. To introduce this, Bloch develops a space analogy, and suggests that, astronomically 

speaking, outer space (as we conceive and understand it) has no difficulty in accommodating all of 

human, physical and historical material – quite the contrary: space, in this sense, effectively 

encapsulates the earth and extends continually outwards, deeper and farther than the insignificant 
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reaches of human concepts, measurements and understanding. The sprawling infinity of space can 

contain all of the acquired and accumulated knowledge of humanity so far; furthermore, it also 

contains potentially so much more of (as yet) unknown articulations and permutations of human 

knowledge. Further padding-out his conceptual arsenal, Bloch suggests that the unilinear conception 

of history can be compared to the idea of a universe: in that a traditionalistic understanding may 

well assume that a uni-versal context of meaning exists; an objective external reality which in turn 

requires informed mediators and interpreters, resulting in a holistic explanatory encapsulation of the 

uni-verse of events. Bloch suggests that an open approach should allow for the possibility of a 

multiversal proliferation, genesis after genesis, where undiscovered dimensions are able to birth 

new ideas, new meanings and possibilities. From the Blochian vantage point, the light-traces of 

these multiverses can be glimpsed on the horizons of our own worlds, but as they have Not-Yet been 

discovered, they are to be ‘sought and philosophically experimented for’ (Bloch, 1970, p. 123). 

Bloch’s proposal then, is to establish a theoretical and conceptual perpendicularity that allows for a 

similar type of fluidity, a theoretical transitoriness which infinite and multidirectional space allows 

for; opening up the closed empirical mechanics of established discipline therefore allows for a 

creative space to mutate outwards and break free from the structural Euclidean-based rigidity, that 

has ossified around the unilinear Newtonian chronological time-line and external space of history. 

From unexplored, unarticulated reaches, it begins to appear possible for the proliferation of 

previously unknown and creative possibilities to emerge. Historical thought, of the type associated 

with the more conventional methods of structure and interpretation, fails to recognise, or 

theoretically account for the schematic complexities posed by Bloch’s relativity-influenced 

acknowledgment of the possibility of a multi-dimensional understanding of time. For Bloch, 

theoretical transitions that prompt a move towards an open or process framework are not only 

possible, but essential; therefore, the formation of a strategy needs to be developed so as to 

philosophically and therefore georetically open up the free-play of space and intersecting different 
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spaces, which in turn, allow for a fluidity, able to accommodate multiplicitous voices with their 

relative durations.  In this space of georetical complexity, profusion is to be a recurring characteristic, 

alongside the possibility of an infinite and multilayered interweaving of fluctuating times.  

Bloch progresses his argument, and moves to attach his array of concepts to theoretical mechanisms 

more commonly associated with differential geometry and the physics of relativity. Bloch begins to 

address the philosophical strategies adopted by the mathematician G. F. B. Riemann (Bloch, 1970, p. 

128).56 Riemannian geometry attempts to generate a sense of understanding of the size of complex, 

asymmetrically curved and unpredictably shifting shapes; hence, a unique and distinctive 

characteristic of Riemannian-based geometry, in relation to complex and shifting shapes, is that it 

allows for flux: it is able to take account of the shifting, changing nature of fluid and unstable matter; 

so therefore: “the metric field is not rigidly given once and for all, but depends causally on matter 

and changes with matter; therefore the field does not adhere to a static homogenous form, but to 

the form of changeable events (Bloch, 1970, p. 128).57 In light of this, Bloch acknowledges that 

Riemannian-based geometry pre-empted and influenced Einstein in the development of his theories 

of relativity, and so, he moves to establish an additional link between an Einsteinean conception of 

time and relativity and the formation of his unfolding theoretical proposal; noting that: “very far 

distant places do not enjoy a simultaneous moment … Every place, according to Einstein, has its own 

specific time – at least with regard to the moment.” (Bloch, 1970, p. 127).58  

Bloch is careful to note, and it is an important point to be made here also, that his intention is not to 

theoretically take on board the historical and wider problems and disputes of theoretical maths and 

                                                           
56

 ‘A ‘Flexible’ Time Structure In History, On The Analogy Of Riemannian Space’ 
57

 Richard Roberts (1990) also notes that Bloch draws upon the Aristotelian notion of ‘Entelechy’ – the forward momentum 
of matter towards completion; comparisons can also be established here with Bloch’s theological adaptation of 
eschatology.  
58

 In relation to this, Kern (1983) notes that: “The traditional view was that there was one and only one space that was 
continuous and uniform with properties described by Euclid ... Newton defined this “absolute space” as at rest, always 
similar and immutable ... The most serious challenge to conventional space came from physical science itself, with the 
development in the early nineteenth century of non-Euclidean geometries ... Bernhard Riemann devised another two-
dimensional geometry in which all triangles had angle sums greater than 180 degrees. Riemann’s space was elliptical ... 
These alternate surface spaces contrasted with the flat planar surface of Euclid’s two-dimensional geometry in which the 
angle sum of a triangle is exactly 180 degrees.” (Kern, 1983, pp. 132-133)  
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physics: the strategy that Bloch is arguing for, is to draw upon some of the foundational 

philosophical principles, that enabled the above theorists to initiate and progress towards solutions 

to problems within their own areas of interest; for Bloch, his is a similar intention, in presenting an 

invitation to philosophically utilise some of the same key principles, and develop some of the 

influential and emergent ideas through analogy and application, he is posing the challenge and 

possibility of also seeking out solutions, aimed at resolving similar schematic disputes within or 

across other realms of academic and human interest.59 

Physical time … lacks all characteristics of orientation … Nevertheless, in this respect 

precisely, the space of physics can teach time something namely, that in its historical 

succession, time likewise is conceivable suo modo as inconstant, and if not as curved, at 

least as ‘rich in curves’. A ‘multi-dimensionality’ of the time-line, as demanded above all 

by the geographical richness of the historical material, is of course wholly foreign to 

physics itself (Bloch, 1970, pp. 128-129). 

Indeed, Bloch’s comments here closely echo the Einstein-Bergson (physics-of-relativity versus 

philosophy-of-relativity) debate briefly mentioned earlier. Bloch continues to develop his own 

adapted discussion of spacetime, history and relativity, and argues that as far as time and our own 

universe is concerned, we are regulated and governed by clock-time; however, this is only one form 

of time amongst many possible others: he argues that clock-time offers an abstracted form of mono-

measurement, one that is subsequently applied to all; (with this, Bloch is clearly establishing a 

comparison to a Newtonian understanding and application of the universal simultaneity of time).  

Developing a distinction to this, Bloch suggests that in a relative sense, time can have many 

alternative pulses or permutations, for example he suggests that a lively or enjoyable hour can be 

experienced as passing quickly, whereas an hour of activity (or inactivity) that consists of dull or 

boring emptiness might seem to creep by. In conjunction with this, Bloch suggests that memory and 

recollection plays an important role in articulating a relative conception of time, in the sense that 

some memories (recollections of poignant, exciting or enjoyable times) tend to remain and be 

                                                           
59

 Distinct parallels can be drawn between Bloch here and Bergson, Whitehead and Bachelard.  
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mentally present over greater periods of a life-time, traversing extensive subjective dimensions of 

past, present and potential futures; whereas days, weeks and possibly months of uneventful empty 

dreariness rapidly dissipate to the point of nothingness (Bloch, 1970, p. 124).60 For Bloch, a 

relativised conception of time is therefore to be an essential ingredient of an open-process 

approach; with its subjective, fragmentary and nonlinear nature, it is ultimately irreconcilable with 

the standardised and continuous smooth symmetry associated with the Euclidean/Newtonian 

rigidity associated with external clock-time. Thus, Bloch provides a preliminary pointer that should 

be considered in the generation of alternative theoretical approaches; such approaches should be 

able to account for the problematic splintering and georetical fracturing posed by varied and 

variable dimensions of time. 

In summary (so far)...  

So what does four-dimensional (differential) geometry, and the physics, or, probably more 

accurately the philosophy of relativity mean in relation to our current study? A cynical response may 

suggest that the only thing that this approach appears to expound is that ‘individual people perceive 

and experience events differently’; all that can be stated then, is that events occur relatively within 

subjective, particularistic contexts, and so, experience is immediately and sequentially different for 

each person; so what? Well, in some respects, the philosophical relativist approaches do indeed 

unveil such a scenario; however, the wider philosophical implications and problems that the 

bespoke refractions of these arguments pose, certainly in relation to establishing a neo-Blochian 

Not-Yet-trace theory of utopia and film, are really quite fundamental. Whilst Bloch’s microscopic and 

chaotic Traces appear to have a philosophical affinity with the relativist framework, this is not 

necessarily the case for his macroscopic notion that history and the future, (as some kind of 

strangely cohesive wave-substance, connected by the guiding principle of the Hope-Form) is 

concerned. If individualised, relativised and subjectively refracted time-worlds, are, to all intents and 

                                                           
60

 As also suggested above, this notion is to receive more in-depth analysis and treatment in Chapter 3 via a comparison of 
Bloch in relation to Marcel Proust and Walter Benjamin (and the unpredictable ‘chaos’ of subjective memory [and, the 
associations that can serve to prompt personal recollections]).   
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purposes rendered chaotic, how can the Blochian system attempt to reconcile the chaos of this 

atomic process, with that of the notion of the trans-historical, and, trans-human possibility of 

progression towards an ultimate utopian homeland?61 

 

Trace, Hope and Utopian Striachordancy  

The relativist stance thus brings into question the very idea of a Euclideanesque smooth inter-

subjective georetical symmetry and coherence; instead, the fluid dimensions of human 

consciousness operate throughout time on diverse, subjectively relative and multi-dimensional 

planes. Relative spacetime proliferates along poly-directional point-tracks, and in turn this scenario 

renders the proposal of a Blochian approach to the Not-Yet-trace, and, a potential understanding of 

the temporal utopian contents of popular film, a problematic pursuit to aspire to. Any impending 

approach attempting to address the multi-dimensional, and, chaotic fluidity of subjective 

connections and associations with the Not-Yet of utopia, thus becomes further problematised; such 

a psychology of relativity imposes a conceptual re-route, so that previous theoretical habits 

constructed along 3-dimensional routines, with associated assumptions of stable, quantifiable and 

predictable out-there spaces of social activity be transgressed. The fundamental problem posed 

then, becomes one of congruence, and the extent to which inter-subjective meaning, interpretation, 

and potential future action (in relation to human movements towards utopia) can be understood as 

a socially synchronous or collaboratively harmonious possibility. It is this then that becomes one of 

the major Blochian challenges where inter and intra-subjective utopian connections are concerned.62 

As Whitehead states, within the shifting and unstable landscapes of relativity:   

                                                           
61

 Hopefully, this makes it clear to the reader why this project is dedicating so much space and time to the problem of trace 
and relativity. This has to be somehow philosophically resolved before we move on to articulate and explore a neo-
Blochian approach to popular film and utopia.   
62

 To recollect, briefly here: this point reinforces the philosophical problem (albeit resituated in alternative theoretical 
terms) to that identified by Theodor Adorno in his critique of Bloch’s traces. Hopefully, the resituating of the problem via 
the repurposed ideas and terminologies more commonly associated with the physics/philosophy of relativity, and, chaos 
and (progressively, as part of the next chapter) complexity theory, will provide a potentially useful ‘bridge’ to theoretically 
transgress this problem.     
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[t]he general problem ... is to determine a method of comparison of position in one 

instantaneous space with positions in other instantaneous spaces ... an absolute 

position in the timeless space of a given time-system... (Whitehead, 1964, pp. 104-106)  

Where the splintered and fractured experience of temporality is concerned, Whitehead, Bachelard 

and Bloch appear to offer similarities within the bespoke patterns of their theoretical-schemas of 

relativity and subjectivity. For example, Whitehead also offers-up his concept of Eternal Objects (a 

variation on Platonic ideal Forms), through their imperceptible mystery, Eternal Objects perpetuate 

the shaping of human expression, and, the mutation of cultural manifestations. Whiteheadian 

relativity theoretically allows for the recurrent emergence of multidimensional personal 

connections, which, serve to influence personal and creative-expression. The unpredictable chaos of 

this evolves as part of what Whitehead identifies as the creative continuum. Similarly, for Bachelard, 

intra-subjective spaces open-up in-between the deep and personal worlds of poetic language; 

emergent from within these linguistic crevasses new possibilities and territories of re-imagination 

instantaneously take shape, albeit within the a-symmetrical and intimate depth of interior-space. 

The superiority of the vehicle of poetic language and imagery then, for Bachelard, prompts or 

provokes the necessity to invert or sublimate personal contemplation into the inner-realms of 

reverie; here, we rediscover and remember the astonishing rhythm of the reverberating pulse of 

childhood, with its echoes of wonder and creative possibility (Bachelard, 2004). In relation to the 

Whiteheadian notion of the creative continuum,63 we have the proposal that the only universally 

cosmic or macroscopic characteristic is one of continual and unpredictable creative flux and 

transition. In a microscopic sense, with Bachelard’s inner-space, we have the recognition of the 

fractured irregularity and disconnectedness of personal creativity. Similarities within each of these 

scenarios contain certain sympathies with what I will term the Hope-Form of the Blochian Not-Yet 

and the relativity of the trace.  

                                                           
63

 In relation to this, it is useful to refer to Whitehead: “In more familiar language, this principle can be expressed by the 
statement that the notion of ‘passing on’ is more fundamental than that of a private individual fact. In the abstract 
language here adopted for the metaphysical statement, ‘passing on’ becomes ‘creativity’, in the dictionary sense of the 
verb creare, to bring forth, beget, produce’. Thus ... no entity can be divorced from the notion of creativity. An entity is at 
least a particular form capable of infusing its own particularity into creativity.” (Whitehead, 1929, p. 302)   
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Despite the similar theoretical patterns so far identified it is also clear that Bloch stands apart from 

Whitehead and Bachelard, in his apparent audacity to suggest that beyond the chaotic quanta of 

subjective time-worlds, an over-arching and guiding utopian plan is to be divined. Thus, for Bloch, 

the future is Not-Yet made or, indeed, guaranteed, and as such, it contains an openness which can 

be influenced and altered in new and transformed ways. In comparing the pattern-formations 

established by the dialectically multiversal folds and shifting counterpoints of Whiteheadian, 

Bachelardean and Blochian philosophical aspects, it could be suggested, that, where the uniqueness 

of the Blochian framework is concerned, there is one fundamental or overarching Eternal-Object (or 

Form) – that of Hope. Therefore hope, the hunger for hope, and each successive (chaotic) subjective 

irruption that emanates from within the traces of a self-encounter, contains an aspirant message of 

potential, personal transformation, of reaching-out, towards the possibility of a progressive newness 

(Bloch, 1986). 

For Bloch, trans-historical and trans-human Hope-puzzles emanate and recur throughout human 

cultures, and, resultant cultural articulations of utopia64 produce refracted and trace manifestations 

of the universal Hope-Form. As such, personal murmurs of hope continually irrupt as a result of the 

provocative reminders of utopian possibility via the strange attractive gravity of this Becoming-Form. 

And so, the (what I shall term) anthelion65 utopian fuzziness of this mysteriously over-arching Hope-

                                                           
64

 Arguably, Bloch’s fluid, non-specific usage of the category of ‘utopia’ (as a form, and therefore Not-Yet materialised 
‘matter’) has more of an affinity with the Aristotelian approach to matter, form and possibility. As Werner Heisenberg 
notes in ‘Physics and Philosophy’, within the Aristotelian approach: “Matter is in itself not a reality but only a possibility, a 
‘potentia’; it exists only by means of the form. In the natural process the ‘essence’, as Aristotle calls it, passes over from 
mere possibility through form into actuality. The matter of Aristotle is certainly not like a specific matter like water or air, 
nor is it simple empty space; it is a kind of indefinite corporeal substratum, embodying the possibility of passing over into 
actuality by means of the form.” (Heisenberg, 1989, p. 97). Blochian utopia is therefore probably best understood as being 
a creative fusion of the Aristotelian approach to the potential (or potentia) associated with form and matter, and, Thomas 
More’s definition of ‘utopia’ (no-placia), and its distinction or opposite of eutopia (or well-placia). Utopia is therefore a 
Not-Yet-place, but a place whose creative building-blocks of ‘matter’ is in a permanent state of unfulfilled potential.  
65

 ‘Anthelion’ is a term taken from the study of atmospheric optics; loosely translated from its Greek ‘root’ meaning, the 
term refers to ant-helios (or, opposite the sun). The anthelion (or anthelic effect) is produced when climatic conditions – 
temperature and ice-crystals – elicit a crossing arc of the sun’s rays. Where the reflected arc crosses (opposite to the sun), 
this produces a bright ‘false sun’. I intend for this term to refer to the secondary, ‘trace’ apparition of something that is 
imperceptible in its ‘pure’ form. Anthelion as a term, within the context of this study, thus becomes refunctioned to 
articulate a – cultural – event, where the mirage of an otherwise invisible source (i.e. the utopian Hope-Form) becomes 
secondarily and fractally ‘visible’. The Blochianesque philosophical conjecture (and implication) being that popular and 
mass cultural sources (inclusive of film and cinema), and, also wider cultural variations and sources, such as music, religion 
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Form is something that remains (at least for the immediate future) beyond trans-human conception 

or absolute definition. Utopia is possible, but for the time being it is Not-Yet. For Bloch, the trans-

subjective gravity of the Not-Yet, glimpsed through the cultural-anthelia of the Hope-Form (and each 

subjective evocation, or ignition of the hunger-drive) contains the eschatological traces of utopia’s 

mysterious essence; as matter-in-potential the anthelion, utopian hope puzzle, is latently embedded 

within the legacies of history, and, is ‘potentially’ active in the tendency of the unfolding, Not-Yet 

articulated human futures (Bloch, 1987). As the fundamental source of human ideals and transition, 

the catalytic Hope-Form induces all authentic (or real objective possibilities) and progressive human 

articulations, aimed towards creating and establishing the Upright Gait (Bloch, 1971).66 In its most 

sublime or cosmically purest Form, hope – and therefore by implication the possibility of its utopian 

destination – cannot be definitively communicated. In order to express the source of this deep 

impulse, the reciprocation of the Hope-Form via its apparition through cultural-anthelia, and, the 

irruption of personal expressions, continue to emanate, and so maintain the compulsive (though 

georetically fractured) articulation of its hidden message. For Bloch, this is where the philosophical 

and political profundity of mass-produced, popular colportage, such as fairytales, film, music and 

detective novels, for example, (as well as Christianity and wider theology and philosophy) emerges.67 

Despite the mass produced and reproduced availability of such popular cultural media, the re-

articulation of the beautiful essence of future possibility thus remains potent enough to anthelically 

emanate the hieroglyphic mystery of the mutating and beautiful chords of hope. The meta-

harmonics68 of the Hope-Form, with its Velcro-like and manifold trace-hooks, serve as attractors that 

                                                                                                                                                                                     
and philosophy, are all able to project secondary and distantiated ‘traces’ of the incomplete possibility, and beauty, of the 
Not-Yet (whispered) ultimate form of future utopia.     
66

 This concept is explored and elaborated upon in more detail in the later chapter on The Hunchback of Notre-Dame 
67

 This thesis could have opted to ‘localise’, focus upon and develop a resuscitated Blochian approach in relation to 
(arguably) almost any aspect of contemporary culture. However, as has been identified above, popular film/cinema is an 
area that is particularly undeveloped in Bloch’s wider philosophy. Therefore, it is felt that in moving towards emphasising 
and re-working Bloch in relation to this particular area of popular culture, a richness of new analytical connections and 
mechanisms can emerge.  
68

 The secondary, cultural-anthelic projection of (and subjective awakening of) the human hunger and mystery of utopia is 
beyond the subjective-immediacy of conscious reception; Bloch might articulate this somewhere between his concepts of 
pre-appearance, the Not-Yet-conscious and the Not-Yet-become.  
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draw out utopian trace awakenings; personal striations emanate from within the empty-space69 of 

the subjective Not-Yet, and connect with the fluidity of the cultural-anthelia of the Hope-Form. Thus, 

a deeply personal trace revelation occurring through the re-telling of a fairytale (or redemptive love 

story, or prison-break, for example) is chaotically dependent upon the particularistic aspects of 

subjective or relative four-dimensional spacetime. With non-linear and unique ingredients of 

memory, experience and cultural taste the fractured and relative unpredictability of each subjective-

utopian spacetime-world, is chaotically attracted to the refunctioned and anthelically mediated 

hope-theme. Relative synchronicity70 therefore connects within particular, and what are ultimately, 

totally unpredictable (multi)-points in time. Furthermore, each successive and relative genesis 

personally prompted by the essence of the mystery of the utopian Hope-Form, continues to 

establish connections in non-linear and poly-dimensional ways. From within a Whiteheadian / 

Bachelardean-infused re-consideration of Blochian relativity, we become provoked, through a 

forgotten wonder to daydream beyond contemporaneous constraints; it is therefore suggested that 

new personal and rhythmically-creative moments of revealed astonishment can be reawakened 

from within relatively-hued subjective hungers’, in non-predictable and chaotic ways. Once the 

subjective thread of a trace, or, what I term a trace-striation connects with the trans-morphed and 

beautifully attractive metaharmonic chord of hope, utopian striachordancy takes place, where, from 

the residue of an incomplete and unwritten idea or recollected memory, a uniquely patterned four-

dimensional thought-anticipation begins to unfold. Prompted from within the deep-space of a 

dormant memory trace, the fleeting emergence of Not-Yet possibility unveils the shadow of a hope-

mirage on the periphery of a possible path towards an alternative, transformed, future tomorrow. I 

would thus like to suggest utopian striachordancy as a chaotic principle by which non-specific 

                                                           
69

 The significance of the ‘empty-space’ (and Blochian ‘incognito’) will be developed towards the end of this chapter and in 
proceeding chapters dedicated to the analysis of specific films.   
70

 Synchronism, non-synchronism and the multi-dimensionality of the Blochian dialectic (in relation to the elasticity of 
spacetime) is discussed by Bloch in his Heritage of Our Times (Bloch, 1991), and also Rainer E. Zimmermann (Zimmermann, 
2009).  
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identifications generate the creative birth and re-birth of relative, inner-rhythmic hope-induced self-

encounters.  

From the relative chaos of the trace (towards the ‘complexity’ of the Not-Yet) 

No matter how comfortable the Blochian trace may appear to be within the multidimensional planes 

of relativity and spacetime, it must be restated, at this point, that the personal spacetime of an 

anthelic moment of striachordant revelation, is a unique, intensely personal, and, therefore chaotic 

permutation. As the cosmically mysterious hope-pulse emits its strange and attractive gravity 

throughout the eschaton of Time, the chaos of striachordant utterances emerge as astonishing 

stutters along 4-dimensional point-tracks, at unique points in relative spacetime. This does not 

necessarily sit comfortably (or compatibly) with the Blochian eschatology – the unfolding human 

transition towards a Not-Yet utopian homeland, a new kingdom on earth. One of the theoretical 

challenges in attempting to establish a Blochian, trans-subjective, collective hope-pattern, is, how to 

effectively articulate and connect the chaos of the emergent and subjective trace, with the 

unfolding, trans-historical (though open, and therefore uncertain) drive towards an ultimate utopia.  

In order to set-out and embark upon this attempt, I would argue that this key distinction needs to be 

further worked out and conceptually operationalised. The next chapter will set-out to maintain the 

established connections, so far, between Bloch, relativity and chaos, and, creatively lead on from 

this, to address and incorporate aspects of more recent theoretical developments associated with 

‘chaos and complexity’. The intention therefore, is to establish a trans-dimensional connection 

between (sub)-atomic, 4-dimensional and relative quanta of fractured, striachordant cultural-

anthelic trace irruptions, and, the possibility of identifying this as being constitutive of a complex 

matter-wave of potentially-synchronous, Not-Yet hope-wishes. The implication being to consider 

whether such a complex, non-synchronous matter-wave, could be theoretically perceived as 

containing the potential to mutate into a synchronous trans-atomic matter-wave of utopian hope.              



Chapter 3 
Chaos and Complexity: Theorising a Neo-Blochian 'Future-

Space' of Utopian Possibility via the Not-Yet, Creative 
Nostalgia and Cinematic Terakalosity. 

 

 

 

This Chapter is particularly speculative, in that it sketches philosophical and theoretical developments in the 

realms of Quantum Mechanics, Chaos & Complexity theory, and, Mandelbrotian Fractal geometry 

(developments which post-date both Einstein and, to a lesser extent, Bloch). The overriding conjecture of this 

chapter is that, Bloch, to an extent, appears to have philosophically pre-empted several of the strategies and 

developments associated with certain ideas established by these later physicists and mathematicians. In 

suggesting this, the chapter proposes a sequence of philosophical metaphors and additional conceptual 

neologisms (Brocken Spectrality and Terakalosity, and accumulated developments, associated with complexity 

and fractality). I suggest that this speculative theoretical move is necessary, to incorporate aspects from the 

previous chapter, to then incorporate the impending accumulated developments, associated with complexity 

and fractality. Ultimately, this chapter aims to move towards suggesting a neo-Blochian georetical framework 

of the Not-Yet, and creatively possible though temporally complex future-space of utopia.   

An important note relating to my own academic expertise needs to be made (early on) here: Significant 

sections of this Chapter will be dedicated to expositions of ideas and principles that are native to the realms of 

quantum mechanics, fractal geometry, and, chaos/complexity theory. My intention, and resultant approach to 

this, is not to attempt to become an adept (or, even vaguely capable) theorist in relation to physics, maths, or, 

geometry. As a result, errors, or obliquely superficial and/or sweeping assertions may well occur as a result of 

my academic adventures (as a ‘stranger’) into these disciplinary foreign-lands. Instead, my intention, and 

strategy, through interacting with and creatively repurposing aspects of certain ideas from within these 

disciplines, is to propose a philosophical array of non-Euclidean conceptual, or, preceptual metaphors (namely, 

Brocken-spectre [and, cinematic Brocken-spectrality], and Beautiful Monsters, or, terakalos). In sketching a 

proto-philosophical proposal for such a scenario, the chapter will conclude by suggesting a neo-Blochian 

complex future-space of utopian possibility. This Blochian Expressionist-creative philosophical approach will 

suggest that through the metaphors of Brocken-spectrality and terakalosity, an open and temporally complex 

approach to utopia and creative imagination can be accommodated and proposed.  

Furthermore, chapter 3 will culminate in the philosophical exploration and justification (and, reappraisal) of 

Blochian utopia, with a view to formulating a neo-Blochian strategy, able to articulate and explore the fluidity 

of utopia in relation to popular (terakalosic) films. Leading on from this, chapters 4, 5, 6, and 7 will set-out to 

explicitly apply and, also, implicitly rest upon the Blochian and neo-Blochian philosophical expositions as 

established as part of chapters 1, and in particular, 2 and 3. Therefore the reader is invited to, in a sense, read 
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the utopian context of the subsequent filmic analyses, through the Blochian and Blochianesque filter, or 

framework, as set out in these earlier chapters.
71

  

  

                                                           
71

 Sections of this chapter were presented at the "New Radical Subjectivities: Re-thinking Agency for the 21st Century" 
conference at Nottingham University. The panel to which my paper was presented was " Mediating Between Subjects and 
Collectivities" (the title of my paper was "Gazing beyond the Relativity-Void: Trace, Memory and Cinematic Metaphors of 
‘Not-Yet’ – Towards a Blochian theory of Meromorphic Reception"). My thanks goes to the other presenters and audience 
members whose questions, constructive feedback and useful suggestions assisted in the direction and completion of this 
chapter. 
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Distinction: Beyond Chaos, Towards Complexity (and Fractals of Hope). 

 
It always bothers me that, according to the laws as we understand them today, it takes 
a computing machine an infinite number of logical operations to figure out what goes 
on in no matter how tiny a region of space, and no matter how tiny a region of time. 
How can all that be going on in that tiny space? Why should it take an infinite amount of 
logic to figure out what one tiny piece of spacetime is going to do? (Quantum Physicist 
Richard Feynman quoted in Gleick, 1998, p. 137) 
 

 

What a Blochian-relativist framework appears to offer, so far, is the idea and possibility of a chaotic 

and open philosophical freedom, a freedom that can begin to acknowledge subjective-utopian 

striachordant emergences, that irrupt in response to cultural material through multi-variant 

connections. This philosophical liberation articulates, at least the possibility, of acknowledging and 

establishing new creative freedom(s).72 Continuing from this, I would like to suggest the need to 

address, and adapt, several theoretical developments, which have emerged both in conjunction 

with, and after, the time Bloch penned his ideas on the philosophical significance of relativity and 

history (and by implication utopia). Ideas and developments within theoretical physics have 

inevitably progressed, in various ways, from Einsteinean relativity and spacetime; one such 

development has been the unpredictable magnification into the strange and unstable landscapes of 

quantum mechanics.73 With this, alongside the external immensity of the warping of spacetime, we 

become confronted with contractions into the atomic and subatomically unstable realms of space 

itself; this in turn brought into question assumptions regarding the quanta and predictability of the 

                                                           
72

 For Bachelard, the imagery invoked through poetry and poetic language can inspire personal and intense moments of 
reverie; for Bloch, the remit is much wider than poetry, for example Bloch’s framework (to cite a few main examples) 
incorporates fairytales, literature, pulp fiction (colportage) music and cinema. Whereas Whitehead’s framework is 
notoriously fluid and non-descriptive; whilst he makes a few slight suggestions in relation to creativity and art, he refers 
generally to ‘Eternal Objects’. As suggested above, for Whitehead, Eternal Objects equate to Platonic Forms – a selection of 
ethereal ideals which can never be absolutely articulated. 
73

 For ease of argument, this study will concentrate, and draw-upon selective principles and ideas associated with the 
Copenhagen interpretation of Quantum Theory (see Werner Heisenberg’s Physics and Philosophy for a readable 
explanation of the development and concepts associated with this approach). As already stated, above, my intention is not 
to attempt to tackle the disciplinary problems associated with Einsteinean relativity and quantum mechanics; but, to 
philosophically repurpose some of the ideas inherent to these areas. For a detailed and accessible analysis of the apparent 
incompatibility of ‘gravity’ in relation to general relativity and quantum mechanics, and, more recent progressive moves 
towards potential theoretical compatibility (in relation to the development of string theory or supersymmetry theory), see: 
Jim Baggott’s The Quantum Story: A History in 40 Moments (2011).    
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matter-blocks of space.74 Furthermore, and in conjunction with this, since the 1970s, theoretical and 

experimental developments concerned with chaos and complexity have emerged which, in turn, 

have germinated new and (at least theoretically) compatible theoretical directions. Arguably, several 

of these developments contain the potential to be philosophically repurposed, in order to further 

advance, and georetically75 shape a neo-Blochian, ‘complex-spatial’ theory, in relation to trace and 

utopia, and also, popular film and utopia.   

Gleick (1998), analyses and explores the emergence of chaos and complexity within the natural 

sciences. One such development identified is Edward Lorenz’s paper, presented in 1972, on the now 

widely recognised (both in science and in popular culture) notion and implication of the Butterfly 

Effect. Lorenz’s paper posed the following question: “Does the Flap of a Butterfly’s wings in Brazil Set 

off a Tornado in Texas?” (Lorenz, 1972, p. 1). In response, Lorenz suggests that such an eventuality 

can neither be proven, nor importantly, disproven, therefore resulting in the proposition that it is at 

least possible. The evocative metaphor illustrated by Lorenz, whilst poetically simple, raises 

problematic implications for scientific analysis and the prediction of impacts and developments 

within dynamically variable systems. The scientific but also the philosophical problem posed by 

Lorenz, is that we must consider the possibility, and, the extent to which, “two particular weather 

situations differing by as little as the immediate influence of a single butterfly will generally after 

sufficient time evolve into two situations differing by as much as the presence of a tornado.” 

(Lorenz, 1972, p. 2). Lorenz suggests that in entertaining the notion, we must also recognise that all 

previous and subsequent flaps could be contributory factors in generating an unpredictable and 

systemic chaos. Lorenz notes a further implication in relation to such a possibility, that, “the flaps of 

millions of other butterflies, not to mention the activities of innumerable more powerful creatures, 

including our own species” (Lorenz, 1972, p. 1) must also be considered within this shifting and 

unpredictable context. Gleick also identifies and explains the advent of Edward Lorenz’s computer 

                                                           
74

 Bloch discusses this relativity/quantum dichotomy as part of his critique of Mannheim's approach to ideology and utopia 
in Heritage of Our Times 
75

 Cross reference ‘georetical’ (usage and definition within the context of this study) 
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generated strange attractor, another – in this case, visual – scenario developed by Lorenz during the 

1970s. This concept emerged as a result of the pattern-effects of an early computer programming 

experiment. As Lorenz explains: 

I simply chose two ... variables as coordinates on a plane, and plotted numerical values 
of the third variable beside the points that I plotted ... the attractor was composed of 
two distinct surfaces, one above the other. These appeared to merge as one followed 
an orbit in either surface toward the base of the figure. (Lorenz, 1995, p. 139). 

  

Gleick explains that the intriguing or strange behaviour and resultant pattern effected by the 

attractor, illustrated that the dynamic, freely generating sequence never symmetrically intersected 

itself so as to repeat itself and continue the same path of the previous pattern.76 As a result, the 

emergent Lorenz-loop, somewhat intriguingly avoided, producing a totally chaotic (i.e. non-

patterned) sequence of lines, nor, did it resort to producing a blended, linear and uniform line. The 

undulating and complex pattern thus never returned to the continuous path of a previous and 

identical loop – if it had, this would have resulted in an organised, linear and periodic ‘loop’. Instead, 

Lorenz’s experiment manifested the increasing generation of a complex, non-identical, though, self-

similar pattern – see figure 2 overleaf – (Gleick, 1998, p. 140). Therefore, the non-replicating strands 

crossed, separated asymmetrically and proliferated into a complex pattern (Lorenz, 1995, pp. 140-

141). Within the complexity of this auto-generating pattern, the lines continued to separate into 

distinct and unique layers; and as each line crossed, it fractured to create an additional non-linear 

off-shoot; and as these in-turn re-crossed, they generated additional surfaces, which, when 

rebounded from the attractor, departing into a slightly different orbit, and so on. 

                                                           
76

 Attractors are emergent phenomena in dynamical systems [and] are the things that the dynamics converge toward ... 
but once they reach the attractors, they promptly diverge again – and drastically ... (Cohen & Stewart, 2000, pp. 206-207). 
As such, the attractors associated with chaotic dynamical systems, are much more complicated than those associated with 
the predictable and replicating patterns that tend to form with closed and linear systems: “Usually they are fractal, with 
fine structure on all scales. That fine structure is geometrical evidence for the butterfly effect: Arbitrarily small changes 
matter. Classical predictable dynamical systems progress elegantly and regularly along attractors with simple geometrical 
shapes – smooth curves and surfaces. Chaotic systems wander irregularly over fractal attractors. Their path is still elegant, 
but much less predictable. (Cohen & Stewart, 2000, p. 205) 
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Figure 2 A Lorenz Strange Attractor (Forming a Self-Similar Pattern) 

With Lorenz’s Butterfly Effect and Strange Attractor we are presented with an intriguing 

metaphorical and visual display of chaos, and, the unpredictable emergence of a self-generating and 

complex pattern. 77  Each of the two scenarios emphasises the non-linear and unpredictable 

fluctuations, exacerbated by slight perturbations (freely accommodated and unforeseen ‘nudges’) 

emergent within freely generating and complex-dynamical systems. In turn, these ideas and 

scenarios suggest how recurrent chaotic and complex differentiation unpredictably develops within 

systems that are characterised by independent and continually shifting variables. Lorenz further 

suggests that there is a good deal of theoretical potential within the realm of chaos and complexity; 

so much so, that there should be a reconsideration of the dynamic free will of human beings within 

these contexts. Lorenz proposes that the strange-attractor be seen not only as an abstract 

computer-based sequence – illustrating the generation of a simple pattern, by non-linear and 

complex behaviour (Lorenz, 1995, p. 143); but also, potentially, as a visual representation of how 

                                                           
77

 At this point, it will perhaps be useful to attempt to clarify (as much as is feasible), and, therefore, differentiate, between 
the philosophical principles associated with “chaos” and those of “complexity”. Strogatz notes that “complexity theory” 
seems, “like a natural outgrowth of chaos, in some ways its flip side – instead of focusing on the erratic behaviour of small 
systems, complexity theorists [are] fascinated by the organised behaviour of large ones. (Strogatz, 2003, p. 209). 
Furthermore, Cohen & Stewart note that: “Complexity at any given level is a consequence of the operation of relatively 
simple rules ... Simplicity breeds complexity through sheer multiplication of possibilities” (Cohen & Stewart, 2000, p. 219). 
And so, there is a beautiful mystery associated with the emergence of unpredictable, though, identifiable patterns, as 
chaotic fragments gravitate and synchronise into obscurely associative ‘shapes’. The development of intriguing and 
emergent patterns effectively “collapse chaos”; they bring order to a system that appears to be wallowing hopelessly in a 
sea of random fluctuation.” (Cohen & Stewart, 2000, p. 232). Strogatz notes, in relation to chaos, complexity and 
synchronisation or ‘sync’, that: “Chaos theory revealed that simple non-linear systems could behave in extremely 
complicated ways, and showed us how to understand them with pictures instead of equations. Complexity theory taught 
us that many simple units interacting according to simple rules could generate unexpected order... For reasons I wish I 
understood, the spectacle of sync strikes a chord in us, somewhere deep in our souls. It’s a wonderful and terrifying thing. 
Unlike many other phenomena, the witnessing of it touches people at a primal level. Maybe we instinctively realise that if 
we ever find the source of spontaneous order, we will have discovered the secret of the universe.” (Strogatz, 2003, pp. 
286-289) 
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human systems and phenomenon contain infinitely shifting degrees of alternative possibilities and 

freedom. Thus, human aspects of non-linearity and multidimensional spacetime could be considered 

in relation to the open and shifting parameters of theoretical complexity (Lorenz, 1995, p. 158).  

Mandelbrotian Fractals  

Benoit Mandelbrot (1983) has further contributed towards the development of non-linearity and 

complexity in his book The Fractal Geometry of Nature. In this work, Mandelbrot develops and 

applies his fractal geometry to describe and explain the emergence of complex geometric shapes 

and systems, which tend to be characterised by unpredictable transformation. Mandelbrot points 

out that the natural world does not consist of perfectly aligned or symmetrically linear Euclidean 

shapes, such as cones or spheres. Instead, snowflakes, coastlines, and cities, for example, are 

chaotically rugged, and contain infinite possibilities where the permutations of shape and scale are 

concerned. Mandelbrot’s neologism of fractal is developed from the Latin adjective fractus, which 

refers to irregularity and fragmentation; Mandelbrot also points out that fractus can be 

appropriately linked to the Latin verb frangere, which means “to break”. (Mandelbrot, 1983, p. 4). 

Thus, the geometry of fractals, for Mandelbrot, is capable of articulating and representing non-

uniform shapes, which tend to be, “... grainy, hydralike, in between, pimply, pocky, ramified, 

seaweedy, strange, tangled, tortuous, wiggly, wispy, wrinkled, and the like ...” (Mandelbrot, 1983, p. 

5). As with the poetic metaphor of the Butterfly Effect, and the self-generating pattern of the 

Strange Attractor, the Mandelbrotian fractal also has its own visual representation, in the form of 

the Mandelbrot beetle (see fig. 3 below); the swirling, bespoke and multi-scalar patterns which 

appear from within the concentric worlds of the Mandelbrot beetle, are known as Mandelbrot sets 

(see fig. 4 below). The beetle and its associated set-shapes, according to Mandelbrot, shift and 

morph into Monstrous-Shapes, or, as he terms them, “teragon”.78  

                                                           
78
As Mandelbrot suggests: “... let me coin for such curves the term teragon, from the Greek ... meaning “monster, strange 

creature” ... and “corner, angle”. (Mandelbrot, 1983, p. 35) 
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Figure 3 Mandelbrot Beetle (Left) 

Figure 4 Mandelbrot Beetle’s forming Mandelbrot Sets (Right) 

                                               

The Mandelbrot set is an aesthetically beautiful, and visually stunning example, of multi-directional 

spaces that open-up within or between different dimensions; the Mandelbrot set thus symbolises 

and articulates the myriad possibilities that traditionally remain hidden in between the spaces of 

defined and rigidly delineated scales and systems of measurement.79 The Mandelbrot set thus makes 

glaringly apparent the arbitrary epistemological decisions which must be made, in order to define a 

predictable system of measurement, (for example, in cartography and mapping). Of course, one 

could insist that such assumptions are necessary in order to formalise numerically stable systems, so 

that assumptions of juxtaposition and comparison (and indeed journey planning) can be made.80 

However, if we take the example of a scaled-down map of Britain, in one respect, we can work with 

the static-scale, and, assume that it is feasible for us to measure and calculate the actual length of 

the coastline of Britain. However, as Mandelbrot points out, as soon as the scaling of the map is 

                                                           
79

 It is appropriate to make a brief reference back to the material discussed as part of the earlier sections on Bergson and 
Einstein. The mysterious or unnameable space of the in-between of the Bergsonian interval – the gap between any 
scientific scales of measurement – can be suggested as being fractal; i.e. the fractured space in between the assumptions 
of scale and measurement. In relation to this, I wish to ‘nudge’ the debate, briefly in favour of a Bergsonian slant, and 
suggest that inner-rhythms of subjective experiences, perceptions, memories and dreams are “fractal”; their unique spaces 
and tendrilous landscapes fracture from person to person. Leading on from this, ‘Eve, Horsfall and Lee’ (1997) make a 
formative move to begin to ascertain the potential relevance and paradigmatic impact of chaos and complexity theory 
within the realm of sociology. They suggest that the liberation of agency and ‘free-will’ via complexity illustrates the 
“Proto-spiritual bent for creativity” inherent within these approaches. Continuing from this, they remark that that the 
“strange attractor, that is, the fractal form embedded in any nonlinear feedback process, is the graphic and undeniable 
evidence of the life and freedom embodied in physical reality.” (Eve et al: xxiv). They note that the birth of chaos and 
complexity marks the end of a major class of dichotomies within scientific and theoretical terminology, and, therefore, by 
implication, the social sciences and sociology which are constructed, ultimately, along traditional scientific premises (Eve, 
Horsfall, & Lee, 1997, p. xxiv). In place of the previous and entrenched dualisms, we find that the new scientific vocabulary 
brings with it an infinite anthology of new, non-Euclidean ‘shapes’ or forms. (Eve, Horsfall, & Lee, 1997, p. xxi). 
80

 To clarify, Mandelbrotian non-Euclidean fractals do not criticise Euclidean geometry (and Euclidean shapes) for being 
‘wrong’ – but for being geometrically limited: Mandelbrotian fractal geometry thus sets out to extend the repertoire of 
geometric patterns and shapes. 
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even slightly adjusted and magnified, more intricate and detailed coastline features begin to appear; 

these additional features inevitably and continually alter the likely length of the coastline. So, using 

the concentric/magnification principle of the Mandelbrot set, an increasingly magnified approach to 

Britain’s coastline, infinitely increases the potential length of the coastline. Each miniscule 

adjustment in the scale fractures the assumed accuracy and closure of the arbitrary scale. 

Furthermore, the concentric shifts are potentially infinite, and can extend, for example, from 

planetary level, to island level, to specific coast, to tidal shifts, to beach, to square meter-age of 

sand, to granular size of sand particles, to density and distance between granular particles etc. As 

the land image becomes continually smaller, “Instead of becoming less and less important, these 

fluctuations come to increase.” (Mandelbrot, 1983, p. 8). Moving from the example of the coastline 

of Britain, and back to the abstract and concentric worlds that appear within the Mandelbrot set, as 

with Lorenz’s strange attractor, self-similar patterns emerge, and also within the Mandelbrot set, the 

shape-mutations of the emergent patterns fluctuate in non-linear ways. We are therefore presented 

with an additional variation on emergent complexity. Lorenz notes that in relation to this similarity 

an intimate connection is thus established between the emergent complexity of the fractalic 

Mandelbrot sets and the self-similar patterns of the Strange Attractor, in that, “strange attractors 

are fractals.” (Lorenz, 1995, p. 76) [see figure 5 below]. 

 

 

Further enhancing the connection between multi-dimensionality, fractality and human behaviour, 

Cross (2005) notes that expressions of human creativity frequently engage with fractal properties, 

Figure 5 Mandelbrot Sets Chaotically forming as a Strange Attractor 
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whether they be, “the intricate patterns within a fugue, the choreography of dance, or the play of 

light and shadow in cloudscapes and landscapes” (Cross, 2005, p, 5).81 As such, and, within the 

developing theoretical parameters of this thesis, I wish to suggest that the complex intricacy 

associated with fractality can be philosophically refunctioned so as to georetically articulate the 

chaos and complexity associated with the temporality of perception, memory (not least of which 

being ‘creative’ memory) and hope.82 The chaos and fractal complexity associated with subjective 

memory and nostalgia, need no longer be considered as irrational or totally random; instead, they 

can be resituated as shifting, multi-scalar and intra-fractal emergences. Incorporating this into the 

developing parameters of this thesis, it is suggested that specific or relative human chaotic irruptions 

of memory, nostalgia and hope, can begin to be understood as being intra-fractally chaotic, in that 

they develop in unique and unpredictable personal lines (or ‘point-tracks’) from one intra-fractal 

spacetime emergence to another. And yet, as suggested by Lorenz’s concepts, whilst intra-fractal 

spacetime dimensions (of past, present, future – and particularistic perceptions of memory and 

aspiration) become chaotically and uniquely nudged; they also contain the potential and tendency to 

gravitate towards, and, sync around certain cultural strange attractors. 

Non-linear multidimensional shifts in personal spacetime and slight relative-perturbations in 

perception, memory and hope, suggest that the bespoke turbulence associated with personal 

experience, and interpretation, must truly be understood (in the context of the Butterfly Effect) as 

chaotic. No two experiences of perception, memory, nostalgia and hope can ever be symmetrically 

linear (or identical). However, further developing the connections between the various philosophical 

strands so far covered, the seeming irredeemable chaos of relative memory, nostalgia and hope can 

                                                           
81

 Strogatz, similarly asks, “What is it about music that stirs us so? Or, the spectacle of sync in nature, the graceful 
movements of flocks of birds and schools of fish? What is it about dancing together that gives us such pleasure? Why do 
we delight in coincidences?” (Strogatz, 2003, p. 262). And, goes on to further note that, complexity and pattern 
synchronisation (‘sync’) can also be seen as being part of: “the most beautiful forms of human expression, in ballet, in 
music, even in the love shared by people whose hearts are in sync. The difference is that these are more supple forms of 
sync, not mindless, not rigid, not brutally monotonous. They embody the qualities that we like to think of as uniquely 
human – intelligence, sensitivity, and the togetherness that comes only through the highest kind of sympathy. (Strogatz, 
2003, p. 274) 
82

 See sections below on Proust & Benjamin 
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be understood to demonstrate the potential to georetically synchronise (or sync) in complex, non-

replicative fractal patterns around cultural-anthelic strange attractors of possibility. The utopian 

Hope-Form of the Not-Yet-known becomes refracted through cultural anthelia, and, in response to 

this, complex, striachordant irruptions can connect and sync in fractally morphing ways. The trans-

subjective empty-spaces left by the incompleteness of the past, and, openness of the future, attract 

latent nostalgias and hope-wishes, in strange and non-linear ways; each striachordant relative 

irruption – whilst being uniquely fractal – can be seen to constitute a complex and multi-scalar wave-

pattern of incomplete hopes, and, nostalgic aches. Georetically speaking, intersecting, swirling wave-

patterns (striachordant sets) emerge, and, tendrilously fluctuate as a teragon, constituted by the 

reverberating and personal codes of bespoke beauty.  

Incorporating the additional theoretical material and concepts, we can further enhance a neo-

Blochian language of trace and self-encounter, in that, fractal connections and emergent awakenings 

irrupt as utopian striachordancies; these connect in non-linear ways to the anthelia83 of cultural 

Hope-Form manifestations (which emanate through a myriad of cultural and therefore cinematic 

metaphors, cinematic images and themes).84 Fractal utopian striachordancy is non-replicative and 

chaotic in the sense that trace anticipations emerge in non-linear ways from within unique memory 

spaces. However, as these trace patterns fractally striate, they, in turn continue to reverberate in 

response to hope echoes and as striachordant sets contribute towards a complex matter-wave of 

utopia-in-potential. The attractive hiddenness of the Hope-Form evokes the strange manifestation of 

striachordant fractals, which mutate throughout fluid and multi-scalar points in time. Strange-

relative irruptions sputter and emerge as utopian striachordancies of hope; within the context of 

complexity, utopian-striachordant self-encounters can be understood as manifesting as similar, 

though ultimately unique, and continually emergent, wave patterns of hope. Within this preceptual, 

future-oriented and continually emergent utopia-puzzle, a complex georetical space becomes 

                                                           
83

 This concept is discussed and defined in Chapter 1 (see also the entry in the glossary) 
84

 Later sections of this chapter, and proceeding chapters in the thesis, will set out to sketch how this operates in relation 
to certain utopian-archetypes within film.   
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loosely articulated, where we are free to fractally visit the Not-Yet of the future-mystery, in strange 

and beautiful – and intensely personal – ways. Refunctioning and theoretically incorporating the 

principles of fractality into the emerging language of neo-Blochian complexity, we can tentatively 

continue to develop a non-Euclidean georetical vocabulary, to articulate and discuss the relative, 

non-linear and complex human phenomenon of hope. 

Excursus: Chaotic Nostalgia-Fractals, Childhood, and, the Strange Attractor of ‘Incomplete 
Past/Unmade Future’: A Context for the Fractal-Complexity of Hope. 
 

Marcel Proust and Walter Benjamin contra Bloch 

In his meandering novel In Search of Lost Time Marcel Proust applies and explores his concepts of 

fortunate moments (moments bienheureux) and involuntary memories (memoire involontaire), and, 

through these, attempts to decipher how memory and nostalgia operates in strange and 

polymorphous ways. Through the intersecting intricacies of personal encounters, and the intricate 

and interweaving legacy of his everyday experiences, Proust produces a lengthy collection of 

detailed and subjective recollections. The novel, in its entirety uncovers the minutiae of everyday 

routine, interspersed with the hidden jewels of his fortunate moments; these emotive accounts 

occasionally, and chaotically, jolt back into conscious recognition through, seemingly, insignificant 

triggers. A dominant theme that runs through Proust’s fortunate moments is – the wonder and 

enchantment of childhood, and, the ways in which this re-emerges throughout his life. In the final 

volume, Time Regained, Proust brings to the fore a vacuous nostalgia, and confides to the reader an 

ache to re-experience and feel again some of his earlier, more enchanted and happier times. 

Recollecting his time spent in Venice, and the creative and aspirant person that he remembers 

himself to be, (during these times), his remembered, younger self, embodies an almost hieroglyphic 

mystery, a mental avatar concealing the secret elixir of optimism and hopeful anticipation. As his 

years increase, and his creative ambition dissipates, the loss of this secret, life-affirming essence, 

means that Proust’s passion for life sinks beneath the grasp of his conscious existence.  
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In a move to revive his former, younger self, and attempt to rekindle a creative astonishment and 

inner-wonderment with life: Proust attempts to resuscitate his past, by looking at photographs of his 

time spent in Venice. However, these produce only disappointment, as the lifeless still-images fail to 

invoke the desired renewal of the psychic location of their coveted content. The shapes and 

shadows in the photographs, prove only to be artificial replicas of previous spatial moments;  the 

vibrant spirit of the life that Proust so desperately craves remains lost to somewhere in the past. 

Despite his withdrawal from life, Proust accepts an invitation to a party held by a family friend, the 

Princess de Guermantes.  Arriving in the cobble-stone courtyard at the mansion, he alights from the 

carriage, and, is immediately forced to stumble out of the way of an oncoming vehicle; as he steps 

back, he trips on an uneven cobble-stone. Reacting to steady himself, he finds that the moment is 

suddenly flooded with the inexplicable and overwhelming feeling of happiness. As Proust explains, 

this unexpected and unfolding event is the involuntary bursting forth of a forgotten memory:   

[a]lmost at once I recognized the vision: it was Venice ... the sensation which I had once 
experienced, as I had stood upon two uneven stones in the baptistery of St. Mark’s had, 
recurring a moment ago, restored to me complete ... all [of] the ... sensations linked on 
that day ... (Proust, 1970, p. 224) 

 

So, where the Venice photographs had failed, the cobble-stone stumble succeeded in recovering the 

multifaceted shower of a past happiness, (infused with its enchantment and wonder). Proust’s 

longed-for Venetian ecstasy is thus jolted back into recognition, with an astonishing clarity; as 

though a deep and personal portal to a bygone time had been punctured. Lost and embedded 

somewhere in the rubble of the past, the chronologically ruptured enchanted-Proust, momentarily 

synchronises with the later, older and ‘disillusioned-Proust’. The collision of the two time-worlds, 

means that the contemporary, temporal dimension of time, becomes infused with the astonishing 

ingredients of a different, hidden dimension, containing the lost and latent wonder of childhood, 

hope and anticipation for an unknown life.  
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Walter Benjamin’s essay The Image of Proust (1999), suggests that Proust’s recollection of his 

previous life, was not the re-experiencing of his former life as it was actually lived; instead, the 

recollected shards of possibility associated with the fragment of a jolted moment is creatively 

remembered in a temporally unique and personal context. Furthermore, Benjamin proposes that 

there is ‘something of the detective in Proust’s curiosity.’ (Benjamin, 1999, p. 205). Indeed, Proust is 

the detective of childhood par excellence: a private detective, on the hunt for the trace of a person, 

whose mysterious disappearance has left only a melancholy echo. And, like a true detective, when 

the raw-trace of an involuntary memory reveals itself, he pursues the not-immediately-apparent root 

of the mysterious sign, and uncovers the disappearance in the fall of his childhood. The Proustian 

patterns of memory, and nostalgia for childhood, are carried over into Walter Benjamin’s essay on 

the unpacking of his personal book collection. Benjamin begins by telling us: 

I am unpacking my library. Yes, I am. The books are not yet on the shelves, not yet 
touched by the mild boredom of order ... I Must ask you to join me in the disorder of 
[the] crates that have been wrenched open (Benjamin, 1999, p. 61) 

 

Benjamin guides us into the intimate interior of personal associations that germinate in the mental 

biography of the book collector. The acquisition of each book creates a bespoke, and experiential 

cartography, of personally meaningful events, ascribed by location, smell and emotional imprint. 

Benjamin informs us that the root of the drive to collect books, is very much associated with 

rejuvenation; as, with each new addition, (especially worn and aged books), an inner desire is 

reinforced, a compulsive ache to rejuvenate the shadow of a childhood that has become lost to the 

past. The excitement and anticipation that Benjamin reveals, as he works through the disordered 

unpacking of his book collection, articulates the bursting forth of a ‘childhood’ springtide-of-

memories. As he fittingly suggests: 

... I am on the last half-emptied case and it is way past midnight. Other thoughts fill me 
than the ones I am talking about – not thoughts but images, memories. Memories of 
the cities in which I found so many things ... memories of the rooms where these books 
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had been housed, of my students den in Munich, of my room in Bern ... and finally of 
my boyhood room ...” (Benjamin, 1999, pp. 68-69) 

 

 

With Proust and Benjamin then, we find a corroborating theme that prompts the striachordant 

emergence of fractal irruptions from within their relative and personal worlds-of-experience and 

recollections. Through their fractal-aches they take us with them, along winding, and non-linear 

journeys, back towards an incomplete idea, a nostalgia of childhood; and, as Benjamin suggests, 

“Proust ... did it such a way that everyone can find it in [their] own existence.” (Benjamin, 1999, p, 

205). In a creative-nostalgic, non-linear sense, this doesn’t mean that we get a glimpse of ‘the’ actual 

childhoods spent by the authors [or indeed our own], as the refracted ideal of any nostalgic 

encounter, consists of utopian material. Utopian, in the sense that to gaze back upon a nostalgia of 

childhood, means that it never existed in quite that way. The nostalgia of childhood, considered as a 

hieroglyph-of-recollection, contains something quite different, an essence so overwhelmingly 

precious, that when it re-appears, it seems to have been lost and abandoned somewhere, 

incomplete, in a secret labyrinth of nostalgic worlds. Potentially creative worlds, which extend, 

chaotically, beyond the immediate and incomplete experience of recollection, and in to the chaotic 

Proustianesque mind-space of the witness. 

Subject to a Blochian treatment, the personal nostalgic trace revival of incomplete childhood 

contains utopian and re-emergent possibilities. Aimed towards the renewal of optimistic and 

utopian traces of creative possibility, such nostalgic contents, share many similarities with Bloch’s 

treatment of déjà vu: For Bloch, the feeling of déjà vu is bordered by a sense of shock; it is an event, 

an occurrence that interrupts everyday routine. It is an intense experience which flies up through a 

long-forgotten fleeting fragment, as though an event is about to resurface. Unique to the nostalgia-

shock, and, associated with the déjà vu experience, is the fact that the recollected event has not 
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necessarily been lived through before. This effectively lends itself to the notion of a creative 

nostalgia:  

… authentic déjà vu … is characterised by the reliving of an experience that has never 
been lived through before, with all details intact … it could be supposed that no external 
occurrences are remembered in déjà vu. Rather, what is activated is merely an inner 
state that has been touched upon previously in an identical fashion, in much the same 
circumstances … Thus it seems plausible that in authentic déjà vu only the intention, not 
the content, of an experience occurs (Bloch, 1998, pp. 201-202).   

 

Within Bloch’s working of the term, what manifests itself in déjà vu is a prior orientation toward a 

situation, one that was unfulfilled, and resultantly contains a wish-echo to still experience it. 

Generally speaking déjà vu is a shocked awakening to the past disruptions and aborted hopeful 

beginnings within life. The resulting feeling radiates throughout the immediacy of now time, which 

also includes a fleeting wish for future fulfilment. The event of a déjà vu is shocking because, it 

opens-up a moment, which precipitates a fall into that which has been broken off, interrupted, or 

overlooked, and didn’t turn out as intended (Bloch, 1998, p. 205). From the chaotic and sudden 

shock of the momentary déjà vu, Bloch offers a more detailed and future-oriented, or open-ended 

analysis of the process and function of recollection, Bloch creates a distinction between mere 

recollection - what he terms anamnesis and a more active, creative or open form of memory, which 

Bloch terms anagnorisis. 

The notion of anamnesis is taken from Plato’s doctrine that knowledge consists of the recollection of 

Ideas seen in the transcendental world before birth (Hudson, 1982, p. 78), and, suggests that we 

have knowledge only because we formerly knew, it is as though everything has already been 

(Landman, 1975, p. 178). For Bloch, Platonic anamnetic recollections make the assumption that all 

knowledge is based upon pre-existent experience, and so, memory, nostalgia and déjà vu are 

indicative of resurfacing fragments of things that have been and seen before.85 However, the 

implication of this approach is that there can be no fundamentally new or future knowledge. 
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 Bloch, E. (1986) The Principle of Hope, Vol 1. p: 140. Plato’s Phaedrus provides us with a clear example of the anamnetic 
‘in action’, as the soul falls to Earth, we observe the beauty of the scene, and once born, we struggle to recall the beauty – 
but the memory is still, and always ‘embedded’.   
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Alternatively anagnorisis86 refers to recognition, such as a shocked realisation of absence, from 

within the puncture of the déjà vu. Anagnorisis therefore takes account of the recognition of true 

potential, a recognition of the possibility to re-direct, the unfinished process of identity and the 

ability to move towards the process of overcoming self-alienation (Luz, 1993, p. 364). And so 

anagnoretic recognition could be seen as a form of authentic déjà vu and creative nostalgia, as, in its 

resurfacing it is alarming due to the revelation of the incompleteness of that which is recollected. 

Bloch therefore argues that it is necessary to break with anamnesis, and develop an active, 

anagnoretic approach, oriented toward the future and the possibility of the new creation of re-

oriented re-emergence (Landman, 1975, p. 181). Unlike Platonic anamnesis, anagnoretic trace 

recollections are unfinished, and so contain the Not-Yet-established; as such, it can never be mere 

reactivation, but, also recreation. The re-utilisation of the recollected inwardness, can only be 

transformed via active, creative recovery or re-cognition (Roberts, 1990, p. 54). Geoghegan (1997) 

explains it thus: 

… the term ‘remembering the future’ becomes immediately appropriate. My past 
memories will have a constitutive role in the forging of my present and future 
perceptions … I enter the future with a body of assumptions and preoccupations located 
in memory. The infinite range of possible futures is winnowed down to my possible 
futures through this interactive process. In this sense I can be said to be ‘remembering 
the future’ (Geoghegan, 1997, pp. 17-18). 

  

By following the chaotic personal shock-threads of nostalgic trace paths, connections are re-

established between past memories and the unfulfilled, or incomplete aspirations embedded within 

them. Imaginary and metaphoric worlds, intimate spaces of memories, of thwarted dreams, and, 

unfinished journeys re-manifest as encounters of wishful hopes and possibilities. Within the context 

of complexity, we can beautifully and latently synchronise in our aches for a lost childhood, (and its 

spirit of adventure), and begin to fractally glimpse the possibility of renewal and redemption. The re-

emergence of a creative nostalgia evokes images of childhood and possibility, and, shocks hope-
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 Landmann, M. (1975) ‘Talking with Ernst Bloch: Korcula, 1968’, Telos 25, 165-185, p: 178; Jay, M. (1982) ‘Anamnestic 
Totalisation: Reflections on Marcuse’s Theory of Remembrance’, Theory & Society, Vol. 11, No. 1 p: 11-12. 
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clues from the past into contemporary recognition; the empty-spaces of our own incomplete futures 

contain the potential to kick-start our own Not-Yet attained journeys towards redemption. Thus, for 

Bloch, as the fractal chaoses of utopian striachordancies emerge, it is we who latently gravitate 

towards the complexion and openness of the Hope-Form – and, the strange attractor of – the 

incompleteness of the future, with its unfinished and unlimited possibilities. Into the puzzle of the 

unrevealed mystery, we gaze beyond the demarcated terrain of established knowledge and ideology 

of the past and the present. The future-utopian challenge is to decipher the deeply-coded source of 

the Hope-Form (and its strange attractors), and, so become increasingly aware of the latent 

tendency of collective possibility embedded in the complex synchronisation of the fragmented 

utopian matter-waves. To transcend the decaying material of the past, we must become un-

Proustian and heed the anthelic-whispers to become hope-detectives, and, re-learn how to be 

astonished, how to day-dream, and how to creatively incorporate spaces of re-enchantment into 

new visions of hope and possible routes towards different futures. Ultimately, learn how to ‘sing 

new songs’ and evoke renewed visions of different and possible futures; and, in those ‘stories for 

tomorrow’ begin to write ourselves into a non-narrated, utopian content that is ultimately Not-Yet.  

Towards a Georetical Open ‘Space’ of Utopian Possibility: The Brocken Spectre as ubiquitous 
‘Shadow’ of childhood Latency and the Not-Yet. 

Wordsworth, Coleridge and De Quincey: Brocken-Spectre as ‘Obliterative Death’ or the 
‘Creative Possibility’ of Childhood: 

 Blochian material also refers to the importance of astonishment and the momentary pre-

appearances which can irrupt out of the experience of what he terms the empty-space. In relation to 

this, Bloch (1998)87 makes a tentative connection between the beauty of the towering granite 

expanse, and, the ancient mythology and witchcraft associated with the Harz Mountains in 

Germany. The Harz mountain range is also the location of the Brocken mountain peak, where the 

spectral apparition known as the Brocken Spectre derives its name. The combination of the ancient 
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 Bloch, E. (1998) ‘Excavation of the Brocken’, in Literary Essays, by E. Bloch. W. Hamacher & D. E. Wellbery (Ed’s). Trans: 
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myths, stories and ghosts associated with the Brocken, in conjunction with the inspiring and natural 

immensity of the place, for Bloch, can produce an unsettling effect. Bloch’s brief analytical flirtation 

with the evocation of the beautiful mystery, and emptiness of the Brocken, and, how it urges an 

almost unnerving astonishment – is well worth further elaboration and development, particularly in 

relation to the phenomenon of the Brocken spectre.   

The Brocken Spectre88 is a phenomenon traditionally associated with the study of Atmospheric 

Optics;89 as an optical effect, it appears in places of higher altitude. Brocken spectres only reveal 

themselves under specific atmospheric conditions, notably, when a low lying sun flanks a hill-walker 

or mountain climber (on one side), whilst, on the opposing side, a mist or fog-bank must also be 

present. When both altitude and climatic conditions are conducive, a Brocken-spectral optical effect 

may be produced, where the shadow-image of the walker comes to be projected onto the mist or 

fog bank which is opposite to the sun, and, the climber. The effect itself consists of a bright, 

concentrically ringed glory, which surrounds the “shadow of the observer’s head” (Talman, 1913, p. 

275); and punctured through the centre of the glory, we find the projected empty-space of a dark 

and vacuous shadow; an emulatory emptiness, which mimics the particular shape of the climbers 

human form (see figures 6 and 7 below): 

 

 

 

 

                                                           
88

 Naylor, J. (2002) Out of the Blue: A 24-hour skywatcher’s Guide, p: 39-46. Cambridge Uni Press; Lynch, D. K. & Livingston, 
W. (2001) Colour and Light in Nature, 2

nd
 Ed, p: 11. Cambridge Uni Press. 

89
 Tape, Walter. (1994) Atmospheric Halos. Antarctic Research Series, Vol. 64. American Geophysical Union, Washington; 

Tape, Walter. & Moilanen, Jarmo. (2006) Atmospheric Halos and the Search for Angle X, American Geophysical Union, 
Washington; 

Figure 6 concentrically ringed glory 
surrounding a Brocken Spectre 
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The quite specific and unpredictable conditions required for 

the spectral phenomenon to appear, render Brocken apparitions an elusive phenomenon. Despite its 

spectral aloofness, the Brocken peak is the place where the phenomenon appears to have been 

historically experienced the most.90 The ethereal image itself is of course nothing more than the 

shadow of the walker or climber projected onto the mist-bank.  

In conjunction with the meteorological analysis and terminology associated with the Brocken-

spectre,91 we are reminded by Gaston (2004) – and this is confirmed by Wright (1980) – that, despite 

the obvious physical explanation of this projected light-shadow process, writers have set-out to 

locate or hunt for this spectral apparition for centuries.92 Furthermore, this particular atmospheric 

phenomenon has been embraced and artistically refunctioned by writers, such as Samuel Taylor 

Coleridge, William Wordsworth and Thomas De Quincey. Wright suggests that this is due to the 

Brocken Spectre being a potent symbol of an alienated subject; as he explains, the Brocken-spectral 

effect produces a human shadow which is created by, but, separated from, nature. Furthermore, 

Gaston highlights that in Aids to Reflection (1825), Coleridge notes that the haunting apparition of 

the Brocken Spectre, has a peculiar ability to reveal to its witnesses their “alienation”; who, “rather 

than recognising [their] shadow as a projected Form of [their] own Being ... recoil from it as from a 

Spectre” (Gaston, 2004, p. 17). For a brief period of Coleridge’s life, spectre-hunting became a 

source of fascination and obsession, as he made two spectre-hunting ascents of the Hartz and the 

Brocken, during May and June of 1799. However, neither visit conjured an appearance. And yet, 

despite his never directly encountering an actual apparition, Coleridge still incorporated the 

Brocken-spectral imagery into aspects of his writing and poetry. Prickett proposes that this is 

                                                           
90

 Brocken sightings can also occur in similar locations such as the Lake District, Scottish highlands. (see also 
Heilegenschein)  
91

 The meteorological terminology is succinctly clarified and defined by Talman (1913) 
92

 Prickett, S. (1970) Coleridge & Wordsworth: The Poetry of Growth Cambridge Uni Press; Turner, J. (1988) ‘Wordsworth 

and Winnicott in the Area of Play’, International Review of Psycho-Analysis, Issue 15, pgs: 481-497 (esp page 483); Wu, D. 

(2003) ‘A Romantic Journey’, The Guardian, Saturday December 6
th

.  

Figure 7 Brocken Spectre cast against a 
mountainside mist bank 
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attributable to the metaphoric power of the idea (and meditation on) the emptiness of the human-

shadow. The spectral apparition articulates in some way, an outward manifestation of something 

hidden or concealed within the human psyche (Prickett, 1970, p. 27).93 He asserts that it is not too 

difficult to see why, as, “[i]n or out of the mist the confrontation with the spectre is sudden, 

unexpected … the spectre stands projected as alien and in opposition to its creator" (Prickett, 1970, 

p. 23). Importantly, Prickett suggests that with Coleridge and Wordsworth the meditation which is 

provoked from the thought of the Brocken Spectre is of particular relevance. The imaginative space 

that emerges from the shadow of the apparition, has the potential to transform into a point of 

creative growth. (Prickett, 1970, p. 39).  

By way of contradiction to the point of growth interpretation of the Brocken-encounter, Gaston also 

notes that Thomas De Quincey addresses “The Apparition of the Brocken” in his work Suspiria de 

Profundis (1845). And, in contrast to the point of growth proposal, De Quincey’s encounter with the 

Brocken effect suggests that the spectral encounter is emblematic of a universal loss of childhood. A 

distant revelation of the confiscation of innocence and wonder, the Brocken Spectre confides to us 

this painful loss, which humanity collectively, can never hope to recover. (Gaston, 2004, p. 18). As De 

Quincey notes, “... the apparition of the Brocken veils his head ... as if he also had a human heart, 

and that he also, in childhood, having suffered an affliction which was ineffable ... breathe[s] a sigh 

towards heaven in memory of that affliction ...” (De Quincey, 1859, p. 251). De Quincey further 
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 Turner (1988) further refines this proposal, and notes that an important distinction exists, and must be highlighted, 
between Wordsworth and Coleridge. Turner suggests that Wordsworth’s writing and ideas appear to be more conducive 
with the suggestion that the ‘idea’ of the Brocken Spectre can be understood as a catalyst for nostalgia, and also, creative 
imagination and growth. He notes that Wordsworth manages to “hold on to the inner representation of a lost good object, 
the difficulty for Coleridge was too great. Nostalgia for childhood in him turned out to be dead loss ... nostalgia darkened 
into remorse and guilt, and fantasies of having killed the loved object. (Turner, 1988, p. 483). In relation to the Brocken 
Spectre then, Turner points out that for Wordsworth, the ‘glory’, “denotes the halo that surrounds the head of one’s own 
gigantic shadow ... Is the light the really real, the divine? Or is it merely illusion, a kind of delusive overhead projection? 
(Turner, 1988, p. 483). Hence with Wordsworth’s Ode: Intimations of Immortality from Recollections of Early Childhood, 
Turner suggests that Wordsworth’s intention is to explore “the changes that befall that sense of the self, as we pass from 
infancy through childhood into adulthood and old age. (Turner, 1988, p. 483). Ultimately then, for Wordsworth, the 
creative and redemptive task is to attempt to resuscitate and somehow conjoin the ‘remnant child in the adult, so as to re-
generate a ‘co-presence of the child’s vision’, to become active once again within the adult. (Turner, 1988, p. 485). As such, 
the Brocken Spectre for Wordsworth, “leads us beyond nostalgia [and] ... reminds us that ... hopefulness for the future ... is 
grounded in the continuing life of the child within the adult. The Child is the father of the Man: Wordsworth’s concern is ... 
with growth ... (Turner, 1988, p. 489) 
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suggests, that, even though “many summers, many winters” may have passed since childhoods 

eviction, its lingering darkness remains, settled on our heads, as a shadow, that continues to wheel 

around us at certain moments, as we recollect and mourn the sad loss of such wonder." (De 

Quincey, 1859, p. 250).  

 
 
Bloch and the Brocken-Spectral Shadow of Childhood Possibility: Towards a Cinematic 
Variant of Utopian Empty-Space. 
 

In fleeting corroboration with the childhood obliteration perspective, Ernst Bloch meditates that the 

Brocken peak, as a single granite eruption, exudes a paradoxical core of emptiness and, at the same 

time, dense solid closedness (Bloch, 1998, p. 385). Furthermore, for Bloch, an ascent of the Harz 

region also compares to taking a pilgrimage back into childhood; the quaint villages and buildings 

twist and meander along narrow streets, and, ultimately, resemble houses typically encountered in 

fairytale books. For Bloch, the timbered frames of the houses look as though they still belong to the 

forest, as they hide beneath the organic ornamentation carved into the blackened beams, 

interspersed with images of masked faces.” (Bloch, 1998, p. 386). The ancient and pre-childhood 

mystery of the dwelling places scattered throughout the Harz, along with the granite immensity of 

the Brocken, remain then, for the most part, covered and hidden beneath layers of immemorial 

stories; of forest, roots and foliage. And yet for Bloch, this mystery does not conceal the irrevocable 

horror of an absolute loss and obliteration of the past possibilities of childhood; on the contrary, the 

inhalous and chasmic emptiness contains the vibrant and mysterious space of the Not-Yet. Beyond 

the shadows and density of sub-terrainean pre-history, a recurrently-strange symbolic hiding place 

of incomplete mystery emerges; Bloch suggests that, “[t]his is precisely the pleasurable, but also the 

disquieting, aspect of the Harz ... in the midst of this green and irresistible view. It wants us to tell it 

something.” (Bloch, 1998, p. 388). A Blochian refraction on the Brocken-effect and its spectral 

phenomenon, might suggest then, that the unsettling shadow which emerges amidst the projection 

of our empty-space, awakens a moment of deep and troubling, shock (Bloch, 1998, pp. 388-389). 
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The projected and astonishing nature of the Brocken-spectre thus appears to metaphorise a kind of 

technically-unquantifiable human absence; the very notion, or, consideration, of such a spectral 

event conjures an ethereal connection to an inner empty space. As such, the momentary and 

astonishingly irruptive revelation of the empty-space, associated with a Brocken-moment, can be 

usefully translated to symbolise a trans-temporal future-vacuum; a spatio-georetical metaphor, that 

can speak universally, whilst still allowing for the fractal-spaces of a non-linear and metaphoric 

variant of diverse and multifaceted human searchings to striachordantly connect. As a spectral 

encounter, or, even as a thought image, a Brocken-moment provokes the emergence of a shadow on 

the horizon of our own empty-spaces; and, in the process of subjective reflection, something 

vacuous or incomplete is reflected back to us. 

The spatial-mystery and projected effects of the haunting image provide fruitful potential for an 

intriguing neo-Blochian tinged cinematic metaphor. Incorporating Prickett’s (above) rather helpful 

terminology – in relation to the mist or fog-bank serving as a projection screen for the human 

shadow – it  can be suggested, that impromptu apparitions of utopian empty-spaces can emerge 

through chaotic encounters with cinematic Brocken-moments. As a cinematic metaphor, Brocken-

spectrality, and the refracted empty-spaces of its mediated shadows, produces a suitably fluid and 

georetical shape, one which is able to elastically and unrestrictively articulate the chaotic fractal 

whispers, which echo from within relative inner-utopistic void-scapes. The open and shifting fluidity 

of a Blochian variant on the chaotic irruption of cinematic Brocken spectrality, thus suggests a multi-

dimensional and open space, where apparitions of missing, incomplete, and fallen hopes and 

journeys can re-emerge. Thus, Blochian cinematic Brocken-spaces do not emanate a De 

Quinceyesque essence of distantiating hopelessness – as a trail of hopeless debris shrinking behind 

us, but instead, they belong to the Blochian, “In-Front-of-Us ... the utopian-real hollow space itself.” 

(Bloch, 1986, p. 1297).  
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As an event, a cinematic Brocken-moment is a chaotic and non-linear trace revelation, a relative-

synchronous, striachordant irruption, which unpredictably emerges in response to the utopian 

openness of particular cinematic metaphors or themes. Strangely attractive images project and 

reflect the secret and concealed content of an inner-realm, where ‘something appears to be 

missing’, and where the distant echoes of a Not-Yet something-else stirs.94 As such, the contention 

that the projection of certain cinematic figures and scenarios are able to prompt chaotic Brocken-

moments is a philosophically open conjecture; one which proposes that we encounter revelatory, 

striachordant awakenings, prompted by the intriguing mystery of certain cinematically-projected 

shapes and shadows. As with the apparitions of the atmospheric phenomenon itself, cinematic 

Brocken-moments are chaotic and unpredictable; but, I wish to argue that some archetypal 

cinematic shadows elicit a more intense utopian gravity than others, to provoke the striachordant 

utopian pangs associated with the Not-Yet of the empty-space. The popular attraction associated 

with the gravity of certain cinematic images, sounds, and themes, mean that some Brocken-spectral 

shapes (and the shadows, and, creative-nostalgic spaces that they prompt) encourage a contagious 

non-linear nudge into the space and possibilities that lie beyond the mystery of their incognito. The 

experience, meditations and personal intensities prompted by the spectrality of certain proto-

utopian shapes and spaces, in turn, cast by Brocken-cinematic shadows, arguably belie a complex, 

trans-morphing wave of Not-Yet narrated utopian populism. A Blochianesque Brocken-spectral 

approach to latent utopian Not-Yet takes us beyond the traditional explanatory realm of ideology-

critique. Instead of the knowledgeable and initiated theoretical expert, informing the unwitting lay-

person of what certain films and cinematic styles and themes “actually” mean for (or do to) people, 

a neo-Blochian georetical cinematic Brocken-spectral effect, invites the chaotic initiates to attempt 

to make their own utopian sense of the emergent empty-space. Brocken-shadows irrupt into fractal 

somethings, and so, prompt creative nostalgias. Spectral-remnants of incomplete hopes, dreams 

(and childlike wonders), can therefore re-emerge on the periphery of the positively-charged shadow 
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of the Not-Yet-realised horizons of uninhabited future territories. Considered within the context of 

the Blochian framework, the ‘cinematic empty-space’95 prompted by certain Brocken-spectral 

shadows, brings to the fore of the horizon-of-future-possibility a complex nexus, a perpetual (though 

continually morphing) mirage of losses, hopes and forward-dreamings, aching to reach-out towards 

unmade and open-spaces of the Not-Yet. For Bloch, beyond the limitless expanse of the fractal and 

chaotic shadows, a latent, utopianly-complex and splintered ‘incognito’ awaits detection, discovery 

and collaborative re-visions. 

Terakalos: Cinematic ‘Beautiful Monsters’ as Anthelic Brocken-Shades of the Utopian Not-
Yet. 

    
As mentioned above, Benoit Mandelbrot develops the term teragon; the constituent parts of this 

neologism, he explains, consist of the Greek word ‘tera’, which refers to monster, and the second 

part, also Greek, is ‘agon’, which refers to corner, or angle. Mandelbrot invokes this term to refer the 

monstrous-angles or monster-shapes that unpredictably emerge from within the strangeness of his 

fractal-sets. In the georetical context of cinematic Brocken-spectrality, I wish to slightly adapt and 

refunction this Mandelbrotian term to one of “terakalos” (or, terakalosity). In my adaptation here, I 

maintain the prefix reference to monster; however, ‘tera’ becomes conjoined with kalos – the Greek 

adjective for Beauty. Therefore, terakalos or terakalosity becomes functioned so as to loosely 

translate as monstrous beauty, or, more specifically in relation to the context of the films chosen for 

analysis as part of the proceeding chapters of this thesis, “beautiful monsters”. Within the 

ubiquitous Blochian schema of utopia and culture, the generic utopian arch becomes penetrated, so 

that particular cinematic manifestations can be localised, segregated, and subject Blochianesque 

scrutiny. The Brocken-spectral projections of Beautiful Monsters, provide examples of cultural-

anthelia, secondary – and universally accessible – shadow-spaces of the utopian Hope-Form, with a 

strange potency to prompt relative and creative nostalgias.    
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Umberto Eco in On Beauty (2010) dedicates a whole chapter to discussing and exploring Beautiful 

Monsters, and, their various guises and representations throughout various historical cultures; and, 

suggests that, “monsters are not against nature, but against the nature to which we are 

accustomed.” (Eco, 2010, p. 147). Therefore, where artistic and cultural representations of Beautiful 

Monsters are concerned, they manifest as intriguing and attractive creatures which reverberate, or 

echo distant, latent or, indeed, lost human virtues. Asma (2009) notes that the word Monster itself 

derives from the Latin word monstrum, which, in turn derives from the root monere (to warn). As 

such, to be:  

a monster is to be an omen. Sometimes the monster is a display of God’s wrath, a 

portent of the future, a symbol of moral virtue or vice, or an accident of nature. The 

monster is more than an odious creature of the imagination; it is a kind of cultural 

category, employed in domains as diverse as religion, biology, literature, and politics. 

(Asma, 2009, p. 13) 

 

Graham (2002) also notes that teratology, or, the study of monsters, is part of an enduring tradition 

of enquiry, “into the genesis and significance of the aw(e)ful prospect of human integrity 

transgressed.” (Graham, 2002, p. 12); and, furthermore, Auerbach (1995) points out that monsters, 

in all of their cultural guises, inhabit, “our most intimate relationships; they are also hideous 

invaders of the normal ... they can be everything we are, while at the same time, they are fearful 

reminders of the infinite things we are not.” (Auerbach, 1995, p. 6). Thus, in my cultural (as opposed 

to geometro-mathematical) usage of the strange manifestation, and reception, of terakalos or 

beautiful monsters, I suggest that they are a mysteriously poignant, anthelic-cultural cipher, which 

serve to, “call into question ... the nature of our humanity. They are, in this sense, us, which means 

that it is we who are different.” (Ingebretson, 2001, p. 117). In each of the subsequent chapters and 

related analyses of the terakalosic, Brocken-spectral beautiful monster, they appear ‘lurking at the 

threshold’ of the “the gates of the human, policing the borders of the possible ... the monster is ... 
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‘difference made flesh, come to dwell among us’. (Ingebretson, 2001, p. 5). As terakalosic, or, 

beautiful monsters, Quasimodo, ET, Edward Scissorhands, and (Monsters Inc.’s) Mike and Sully, 

through their strange, anthropomorphic childlike-innocent, and, virtuous monstrosity, project a 

beautiful gossamer-wisp of something that is not (yet) there. Armstrong (2005) would suggest that 

this peripheral though intensely evocative sense of recognition, is, an experience of beauty; and so, 

the uncovering of a beauty-puzzle in the terakalosic, childlike mystery of these monsters:  

is to register the kinship between the object and the most important part of oneself – 

one’s soul. The beauty of a physical object embodies purity, perfection, harmony and 

order. And these are, precisely, the qualities that the soul strives to attain in itself. So in 

the beautiful object we see what we should be. (Armstrong, 2005, p. 72) 

 

Striachordant connections to the terakalosic gravity and attraction of the filmic monsters, uncovers 

an “imaginative space in which the beautiful and the good always coincide, where they coalesce and 

enhance each other – as they so unhappily do not on earth” (Armstrong, 2005, p. 87); and, 

furthermore, they put us in touch with, “an aspect of ourselves that we value highly (our true hope), 

an aspect of existence in which, for a while, we feel that we are what we should be” (Armstrong, 

2005, p. 74).96  
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 A related claim as part of this study is to suggest that mass-produced and mass-accessible, populist, and, ‘kitsch’ (what 

Bloch might term as ‘colportage’) cinematic products, can be academically considered as being philosophically-potent 

cultural artefacts. A useful counter-claim to this is made by Roger Scruton, who suggests that: “Simply put, kitsch is not, in 

the first instance, an artistic phenomenon, but a disease of faith. Kitsch begins in doctrine and ideology and spreads from 

there to infect the entire world of culture. The Disneyfication of art is simply one aspect of the Disneyfication of faith – and 

both involve a profanation of our highest values. Kitsch, the case of Disney reminds us, is not an excess of feeling but a 

deficiency. The world of kitsch is in a certain measure a heartless world, in which emotion is directed away from its proper 

target towards sugary stereotypes, permitting us to pay passing tribute to love and sorrow without the trouble of feeling 

them.” However, in keeping with the Blochian approach to fractal, chaotic receptions of beauty-emergences, Armstrong (in 

adapting the neo-Platonist, Plotinus’ ideas) would retort that: “If someone is deeply impressed by a sentimental story or a 

banal picture we gain some insight into the workings of that individuals mind ... Plotinus would tell us that to find such an 

image beautiful is to have a vulgar soul. This may seem harsh, but there is a subtle strain of generosity in this way of 

thinking ... He takes the view that clumsy, vulgar or sentimental objects are not diametrically opposed to beauty. It is, 

rather, that they present an extremely real and distorted echo of beauty.” (Armstrong, 2005, pp. 79-80). It is the second of 

these two standpoints that this thesis subscribes to; as such, it is suggested that the populist ‘vulgarity’ of the terakalos ic 

beautiful monsters, anthelically project a deeper, hidden utopian code of beautiful, Not-Yet, potentiality.    
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The following Blochian-infused theoretical analyses of: E.T., Edward Scissorhands, Monsters Inc. and 

The Hunchback of Notre Dame, thus, collectively suggest that the Brocken-spectral shadows and 

spaces projected throughout these films reflect an anthelion of utopian terakalosity (strange and 

beautiful monstrosity). I therefore propose that terakalos or terakalosity be recognised as a generic 

utopian cinematic archetype that encompasses (though not solely or exclusively) the main 

characters and associated narratives within the chosen films. The terakalosic shadows cast by the 

intriguing and beautiful monsters, thus project a particular archetype of cinematic Brocken-

spectrality. The separate and tragic though similarly attractive beauty that irrupts from within the 

shadows and open-spaces of their losses, hopes and dreams, appear to contain an unusual power 

able to elicit striachordant nostalgic trace shocks, and, relative Brocken-moments. Ultimately, the 

déjà vu irruptions and alienations of our own once-possibilities flood into the vacuum of the 

shadows – and we fractally synchronise around hope-longings for redemption. The popular 

attraction and universality of their appeal, is thus enabled, as a result of the incognito essence of 

their ultra-human-like mysteries; the lingering inter-generational and cross-cultural fascination 

surrounding their terakalosic Brocken-spectralities, openly decode a grail-like quest for some sort of 

revelatory mirage. As cinematic Brocken-apparitions, these not-quite-human metaphors allow for a 

non-linear and multi-dimensional connectivity; their anthropomorphic terakalosity is open enough 

to allow for fractal-germinations to striachordantly connect with their projected shadows in 

polymorphic ways – the refracted empty-spaces of incognito Not-Yets. As they are not really human, 

their archetypology of terakalosity in relation to homelessness, alienation, incompleteness, and, 

searches for redemption, render them as beautiful, and, child-like monsters. They lasso our dormant 

(alienated, fallen, incomplete) hopes, memories and natal pasts; and, through their utopian mystery, 

striachordancies puncture, cross, and collide, and, as strange attractors, they defibrillate creative 

meditations which germinate and take chaotic inner-flight in to the complex realms of the Not-Yet. 



Chapter 4 

A Blochianesque Reading of Steven Spielberg’s ‘E.T.’: Terakalosic 
Beautiful Monster as Filmic Faërie-Tale (and Utopian Metaphor). 

 

 

 

 

Having established throughout the opening chapters of this thesis, an overview of Bloch’s process philosophy, 

and, proposed an array of Blochian and of neo-Blochian concepts, the thesis will now move on to apply several 

Blochian analyses to the terakalosic films previously identified. As part of the subsequent film chapters, the so 

far, cumulatively established, conceptual material will be applied to the characters and narrative content, so as 

to uncover and highlight their ‘complex and utopian’ aspects. As such, the film chapters will both individually 

and collectively, serve to analyse the films, in multiple ways: firstly, the films will be utilised, to an extent, as 

cultural artefacts in their own right; secondly, they will operate as contemporary cultural anchors by which to 

explore, and, hopefully revive – and show the relevance of – elements of established Blochian theory; and, 

thirdly, to explore the potential application of a neo-Blochian theory of utopian complexity (as cultural/mass 

media sources).  

Furthermore, and, in line with the theoretical strategy invoked as part of chapters 2 and 3, each of the 

following film-chapters will implement the ‘multiversal-(contrapunctive)-dialectic’ approach. The rationale for 

this is that, the opaque, elliptical and “unfinished” style of Bloch’s process philosophy, could mean that a pure 

Blochian-styled reading of the chosen films’, would run the risk of producing work that is equally as difficult, 

or, too specialised to access. Therefore, in order to offer a more accessible analytical foothold, the Blochian 

approach has been strategically counter-posed against alternative and, in some respects, competing 

theoretical approaches – so as to emphasise and spotlight (as specifically as possible) key elements of the 

uniquely Blochian philosophical innovations and conceptual (or, preceptual) counter-manoeuvres.   

Chapter 4, then, will commence by providing an introductory overview of narrative and opening sequences to 

the film E.T. From here, several existing texts and articles will be referred to, that have made attempts to 

analyse the symbolism and spectator contagion associated with this film, predominantly from a 

psychoanalytic-influenced approach. As such, these texts, and, the key events within the film that they set out 

to explore – its key symbols and narrative themes – are explained via recourse to inner conflicts, and, situated 

amidst libidinal drives and phallic power. In view of the predominance of the psychoanalytic framework in 

relation to exploring E.T., the chapter will move towards forming an alternative approach, geared towards 
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exploring the impact and reception of the key themes, and the fairytale metaphors and symbols of home 

within the film. In order to do this, insights provided by Steven Spielberg, into the origin and development of 

the film will be analysed, before progressing, to make creative theoretical connections to philosophical 

mechanisms associated with Ernst Bloch, and concepts and ideas operationalised by JRR Tolkien and Hans 

Blumenberg. In doing this, the chapter will propose that a Blochianesque utopian analysis, can serve as a more 

creatively-potent and less reductive approach to analysing the narrative, themes, and symbols, (and, not least 

of which, the cross-generational contagion) associated with E.T.
 97

 

  

                                                           
97 Aspects of this chapter were presented at the American Comparative Literature Association (Arrivals and Departures) 

California State University. The panel to which my paper was presented was "Departing from the Grimms" (the title of my 

paper was" Utopian Mysteries from within the Fairytale Forest: Uncovering Traces of Redemptive Journeys towards 

Home"). My thanks goes to the other presenters and panel members whose questions, constructive feedback and useful 

suggestions assisted in the direction and completion of the relevant sections of this chapter.   
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Missing Home (Psychoanalysis and Beyond) 

E.T., the film of an Extra-Terrestrial, abandoned on Earth was conceived and directed by Steven 

Spielberg and released in 1982; the film’s emotive narrative and imagery rapidly became a global 

success. The story within the film begins with the abandonment of E.T. in a forest, as the alien 

Mother-Ship is disturbed by state agents attempting to track and ‘catch’ the visiting aliens. Initially, 

from the perspective of the lost and stranded alien, spectators are guided through a succession of 

emotional highs and lows. From the atmospheric early meeting with Elliot, we begin to survey the 

mysterious landscape of the alien planet Earth from the uninitiated point of view of the abandoned 

and homesick alien – importantly, juxtapositionally aligned with a lonely and isolated child. As the 

events in the film develop, the emotional and psychological distance from E.T.s faraway home 

grows, and so the alien becomes sick; and, signified by the mysterious, spiritual symbiosis between 

E.T. and Elliot, the homesickness appears to result in the beautiful monster’s death. However, the 

essential and highly emotive turn in the film cathartically unfolds as E.T. senses that the Mother Ship 

is returning for him. With this, we witness E.T.s resurrection and eventual redemption, alongside the 

band of children, and youths who successfully execute a daring and fantastical escape from the 

authorities. The significance of the 

children outwitting the constraining 

efforts of the adults (NASA, FBI, 

Parents) will be shown to be an 

important narrative mechanism 

within the fairytale-esque form of 

the unfolding story. As part of the 

escape, the film presents us with the pivotal and triumphant bicycle flight through the sky (famously 

silhouetted across a full moon). Finally, the redemption of the homesick, terakalosic alien is 

complete, as E.T. bids a tearful farewell, alights the spaceship, and, embarks on his journey to return 

Figure 8 ET scene where Elliot & ET are silhouetted flying across the moon  
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home. Considering the consistent popularity of the film, (re-released in 1988, and special edition 

DVD in 2002) spanning across and beyond 20 years, and its ability to inspire, enchant and deeply 

affect all age ranges, relatively little theoretical work (outside of the psychological canon) has been 

carried out to attempt to explore the popular yet mysterious attraction and impact of this film.  

Of the academic literature that has been written, the psychoanalytical framework has, in the main, 

been used to attempt to interpret, analyse and explain the thematic symbolism and psychological 

significance of the film. For example, Gordon (1983) draws on the psychoanalytical canon for 

conceptual material, in an attempt to explore the content and spectator effect of E.T.: The key 

events within the film and the associated symbolism are explained via recourse to inner conflicts, 

situated amidst libidinal power and phallic power. Whilst the latter part of film apparently manifests 

a ‘nightmare of castration anxiety’, for Drezner, the film is a dramatic metaphor about the loss of a 

parent of a latency age child (Drezner, 1983, p. 269).98 Whilst Sebeok (1985) attempts an inter-

textual analysis of the E.T. narrative; suggesting that the emotional impact of E.T. is induced via a 

déjà vu effect, as spectators recognise the wider filmic and cultural references strategically 

interspersed throughout the film. In relation to this notion Sebeok explores the sporadic narrative 

inferences to many other popular and iconic films embedded within the narrative of E.T; for 

example, the implicit themes and similarities to the Wizard of Oz & Peter Pan; whereas other, more 

direct inter-textual references range from the Muppets (Gertie asks if ET is a Muppet) to Jaws (fish-

tank scoop), Star Wars (Halloween costumes). More obliquely embedded, Sebeok suggests that we 

can also find Spielbergian references to Raiders of the Lost Ark (Frogs escaping) and Dual, dark, 

faceless vehicles & pursuits (Sebeok, 1985, p. 660). However, Sebeok notes that: 

The ‘intertextual’ pedigree of ‘E.T.’, traced out so far … must be regarded as a pattern 

that works only skin-deep … they do not by themselves, I think, account for either the 

genuinely tearful cathartic enchantment many viewers report experiencing during this 

movie, nor its record-breaking box office success. These must be ascribed to the 

                                                           
98

 Drezner states that: “It is precisely the struggle of the latency child to do without the safety of the parent figure, that 
allows us to understand Elliot’s conflict, the trauma of his fathers abandoning him and of his going to a faraway land, 
forcing Elliot to regress to magical thinking. E.T. becomes Elliot’s imaginary playmate.”  
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archetypally subliminal religious infrastructure in which the film is soaked. (Sebeok, 

1985, p. 662).99 

 

Whilst Sebeok clearly and evocatively states this point, the article makes no developed attempt to 

move on to explore what exactly is meant by it – hence, the identification of some of the most 

profound aspects of the film, in relation to its core themes and contagious spectator impact remain 

undeveloped. For Ilsa J. Bick (1992), E.T. from the outset, must be thematically associated with the 

primitive, as E.T. and his shipmates land in ‘a primeval, primordial forest’ (Bick, 1992, p. 32). 

Furthermore for Bick the child Elliot and the alien(ated) E.T. look nostalgically back, to the security of 

‘a place like home’. In relation to this aspect, Bick asserts that: “… several science fiction and fantasy 

narratives … share in this regressive longing – this looking backward toward reunion in one form or 

another.” (Bick, 1992, p. 34). Yet Bick avoids developing this intriguing link to the idea of home, and 

instead proposes a psychoanalytically informed analysis of the film, with a view to uncovering the 

following conflicts:   

… E.T. seeks to negate Oedipal/patriarchal authority predicated upon pivotal themes of 

castration anxiety and regressive merger with the idealised maternal object. Simply put, 

it is easier, better, safer, and more desirable to be with mother as an infant rather than 

risk competition with, attain supremacy over, or coexist with the father as a fully sexual, 

adult male. (Bick, 1992, p. 27) 

 

 

Sebeok’s brief analysis provides a particularly acute psychoanalytical or psychoanalyticalised 

example of an interpretation of this popular film; however, to corroborate Sebeok’s assertion above, 

I would agree, and suggest that this does not necessarily present a framework that explores, or 

explains in any way, it’s contagious global popularity. In view of the predominance of the 

psychoanalytic framework in relation to exploring E.T., this chapter will move towards forming an 

alternative approach, geared towards making connections between the utopian themes (as 

established by the key characters and themes of the film), in conjunction with its fairytale-esque 

                                                           
99

 In addition to Sebeok, another exception to the psychoanalytical canon in relation to E.T. is Lyden (2003), who 
theoretically locates the ‘E.T.’ experience, within a ‘religious experience’ approach. 
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metaphors and symbols of home. The alternative theoretical approach to be adopted and developed 

as part of this chapter, will consist of an infusion of ideas and concepts taken from works associated 

with Ernst Bloch, and, to a lesser extent, Hans Blumenberg and JRR Tolkien. The combination and 

inter-play of the related ideas taken from these theorists will propose an alternative, ‘extra-

ideological’ and non-linear analysis of the narrative, and resultant popularity of E.T. In particular, 

picking-up on the recurrent themes (where this thesis is concerned) of childhood, terakalosity and 

Bloch’s Not-Yet. To start-out on such a development, it is important to first consider the foundations 

of and rationale for the creation and resultant making of ‘E.T’. To do this, it will be useful to address 

and consider the following insight provided by Steven Spielberg, concerning the conception and 

development of the script and the eventual film:  

“… E.T. is a film that was inside me for many years … To me Elliot was always the 

Nowhere Man from the Beatles song. I was drawing from my own feelings when I was a 

little kid and I didn’t have that many friends …I remember wishing one night that I had a 

friend. It was like, when you were a kid and had grown out of dolls or teddy bears or 

Winnie the Pooh, you just wanted a little voice in your mind to talk to. I began 

concocting this imaginary creature … and what if he needed me as much as I needed 

him? Wouldn’t that be a great love story? So I put together this story of boy meets 

creature, boy loses creature, creature saves boy, boy saves creature – with the hope that 

they will somehow always be together, that their friendship isn’t limited by nautical 

miles.” (Sragow, 2000, pp. 108-110).  

 

 

Clearly, the inspiration and influence for the film are memories from Spielberg’s childhood; 

recollections of loneliness, isolation, and not belonging; significantly, the characters and the 

narrative of the film generally – and to varying degrees – contain a desire to move beyond 

incomplete and constraining states. The struggle, loss and emptiness of each of the characters are 

poignantly situated and played-out, in differing ways, in relation to the intriguingly ‘beautiful 

monster’ in the form of E.T. Ultimately, the film presents us with an astonishing and mysterious 

‘what if’, of possibility and redemption, via the strangely-human and beautifully child-like qualities of 

an otherwise ugly and dislocated alien.  Gordon (1983) asserts that with this film:  
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Spielberg has become ‘our wizard of the suburbs’, transforming the mundane, 

mechanistically planned suburban home into a fairytale cottage; finding a way through 

the mundane dross of everyday routine to resuscitate some of the magical 

enchantment that has been ‘leached’ out of the mass-produced format of ‘life’ in 

contemporary bureaucratised consumer society. (Gordon A. , 1983, p. 298). 

  

Gordon also makes an important connection between the narrative structure of E.T. and the 

Grimm’s fairy tale, ‘The Frog King’. In The Frog King a princess goes into the forest, and while playing 

with a golden ball, drops it into a well. An ugly frog appears and promises to return the ball if the 

princess will take him home. As the story goes, the frog is transformed, through her contact, into a 

handsome prince; after the ‘redemption’ has taken place they get married (thus overcoming 

loneliness and adversity). In E.T., the 

alien frog-like visitor appears from 

out of the forest and as a result of the 

‘connection’ between the child and 

the creature, a mutual 

transformation and redemption takes 

place (Gordon, 1983, p. 299). As 

noted by Sebeok (above) similarities can also be established between E.T. and Peter Pan, as both 

characters descend onto a household of children, and enable them to believe in ‘magic’.100 And, of 

course, within the two stories/films, flight itself becomes a magical and important form of escape 

from authority (parents in Peter Pan and agents of the Government in E.T.). Gordon also notes the 

importance that Elliot in E.T. and Wendy in Peter Pan are children, as the child motif: “… symbolises 

both our past – that is, ‘our original, unconscious, and instinctive state – and our potential future.” 

(Gordon, 1983, p. 300). Spielberg further supports a tangential fairy tale connection, in relation to 

the visual symbolism incorporated into the opening scene of E.T. in the following interview excerpt:  

                                                           
100

 A direct reference is made to Peter Pan in E.T. when Gertie’s mother reads Peter Pan to her as a bedtime story. 

Figure 9 connection Between ET and Elliot (empty-space & childhood) 
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Remember in Fantasia, Mother Night flying over with her cape, covering a daylight sky? 

When I was a kid, that’s what night really looked like. The Disney Mother Night was a 

beautiful woman with flowing blue-black hair, and arms extended outward, twenty miles 

in either direction. And behind her was a very inviting cloak. She came from the horizon 

in an arc and swept over you until everything was a blue-black dome. And then there 

was an explosion, and the stars were suddenly made in this kind of animated sky. I 

wanted the opening of E.T. to be that kind of Mother Night. You know, you come down 

over the trees, you see the stars, and suddenly you think your in space – wow, you’re 

not, you’re in a forest somewhere. You’re not quite sure where; you might be in a forest 

on some distant planet. It was Melissa’s idea to use the forest; at first, I thought of 

having the ship land in a vacant lot. But she said, “A forest is magical … there are elves in 

forests.” (Sragow, 2000, p. 113). 

 

Melissa Mathison was the screenwriter for E.T. Having previously written the script for the children’s 

film Black Stallion (1979), whilst visiting her then partner, Harrison Ford on the set of Raiders of the 

Lost Ark, Spielberg invited Mathison to write the screenplay for the film. Each week during the 

editing of Raiders of the Lost Ark, she brought Spielberg new pages of the screenplay to review. The 

cathartic power of the narrative and the symbolism within the script and the film, are further borne 

out by Mathison, as she recalls that: “… on the whole, it was not hard to write. I found it terribly 

moving when I was writing it. When I got to the last page, I was in floods of tears.” (Crawley, 1983, p. 

114). Despite the initial idea for the content of the film being based upon the legacy of Spielberg’s 

childhood memories of loneliness, the connective power of the narrative and visual metaphors of 

the film were able to powerfully, yet quite unrelatedly, strike-a-chord with Mathison; evidently, the 

cathartic connection associated with the film, was and is potently contagious.101      

Ernst Bloch and Jack Zipes: Ubiquitous Utopia and the Fairytale  

Ernst Bloch explores the deep rooted connection of latent wishes, inner-dreams and utopian 

longings to the symbols and ciphers that recur throughout the various manifestations of fairy tale 

narrative. The “Once upon a time …” realm of the fairytale, refers not only to the past, but also to a 

more colourful, easier or liberated somewhere else (Bloch, 1993, p. 168). Within fairy tales, a remote 

                                                           
101

 It will be suggested later in the chapter that this is an example of Mathison experiencing a chaotic striachordant 
connection, associated with childhood nostalgia, and utopian symbolism of E.T.     
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realm appears and approaches, one that suggests that circumstances can be better. The 

elsewhereness and enchantment of this esoteric fairytale territory means that it is never thwarted 

by the practical constraints of the present; as Bloch notes, “the fairytale narrates a wish-fulfilment 

that is not bound by its own time and the apparel of its contents ... the fairytale remains unbound” 

(Bloch, 1993, p. 198). Anything is possible, imprisoned heroines and heroes can climb beanstalks to 

heaven, spin pure gold thread, and mysteriously find their way back home through vast enchanted 

forests. Even though events never proceed smoothly, due to the troublesome giants, trolls and 

witches that block the way (in E.T. they are State representatives, either FBI or NASA scientists), 

there is always a secret trail towards redemption, escape or overcoming.102 Thus for Bloch, fairytale 

stories contain a deep symbolism, that is able to move us in powerful ways. Captives are made, 

innocents are led astray, but the courageous and clever heroes set out to save the lost and find their 

happiness; in relation to this, Bloch points out that, “[f]antastic though the fairytale is, it is still 

always clever at overcoming difficulties. Courage and cunning ... succeed in a very different way in 

the fairytale than they do in life” (Bloch, 1986, p. 354). For Bloch, these are the genuine maxims of 

fairy tales, and they are never only restricted culturally to the past, they re-emerge through myriad 

contemporary cultural expressions:103 through symbolic representations of courage, skill and the 

cunning of the downtrodden (Bloch, 1993, pp. 200-201); and, stemming from the redemption of the 

lost, lonely, and homeless underdogs, there emanates from within these symbolic themes the traces 

of revival, of personal release, escape and hope. Bloch suggests that this kind of dawning of magical 

experience: 

is not only fed from the inside, but, appears in intriguing fragments and traces from the 

outside, “Long before the inward dimension streams with wishful images, they are 

stimulated by the fairytale features of nature, particularly by clouds. In them the lofty 

distance appears for the first time, a wonderful tower-topped foreign land, above our 

heads. Children think of white cumulus clouds as icy mountains, a Switzerland in the 

                                                           
102

 In relation to this, Bloch suggests that the evocative metaphors associated with fantastic fairytale imagery sends “us off 

on a voyage.” (Bloch, 1986, p. 362). 
103

 Bloch refers to the ‘modernisation’ of the fairytale in relation to novels, stories and plays associated with Cocteau 
(Orpheus and Eurydice), Molnar (The Guardsman, and The Wolf); and, Verne’s (The Journey to the Middle of the Earth and 
The Journey to the Moon). (Bloch, 1993, p. 200) 
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sky; there are castles there too, taller than those on the ground, as tall as castles should 

be ... Thus all fairytales in which heavenly blue appears plunge it into vast waters above, 

and the voyage continues unimpeded to the coast which especially reaches into this 

imagination: to the morning star. (Bloch, 1986, pp. 360-361) 

 

A useful critique of Bloch’s utopian approach to fairytales is provided by Jack Zipes, who, in turn, has 

also critically developed Ernst Bloch’s ideas, and, written extensively on the social function of 

Fairytales. 104  Zipes’ work usefully critiques Bloch’s philosophically oblique argument that a 

ubiquitous ‘utopian ontology of hope’ is generally traceable, throughout all fairytales. Zipes makes 

an important observation, and suggests that Bloch’s work in relation to fairytales attempts to invert, 

blur and also transgress the separate typologies of myth, legend, oral folk tales and literary fairy 

tales. Bloch does this, in order to pursue and decipher a common utopian denominator. As a result 

of Bloch’s generalised and wide-sweeping theoretical universalism, important distinctions in theme, 

type and style are disregarded, or at least perceived as irrelevant. The historical, ideological and 

cultural-specific aspects of each of the different genres become lost amidst the assumption that all 

are ultimately and intricately connected by a hypostatic utopian material. They are all to be 

understood as distantly related stories that contain embedded and recurrent utopian ciphers, which 

share permutated themes relating to the overcoming of oppression. Zipes asserts that:  

The alleged paradigmatic fairy tale as Bloch envisions it, does not exist either in history 

or in present day reality. In fact Bloch often confuses myth and other fantastic literature 

with the fairy tale so that the latter category assumes a deceptive character of 

universality. (Zipes, 2002, p. 154).  

 

Bringing a more familiar academic analysis to the area of fairytales, Zipes reminds us of the 

importance to remember that traditional fairytales were formulated (or re-interpreted) by males. 

With this, their themes (for example where the Grimm’s are concerned) must be seen as being 

                                                           
104

 Zipes, J. (2002) ‘The Utopian Function of Fairy Tales and Fantasy: Ernst Bloch the Marxist and J. R. R. Tolkien the 
Catholic’, in Breaking the Magic Spell: Radical Theories of Folk and Fairy Tales, 2

nd
 Rev Edition, University of Kentucky, pp: 

146-178; Zipes, J. (2006) Why Fairy tales Stick, Routledge. Zipes, J. (1994) Fairy Tale as Myth/ Myth as Fairy Tale, University 
of Kentucky. 
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infused with elements of German conservative feudal ideology. Also, Zipes notes that Bloch’s 

treatment of, “Cocteau, Molnar and Verne in ‘The Fairy Tale Moves on its Own Time’ disregards the 

particular relationship with the individual authors to their societies and art and also neglects the 

conditions of their reception.” (Zipes, 2002, p. 155).105 Zipes argues for the possibility that the 

supposed fresh analytical insights that Bloch sets out to establish in relation to such tales (such as 

the claim that they all embody an esoteric utopian longing to move towards heimat or a striving for 

homeland), merely leaves us with the idea of the possibility of a reformed society – but, one where 

the previous disempowered male simply replaces the former oppressor.    

Should we simply dismiss Bloch’s ideas relating to folk and fairy tales? Well, Zipes moves on to 

suggest that this would be a mistake, as Bloch’s approach may well be unorthodox and grand in its 

intentions and aspirations; but maybe, Bloch’s assertions go some way to explaining the lingering 

fascination, and recurring contemporary adaptations (in the theatre and cinema for example) of 

many similar fairytale themes. Following Zipes recommendations, it is certainly a worthwhile 

prospect to re-consider the Blochian notion that both old and new fairytales106 are able to awaken 

traces of unfulfilled wishes, and a kind of ache or longing for utopian aspirations to be attained at 

some future point. Bloch’s concept of Vor-Schein (pre-appearance or anticipatory illumination) can 

be utilised to explain how fairytales bring to mind utopian possibilities, in the sense that they 

prompt imaginings of hope (Zipes, 2002, p. 157). The events and images within the fairytale estrange 

the reader from everyday routines and expectations; the resultant temporal-utopian space created 

                                                           
105

 However, Zipes presents a somewhat simplistic critique of Bloch’s notion of ‘reception’; as developed as part of 
chapters 1 and 2 (of this thesis), it could be suggested that the Blochian critique constructs a complex analysis, which leads 
towards a fragmented and fluid reception of utopian metaphors – chapter 2 of this thesis, in particular, develops these 
ideas. As such, it could be suggested – and will be developed further below – that, whereas Zipes attempts to ‘ground’ 
Bloch in the more familiar realm of taxonomy and ideology, Bloch makes a formative move to theoretically reach-out 
towards an unmade and schematically unarticulated ‘space’ of the future. Hence, the Blochian analysis of fairytale-esque 
cultural themes, is less about what has-been, or, indeed, what-is; instead, Bloch poses his invitation to venture towards the 
unmade, Not-Yet, future. As with so many of Bloch’s metaphors and cultural examples, it could be suggested that he 
addresses not-so-much the category or artefact as an end in itself; but, functions it as a philosophical metaphor or 
mechanism to guide the reader/thinker towards the Blochian utopian categories – and, their own unfolding experience of 
those.   
106

 In the context of this thesis ‘new’ adaptations of similar and familiar fairytale-esque themes, such as imprisonment, loss, 
homelessness and redemptive transformations will be explored in relation to popular cinematic representations. This does 
not sit entirely comfortably with Jack Zipes interpretation of cinematic fairytales, but the later chapter on Disney, ideology 
and The Hunchback of Notre Dame hopefully addresses and deals with this effectively. 
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by this estrangement allows for the emergence of sporadic contemplative day-dreams, and wishful 

scenarios, of transformation or overcoming. It becomes (at least) possible for creative awakening of 

utopian consciousness – to emerge – towards an outward manifestation. Bloch notes that the 

“dream of colportage is: never again the everyday; and at the end stands: happiness, love, victory” 

(Bloch, 1986, p. 367). Furthermore, Zipes (1982) clarifies what should be understood by the Blochian 

use of the term heimat; and suggests that it encapsulates equally the essences of belonging, 

estrangement and also nostalgia. Importantly Zipes points out that the term, and understanding of 

heimat is closely related to heimisch, which means to feel at home - and also that heimlich relates to 

familiarity, and conversely unheimlich can be used to express the unfamiliar (Zipes, 1982, p. 309).107 

Hence, by offering up an uncanny, strangely-familiar notion of home, the fairytale provokes the 

reader to reflect critically on the conditions of their own existence; the use of jarring symbols or 

cryptic and mysterious characters, and their associated journeys and events, serves to enable the 

reader to connect with the open-space metaphors, and enable fleeting articulations of longed for 

possibilities from within their own deep and personal wishes.108 Fairytales therefore offer up an 

anticipated revelation of heimat - a possible and therefore Not-Yet utopian homeland that may be 

longed-for or wished-for.109 The strangely-attractive utopian metaphors contained within such tales 

are able to engage people in unfamiliar and imaginative ways, which extend beyond the struggles of 

a self-contained or enclosed narrative, and allow wanderings into the inner-utopian dream-world of 

the reader:  

                                                           
107

 It is appropriate at this point to establish a distinction between the Freudian exploration of heimlich, unheimlich and the 
double or doppelganger and, the Blochian, utopian variation of heimat. Whereas, at the ‘hands’ of a psychoanalytic 
treatment, cultural reflections of the double or the uncanny, establish pathways into the troubled or conflicted psyche; as 
part of a Blochianesque treatment, the uncanniness of a strangely suggestive homeland, or, the monstrous ‘double’ of a 
tale of human redemption, does not reduce ‘only’ down to a psychological terrain of inner drive-conflict. On the contrary, 
for Bloch, the culturally variant ciphers articulate and embody a cultural-political empty-space of Not-Yet made possibility.         
108

 Chapter 2 and proceeding chapters will present analyses of particular films which suggest that strangely beautiful 
anthropomorphic creatures embody and articulate these embedded utopian themes. 
109

 In Volume 1 of Principle of Hope, in the section Anticipatory Consciousness, Bloch suggests that the “Not appears in 
every previous definition to the Something as the unappeased denial which says: but this predicate is not the ultimately 
adequate definition of its subject. Thus in fact the Not makes itself evident as active-utopian Not-Yet in process, as 
negation which drives on ahead in a dialectical and utopian fashion.” (Bloch, 1986, p. 309) 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

116 
 

The active struggle against unjust and barbaric conditions in the world leads to home, or 

utopia, a place nobody has known but which represents humankind coming into its own 

… to be liberating, it must reflect a process of struggle against all types of suppression 

and authoritarianism and project various possibilities for the concrete realization of 

utopia … (Zipes, 1982, p. 312). 

 

The Chaotic-Ubiquitan Complexity of the Blochian Fairytale 

Fairytale themes then offer subtle whispers of an anthelically attractive and eternal human mystery. 

The wide-ranging permutations and similarities of utopian-type metaphors and themes, do indeed 

appear to chaotically cut across the various styles or types of tale; for Bloch, this means that they 

should all be seen as loose cipheric frameworks that contain philosophical trace metaphors. Bloch 

offers an approach to fairytale cultural-symbolism (with his concept of the Not-Yet) that remains 

incomplete – this is an important mechanism that enables the Hope-Form and ‘universal utopian 

wave-function’ to continually connect with the chaos of the subjective encounter. Fairytales are thus 

morphing strange attractors, that continue to mutate and adapt to the empty-spaces of the 

reception and articulation of utopia, through the Hope-Form of the open future.110 The ability of 

subjective permutations to continue to connect, shift, and pour forth in to this recurrent space, is 

thus enabled within the open, Not-Yet finished nature of the Blochian framework. Human life is in a 

continuous state of incomplete transitions, progressing towards moments and events that have yet 

to come into being, or, as Bloch would suggest, the genuine present is: “no longer one pieced 

together out of Now, what is just past and the simultaneity of the surrounding space ... the 

immediate fleeting Now is too little, it fades and makes way for the next, because nothing in it has 

yet been properly achieved” (Bloch, 1986, p. 313). Bloch’s inter-changeability between the 

subjectively chaotic and objectively complex category of the Not-Yet is able to continue to strike 

psychological affinities with the ubiquitous realm of the unbecome. Bloch’s process approach of the 

Not-Yet therefore maintains an ability to establish, and continue establishing, new connections as 

                                                           
110

 Chapter 3 of this thesis proposes a (neo)-Blochian philosophical analysis of how the subjective ‘trace’ can be seen as a 
subjectively refracted articulation of a universal Hope-Form.  
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relativised human time(s) continue to move forward towards the open future. Seen in this way, a 

unique open process of Not-Yet trace interpretations dovetails effectively with the allegorical, 

ubiquitous, form of the wide-ranging Blochian fairytale; together, they remain open ended and 

fragmentary, and so the timeless features of this complex process, can be grasped and refunctioned 

by waves of new generations that have not yet heard them. The strange linguistic and symbolic 

geometry of the fairytale, in this way, is able to channel and open-up expressions of dissatisfaction 

from all people; not by outlining a detailed blueprint of a transformed future for all, but by 

awakening the idea of a possible society where they (and others) could potentially belong (Zipes, 

2002, p. 157). 111  

We find an unexpectedly useful ally for the Blochian – ubiquitous hope – approach to fairytales in 

JRR Tolkien, and, the fluid schema that he sketches in his essay ‘Tree and Leaf’ (1988). In an implicitly 

counter-ideological critique of the taxonomical analysis and categorisation of fairytales, Tolkien 

notes that: “Fairy stories are by no means rocky matrices out of which the fossils cannot be prised 

except by an expert geologist.” (Tolkien, 1988, p. 33). In relation to this, he makes, in my opinion, an 

important and useful Blochianesque distinction and definition in relation to fairytale stories; and 

notes that: 

 ... fairy stories are not in normal English usage stories about fairies or elves, but stories 

about Fairy, that is Faërie, the realm or state in which fairies have their being. Faërie 

contains many things besides elves and fays, and besides dwarfs, witches, trolls, giants, 

                                                           
111

 Bloch’s contemporary (philosophical collaborator and friend) Walter Benjamin also engaged with the mysterious 

attraction and accumulated childhood memoriam stemming from trace-legacies of fairytales. In his radio broadcasts, 

Benjamin engaged with familiar themes and narrative mechanisms associated with the fairytale, and, resituated them as 

contemporised stories for children. Jeffrey Mehlman (Mehlman, 1993) notes that these stories and strategies reflected 

aspects of Benjamin’s overall philosophical strategy, certainly where historical traces and catastrophe was concerned. 

Furthermore, Hannah Arendt, in the introduction to Benjamin’s Illuminations elaborates upon the aspects of trace and 

catastrophe, and suggests, in relation to this, that fragmented shards of once optimistic and aspirant pasts continue to 

emerge through catastrophic and jarring accidents in the present. Arendt also notes how this ‘problem’ tragically 

permeated his life and decisions. As such, the problem for Benjamin, (as it was for Proust) rested upon the difficulty (and 

ultimate seeming inability) to meaningfully revive, or, redeem such emergent, and, “collected” pearls from the past, into a 

coherent direction towards future renewal: “Out of this present when it has been sacrificed for the invocation of the past 

arises then ‘the deadly impact of thought’ which is directed against tradition and the authority of the past. Thus the heir 

and preserver unexpectedly turns into a destroyer. ‘The true, greatly misunderstood passion of the collector is always 

anarchistic, destructive.” (Mehlman, 1993).  
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or dragons: it holds the seas, the sun, the moon, the sky; and the earth, and all things 

that are in it: tree and bird, water and stone, wine and bread, and ourselves, mortal 

men, when we are enchanted ... good ‘fairy-stories’ are about the adventures of men in 

the Perilous Realm or upon its shadowy marches. (Tolkien, 1988, p. 14) 

 

For Tolkien, a fairy story is a tale which ventures into the realm of, or, uses the symbolism associated 

with, Faërie, as part of its narrative. Hence, the definition of a fairy story, what its form or content 

should be, or, indeed, can be, “does not, then depend on any definition or historical account of elf or 

fairy, but upon the nature of Faërie: the Perilous Realm itself ... Faërie cannot be caught in a net of 

words; for it is one of its qualities to be indescribable, though not imperceptible ... (Tolkien, 1988, 

pp. 14-15). Tolkien also notes that Faerie is a place that contains reminders of things that once 

attracted us, “by their glitter, or their colour, or their shape, and we laid hands on them, and then 

locked them in our hoard, acquired them, and acquiring ceased to look at them.” (Tolkien, 1988, p. 

53). The mechanism, by which Faërie-stories do this, according to Tolkien, is via various depictions of 

lost and transported characters, escaping the constraints of “hunger, thirst, poverty, pain, sorrow, 

injustice, death.” (Tolkien, 1988, p. 60). Fairy stories thus enable us to think of a potential recovery, 

they, “make us, or keep us, childish.” (Tolkien, 1988, p. 53). A particularly useful concept coined by 

Tolkien, in relation to the ubiquitous escape-and-redemption themes of fairy (or Faërie) tales, is his 

notion of eucatastrophe: 

The eucatastrophic tale is the true form of fairytale, and its highest function. The 

consolation of fairy-stories, the joy of the happy ending: or more correctly of the good 

catastrophe, the sudden joyous ‘turn’ ... a fleeting glimpse of Joy, Joy beyond the walls 

of the world, poignant as grief... in the ‘eucatastrophe’ we see in a brief vision that the 

answer may be greater – it may be a far-off gleam or echo of evangelium in the real 

world. (Tolkien, 1988, pp. 62-64)112 

 

In relation to this useful concept, the stories, anecdotes and fables recounted in Bloch’s Traces 

cumulatively, yet strangely, uncover and reveal incomplete Not-Yet or delayed eucatastrophic trace 

                                                           
112

 Tolkien also suggests that: “The Gospels contain a fairy story, or a story of a larger kind which embraces all the essence 
of fairy-stories. They contain many marvels – peculiarly artistic, beautiful and moving: ‘mythical’ in their perfect, self-
contained significance; and among the marvels is the greatest and most complete conceivable eucatastrophe ... The birth 
of Christ is the eucatastrophe of Man’s history. The Resurrection is the eucatastrophe of the story of the Incarnation. This 
story begins and ends in joy.” (Tolkien, 1988, p. 65) 
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connections to early memories and experiences; and, how these can prompt certain decisions, or be 

recovered as shards of reminiscent potential amidst later recollections. Traces is essentially a search 

for the footprints that stories and memories shock into recollection, as Bloch states:       

 

In short, it’s good to think in stories … very strangely, there’s more going on there … 

Stories … are not just recounted; instead we also count what something struck there – or 

we listen up: What was that? Out of incidents comes a “Mark!” that would otherwise 

not be thus; or a “Mark!” that already is, that takes little incidents as traces and 

examples. (Bloch, 2006, p. 6) 

 

 

The sudden appearance of the “Mark!” in the Now, reveals the unnameable treasure, a moment of 

latent revelation, where memory and future have Not-Yet unloaded their true contents; they have 

not yet fully manifested, they only appear in fragments, in the form of longings, or promises of a 

more fulfilled existence (Bloch, 1993, p. 215). We can make a useful connection here, between the 

idea of daydreaming beyond the dull, dark or limiting constraints of present moments, and the 

function of the Tolkien-esque/Blochian Faërie tale as presenting a beacon of possibility, of hope, in 

the form of a fantastical portrayal of overcoming such limitations. This appears to clearly reflect the 

intentions and aspirations of Spielberg in his creation of E.T., being a reflection of his own ache to 

overcome the memory of the mundanity and loneliness of his earlier existence and bring about a 

eucatastrophic turn; for Bloch, this might be an example of the imaginative creation of a, “wishful 

gadget of the handiest kind” (Bloch, 1986, p. 355), whose terakalosic essence revives a creative 

possibility.     

The notion of the eucatastrophic faerie-tale as a 

fragment of the utopian Not-Yet, is therefore 

sympathetic to the Blochian suggestion that 

cultural material does not, indeed cannot, 

embody and express only manipulated ideological 

Figure 10 the Eucatastrophic turn in ET – against all odds 
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content to propagandise contemporary political situations; furthermore, it is loaded with much more 

than what psycho-libidinous regression, or theories of economic coercion allow for. Distinct from 

(and in many ways more specific to) Tolkien’s criticism of mechanistic interpretations of fairytales, 

Bloch’s critique of linear interpretations (of fairytales and wider culture), in the main, are aimed 

towards traditional Freudian and Jungian psychoanalysis or cold stream economic Marxism.113 For 

Bloch, cultural artefacts contain a surplus, a mark or trace of something more, expressions of 

venturing beyond (Uberschreiten). Although they are often latent, such material contains 

recoverable, or undischarged utopian elements; in a sense, an inner utopian portal fleetingly opens-

up as a result of utopian symbols representing a longing for home, hopeful anticipation, distance and 

hiddenness (which are all important expressions of the Not-Yet as part of the utopian function). The 

symbols and forms of Faërie openly point towards a great public mystery and shock an apparition of 

a utopian image trace momentarily into semi-conscious awareness (Roberts, 1990, p. 95). Within 

this view, the Spielberg/Mathison creation of E.T. produces a cultural work of profound trace 

precision, as through their Faërie tale of a Not-Yet home alien, they have produced a cultural 

product that is consistently able to subjectively awaken utopian stirrings.  

From Fairytale to Blochian Faërie-tale (and E.T.)  

So, as we identified earlier, Bloch’s theoretical intentions were never to establish a scientific 

typology or rigid categorisation, within which to locate the slight differentiations of various types of 

stories and tales of the fantastic. Bloch was not an empiricist, or curator of calculated schema – in 

fact, he actively avoided such (what he saw to be) pitfalls. Bloch’s approach to the phenomenon of 

fairytales instead should be understood as an attempt to identify a universal utopian-cultural legacy, 

one that emanates from within the narrative materials of the past, and offers up traces that remain 

accessible to contemporary re-articulations. Bloch makes bold theoretical moves that advocate 

chipping away at seeming distinctions and style-differences, in order to explore the recurring 

utopian-foundational bases within the metaphorical realm of other-worldly stories, whether they 

                                                           
113

 See Principle of Hope Vol 1, pgs: 51-113  and Utopian Function of Art & Literature pgs: 36-46 
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are fairytales (or, indeed Faërie tales), fantasy stories, myth or folktales. A further example of Bloch’s 

utopian-ubiquitous approach to myths and tales is provided by Landmann (1975), who recounts one 

of Bloch’s early childhood memories, and how it had a profound and inexplicable impact on him. In 

conversation with Landmann, Bloch recounts an old Scottish story, told to him as a child: The 

Steenfall Cave. This tale centres on haunted events involving lonely fisherman ghosts, events that 

take place around a sunken ship of treasure (called the Carmilhan). In this tale, the fishermen-

spectres have died as a result of their futile attempts to discover and own the illusive ghost-ship 

treasure. Bloch explains how this childhood story provided or uncovered a trace of his future 

interests and philosophical development: 

As an adolescent I wanted to write an opera called Carmilhan. But I didn’t really know 

what was so moving about the story until much later when I was writing The Spirit of 

Utopia. As a child one often senses what will come much later. Carmilhan: that is a word 

pregnant with Not-Yet … the man who knows that word vanishes into the esoteric and 

the treasure is never discovered. What I took from the mystics as a departure point for 

my further thinking already moved me as a child (Landmann, 1975, p. 180). 

 

 

Bloch’s appreciation for all literary works, including pulp or popular fiction, stems from his interest in 

colportage, which refers to the cheap, often tacky materials sold by travelling booksellers or 

colporteurs (popular throughout the  seventeenth through nineteenth centuries). Colporteurs sold 

bibles, prayer books, cookbooks, medical books, calendars, romances, fairytales, and adventure 

books. Zipes and Mecklenburg (translator’s notes to Bloch, 1993), note that by the nineteenth 

century most colportage catered to the dreams and wishes of lower-class readers, who looked for 

adventure outside of their mundane, constrained or dead-end lives: “Though the works were of 

dubious ideological character – often sexist, militaristic, and sadistic – Bloch refused to dismiss them 

as reactionary because they addressed the hunger of the imagination of people whose wants he felt 

must be respected.” (Bloch, 1993, p. xxxvii).114 Importantly for Bloch, personal choice, in relation to 

                                                           
114

 Zipes also provides a useful connection between Bloch’s theoretical framework, and its (re)-application to an 
exploration of mass-popular cultural sources: “Bloch endeavours to explore adventure novels, modern romances, comics, 
circuses, country fairs, and the like. He refuses to make simplistic qualitative judgments of high and low art forms but seeks 
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cultural material expresses in microcosm an attitude towards the socio-political conditions of a given 

time; in conjunction with this, they contain a desire to move beyond these conditions, and so people 

participate in reading or listening to their favourite types of stories – or more contemporarily, one 

might argue watching their favourite popular films – are seeking out a subjective essence of 

something that is latent, and therefore Not-Yet there. Referring to Bloch’s utopian trace 

hermeneutics, characterised by the discursive strategy adopted in Traces, Weissberg (1992) suggests 

that for Bloch, the fairytale shock of momentary estrangement: 

 
[is] one of darkness, where being and nothingness meet. It is also, however, a situation 
of anticipation, of experiencing the utopian Noch-Nicht (not yet) of what may still come 
to pass ... The fairytale always becomes golden at the end, enough luck [Gluck] is there. 
The small heroes and the poor always reach this place, where life has become good … 
This turn of fate is prefigured by the hero’s longings and represented by the tale’s 
structure that incorporates a moment of change. (Weissberg, 1992, pp. 26-28). 
 

 

Whilst Bloch didn’t write extensively on the social processes and narrative functions of the cinema, 

the Faërie-tale-esque content of E.T. and the immense popularity and cathartic impact of the film, 

does qualify it as appropriate subject-matter for a Blochianesque filmic analysis. Within this 

framework, it could be suggested that the film emits a strange attraction to generate a contagious 

revelation of estrangement, isolation and the possibility of redemption; able to awaken moments of 

utopian longing for a Not-Yet realised manifestation of Home. Such striachordant moments when 

they occur have a tendency to take us back towards an inner ethereal (daydream) realm, a 

mysterious somewhere place that has been sporadically encountered since childhood (Bloch, 1986, 

pp. 357-366). The utopian Faërie-tale of E.T., approached as a filmic portrayal of the Not-Yet, 

functions as a potent utopian stimuli. As a cultural source, it contains traces or shadows of elements 

that establish complex connections to the forward-oriented daydream world of utopia. 

E.T. then, can be seen as a eucatastrophic Faërie-tale. This produces a different and distinct 

definition – and enables (an open) approach to E.T. as faerie-story – in comparison to the ideological 

                                                                                                                                                                                     
to grasp the driving utopian impulse in the production and reception of artworks for mass audiences. This is why he 
focuses on fairy tales time and again as indications for paths to be taken in reality.” (Zipes, 1982, p. 311) 
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critique proposed by, for example, Jack Zipes, or, the previously explored psychoanalytic critique 

posed above. E.T. becomes resituated as a terakaleidoscopic Brocken-spectral apparition of a 

possible future-space. In the complexity of this multi-dimensional Faërie realm, the eucatastrophic 

emergent twinklings from E.T.s beautiful monstrosity elicit striachordant trace connections. E.T. 

delivers a powerful arsenal of cumulative utopian-themed elements and aspects;  the shock of the 

contemplation of our own estrangement against the horizon of a distant utopian Not-Yet (‘home’), 

brings forth a fleeting recognition of disappointed hopes, thwarted dreams and disconnectedness. 

The momentary shock awakens the dormant remnants of “Marks!” or trace echoes of longings for 

redemption and escape, that in turn prompt the disturbance of day-dreams and latent hopes of 

defeating the darkness-of-the-lived-moment; a glimmer of home shimmering as a mirage on the 

horizon of possibility.  

The Shipwrecked Realm of Faërie: A Utopian-Metaphor of Nostalgia 

Within E.T., one of the main symbolic, visual metaphors and eucatastrophic Faërie themes that 

serves as one of the prime awakener of traces, is the notion of loss (being lost) and the longing to 

return home: The most obvious of which is clearly represented by the otherworldly alien(ated) Extra-

Terrestrial figure. ‘E.T.’ is of course an alien, but importantly, an alien that is alienated from his home 

and ultimately a sense of belonging; separated from his homeland by a sea of millions of light years 

across a vacuous expanse of dark and empty space. Stranded alone E.T. is effectively shipwrecked, 

and as a result gazes beyond the immediate constraints of the ground upon which he is unwillingly 

anchored, and instead dreams outwards towards the distant beacon of home. The non-human (or 

terakalosic, ‘ultra’-human) spectral space projected by E.T. presents a metaphorical canvas upon 

which others are prompted to encounter their own chaotic memory traces of incompleteness, 

estrangement and disconnection from home. Connectivity, awakenness and hope are elements that 

appear to elude the various characters within the film, as many of the main characters are 

separated, or alienated in their own ways. Elliot is clearly experiencing a sense of loss on the part of 
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his absent father; the family abode is no longer home in quite the same way as before: a loss has 

been experienced, leaving a space of emptiness; and a need to move beyond something, towards a 

renewed future. Elliott’s mother is conspicuous in her lack of recognition of Elliot’s alien-ated state; 

as she has her own grief, aborted dreams and relational homelessness to contend with – and this is 

comedically portrayed in the kitchen scene, where Elliott makes several attempts to reveal his 

alien(ation) to his mother, but she simply cannot see it; instead she busily opens the refrigerator 

door onto E.T. and knocks him over; funny to watch, but also symbolically significant.    

The Faërie-tale of E.T. can also be seen as utopian in nature, as the sequence of events chart an 

unfolding journey towards redemption, as the eucatastrophic possibility of being able to return 

home is ultimately established. In the final scenes of the film, E.T. is presented with the raft of 

recovery, the Mother Ship, to take him across the void towards the horizon of home; and as Elliot 

and the rest of his family witness the departure of the alien(ation), they re-connect, and their own 

journey towards home, and belonging can be re-established. The predominating theme of the open 

journey towards home is essential for the terakalosic Faërie narrative to work, and to enable 

subjective trace connections to open-up. E.T.s journey home does not produce the closure of a finite 

conclusion; instead, the mystery of the inconclusive openness of the onward journey invites the 

consideration of an embarkation, as, importantly, we do not see or know the final destination. The 

utopian narrative of the film is left open, the incomplete threads leave an open space for 

striachordant fractals – chaotic utopian trace longings of individual encounters – to venture into the 

beyond space of the ‘film-as-cultural-anthelia’. As part of the complexity of the fractured hope-flow, 

collective, though, multi-dimensional, hope-wishes for redemption and the possibility of venturing 

beyond proliferate. In relation to this, Tom Moylan notes that: 

the work of being ‘on the way’ (unterwegs) takes precedence over the celebration of 

arrival. Indeed, the utopian horizon, Bloch’s Heimat, is importantly just that: the ‘home’ 

at which we have not yet arrived, the unfilled space at the limits … the space that 

substantively informs the present moment but always remains at the front of the 
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journey so that nothing can be taken for granted or frozen in place (Moylan, 2000, p. 

272). 

 

 E.T. contains, what Bloch would term, authentic utopian archetypes, or what I will  move on to 

sketch out and develop below, a preferred term of utopian metaphorics. The development and 

application of this term will thus allow for a more contextualised expression of the cathartic, trace-

inducing impact of the film, whilst still allowing for subjective variations of nonsynchronous 

awakenings and re-interpretation. In relation to this adaptation, the notion of being Not-Yet-home is 

key to appreciating both the narrative structure of E.T. and Bloch’s philosophy of hope (and hopes 

manifestation). Where Bloch’s notion of the Not-Yet is concerned, Hudson (1982) summarises 

Bloch’s eclectic and fluid use of its fluid and redemptive-functions: 

‘not yet’ may mean ‘not so far’, in which case it refers to the past as well as to the 

present. Then ‘not yet’ may mean ‘still not’, implying that something expected or 

envisaged in the past has failed to eventuate. Here the stress falls on the past non-

occurrence, and in some cases this failure to eventuate in the past increases the 

likelihood of a future realisation. This ambiguity is even stronger in German since 

noch-nicht means both ‘still not’ and ‘not yet’. Or ‘not yet’ may mean not so far, but 

‘expected in the future’ … the utopian ‘not yet’ … implies that something is 

‘conceivable now but not yet possible’; and the eschatological ‘now and not yet’, 

which implies that the end is ‘present now in a problematic manner, but still to 

come in its actual realisation’. Bloch uses all of these senses of ‘not yet’ (Hudson, 

1982, p. 20) 

 

 

Bloch’s Not-Yet recognises the value of diversity, as within the hazy fluidity of this utopian cipher, 

each individual should be able (and be enabled) to perceive the possible attainment of the dignity of 

the ‘upright gait’;115 whilst the chaos of individual dignity is accommodated within this notion, Bloch 

also suggests that such a future existence should be regarded as a complex unity, a new kingdom 

and renewed Heimat for all (Jones, 1995, p. 172). The 

conceptually ungrounded nature of the Not-Yet, viewed as 
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 This concept is emphasised and developed as part of Chapter 7  

Figure 11 ET & Elliot in the Forest – attempting 
escape  
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an open metaphor, is further supported by Hans Blumenberg’s analyses of metaphor and myth. 

Blumenberg’s short book ‘Shipwreck with Spectator’ is in one sense, a snapshot historical study of 

the development and application of the shipwreck myth; but it also suggests that the seafaring 

metaphor, can be seen as a “paradigm” or ‘model’ that expresses qualities of human existence. One 

of the great advantages of metaphor, which is one of the recurring themes of Blumenberg’s book, is 

that it is open to multiple interpretations. For Blumenburg, the shipwreck metaphor is a loose 

discursive framework, a symbolic and linguistic representation that can encapsulate journeys 

through life: troubles, losses and of course hopes. The vast imagery of the metaphor of shipwreck 

indicates that interpretations can derive from multifaceted meanings and associations; its repertoire 

can include coastlines and islands, harbours and high seas, reefs and storms, shallows, calms, 

anchorages, navigation and lighthouses (Blumenberg H. , 1997, p. 7). It can be used to symbolically 

express human voyages; adventures towards unknown territory, barely surviving, helplessly looking 

on; and of course, the nostalgia of journeys home (Blumenberg H. , 1997, p. 1). In considering the 

Blochian, Tolkienesque and Blumenbergian frameworks, the splintered debris of fractured 

connections that emerge and reach-out beyond the symbolism of E.T. is precious: as the space-ship 

disappears towards the mysterious void of home, it also represents the forward looking ache, desire 

and ultimate, potential to build a raft that can carry survivors towards other new horizons; as 

spectators reach out to a plank, a shard, a metaphoric trace or remnant of that-which-was, they 

striachordantly “mark” in some way the nostalgia of a future that has Not-Yet-been. 

Concluding Complexions: From Beautiful Monster in the Realm of Faërie to a Utopian Metaphorics 

& the Complexity of Hope 

Blumenburg argues that in the destructive wake of the rationalistic juggernaut of science-and-

concept, the status of metaphor has diminished and become sidelined and perceived as being an 

inferior form of knowledge: generally seen as being a mere basis or incomplete foundation in the 

more advanced or specialised process of ‘concept creation’; instead it should be viewed as an 

important mechanism that can establish alternating connections to the chaotic fluidity of personal 
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awakenings. Stories told using utopian symbols and metaphors offer a formative solution to the 

problem of striving to understand and produce absolutist theory and formulae, in attempts to 

mechanistically encapsulate the ultimate whole. The complexity of a utopian metaphorics reduces 

the necessity to rigidly, conceptually, demarcate and account for the absolutism of the film’s 

ideology and reception; and in doing so, creates a complex non-conceptual (or, preceptual) space 

that allows for the emergence of reorienting meanings (Blumenberg H. , 1998, p. xi). Myth and 

symbolic forms, (and, this includes the narrative and metaphors contained in Faërie tales),116 

operate as open re-presentations, which absorb the anamnetic chaos of unfinished memory debris. 

Striachordant connections to the utopian-metaphoric symbols of Faërie, collectively (though, in a 

non-linear way) aggregate the emergence of a complex matter-wave; a polyrhythmic, multi-

dimensional, and, polychronometric cacophonous matter-wave of incomplete utopian hopes and 

possibilities. Bloch, reminds us of the following Goethean assertion that, “…an old Fairy Tale must be 

read as an act of self-interpretation. Hence, we are all part of the same tale that cannot be 

interpreted except through its own multiple tonalities.” (Bloch, 1998, p. 209). 

As a result, a utopian-metaphorics approach to understanding the Faërie symbolism of E.T. can be 

resituated as a strategy of creatively expressing complex utopian characteristics otherwise 

irreducible to the encased rigidity of statically defined ‘concept’ (Blumenberg, 1998, p. 4). E.T. as 

terakalosic Faërie tale, offers an imaginative re-orientation to analyse the chaos of subjective 

connections, emergent traces, and, associated complexity of the (recurrent) impacts of the film. 

Through the homelessness and alienation of E.T. as beautiful monster, unfulfilled traces manifest, a 

complexity of uninhabited futures: A potent-wave of incomplete possibilities and formative, 

unnavigated and undefined new tomorrows (Blumenberg, 1997, p. 63). This is where Bloch and 

Blumenberg achieve theoretical nexus, as Blumenberg’s raft provides a gestative vessel upon which 

to await Bloch’s pre-appearance of Not-Yet home; amidst the mutual fusion of past and future, a 

                                                           
116

  R. H. Roberts (1990) [Op cited] establishes the sympathetic connection between the Blochian and Blumenbergian 
theoretical frameworks, involving the perpetually creative nature of story, myth, metaphor & re-mythologisation; pgs: 88, 
225-226. 
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complexity of possible emergences fleetingly enrobe the not-immediately-present mirage of Not-Yet-

home. The shipwreck symbolism, and – the nature of being stranded and lost, (in conjunction with 

the anticipatory journey of going home), uncovers a complex potency of utopian reachings-out 

towards a beyond-to-somewhere-else; a place littered with reminders that it might just be possible 

to transgress isolation and alienation. A multivariate manifestation of utopian traces permeates the 

narrative of the film, along with the wish to return to the possibility of a long-forgotten about place. 

The key Faërie metaphors within the film articulate the potential of a past and future memory of 

hopeful-becoming and, possible transformations in the pursuit of it. The chaotic impact of the Faërie 

tale film, and, the complexity of the momentum and cultural contagion generated, could be seen as 

a latent utopian wave effect, where the film as a utopian cultural source, intertwines with the 

creative nostalgia of the day-dream realm. Trace-sparks of forgotten or hidden hopes swirl and 

manifest as emergent promises of something beautiful, amidst a complex nexus and latent utopian 

pan-aroma of hope.  

Through encounters with the terakalosity of E.T. and the unfinished ascending childhood of Elliot, 

non-synchronous awakenings take place, through the open metaphors, which project (present) a 

cinematic-Brocken-spectral reflection of the empty-space of an inner-realm, where ‘something 

appears to be missing’, and, where we can faintly hear the distant echoes of a Not-Yet something-

else stirring.117 The loss and estrangement from the possibility of home (or heimat), and the creative 

unfolding journey towards it, does not therefore function as a decree or conceptual absolute; but, 

instead serves as a shell, a cinematic-terakalosic projection which hints beyond the empty-space, 

towards an extra-territorial, Not-Yet inhabited utopian landscape. Thus, in a Blochian sense E.T. 

contains utopian metaphors that have the potency to uncover trace connections from an unfulfilled 

past that then reach openly out towards the hope of a possible redemption. The utopian trace 

metaphors of the film uncover the empty-space of the unattained: Once subjectively connected to 

                                                           
117

 Tom Moylan (2000) Scraps of the Untainted Sky, Chapter 1 ‘Dangerous Visions’ pgs 20-21; Ernst Bloch (1988) The 
Utopian Function of Art & Literature, Chapter 1, Something’s Missing, an interview of Ernst Bloch and Theodor Adorno.   
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the trace elements a jarring from the banality of routine takes place; a reminder of the hope of stuff 

that has Not-Yet come into being; the hope-realm of the Not-Yet achieved. 



Chapter 5 
Terakalos: Stranger in the Ruin – Edward Scissorhands as 

Gothic Monster of Incomplete Youth & Incognito Possibility 
 

 

 

Chapter 5 invokes a Georg Simmel/Ernst Bloch (Simmelean/Blochian) analysis; aside from the fact that both 

frameworks work particularly well as philosophical counter-point, it is also useful and pertinent to see the 

similarities in aspects of both Simmel’s and Bloch’s philosophical metaphors – no doubt, influenced to an 

extent by their collaboratory experiences (a strategy and connection which is also further borne out in the 

material of Chapter 6). Emphasising the Blochian notion of the Gothic (architecture) and Simmel’s notion of 

the ruin, Chapter 5 proposes that the terakalosic mystery of Edward Scissorhands as ‘beautiful-monster’ can 

be seen as a particularly effective metaphor by which to identify and explore the escalation of urban ennui and 

disconnectedness. In highlighting the similarities and differences between the Simmelean and Blochian 

approaches, the chapter will suggest that ultimately, Edward Scissorhands can be understood as being an 

effective artistic/cultural representation of the Blochian ‘incognito’ of possible utopia. 
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Figure 12 Peg viewing the Gothic Mansion behind her 

Gargoyles at the gateway … 

During the opening scenes of Edward Scissorhands, the character Peg Boggs politely wanders from 

door-to-door, calling on neighbourhood friends and acquaintances, in order to try and sell her new 

season of ‘Avon’s’ shortcuts to beauty. As intrigued voyeurs gazing in on Peg’s canvassing, we 

shadow her activities, and she (or, her character) begins to cast a familiar shadow, onto our own 

thoughts and slumbering connections to the often mundane futility of many aspects of life; and so, 

we begin to journey along with her, to enter into, and briefly peer inside the houses and lives. With 

each rejection, we are brought closer and closer into Peg’s acute disappointment. Within this, the 

organised and predictable routine associated with family and community life is brought into stark 

recognition. Cumulative and fleeting visitations introduce us to snapshots of the inner worlds and 

intimate relationships that take place behind the uniform and pastel-shaded exteriors, of the neatly 

packed, symmetrically perfect and sprawling suburban homes. Peg’s confrontation with the cycle of 

poor interest and inevitable lack of sales, resigns in a deflated return to the isolation of her car, and, 

mid-contemplation, sits to consider the familiarity of this routine rejection. In the midst of her 

solemn moment, she adjusts the wing-mirror on the car, to seemingly catch a glimpse of a forgotten 

memory; reflected from behind, we see, situated 

on top of the hill, just outside the vicinity and linear 

perfection of the suburban community, the dark 

and looming edifice of an old and ramshackle 

Gothic mansion.  

The haunting and foreboding appearance of the 

dark and ancient house in the distance suggests that this is a place that has not been considered, let 

alone visited, by anyone from the pristine suburban town for quite some time. But, undeterred  by 

the mysterious and ghostly possibilities lurking in this old place, Peg’s overwhelming desire to 

successfully secure an Avon sale means that she decides to give it a try, so she turns her car around, 
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and heads off in the opposite direction to enter the winding driveway up to the ruined mansion on 

the hill.   

As Peg exits the car, the mansion itself is obscured from view, hidden behind the leafy-blanket 

overhang of the dishevelled and unkempt perimeter; a gated entrance, flanked by two Gargoylesque 

(or grotesque) sentries, is visible, but this is also cloaked by a covering of branches and wild flora. 

Braving the initial hesitation, Peg chooses to cross the boundary and walks towards the gateway.  

Passing the Grotesques, situated at either side of the gate, Peg enters the vicinity of the inner 

grounds and, then, the garden of the old Gothic mansion.  Beyond the wall, a mysterious and 

childlike beauty begins to emerge as Peg recognises the innocent-looking shapes that have been 

sculpted in to the trees and the bushes throughout the garden. As she penetrates deeper into the 

sanctum of the garden and wanders towards the entrance to the house, her worldly-managed self – 

the older, wiser, cosmetically managed Peg, (constructed through the imposition of order and 

expectation), begins to experience a bifurcation mirrored by the external transition taking place. As 

she submerges and explores deeper into the territory on the other side of the veil, her previous or 

outer world of empty routine and mundanity becomes punctured, and, a stream of forgotten beauty 

begins to flood in. With this reawakening of 

astonishment, an inner vibrancy surges forth from within 

Peg’s cache of distant memories; a breath of impromptu 

wonder escapes her, as she marvels at her own 

recognition of the shapes of beautiful and simplistic 

innocence.  

Entering the Gothic mansion, and ascending its sprawling and spiralling staircases, Peg emerges at 

the top, and ventures in to the ruined and exposed attic space; here, she discovers a bed which has 

been placed in the shelter of the deep recess of the fireplace. Pinned to the headboard at the back 

of the disused fireplace, she glimpses ripped snippets of newsprint excerpts, which contain 

Figure 13 Sculptings in Edward Scissorhands 
Garden  
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snapshots of miraculous stories of human physical healings and other ‘magical’ stories of triumph, 

recovery and overcoming. Peg is then startled, as a huddled figure from within the shadows begins 

to rise-up and move across from a dark corner of the attic space; with menacing-looking scissor-

hands twitching at his sides, the monstrous creature accelerates towards Peg. Her initial experience 

of Edward is one of terror and revulsion, and yet, her immediate fright is allayed, by the glaringly 

apparent vulnerability of the creature – which manifests in his gestures of desperation and 

helplessness. Peg moves towards him and asks, in reference to his facial scars and scissor-hands, 

“what happened to you?”, and Edward replies in a gentle childlike fashion: “… I’m not finished …”. 

Edward pleadingly holds up his arms and ‘reaches out’ to Peg with his cumbersome and unwieldy 

Scissorhands, and she tells him “I’m taking you home” …  

The car journey out of, and away from, the mansion, takes both Peg and Edward from the secret 

shadows of the mysterious mansion; and, as Edward’s journey to the Boggs’s home unfolds, they 

venture into the rigid and carefully managed lines of suburbia. The uniform and regimented 

symmetry of the architecturally identical and monotonous buildings – with their limited spectrum of 

sanitised pastel shades and corresponding cars – stretch as far as the eye can see. The mesmerising 

and unrelentingly repetitive labyrinth of minutely organised suburban houses, are reminiscent of 

replicated Greco-Roman micro-temples, (even down to the token pillars in the porches); these 

architectural manifestations represent so much more 

than the facilitation of clean, modern and organised 

living. Clearly, existence on this part of the boundary is 

characterised and regulated by routine and spiritless 

repetition.  

Blochian Excursus: Echoes of the Gothic 

In Spirit of Utopia Bloch connects the modern approach to art with its wider cultural and aesthetic 

organisation, and compares the decline of creative spiritual aspiration, or ennui against several 

Figure 14 Micro-Temples of Suburban 
Humdrummery  
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previous epochal legacies, associated with Greek, Egyptian and Gothic ideals. One of the main 

inferences to be drawn from Bloch’s analysis is that the nature of architecture, as a wider form of 

artistic expression, means that from within the ruined traces of their respective reigns, a 

hieroglyphic heritage remains, which, communicates trace manifestations of their intra-epochal 

spiritual and socio-idealistic aspirations.118 For Bloch, a substantial trace legacy of the Greek ideal 

suggests a desire for a harmonised landscape, and as such, its associated architectural (and 

philosophical, and cultural) expressions illustrate a tendency that is geared towards establishing an 

anti-chaotic stasis.119 Ultimately, any subsequent strivings towards an attainment of the Greek 

eutopos, drawing upon its architectural symbolism of political power and stability, are thus 

characterised by an equilibrious efficiency, (which permeates all of inner and social life). Greco-

infused architectural cultural expressions thus emulate this essence, and, in turn promote an 

ultimate ideal or Form of perfect balance, within and throughout the politic. As Bloch suggests:  

 

… the Greek style attained by a means of a most remarkable attenuation of both 

fullness and angularity, became frictionless, a harmonious symmetry ante rem. In this 

way the Greeks escaped, fashioned a world for themselves where they could live, where 

at any moment they could evade the terror of chaos … (Bloch, 2000, p. 19) 

 

In a related though inverted sense, Bloch suggests that the Egyptian trace legacy is characterised by 

an attempt to understand and concretise, in this world, the pharaohs’ god-soul journey through to 

the next. Whilst an architectural spiritual interiority can be seen and associated with the Egyptian 

                                                           
118

 As with much of Bloch’s philosophical writing, his exposition of Greco-Egyptian architecture is not to be taken as a 
‘literal’ historical exegesis, taxonomic categorisation or rigid academic comparison. Bloch invokes snippets of Egypto-
Grecian mythology, culture and architecture in order to articulate another pathway (via philosophical metaphor) in to his 
own philosophical system. Hence, the proceeding general comments, and, in places, sweeping assumptions – relating to 
Greek, Egyptian and Gothic architecture – should be received and interpreted as such; and ‘not’, as an attempted 
chronological critique of all aspects of the respective epochs, and their cultural/architectural manifestations.  
119

 As suggested above, Bloch is not necessarily making a sweeping gesture about the supremacy of the ‘Apollonian’ within 
Greek culture/architecture; but, is selectively invoking this so as to construct a gateway to his own open system of thought. 
Bloch, in his Principle of Hope explores the vibrant and creative necessity instigated by the ‘chaotic’ impulse of the 
Dionysian. Indeed, Bloch’s own creative take on philosophical Expressionism has more of an affinity with the Dionysian 
than the Apollonian. Bloch was a staunch defender of Expressionistic art (associated with Die Brucke and Der Blau Riter) in 
the face of ‘mainstream Marxist’ criticism (most notably as part of a high profile debate with his friend Georg Lukacs); and, 
the uncategorised psychological and spiritual irruptions associated with the art of this movement. In Principle of Hope 
Bloch notes that it was Dionysus who danced, “against the spirit of gravity, who in admittedly more vague dithyrambs 
praised the god of life, against the mechanical response of reduction and denaturing ... there is ambivalence in Dionysus 
and thus also in Expressionist, even exoticising dance, which without the pathos would not have gone into ecstasy either.” 
(Bloch E. , 1986, p. 398) 
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pyramidal secret – Bloch points out that it is an inner secret which is firmly constructed and 

entrenched within the immovable weight and density of stone. Thus, the geometric colossi, which 

point astral-wards, become rendered as monstrous mausoleums; vast and exclusively inaccessible 

icons, they remain anchored amidst a shifting terrain of sand, and entomb the parched and lifeless 

void of the desert. (Bloch, 2000, pp. 23-24). Thus, for Bloch, the Egyptian legacy articulates a 

landscape that is: 

 

life-negating, rectilinear, cubic, with a monstrous fanaticism of immobility. The insides 

of such structures abandon the blossoming, transient, yet also interior kingdom of life 

all the more … the holy of holies within the deepest room of the temple is nothing but a 

grave, between whose walls the barque, the colossal statue of the god of the universe, 

weighs us down and crushes us. (Bloch, 2000, p. 21) 

 

Thus, the simplistic geometrical alignment, associated with Greek and Egyptian symmetrically-linear 

constructions, architecturally embody a distantiated grandeur that is experienced from externally 

looking on to their epochal temples. However, in contrast to the Euclideanesque straight-line 

angularity associated with the Greek and (for clarity of argument) Egyptian cultural lineages, the 

Gothic, for Bloch, elicits a major and potent difference: the architectural style of the Gothic 

articulates and enables the resurrection and liberation of a deep and liberated personal inner life, a 

continually emergent life associated with the process of becoming and creative transformation. With 

its snakes, trees, gargoylic animal heads and streams of teaming life, it unleashes “a chaotic 

intertwining and twitching where a warm amniotic fluid and the heat of incubation stands, and the 

womb of all suffering, all delight, all births and all organic images begins to speak” (Bloch E. , 2000, p. 

24). As such, the Gothic architecture of ascent is able to nurture a single ethereal tone of beauty; 

and, adumbrate its swirling reverberations in such a way as to scatter and rebound the echo 

throughout its cavernous architectural expanse. Striated sound-traces in turn strike, resound and 

swirl into the soul-cathedrals of minds, which in turn, recognise, or recollect the familiar sound of 

spiritual longing. Seeking for the trace of the echo, eyes are drawn heavenwards to the ascending 
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spirit-lines of the intricate and fluted archways, interspersed with sprawling tendrils and filigree. 

Hidden somewhere inside the twisting and shadowy heights, there is an uncovering of a sense of the 

beyond; and here, corporeal sight no longer registers the continuing journey of the sound into the 

secret citadel, but instead, an inner essence of something unarticulated, primordially ancient, 

creative and powerful emerges from the cusp of the diminishing trace and the impending horizon of 

the new moment. Thus, Bloch urges that the Gothic is a reminder that: 

 

Man, and not the sun, not geomancy or astrology, but man in his very deepest inwardness, 

as Christ, here became the alchemical standard of everything that is built. If one just gazes 

into this flowering and its development, one can see one’s inmost soul flowing there, 

changing, transforming itself toward itself. (Bloch, 2000, p. 25) 

 

It could be suggested then that a close and intimate sympathy can be established between Bloch’s 

conceptual triptych of the Greek, Egyptian and Gothic, and key recurring motifs from within Tim 

Burton’s film: Peg’s staid and alienated existence in suburban humdrummery, is placed into lifeless 

context as a result of her astonishing discovery of the unfinished Edward from within the Gothic 

mansion. More specifically, Peg’s suburban role as an Avon representative can be understood as an 

Egyptianesque activity of personal architecture, in that her cosmetic artifice is associated with the 

attempted encapsulation and embalmation of the spirit of beauty. As such, the human forms 

(mummies!?) hidden within the hallways, corridors and temples of the geometrically identical 

suburban dwellings, present as ornately decorated sarcophagi; and yet, beneath their externally 

beautified surfaces, their interiors appear deserted and devoid of creative becoming. The spectral 

echo of the vacuous within is thus emphasised by Peg’s introversion; as she contemplates her 

situation alone, inside her vehicle, her implosive adventure is indicative of the commencement of a 

personal and introspective reconnection and recovery. She pierces through to a hidden interior; and, 

rather than being consumed by a zombific pharaoh-god of emptiness and death, she breaks through 

to a very different hall on the ‘other side’. Beyond the border, and in to the echoes of the Gothic, 

Peg embarks upon a rediscovery of lost or latent dreams of youthful creativity and hopeful 
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transformation. The unfinished Edward Scissorhands then is a shocking, though endearing and 

anthropomorphised symbol of the forward-looking, though stunted or incomplete spirit of youth; 

with his breathtaking appearance of being almost complete, and nostalgically heart-wrenching 

memories of the inventor, and his hope of becoming whole and conquering the expanse of the 

unmade future.  

No longer empty and alone in her vehicle, Peg brings her Edward discovery out from the interior of 

the Gothic, and with the excitement of an unfolding newness, drives in to the Greco-Egyptian sprawl 

of suburbia. The spiritually parched neighbours quickly notice that she has a mysterious and 

intriguing stranger in the car; this prompts them – from within the sarcophogun security of their 

organised micro-temples – to telephone each other and excitedly gossip about the nature of the 

non-predictable event taking shape. On arrival at the Boggs’ (standard) home, Peg proudly 

introduces Edward to the family photographs, and, of them all, Edward looks longingly at the 

photographs of Kim. As a visual metaphor, this is a moment par excellence, as Edward, the thwarted 

youth of the incomplete, locked in the past, aches at the vision of Kim’s unfolding and ascending 

beauty; she is the open and fluid possibility of new youth on the cusp of becoming. The fact that 

Edward Scissorhands is given Kim’s room to sleep-in, on her waterbed, is, narratively speaking, for 

more than comedic effect; when the two polarised versions of nostalgic-youth-past and hopeful-

youth-future eventually meet, it is an explosive event, where Edward’s blades liberate the 

constrained water – of life – from the waterbed, by repeatedly puncturing the surface of the 

mattress encasement, and therefore dissolving the boundaries of nostalgic slumber. And, this 

contagious liberation continues as he becomes increasingly established as a welcome, though 

strange, appendage to the Boggs family. The eccentric, forward-aching Edward is inwardly 

compelled to continue to create and express his pursuit of fulfilment, and so again, he begins to craft 

shapes and patterns into the garden hedges and border-plants; probing deeper into his infectious 

creativity he serendipitously progresses to sculpting dog-fur, and then, where the wider community 
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is concerned, he makes the ultimate and sensuously-connective transition, to creating women’s 

revolutionary hair styles.  

 

Simmelean Encounters: The Stranger from the Ruin Appears 

Georg Simmel’s ideas can shed some theoretical light on the role of – and acceptance of – Edward 

within the wider community. There is a beautiful, though wounded symmetry in Edward 

Scissorhand’s face. Of course, this is the essential characteristic that articulates the overarching 

essence of who, or ‘what’ Edward is; it is important to remember that Edward is a beautiful monster, 

an alienated stranger, but, there is a tragic terakalosic beauty inherent in his innocent and child-like 

demeanour and wondrously lost expressions. In ‘The Aesthetic Significance of the Face’ Simmel 

suggests that it is ‘in the features of the face that the soul finds its clearest expression’. Thus a 

narrative analogy can be established here, 

in that the combination of the tragic 

symmetry of Edward’s face – with its 

disrupted and punctured scars – in 

conjunction with his incomplete and 

mechanised hands is theoretically 

noteworthy, as Simmel suggests that:   

 

 

 

Of the rest of the body, the hand, although closest to the face in organic character, still 

cannot compare with it. The marvellous interrelation and working together of the 

fingers give one the impression that each is, in reality, mutually independent. (Simmel, 

1959b, p. 276) 

 

 

The filmic relevance to be emphasised here, is the coming together of the community at Edward’s 

welcome B-B-Q. The unfinished stranger from the old Gothic ruin starts to bring people out from the 

Figure 15 Wounds lacerating & disrupting the symmetry of 
Edward Scissorhands face 
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disjointed enclaves of their mechatronic temples of isolation; and, by tending their faceless and 

symmetrically spiritless suburban encasements, he starts to astonish and shock them back-in-touch 

with the connective and expressive wonder of becoming and creativity. As the resident digits that 

form the hand of the community, they have been severed from the creative spirit, and soul of 

connected human existence. As Simmel notes: 

 

The ideal of human co-operation is that completely individualised elements grow into 

the closest unity which, though composed of these elements, transcends each of them 

and comes into being exclusively through their co-operation … In the same manner, the 

soul, lying behind the features of the face and yet visible in them, is the interaction, the 

reference of one to the other, of these separate features. (Simmel, 1959b, p. 277) 

 

With Edward then, his ill-adapted and mechanistically disjointed hands actually are separate, and 

separated from his ability to pursue a holistic and unified soul-architecture. The spectral projection 

of the terakalosic Edward, therefore, is the community (and, arguably, other modern communities) 

in microcosm. The juggernaut of individualising technology, functional architectural efficiency, and 

superficial quick-fix solutions, have splintered the community and severed the spirit of modern 

residents from all forms of creative, aspirational and revolutionary pursuit. The need, longing, and 

compulsion to live, share and love together – to build a beautiful tower of Babel, and ultimately 

reach out, and up, to the inventor, has disintegrated, the residents are therefore alienated and 

spiritually dismembered.  

Esmeralda, the local Christian-Right scaremonger, voices an omen, that Edward, as a “perversion of 

nature … needs to be expelled”. This is an intriguing announcement, and one that can be explored 

and elaborated a little by reference to another of Georg Simmel’s essay’s, that of The Ruin. For 

Simmel, the will to create and ascend, is a very human compulsion, one that manifests most visibly 

through architectural constructions; the nature of this human spiritual will is unnatural in the sense 

that it attempts to creatively defy the inescapable pull of gravity. The nature of gravity is such that it 

never ceases to exert its pressure and relentlessly reduce human architectural defiances back down 
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to a horizontal flatline. Architecture and buildings are illustrative of an anti-gravitational and creative 

drive of the ascending human spirit, where, “the will of the spirit and the necessity of nature issues 

into real peace, in which the soul in its upward striving and nature in its gravity are held in balance. 

(Simmel, 1959b, p. 259). As long as the building remains perfect, the inevitability of the natural force 

of gravity and nature’s wider elements reclaiming the constructed materials and expelling the wilful 

inhabitation of the human spirit, is kept at bay; however: 

 

[t]his unique balance – between mechanical, inert matter which passively resists pressure, 

and informing spirituality which pushes upward – breaks ... the instant a building crumbles. 

This shift becomes a cosmic tragedy which, so we feel, makes every ruin an object infused 

with our nostalgia; for now the decay appears as nature’s revenge for the spirit’s having 

violated it by making it a form in its own image. (Simmel, 1959b, p. 259) 

 

Esmeralda,120 the domesticated oracle represents the dark, isolated and decaying spiritual pulse of 

the rather flat and defeated suburban landscape. As a spiritual barometer, she is a ‘sign of the 

times’, and, as a conservative voice from within the midst of the ossifying spirit of suburbia, she 

registers the potential danger associated with Edward’s nostalgic aura of incompleteness. With her 

prophecy, she emits a warning to the inquisitive residents and speaks against the attraction of the 

contagiously-creative spirit of Edward; measured against the organisational stasis of the present, he 

is a human architectural innovation that harks back to an aspirant and revolutionary time, he is a 

disturbing historical remnant from somewhere in the past. The tragedy of the exposure of his 

fossilised hope-wound, and the crumbling architecture of his deteriorating and ruinous body, means 

that there is no place for his creative aspiration in the nature of the sarcophagun and superficial 

present. But, whilst the architecture of suburbia cannot accommodate him, neither can its 

inhabitants let him go quietly and unnoticed. Simmel notes that “man as a ruin … is so often more 

sad than tragic, lacking that metaphysical calm which attaches to the decay of a material work” 

                                                           
120

 A intriguing comparison can be created here between the Esmeralda of Edward Scissorhands and the Esmeralda of the 
Hunchback of Notre-Dame (see chapter 7). The reference to Venusian longing and ‘love’, in Edward Scissorhands, suggests 
that it has become tainted and constrained by the mundanity of urban ennui, and so, espouses an apocalyptic message of 
destruction; whereas, in the Hunchback of Notre-Dame, Esmeralda embodies love as a potent seed of revolutionary 
possibility.   
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(Simmel, 1959b, p. 263); hence, the cutaneous decay of the once hopeful, and almost complete 

human edifice of Edward-the-Gothic-echo, strikes a spiritually nostalgic chord of sadness within each 

of the residents. As an emergent trace, he serves as a reminder for the suburban psyche that no 

matter how deeply embedded in the collective amnesiac past, upward-striving is continuously at 

work in our souls; thus, the spectacle of Edward’s lonely deterioration, reflects to the suburban 

spectators their own ruins of interrupted and stalled ascents. And, as Potter (1992) notes, 

confronted with the lacerations of Edward’s secrets, “no amount of make-up will cover our scars.” 

(Potter, 1992, p. paragraph 19). Overcome by the gravity of “the brute, downward-dragging, 

corroding, crumbling power of nature”, the empty and hungry suburbanites begin to sense that 

Edward’s disturbance of their nostalgic dream-rubble, scattered across the musty terrains of their 

individually incomplete and unfulfilled pasts, starts to germinate dormant seeds of hopeful 

possibility.  

The fact that Edward’s strangeness remains throughout his brief visitation can also be interpreted as 

having theoretical significance for the Simmelean-tinged aspect to our analysis.  For Simmel, the 

stranger ‘who comes today and stays tomorrow’, can be understood as being the potential 

wanderer, never quite able to move on, and yet, never quite there. Edward, as a Simmelean 

potential wanderer, is forever liberated from the fixity and stagnation of suburban ennui, and, 

furthermore, his non-categorisation presents a strange, paradoxical unity of nearness and 

remoteness. His remoteness means that there is a kind of safety that others can associate with 

liberation, and as such, feel able to confess their inner secrets. For Simmel, people open-up to the 

stranger, and so Edward “receives the most surprising openness -- confidences which sometimes 

have the character of a confessional and which would be carefully withheld from a more closely 

related person.” (Simmel, 1950, p. 403). As a result of their resuscitated murmurings and youthful 

aches Edward as the confessional stranger attracts the intimate stories and personal confidences 

from the Boggs friends and neighbours. As they personally experience the radical creativity, literally, 
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at the hands of Edward, they begin to rearticulate and feel once again their own prior ‘ascents of the 

spirit’. Confronted with Edward’s, and therefore their sadness, the inner-vacuous space gradually 

becomes exposed, and along with it, the confided expressions of restless and spiritual discomforts.  

Simmel notes, that alongside the confessional and free nature of the stranger’s near-remoteness, 

many dangerous possibilities also emerge: “In uprisings of all sorts, the party attacked has claimed, 

from the beginning of things, that provocation has come from the outside, through emissaries and 

instigators.” (Simmel, 1950, p. 403). And, in relation to this, we see that when Edward ventures to 

the location of the abandoned hairdressing shop in the local Mall (that he is to open with Joyce), he 

momentarily poses in a strange kind of crucifixion posture against the rear wall of the shop – the 

foretelling of an impending sacrifice.  

The Oscillating ‘structure/Fragmentation’ of Simmel 

The conflicts posed by the stranger, the beauty of the gothic ruin, and the emblematic symmetry of 

potential unity articulated by Edward Scissorhands’ face and hands, all, offer theoretical and 

philosophical narrative possibilities. The Simmelean framework, that begins to appear from behind 

the features of these fragmented and seemingly disparate essays and categories, does suggest that a 

certain level of individual and creative freedom is to be identified and acknowledged. However, 

amidst this veritable universe of shards and flux, the lappings and discordant ripples of fluidity, must 

ultimately be situated and juxtaposed against a fuzzy field of diametric and pendulous opposites. 

Simmel’s concepts and metaphors, therefore, present us with a kind of Nietzschean eternal 

recurrence of inevitable returns, which lurch between the shifting opposites of Simmel’s colourful 

spectrum. 121 Applied to the film, Simmel’s categories, evidently, provide a creative language that 

                                                           
121

 For example, Simmel, in his essay Individualism, notes that, “all individuals rest within themselves, whether formally or 
substantively, as unities with a certain intrinsic being, meaning or purpose of their own; but on the other hand, they are 
parts of one or many wholes that exist outside of them as an encompassing totality towering above them. They are always 
at once member and body, part and whole, complete and incomplete. Individuality is what we call the form in which an 
attempt is made to unify these dual poles of human existence.” (Simmel, 2007a, p. 67). Continuing from this, Simmel goes 
on to suggest that, “all individualization ... in the end leads individuals to present themselves as bearers of a type, with a 
more or less generalized character or temperament.” (Simmel, 2007a, p. 67). And, sealing the pendulous unity of the 
‘individual-and-collective’, Simmel proposes that, “however differently these two elements may relate to one another, 
whether in the dominance of the one over the other, or in the equilibrium or harmony of both, or in the tragic 
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enables an insightful theoretical commentary, which, also still has applicableness where 

contemporary social characteristics, comparators and cultural issues are concerned. With Simmel 

though, any aspirational visionary actions of singular individuals or collective bodies, must be 

perpetually subject to destructive, atmospheric attack (at the hands of gravity and life); creative 

ascents thus become rendered as cyclical collections of foolhardy relics, human ambitions inevitably 

returning to the stasis of the flat, fragmented and weathered horizon.  

Cultural digits as represented by either the constraining collective, or, the disparity and 

estrangement experienced by a stranger on the outskirts of a community, could indeed articulate 

maverick creative visions of new possibility; but, each new formative symmetry, must eventually 

lead to the re-establishment of equilibrium and the social ennui associated with the stability of 

collective order. Simmel wonderfully and evocatively guides us around the spatial characteristics of 

the fragments and collectives of the undulating extremities of his framework. And yet there is little 

scope for escape out of, and beyond, the oscillations of his complex philosophical penduli. Perceived 

through a Simmelean filter, the concluding scenes of Edward Scissorhands, where Kim, as an old and 

deteriorating woman, completes the recounting of her nostalgic tale about the ruin and loss of her 

youthful love with the unfinished Edward Scissorhands, could be interpreted as a representation of 

an undulatory return of this Simmelean tautology. It is noteworthy that Kim’s reminiscence of her 

incomplete and lost love is being recounted to her young grandchild; considered within Simmelean 

parameters, the reverberating cycle of the audacious, hopeful, and ascending spirit of childhood, 

juxtaposed with the regressive, nostalgic ruin of old age, is both apparent and inevitably inescapable. 

                                                                                                                                                                                     
destructiveness of both, individuality always means, in an at once definite and indefinite sense, that a person experiences 
both elements as one.” (Simmel, 2007a, p. 67). Whilst in The Metaphysics of Death, he similarly suggests that: “perhaps the 
essence of our activity presents us with a mysterious unity which, like so many others, we can only comprehend by 
reducing it to the dualism of conquering life or fleeing from death. Each of life’s steps is revealed only as a temporal 
approximation of death, but is positively and a priori shaped through death as a real element of Life.” (Simmel, 2007b, p. 
75). And, in The Fragmentary Character of Life, Simmel argues that, “[a] fragment is normally thought of as something left 
over when parts fall away from a pre-existing whole ... Its debris is then understood to be like a kind of remainder that gets 
left over when some part of our full metaphysical being has fallen away and not entered into the forms of our earthly 
existence and consciousness. (Simmel, 2010, p. 2). Whereas, the opposing pendulous position is made clear in the 
following statement, “[f]rom the viewpoint of life as a sum of ordered and valorised contents, then, life is composed of 
fragments; whereas from the viewpoint of life as life, and of contents merely as expressions and products of life’s flow, life 
is not at all fragmentary.” (Simmel, 2010, p. 13). 
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The possibility of architecturally youthful soul-ascents, oscillating between the space of Simmel’s 

philosophical-spectrul opposites, must ultimately be resolved one way or another. As such, the 

idealistic potentiality of youth is always and already written as having been “defeated” by the gravity 

of the perpetual pendulum and its eternal swirling of incompletability.   

 

Jubilee for Renegades: Bloch, Youth and Empty-Space 

For Bloch, growing old and, the notion of old-age itself signifies something more than an extremity 

of repetitive return. Bloch notes that growing ‘old can also describe a wishful image ... of harvest’ 

(Bloch, 1986, p. 39); a harvesting and distribution of the over-ripe fruit of ebbing hopes and waning 

dreams. Through journeys of remembrance the hoard of treasure-traces in the wizened pantry of 

old-age await, dormant, in the human-architecture of deterioration. In poetic, reminiscent nostalgias 

and romanticised reveries, the bestowing of a rich heritage of perennial possibilities takes place; 

and, in the re-scattering of latent hope-seeds, the autumnal season of life, “feels more at home 

giving than taking.” (Bloch, 1986, p. 39). Through this process of impartation, an inheritance of 

gifting and re-awakening of the seed-dreams of youth continues; cascaded through the wind-fall and 

sharing of the fruit, we glimpse snapshots of beautiful potential possibilities, and, breath-taking 

caresses of a life once unthought-of – full of unmade and innumerable horizons of tomorrow.   

The concluding scenes of Edward Scissorhands thus present us with a sacred triptych of future-space 

and it’s “Not-Yet”, characterised by birth, life and death (childhood, youth, and, old-age); in relation 

to this, Bloch asks the question, and nudges us to consider: “Does the adolescent feel no loss at 

leaving his childhood behind? Does the man feel none when he quits the bloom of youth ... Does the 

child not already die in the sexually mature girl and boy.” (Bloch, 1986, p. 37). The surrogate-

fecundity of the scattering of the dormant hope-seeds of old-age into the fertile and rich soils of 

childhood horizons, signals towards the strident ascendency of youth, with its catalytic re-

germination of fresh journeys and new future directions; here, Bloch notes that, “[b]old youth 
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imagines it has wings and that all that is right awaits its swooping arrival, in fact can only be 

established, or at least set free by youth.” (Bloch, 1986, p. 117). Hopes harvest and the gifting of its 

fruit thus suggests a Jubilee for Renegades, in that childhood and old-age are reminders – for “all” 

ages – of the Not-Yet possibilities of youth and its important philosophical principles of radical 

creativity. The pervasiveness of Bloch’s philosophical triptych thus suggests the potency of youth 

throughout all of its facets, in that childhood aspires towards youth, and, as the momentum of 

adulthood’s descent from youth’s zenith increases, the seeds of possibility enter dormancy in the 

fermenting fruit of old-age; Bloch thus notes that, “[t]his does not exclude youth, but includes it in 

the after-ripening; the wish to return to youth loses precisely its element of suffering thanks to this 

matured empathy with what is coming, it compensates, fulfils itself with the footing it has gained, 

with simplicity and meaning. (Bloch, 1986, p. 39). The Blochian philosophical metaphor of youth thus 

links into his notion that the core, or kernel, of human existence is still unbecome, in the sense that 

the future is Not-Yet (Bloch, 1970). And so, the shadow of the permanently unmade future with its 

secret possibilities persistently though beautifully haunt us; however, as a result of amnesiac routine 

and mundanity, we tend to forget, and so, render ourselves unable to see the prolific latency of 

possibility slumbering on the future-facing horizon of Now-time.  

The youthful empty-space of the unbecome thus tends to become cloaked by mundane routine; 

hence, as age increases, a regressive reliance on previous events and old memories, instinctively 

replace its vibrancy. Day-dreams laden with the past reverberate throughout the empty-space and 

the potential forward momentum of life. However, as the old-age Kim illustrates towards the end of 

the film, this is never a peaceful or resigned reverie; as the open expanse of the vacuum, with its 

pollen-laden breeze of history, gently exhales towards the hollow-space and childhood of the future. 

The gentle debris of whispered memories strike gossamer trace trails, which, momentarily shimmer 

and fascinate in the darkness; within these fleeting and psychically aromatic moments, we long to be 

reminded of the mystery of possibility. In order for such moments or self encounters to be jolted, 
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hope has to begin to take shape and externally manifest in some way. As such, there must be a 

catalytic means to shock or defibrillate the latency of the openness of the Not-Yet, with its future 

possibility, in to the empty-space, so as to unveil the gravity or attraction to venture beyond the 

limitations of the past.122 For such an encounter to emerge and develop, a trace awakening from 

within the impact of the moment has to be experienced, explored and expressed. Bloch refers to the 

prompting and hazy appearance of the eclectic essence of Not-Yet-conscious utopian memory 

material (which has Not-Yet-become), as ‘Vor-Schein’ (pre-appearance or anticipatory 

illumination); 123  during such astonishing pre-appearances, shards of former hopes become 

unearthed, and their irresistible ‘pull’ directs us towards the mystery of an inner archaeological trace 

expedition, an urge to set out to discover the source of the strange speck of light amidst the 

darkness124.  

Within the wider Blochian framework (of this thesis), it could be suggested that Edward Scissorhands 

is a metaphorically articulate representation of the unmade essence of the utopian hollow-space. 

The terakalosity of Edward Scissorhands is open enough to chaotically invoke the mirage of a 

territory that is beyond any grounded conception or familiar formula. His strange and attractive 

shadow projects the openness of a future-space, an image-trace of potential perfection which, in 

turn, corresponds to the utopian need for, and, function of, hope – and, youth. (Bloch, 1986, p. 

1283). For Bloch, and for Edward Scissorhands, the emergent utopian empty-space remains open for 

the future-possible to manifest: “precisely the hollow space cleared by the certainty of Being has 

emptiness – this must be noted – only as its first determination, but it has fermentation, open sphere 

                                                           
122

 Bloch, E. (2000) The Spirit of Utopia, Chapter 4: ‘The Shape of the Inconstruable Question’ – the segment entitled: ‘On 
the Metaphysics of Our Darkness, of the No-Longer-Conscious, the Not-Yet-Conscious, and the Inconstruable We-Problem’; 
pp: 187-198 
123

 Different translators suggest alternative definitions for this term: for example, Wayne Hudson (1982) suggests pre-
appearance (which is possibly a more ‘direct’ or literal translation); whereas P. Palmer the translator of Bloch’s Essays on 
The Philosophy of Music similarly translates it as ‘pre-semblance’; whereas Jack Zipes in the translators notes of The 
Utopian Function of Art & Literature suggests that the term ‘anticipatory illumination’ captures the more mystical or 
romantic connotations that should be associated with Bloch’s original. 
124

 Bloch’s book Traces (Spuren) is an ‘unorthodox’ work which represents an example of utopian ‘trace-hermeneutics’ in 
action. Bloch recounts tales, memories and anecdotes that ‘hint’ towards utopian revelation (whilst never explicitly stating 
its ‘actual’ attainment). 
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of influence for the human subject” (Bloch, 1986, p. 1295). Thus, the intriguing mystery posed and 

awakened by the incomplete-youth of Edward Scissorhands, could be seen as a:  

 

“dawning of the incognito ... the hollow space ... [this] projection space in and for itself 

is not an illusory problem ... But different from this – precisely in the material unity of 

the world – is something kept open for future possible, not yet decided reality in this 

hollow space (Bloch, 1986, p, 1294-1295) 

 

This is where, within the Blochian approach, the terakalosic principles of Edward Scissorhands 

should be understood as being of paramount importance. The childlike innocence projected by the 

malformation and thwarted youth of Edward Scissorhands, can be understood as a popular cultural 

and cinematic representation, or Form, of the incognito utopian mystery. Pertinently, Bloch refers to 

the “incognito of the Monster” (Bloch, 2006, p. 92), and suggests that its cultural representations 

contain and articulate, “traces which can ‘lift’ ... one’s own concealment.” (Bloch, 2006, pp. 96-97). 

Furthermore, in Terror and Hope Bloch suggests that nightmare images seem to be especially ‘good 

travellers through caves’, along with dark recesses, and other mysterious kinds of hideaways; 

ultimately, their narrative function is to articulate, “hallucinations of certain sinister-utopian 

possibilities of either our incognito self or of what our incognito awaits”. (Bloch, 2006, p. 99). With 

uncanny connections to several narrative mechanisms incorporated by Tim Burton in Edward 

Scissorhands, Bloch also notes that: 

 

the spectre in the ... nightmare seems remarkably true, in the split between its laughter 

and hands, its hands and words; the macabre spectacles at the carnival, the old, 

derisive, almost cheerfully horrible images of monsters, can sometimes sing that lullaby 

... The terror of the nightmare image perhaps corresponds on the other side to ... the 

fairytales heard in it, the one day that shone more brightly, a presentiment of true 

existence that floats down ... from distant heavens, a primordially simple anticipation of 

Paradise, or the summons to it. (Bloch, 2006, p. 100)   

 

 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

148 
 

Beyond the Empty-Space, Towards the Gravity of Hope:125 Uncovering Multiversal Traces of a 

Redemptive Utopian Mystery 

The Blochian framework, might well suggest that Edward Scissorhands, as an adapted and 

contemporised (or, modernised) fairytale, consists of the re-telling of several familiar, albeit 

metamorphosed themes. As explored in the previous chapter, for Bloch, the fairytale is a superior 

utopian conduit, able to subjectively unveil latent stories of Not-Yet achieved hopes. The terakalosity 

of Edward Scissorhands emits a peculiar ability to re-connect the trace-chaos of the inner realm, 

with once hope-full day-dreams and memories, re-invoking subjective recollections of abandoned 

aspirations. As utopian beautiful-monster, the cipher of Edward Scissorhands provides an enchanted 

entrance, an extra-ideological opening, that fuses the striachordant threads of chaotic 

disappointments, (or, Not-Yet-appointments), with the complexity of forward reaching and hopeful 

anticipations of youth on to the multi-dimensional horizons of Now time. As a cultural projection of 

a Brocken-shadow, Edward Scissorhands symbolically and narratively directs us back towards the 

vibrant empty-places of youthful incompleteness, and, in so doing, serves as a subliminal reminder 

of the damaged, hidden or lost spaces of hope. But, more than this, it is also a story pregnant with a 

recognition of the need to remember – not a resigned reminiscence, but a powerful future-oriented 

remembering, with the purpose of ‘thinking forward and beyond’ the stasis of the past and the dark 

constraints of the present.126 Influenced by the Blochian approach, it could be suggested that the 

marks and connections that become uncovered and established during the accumulation of 

revelations and events, represent not-only the dawning awareness of the shadows of disappointed 

hope and isolation, but also an ache for redemption. As such, the story, or tale, builds a momentum 

which stretches out towards hidden or latent aches for belonging, hope, and ultimately home 

(heimat). Prompting a (re)-discovery of the root of the source of the shadow-induced astonishment, 

                                                           
125

 Bloch uses the term hohlraum – which probably more accurately translates as ‘hollow-space’ (or cavity). 
126

 Vincent Geoghegan (1997) ‘Remembering the Future’ In: Jamie Daniel Owen & Tom Moylan (Ed’s) Not Yet: 
Reconsidering Ernst Bloch, Verso; see also Bloch, E. (1998) Literary Essays, Trans. A. Joron et al, Stanford University Press. 
Section entitled ‘Images of Déjà vu’ pp: 200-206; see also Landman, M. (1975) ‘Talking with Ernst Bloch: Korcula 1968’, 
Telos, No. 25 
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which is, primarily, (and primordially) a utopian hunger for Hope.127  As utopian traces, the 

embedded and nostalgic youth of (the older) Kim and the incomplete terakalosity of Edward 

Scissorhands suggest that something beyond their shadows is concealed, and, with melancholic zeal, 

is aching to reveal its secret. In Motifs of Concealment Bloch (2006) suggests that it is within the 

recurrent moments of Now time, that we occasionally find our latent and embedded pasts calling 

out to us for revival; nostalgic sonar-pings echo and extend forwards into the space of the future, 

where our incognito possibilities dwell; such moments are shadowed by the darkness of the Not-Yet: 

“in this and as this dispersed Now lives the still dispersed person himself ... no eyes are yet ready for 

it, in part because the depths have too few inhabitants to be other than individual and lonely. That is 

the true, fruitful incognito.” (Bloch, 2006, p. 91). Furthermore, Bloch, in The Motif of the Door 

(2006), notes that there is a tendency for experiential fracturings to crack and irrupt into the spaces 

of beautiful and utopian stories (or pictures); hued with the fleeting acknowledgement of a nostalgia 

for a utopian homeland that has Not-Yet been seen.128 It thus becomes possible to re-conceive of 

new meanings and new directions towards personally refracted escapes and redemptions.  

For Bloch, such stories of mysterious traces, and incognito possibilities, are not just recounted for 

the routine of the telling; quite the opposite, they become beloved and intimate favourites. To think 

and meditate upon the trace impacts of such stories, and, the ways in which they become beautifully 

harboured, suggests that there is a deep and embedded reason as to why they seemingly nudge, 

shock and cajole the awakening of astonishing secrets. Relative and embryonic utopian gestations 

pang beyond the teller’s narrative, to reveal the creative morphogenesis of hope. As Bloch notes, “to 

hear stories, good ones, poor ones, stories in different tones, from different years, remarkable ones 

that, when they come to an end, only really come to an end in the stirring [is] a reading of traces 

every which way” (Bloch, 2006, p. 6). The metaphoric mystery and utopian virtue associated with 

Edward Scissorhands shadow of loss, incompleteness, and, the shock of the empty-space, clearly 

                                                           
127

 McManus, S. (2003) ‘Fabricating the Future: Becoming Bloch’s Utopians’, Utopian Studies, Vol. 14 
128

 Bloch, E. (1986) The Principle of Hope, Vol. III, Blackwell; p: 1376 
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resonate with an evocative story recounted by Bloch in Traces, entitled ‘Pippa Passes’.129 This story is 

a particularly sentimental example of how the vacuousness of missed opportunity, and it’s sibling, 

empty-space, can shock and nostalgically mark the revelation of something missing:130       

 

Our friend sat in the tram car ... and across from him a girl, who he barely looked at, 

about whom he noticed only her peculiarly large pale blue eyes, noticed them dimly 

while talking to his companions. He had to notice, actually, for those eyes watched him 

steadfastly, not enticingly; rather, they were round and lonely, truly like stars ... Now 

chance came to his aid: the man dropped his ticket. He picked it up from the floor, 

thereby lightly brushing the girls knee – truly so lightly and awkwardly, so inadvertently 

in that narrow space ... Soon the tram stopped, as the stars of her eyes rose again (or 

perhaps had never set); my friend stepped off with his companions while the girl 

observed, now with a truly mysterious expression, and the tram disappeared in the 

direction of the park. The man claimed not even to have watched the taillights, so 

uninteresting did the matter seem to him, and so calm did he feel. But no sooner was 

he seated at the table than there came, in the midst of the cafe, while he was still 

listening to light news ... a crash that almost buried him: love exploded on a timed fuse. 

Illusion began to operate, and the girl within it became the beloved, the one just lost, 

and neglected, hopelessly gone, with whom an entire life sank. A beautiful, long life, 

never lived yet deeply familiar, which he recalled almost in a hallucination, and which 

lacked nothing but its tiny beginning ... one can understand the next few days, which he 

described, unreservedly open and agitated, days of wandering, of madly pacing off the 

tram route, the often repeated trip at the same time along the same route, the search 

for the pearl in the haystack ... [This] extreme case, anyway, remains one of youth as 

such, consists overwhelmingly only of youthful impetuosity and delusion, flaring and 

fading, again flaring and fading ... But of course, age speaks of an entirely different 

world from that of youth. In the latter there is much to miss; youth has, above all, as 

was shown here, the idolatry of the unknown, wholly without libertinage, and devout in 

its way ... If our fate were more intentional, then it would not sing so bitterly from this 

almost-nothing, this almost-everything. (Bloch, 2006, pp. 59-61) 

  

This moment of shock and melancholic astonishment signifies a response to the trace revelation of 

the familiar empty-space; its mysterious incognito means something, as it hieroglyphically shimmers 

on the cusp of the ‘darkness of the lived-moment’.131 As Bloch also notes: 

                                                           
129

 It is significant that the title of this short story is taken from Robert Browning’s poem Pippa Passes (in ‘Bells and 
Pomegranates [1841]); where, a young ‘innocent’ girl ethereally wanders through the streets and unfolding events in Asolo 
(Italy). Singing, as she goes, she attempts to influence the ‘troubled’ residents that she encounters, with virtues of love and 
kindness.  
130

 What is pertinent for Bloch in this story is, how ‘thematically’, it is able to nudge or prompt comparative traces from 
within ourselves (in our own reading of this – and other stories – in Traces). Thus, our own nostalgic shock-traces which 
become kick-started out of memorial slumber, as a result of encountering and meditating upon this story, is of importance.      
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there’s something that the adult as adult hasn’t found, that rather lies in the overloaded 

gaze when, on leaving a rented room, he looks about, wondering what he might have 

forgotten, or what lies in precisely that overloaded unease when he can’t find the words 

that were just on the tip of his tongue, which, precisely by vanishing, seem so 

tremendously important. (Bloch, 2006, p. 87). 

 

Concluding Comments: Traces of ‘Youth’ in the Empty-Space – Something Incognito? 

The ending scene of Edward Scissorhands then, is far from being a finite conclusion in reference to 

the inevitability of a perpetual soul-entropy. As the older, nostalgic Kim narrates, with emotive 

pathos, that her estranged Edward, unable to find home in the cold and regimented symmetry of 

suburbia, was driven back and left alone, once again, in the Gothic mansion of latent shadows and 

dreams. However, with a Blochian treatment, the story does not end here, as Edward,  incomplete, 

and with art-full longing, again, lurking in the shadows, carves – with his unfinished scissor-hands – 

reminiscent images of the beautiful and youthful Kim into the dense cold ice of winter. In the poetic 

and nostalgic beauty of her revelation, the older Kim confides to her grandchild, that, “sometimes 

you can still catch me dancing”, and, once again, we see the youthful and beautiful Kim dancing in 

the snow flurries that blizzard down, as Edward produces another of his ice-carvings. For Bloch, 

subjective moments of hopeful revelation are where proper, authentic utopian material can begin to 

unveil. Trace moments are able to recurrently whisper the Form of the Not-Yet created future in the 

present; fractal trace moments are therefore chaotic and incomplete states, which avoid being 

rendered to a state of ossification or stale ideology. Momentary trace awakenings thus present the 

possibility of utopian utterances, personalised snapshots which aggregate towards the human 

eternity of utopian longing, emphasis thus becomes shifted from the disappointment of a thing that 

once was, to a hopeful expression of a potentiality that is Not-Yet become.     

                                                                                                                                                                                     
131

 Bloch, E. (2000) The Spirit of Utopia, Chapter 4: ‘The Shape of the Inconstruable Question’ – the segment entitled: 
‘Again the Darkness (of the Lived Moment) and its Mutual Application to Amazement’; pp: 199-208 
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The strange and relative traces, which this modern, adapted, fairytale reveals and liberates, become 

untethered as dynamic point-tracks, striating towards, as yet, chaotically uncharted stories and 

territories. As a gothic-incognito catalyst, the terakalosity of Edward Scissorhands uncovers bespoke 

utopian rhythm-formations; and, beyond the story, in the beautifully-monstrous spaces of 

incompleteness and homelessness, subjective Now-time(s) dynamically recognise the shadows of a 

“trace-Mark!” The sputterance of an incognito something, strikes and registers from little, and, 

sometimes, seemingly insignificant incidents the shimmer of something to be uncovered. For Bloch, 

the breath-taking empty-space that harbours dormant trace-marks, reveals the “hole” on the 

forward future-cusping horizon of Now-time; and: “[t]hat hole is the Now where we all are, and 

which the story does not narrate away from ... the little trap door thus needs to be built on.” (Bloch, 

2006, p. 72). Within the complexity of a Blochian multiverse, this empty-space is not a ‘notification 

from the reaper’ of the inevitable pendulum of birth and death; quite the opposite it is a poignant 

revelation which contains the latent utopian promise of something-more: aspects of possible future 

scenarios which have Not-Yet come into being. Within the story of Pippa Passes, or, indeed, the 

poignant portrayal of missed, or, thwarted opportunity within Edward Scissorhands, it is the mark of 

the empty-space which disturbs us, as it “not only frightens us but stabs and lames us ... it makes us 

even more vulnerable” (Bloch, 2006, p. 97), and, proposes a jubilee, or, restoration, for the renegade 

amnesiacs of youth. These irruptive moments, in turn, unleash a jolting or astonishing (staunen) 

reminder of a secret, and often forgotten dwelling-place, an inner location, inhabited by the 

slumbering existence of ruptured, but embedded traces. This inner sanctuary, bejewelled with hopes 

and day-dreams, harbours expectant wishes of overcoming, and, just as Proustianesque memories 

tend to be evoked by familiar smells and sounds, traces-of-youth also reverberate and resurface in 

response to the familiar echoes that emanate from within this tale of homelessness, hope and as-yet 

delayed redemption.  



Chapter 6 
Opening the Doorways to Hope – Simmel, Bloch 

and Disney-Pixar’s Monsters Inc. 
 

 

 

After a snapshot overview of the narrative and unfolding events that take place in the Disney-Pixar film 

Monsters Inc., this chapter sets out to analyse the film by exploring, and making theoretical connections to, 

Georg Simmel’s essay Bridge and Door, (Simmel & Kaern, 1994; Simmel G. , 1994).
132

  To enhance the potential 

relevance of a Simmelean analysis with regard to the dominant themes that emerge from within the film, 

associated with the door, loss and redemption, the chapter also refers to Simmel’s work on, The Handle 

(Simmel, 1959a). As a way to highlight and consider the parameters of a Simmelean relativist (or positive-

idealist) analysis, the chapter then moves on to compare and contrast the Simmelean approach, with that of 

the utopian-metaphysical approach of Ernst Bloch (as has been identified above, Bloch was a student of 

Simmel between 1908 and 1911).  With primary reference to Ernst Bloch’s essay The Motif of the Door (Bloch, 

2006: 116-119), and, with additional connections to his work on detective stories (Bloch, 1993), and déjà vu 

(Bloch, 1998), the paper develops an alternating approach between the competing perspectives. Bringing the 

three themes of Monsters Inc., Simmel and Bloch together, the paper suggests that for Simmel, artistic and 

cultural representations of the door, inevitably remain as relativistic ideals, dichotomous dreams of traversing 

an unattainable human state; whereas for Bloch, the door in art serves as a metaphysical catalyst, a trace 

symbol, that prompts the awakening of actual self-encounters, which always contain the possibility of a 

contagious utopia.
133

 

  

                                                           
132

 Simmel’s essay Bridge & Door has been translated by Kaern (1994) and Ritter (1994) – this paper will refer to Kaern’s 
translation, as this version also explores connections between Bridge and Door and Simmel’s wider philosophical writings. 
133

 A draft of this chapter was presented at the American Comparative Literature Association (Global Languages, Local 

Cultures) Conference at Harvard University. The panel to which my paper was presented was "Fairytales, Film and Trans-

Formations: Global themes and Local Connections" (the title of my paper was "Detecting Redemption: Traces of Hope in 

Disney-Pixar’s Monsters Inc."). My thanks goes to the other presenters and panel members whose questions, constructive 

feedback and useful suggestions assisted in the direction and completion of the subsequent chapter.   
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Monsters Inc. 

In Disney-Pixar’s 2001 computer-animated film (the studio’s fourth feature-length film, directed by 

Pete Docter), Monsters Inc. is a large, industrial, energy company, located in the fictitious place of 

Monstropolis; as a place of work it is unusual, as it employs Monsters to carry out the extraction and 

maintenance of the city’s much needed and valuable energy resource.  The source of the all-

important energy – in constant demand in order to maintain the lifestyles and services of the 

Monstropolian citizens – happens to be the screams of human children. The task of the scare-floor 

Monsters is thus to extract, and catch, the terrified screams from the children; this is done by 

visiting, and frightening them whilst they sleep at night in their beds. The way that the ‘Monster-

scarers’ enter the personal worlds of the children, so as to obtain their targets and quotas of child-

screams, is technologically ingenious; within the vast factory storage space, a seemingly infinite 

collection of unique and separate closet doors (each with its corresponding counterpart in the 

human world), becomes sequentially and individually selected. 

Once the allocated closet doors have traversed the labyrinthine 

transport-track system, they arrive at the scare-floor, where 

they then are secured into place by a complex system of 

automated pulleys, pistons and hydraulic clamps.  

 

The scare-shift commences, as soon as the Monsters Inc. factory becomes aligned with the night-

time zone of a particular geographical area on earth – thus, the door, once selected, secured and 

powered-up, becomes ready for the entrance and transportation of its allocated Monster. As soon 

as the closet doors are opened, the Monsters are able to creep into the night-time dream territory 

of the unsuspecting and sleeping children. The Monsters transcend the machinated and industrial 

expanse of the scare-floor, and, via the access portal which is established, embark upon an 

Figure 16 Sulley & Mikey of Monsters Inc 
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instantaneous journey which traverses the unquantified distance between the factory in 

Monstropolis and the parallel human world of darkness, dreams and shadows. As the trained and 

carefully selected scare-Monsters step-over, and make the transition into the bedrooms, they 

unleash their techniques of fear, so as to incite the terrified screams, and, in turn, re-charge the 

Monstropolis energy levels. But, all is not well in Monstropolis ...  

Whilst continuing the Simmelean/Blochian frameworks as set out in the previous chapter, the 

unfolding theoretical analysis of this chapter, will place less emphasis upon the terakalosic elements 

of the chosen film, and instead, will focus upon one of the main images used throughout the film – 

that of the door – and, the way that this symbol acts as a bridging or connecting mechanism 

between Monstropolis and the human dream realm 

(which leads, ultimately, to the redemption and 

transformation of Monstropolis). Hence, the 

resultant analysis will explore this metaphorical and 

narrative mechanism, and the ways in which two 

the apparently separate worlds become intricately 

connected. 

A bridge too far: The Simmelean Door – A Symbol of Idealised Connection? 

Simmel, his Bridge and Door essay addresses the apparent ‘general’ function of the process and 

significance of the bridge within art. Simmel suggests that the bridge: 

 

symbolises the spreading of our will through space … in our purposeful thinking, in our 

desires, in our imagination … The bridge gives a single manifestation to an ultimate 

meaning that is beyond anything perceivable by our senses … the bridge, through its 

immediate and spatial concreteness, has aesthetic value the purity of which is 

portrayed in art when it puts the unity of the merely natural – that is achieved through 

the mind – into the island-like ideal wholeness of art. (Simmel & Kaern, 1994, p. 409). 

 

Figure 17 Sulley, Mikey & Boo on the door-
transportation system 
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Importantly, then, Simmel suggests that the notion of bridging as a physical and symbolic (in the 

sense that it represents a metaphorical allegory) manifestation, articulates an aesthetic essence. As 

a symbol of traversal connection, the bridge in art communicates a recurrent and uncanny theme, 

which manifests, in a mutating form, the universal human exploration for a destination, or, state of 

completion. The bridge in art hints towards the allegorical pursuance of an ultimate, a place where 

trans-subjective humanity attains a holistic, or synchronised soulful connection. Culture continues to 

produce aesthetic and artistic creations that incorporate familiar permutations of the bridging 

theme, as it is able to communicate a deeply felt and cross-generational attraction and draw 

towards the shimmering mirage of an ideal. Simmel suggests that in relation to this, there is a 

fragmented – shard, or splinter-like – aspect of the human condition, which dictates the need to 

attempt to uncover (or put into place) sets of meaningful physical and metaphysical links (Simmel, 

2010). Whilst the bridge, at least across the realm of the physical world, has been able to 

successfully broach chasms and other forms of restrictive and challenging terrains – and in turn 

achieve the trans-corporeal conquest of physical space; on a metaphysical level, any actual 

manifestations of inter-connectivity must remain a shifting ideal, and so remain just-out-of-reach. 

Inter-related metaphysical states of human perfection can never really be established. As part of the 

compulsion to formulate a stable cartography of the inner territory, we presume and pursue 

connections between (what in actuality, are continually unrelated) entities; we are thus unavoidably 

susceptible to this recurring disposition in order to attempt to make life make sense.134  

Simmel’s essay on The Handle provides further useful and sympathetic references to his 

understanding of art-ideals and resultant inner expeditions, and, the ways in which such artefacts 

may prompt aspirant pursuits in search for the ultimate contact. Whilst in The Handle Simmel speaks 

of the art of painting as being able to present important aesthetic and artistic image-ideals, he also, 

somewhat more esoterically (at least contemporarily), discusses the notion of the vase and the ideal 

                                                           
134

 Prior to interpreting Simmel’s essay on Bridge and Door, Kaern (1994) provides a detailed exposition of Simmel’s wider 
philosophical and methodological framework – which he terms ‘positive idealism’. For further readings in relation to 
Simmel’s ‘oscillating’ framework, see: Axelrod, (1991); Mamelet, (1965); Simmel, (1968); Simmel, 1971a; Simmel, 1971b.  
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of connection associated with this particular object as art. For Simmel, the handle on the vase, on 

one level, fulfils a functional purpose, as it is the feature which projects outwards and invites 

physical contact; however, the handle also articulates an aesthetically important essence, as it is the 

mechanism which enables the corporeality of human touch to establish a fleeting fusion with the 

ideal of the artwork, which lies somewhere beyond its physicality. The mysterious enclosure of the 

spout, is thus the aesthetic and metaphysical inversion of the handle, as symbolically, it is the 

initially visible gateway to the secret hidden somewhere within and beyond the ideal of the vessel, 

which we are never quite able to establish contact with.  

Whilst our current argument is not so much related to the vase; if we consider the handle in relation 

to the door, it is a theoretical aspect that does indeed contain a particular relevance. The Simmelean 

notions of connectivity associated with the vase-handle, and the painting, can therefore be 

generalised and assumed to encompass various contemporary human encounters with doors and 

handles that symbolically manifest within film-as-art. The door-handle within the context of the film, 

can also be acknowledged as an important aesthetic object; just as the handle is visualised in the 

contemplation of Simmel’s vase, in turn, there is a seeing and visualisation of the handle on the door 

in the film Monsters Inc. In the midst of this idealised aesthetic, the handle, in both scenarios, is the 

symbolic mechanism which must be considered, in order to physically grasp, and establish contact 

with the entrance, and, in turn, make an attempt to transcend the corporeal world and peer into an 

inner mystery. In relation to Monsters Inc. then, Simmel’s handle ideas, articulate several useful 

theoretical sympathies, as he suggests that through the handle, “a mediating bridge is formed”. 

Considering the narrative and imagery within the film, through its symbolism, there is a psychic 

prompting to reach-out (or in), to take hold of the handle, and open the metaphysical inner door to 

somewhere beyond; here, “the soul reaches … the closed sphere of its consciousness; and although 

the soul’s sphere is the opposite of the corporeal one, it is, nevertheless, intertwined with it through 

these two processes.” (Simmel, 1959a: 272). Although there is a hint of trans-subjective possibility 
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that appears to sputter and emerge from within Simmel’s argument here, he inevitably moves to 

snatch back the free radical thread, and re-direct it back into the confines of his dialectically-

undulating system. He notes that the space of the ideal realm, articulated by the symbolic handle-

bridge of the object, and the physical touch established by the human reach, can never actually be 

broached by the bridging mechanisms; the work of art itself, (whatever it is), continues to lead its life 

in an ideal or idealised space beyond the corporeal. Increasingly synchronous metaphysical 

formations in this faraway land “can no more come into contact with actual space than tones can 

touch smells.” (Simmel, 1959a, p, 267). And, just in case we were in any doubt about the Simmelean 

pendulum returning to the gravity of its dialectical swing, Simmel notes that, with any or all such 

artistic ideals: 

 

we are concerned with nothing less than the great human and ideal synthesis and 

antithesis: a being belongs totally to the unity of a sphere which encloses it and which 

at the same time  is claimed by an entirely different order of things … Whenever we … 

create structures that have objective norms, we enter, with the parts or faculties of 

ourselves that are involved, into ideal orders that are propelled by an inner logic … 

Every single ability, action, and obligation pertaining to that being must remain tied to 

the law of its unity, while at the same time we belong to that ideal external realm which 

makes us into points of transition for its teleology.” (Simmel, 1959a, p, 274). 

 

The possibility of transgressing the spherical limitations of our relativistic and ultimately splintered 

and separate lives – towards some greater whole, thus perpetually reverts back to the fluid and 

hazy-realm of the external ideal. Aesthetico-objective ideals are indeed articulated within and 

throughout culture, but, they are always confined to refracted encounters in subjectively unique 

ways; as their permutations inevitably and constantly shift. In returning to the main theme of the 

argument then, for Simmel, the connective function of the bridge fulfils important physical and 

idealistic needs; in its multidimensional manifestations, it is a creative utility, which enables 

intermittent and progressive moves towards attempting to cancel-out, or overcome obstacles. But, 

more on this later.  
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The second part of Simmel’s Bridge and Door essay makes a transition, and moves from discussing 

the virtues of the bridge, and begins to explore associations that can be related to the door. In a 

similar way to the bridge, the door also links the notions of separation and connection; but, Simmel 

suggests that it is by this particular entity, that a much more personally-intense set of associations 

can take place. Whereas the bridge arches across difficult obstacles, and cuts a passable channel 

through space, the door provides entry-ways and exit-points through the delimiting constraints of 

borders and walls. The walls and boundaries of a house, for example, separate off the unlimited 

immensity of outer, external space, and create an enclosure, an intimate miniature space. The 

separation imposed by the walled-enclosures of such boundaries, can of course be punctured and 

overcome via the gateway provided by the door: 

 

when humans define their own limitations [they] do so with freedom ... The finiteness 

into which we have put ourselves always borders somewhere at the infinity of the 

physical or metaphysical being. In this way the door becomes the symbol for the 

threshold on which humans always stand or can stand … life flows out of the 

limitedness of the isolated being-by-yourself, and it flows into the unlimited number of 

directions in which paths can lead. (Simmel & Kaern, 1994,pp, 409-410). 

 

Where Simmel and the film Monsters Inc. is concerned, physical bridges are not explicitly linked into 

the story; however the elaborate and feasibly detailed dream-doorway mechanism, located in the 

factory’s foundry-esque scare floors, are used by the Monsters to enter into a different location. By 

this mechanism a chasm of some undisclosed nature is bridged, which enables the monsters to pass 

through the two perfectly synchronised sets of closet doors, and enter into the night-dreams of 

human children. From a Simmelean point of view, the doorway contraptions, first and foremost, 

establish a kind of quantum-bridge, through which we witness the connection of two different 

locations by the opening of a portal. The portal connection instantaneously bridges the space 

between the two separate dimensions of Monstropolis and the human dream-realm. The real 

emphasis of the film though, is not on the notion of the bridge – the main and predominating 
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theme, fantastically woven into the story, is of course the door. As we have stated, for Simmel, the 

door is able to express a more intimate and subjectively profound significance, and can be 

understood as a powerful and liberatory image. The Simmelean door represents a flexible 

demarcation between the limited and the limitless (Simmel & Kaern, 1994, p. 410). In the film, we 

see that the closet door operates in both of these ways; in one sense, we can see it being used as a 

coercive and inhibiting mechanism, by which Monsters enter into, and aggressively attempt to 

manipulate the childhood dream-realm. By passing through the closet door, (symbolic for the portal 

of sleep), they inject terror into the dreams of children, with the aim of bringing about a controlled 

outpouring of fear-induced screaming. The film confirms the potentially coercive association with 

the door, when we see that Sulley & Mikey make a bungling attempt to hide “Boo!” in their 

apartment, (they do this in order to avoid being detected for breaching Monstropolis security, by 

allowing a human child into their territory); when “Boo!” grows sleepy, Sulley settles her in the 

bedroom, and here we are shown that she is afraid to go to sleep and dream, as she is afraid of what 

lies behind the closet door (again, a symbol for the door-portal of sleep). So, Sulley reassures her, by 

sitting in front of and protectively guarding the closet-door until she is able to safely drift off to 

sleep.  

Interestingly, as the film progresses, we grow less and less certain as to which world is encroaching 

into which; the inverted realm that we peer into, initially presents us, on one side with the trained 

and focused dream-wrecking Monsters; but, these are Monsters who ultimately, are terrified of (and 

desperately attempting to control) the dream-realm of human children. As part of their Monsters 

Inc. training – and this appears to reflect the overall belief system throughout all of Monstropolis – 

the Monsters have been instructed to stay clear of any contaminating contact with human children. 

And, to ensure that this is rigidly enforced, the Child Detection Agency (CDA) responds to any reports 

or sightings of children in Monstropolis. On the other side of the closet-door (or dream-portal) – we 

see the occasional snapshots of children who are afraid, (although increasingly less-so) of the scary 
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dream-Monsters, as they fearfully encroach into their dreams. Through the cute little human 

character of “Boo!” who accidentally breaches the security and protocol of Monstropolis (with 

fabulously comedic consequences), and inadvertently crosses through the doorway, we witness the 

transcendence of the boundaries between the two worlds. As part of “Boo’s!” journey into the 

Monster realm and the world of Sulley and Mikey, we observe an adjacent process of human-

adventure, of being lost in an unknown and scary dream-realm, and ultimately being able to 

transform it.  

Where “Boo!” and the Monster-realm is concerned, as the two separate worlds begin to intimately 

collide, we see that they are mutually afraid of their juxtaposed (and mysteriously connected) 

existences. Furthermore, we gradually begin to see that the adventurous territory of dreams – if 

unconstrained and liberated – can become a powerful and untapped source of transformation, one 

that is able to unleash an infectious and redemptive source of love, laughter, and new possibility. In 

a liberatory sense, the world of Monsters appears to be transformed through the simplistic values of 

a recaptured childhood adventure, with its associated wonder and innocence. The resolution and 

union of the two worlds, brings about a redemptive outcome. As far as the Simmelean analysis is 

concerned, on this point, it could be suggested that, just as the door can be associated with a fearful 

lack of control – where the encroachment of the Monsters is concerned; it is also an image that can 

be understood as an important source of overcoming: “... being limited finds its meaning and its 

dignity in what is signified by the door – the possibility of at any moment stepping into freedom and 

out of being limited.” (Simmel & Kaern, 1994, p, 412). The double function of the closet door thus 

suggests the possibility of moving beyond, or redeeming, the loss (or restriction) of the ability to 

dream; and also the transformative and redemptive power associated with idealised connections (or 

projections), where adventurous encounters with art are concerned.    

The Simmelean bridge and door are able to articulate the human desire to move beyond ‘isolation 

and separation’; and, we can understand Monsters Inc. as an artistic manifestation of this recurring 
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symbolic ideal.135 The film, with its artistically connective-redemptive bridge-and-door-portal, can be 

understood as yet another aspirational human tale of moving-beyond physical and metaphysical 

constraints and limitations. For Simmel, it is very human, to want to make the film’s content ‘mean’ 

something; yet, to do so, is to succumb to the compulsion to suggest that it might, just, contain a 

code or key to some Not-Yet established trans-metaphysical possibility. But, try as we might, (and as 

humans, we inevitably will) - any thread-like connections to the work have to be seen as relative 

adventures.136 For Simmel, the possibility of holistic trans-human connectivity beyond the artistic 

ideal of the door is essentially fictitious; the finality of any pure destination, a metaphysically 

completed end-point, (a human phenomenon somehow free from the undulating and dialectical 

nature of the ideal-versus-corporeal and fragmented human condition), must be false. And yet, for 

Simmel, this should not necessarily be seen as a major problem, as the absent reality of such a 

scenario, is of limited importance; instead, it is the film’s representation of the quantum-bridge and 

closet-door ideals, which should be regarded worthy of analytical attention, and not some shifting 

and unreachable mirage beyond its artistic image.  

Opening-Up to Utopia: The Blochian Door – An Entrance to the Not-Yet? 

For Ernst Bloch, the metaphysical impact and function of artistic representations of the door (and its 

associated trans-morphing transitions), takes on a more profound significance; for Bloch, the 

symbolism of the door hints towards much more than a mere unattainable mind-ether. The door in 

art represents an archetypal (inner) entrance, a cipheric-image that invites an inner journey to take 

place, a volutionary ingression, which, beyond the doorway, pierces through, and into a ‘psychic 

passageway’; for Bloch, there is an attainable something that lies beyond the subjective-doorway, on 

                                                           
135

 Freeman (2005) can be seen as a useful example of an analysis of Monsters Inc. in this vein. 
136

 Simmel suggests that “[s]urely it is among adventure’s most wonderful and enticing charms that the unity toward which 
at every moment, by the very process of living, we bring together our activity and our passivity – the unity which even in a 
certain sense is life itself” (Simmel, 1959b, p, 249). Therefore, subjectively, we are constantly in touch with the two 
tendencies, as, “every single experience contains a modicum of the characteristics which, if they grow beyond a certain 
point, bring it to the “threshold” of adventure”. Thus, within Simmel’s complex web of intersecting and dialectical 
processes, adventure comes to be understood as the enticing challenge to rise above the passivity associated with routine 
life. As such, we all have the ability to become adventurers, to do so, means to disrupt the passivity (predictability and 
calculability), and push towards active and unpredictable creativity. However, it needs to be acknowledged that within our 
refracted adventures, activity and passivity conjointly remain as part of the same subjective unity. 
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passing through we enter a trans-subjective conduit of hope where journeys of discovery, in search 

of possibilities of subjective-objective redemption can indeed take place. From within this 

framework, the shifting form and context of the door, offers powerful manifestations of the 

mutating and multifaceted hieroglyph of human-hope; in this sense, symbolic representations of the 

door, beckon to us to take hold of the handle, open up the door, and step beyond it; representations 

of the door thus entice our innermost hopes and desires to metaphysically wander to the border of 

what-has-become – so that we might begin to peer beyond the constraints of what-is, and begin to 

increasingly reach-out towards new possibilities that lie dormant within the unmade future.137 Thus, 

with Bloch the door can be understood as: 

 

a mouth that swallows [us] just as solitarily and emptily as everyone must face 

death alone; or, it becomes the entrance into a something that we don’t know, 

and where the body has no more walls ... the effect that the door evokes 

everywhere it appears is peculiar, in art or literature: [it is] the wall of sleep and 

the portal of death. (Bloch, 2006, p, 116). 

 

In his brief and cryptic essay on the Motif of the Door, Bloch intimates that the Soul, upon the point 

of death, departs through a final door. This ultimate portal-doorway is a psychic aperture through 

which the soul metaphysically departs, on its trans-morphous journey through to the next 

dimension. Interestingly, Bloch infers that this mysterious transit-portal is the same location 

experienced in the higher dimensions of sleep and dreaming. Within this beyond realm of human 

experience, dreams are eternally free to wander into and ascend the unbounded expanse of the 

dream-death-portal; but, it is a practice that deteriorates with age, and we progressively forget the 

early, relatively unhindered adventures in-to those outer reaches. Even so, trace memories of these 

astonishing vertical journeys, linger, from the untethered days of childhood (Bloch, 1970, p, 5), and 

déjà vu moments emerge from within conscious-state day-dreams which reawaken the latent 

                                                           
137

 The Blochian ‘metaphysical’ is a radical ontological process of becoming – a continual movement towards the possible 
horizons of the ‘Not-Yet’. See Wayne Hudson (1982, p, 124). 
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essence of their distant and incomplete hope-wishes.138 Some of our mysteriously poignant waking 

moments of reverie and nostalgia, are so astonishing in their revelation, because they contain trace 

remnants from some of the particularly profound and vertically-deep dreams that we have 

experienced. Occasionally, through our interactions with all kinds of cultural products, we are 

prompted to recollect and recognise glimpses of the vaguely familiar locations of their unarticulated 

or unfinished hopes, fleeting, conscious recollections of the inward (upward) journeys, shocked back 

into momentary awareness by a certain phrase, image, or story. For Bloch, (and in The Motif of the 

Door – this includes cinematic articulations), art throughout culture can serve as a powerful 

reminder of this distant beyond, a realm which exists in a non-quantifiable territory, somewhere 

outside of the symbolic representations that re-awaken the strange memories of that place of 

unarticulated possibility. Routine, daytime activities can be mysteriously punctured by the 

experience of a strange recognition of vague familiarity, an emergent déjà vu trace connection 

prompted by a song, smell, memory or image for example. An association thus takes place between 

a cultural artefact, elements of our incomplete past, and, the possibility of completion somewhere in 

the future; thus, authentic déjà vu relates to:  

 

awakening with a shock to all the past disruptions of this kind, all the aborted 

beginnings of our life in general ... This too is suffused by a feeling of recovering 

something once possessed – and by a feeling, quite motionless in itself, of re-entry. 

(Bloch, 1998, p, 202-205). 

 

Within the Blochian framework the possibility of connection and transformation associated with a 

trans-subjective metaphysical-beyond, (the notion which the Simmelean framework rejects), begins 

to appear as a mysterious possibility. The Blochian door begins to emerge as a kind of metaphysical 

tool of recovery, an alchemical cipher that communicates its (and our own) symbolic capabilities of 

                                                           
138

 Fredric Jameson points out, in relation to the Blochian ‘trace’ that “... the trace in Bloch is both an external object and 
an immediate experience: its authenticity is certified, before any conscious intellectual interpretation, by the sheer act of 
the astonishment with which we pause before these glowing emblems in which some urgent yet utterly personal secret 
seems to be concealed.” (Jameson, 1971, p, 122). 
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stepping beyond, becoming and redemption.139 This door of possibility opens up to many entrances, 

a wider set of labyrinthine hallways with inter-connecting passageways that contain the sprawling 

tendrils of Bloch’s wider philosophical system. Passing through the Blochian door, armed with his 

wider conceptual arsenal, we can begin to piece together hope-clues from the past, and so uncover 

and begin to articulate twinkling’s of new and future possibilities. We are to do this by considering 

the various sources of everyday culture that we encounter (or seek out), and the trace moments that 

they occasionally prompt and awaken within us; furthermore, by following their uncannily familiar 

trace paths, we make connections between past memories of unfulfilled encounters, and seek out 

redemption through new possibility.  

Somethings Missing: Detecting Clues of Undisclosed Possibility in Monsters Inc. 

For Bloch, apparently mundane, and mass produced cultural material, for example, (some of his own 

favourites and examples) cowboy stories and the Wild West; Detective stories; and of course 

fairytales, (see Bloch, 1993; Dayton, 1997; Zipes, 2002), have the potential to provoke us, our 

thoughts and hopes, towards the edge of the predictable, the known, and the familiar. The recurrent 

(as Bloch would call them) utopian themes of overcoming, liberation and escape – themes that 

continually emanate from popular-culture, literature and cinematic sources – have the potential to 

kick-start a foundational (or pre-formed) consideration of a Not-Yet attained metaphysical hope. 

Whereas with Simmel we are presented with a dialectically intersecting philosophical penduli, Bloch 

presents us with a multi-directional/multi-dimensional open or process approach. Emanating and 

ascending from within the Blochian system, the Not-Yet-made essence of the future, becomes a 

powerful and unarticulated expanse of open and uncharted terrains; therefore Bloch’s category of 

the Not-Yet suggests that the possibility of redemption and newness is to be understood as both a 

subjective and objective plain of future potentiality. Arguably, Monsters Inc. can be seen as a cultural 
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 Within the Blochian framework, his term, ‘Denken Heisst Uberschreiten’ (thinking means stepping-over or ‘venturing’ 
beyond), articulates this well; i.e. in order to creatively step beyond contemporary constraints, we firstly need  to think 
ourselves towards the possibility of liberation. (See: Roberts, 1990) 
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artefact that articulates several of Bloch’s utopian categories: first and foremost the film portrays 

the redemptive possibility of the symbolic door and the transformatory social contagion associated 

with hopeful dreaming and the reaching-out towards unmade possibilities; as such, the film contains 

an array of utopian codes, which prompt the probing of psychic directions inwards towards a place 

where creative dream-source transformations can begin to take place. Monsters Inc. can be seen as 

a modern day magic tale of sacrificial love; and, furthermore, we see the transformatory impact of 

its powerful development, which eventually leads-out and contributes towards the awakening of a 

wider, objective hope, and ultimately – positive social transformation.  

Amidst the dominant utopian themes, there is also embedded within the core of the narrative the 

gradual unfolding of a mystery, in the form of a criminal plot against human children (geared 

towards technologically extracting their screams). In relation to the unravelling of this mystery 

within the story, I wish to refer to Bloch’s essay on the Philosophical View of the Detective Novel 

(Bloch, 1993). Whilst Monsters Inc. is not a detective story as such, I suggest that there are certain 

theoretical aspects within Bloch’s discussion of detective-type stories, that can be sympathetically 

uncovered and applied to not only his wider conceptual-system, but also the unfolding of certain 

events within Monsters Inc. Amidst the ‘other-realmic’, fantastic and slap-stick format of the modern 

tale, the facts surrounding the initially invisible and gradually emergent crime unfold; clues and 

traces of evidence emerge piece-by-piece. The extent of the complicity (and the main perpetrator of 

the crime), does not actually come to light until the final stages of the film. As Bloch tells us:  

 

detective expeditions … are not so random after all. They search, observe, and 

follow nothing but clues along the way. Indeed, all they are is a hunt for sufficient 

evidence in narrative form.” (Bloch, 1993: 246).  And also that, the ultimate clue 

“... will consist in the unmasking of the most unexpected, least suspected person 

as the perpetrator.” (Bloch, 1993, p, 253). 

 

The fact that within the film, we are initially unaware of the unfolding plot, and are kept from 

knowing the absolute details until the very end, is of particular importance for Bloch. The increasing 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

167 
 

clues – Randall’s suspicious behaviour and loaded responses – invite the spectator further, and 

intimately, into the unravelling scenario.140 Bloch refers to this strategy as the ‘unnarrated mystery’; 

in our attempts to tune into and discover the facts of the plot and the perpetrator, we become 

personally involved in the puzzle and the search. The active searching and uncovering that takes 

place, in order to attempt to resolve, or complete the unnarrated mystery, is indicative of a wider, 

more profound metaphysical activity. The space opened-up by the mystery, and the resultant moves 

to solve the puzzle, for Bloch, is essentially the same space and searching activity that is invoked 

whether reading Agatha Christie, Sigmund Freud, Sophocles’ Oedipus Rex, or indeed the Bible. (see 

Bloch, 1993, p, 261, and Thompson, 2009).  

The final scene of the film (prior to the comedic out-takes) provides us with a particularly strong 

example of the Blochian unnarrated mystery, as it invokes us to wonder: “Boo’s!” reconstituted 

closet door (having been previously shredded and destroyed) requires one final piece – to make it 

whole again. The elusive final piece has been kept, and cherished, by Sulley since the door’s 

destruction. As we watch Mikey place the final piece of the door-puzzle carefully back into place, the 

door becomes powered-up and active once again. We see Sulley enter through “Boo’s!” closet space 

one more time; but this time, we are left to wonder about the magical expression of astonishment 

on Sulley’s face as he partially steps across and gazes into that other realm. We are left with a 

hopeful ache to see the nature of Sulley’s undisclosed astonishment, and left to psychically grasp at 

the cusp of myriad possibilities that lie 

behind the door. Through the Blochian door, 

this unnarrated content prompts us to 

fleetingly, (amidst the brief moment of 

astonishment), grasp for the rusty handles 

and ancient locks of our own inner door. We 
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 We gradually and eventually discover that Henry J. Waternoose III (Monsters Inc. Company director) is the main 
perpetrator in the unfolding ‘crime’.  

Figure 18 The last piece of Boo’s splintered door 
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desperately wish to see past the door of the work, and in so doing grasp for traces of the 

unquenchable and recurrent utopian pull towards the possibility of newness and redemption.141 

Through Sulley and the now mysterious “Boo!” we are offered an invitation to nostalgically unravel 

our own unfulfilled memory-traces, and move towards a future time where they indeed might just 

be fulfilled. With this, the final unrevealed mystery – the unnarrated content of the reconstituted 

whole of the fragmented door – we are left with the wish to write ourselves into, and beyond, the 

door. The closed portal (to a childhood of blue horizons), and, the shredded door made whole, 

become activated and opened once again; through this door, the spectre of a familiar and haunting 

shadow casts an astonishing mirage on the cusp of the empty-space of now-time; formative fractal 

striachordancies ache and gaze wishfully towards the possibility of its potent promise.  
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 Hudson (1982: 91, & 155-156) suggests that Bloch ‘taps’ into the same problem that Heidegger’s analyses address – i.e. 
the constant and shifting becoming of being; however, Bloch attempts to articulate a process of sporadic ‘grounding’ 
(through a utopian trace-praxis), where humanity experiences the possibility of incremental progression towards the Not-
Yet of ‘home’. Geoghegan (1996, p, 161) discusses Jameson’s (1971, p, 121-122) analyses of Bloch, in relation to the 
Derridean trace; Geoghegan and Jameson offer the basic tenets of an exploration of the differences between the Blochian 
and Derridean ‘trace’. For Derrida the traces of meaning within language are foundationless, and are subject to the 
infinitely shifting associations of the ‘users’ of language. Within Bloch, this does not negate the notion of the trans-human 
utopian-drive; we all experience refracted and relativised permutations of the traces of nostalgia and hope –  but for Bloch, 
these are traces of the undisclosed and unmade nature of subjective and objective (Not-Yet) futures, a utopian homeland 
that we must progressively move towards. 



Chapter 7 
Disney, Ideology and Beyond: The Hunchback of 

Notre-Dame as ‘Homo Absconditus’ 

 

 

 

Chapter 7 sets out to deal with the Blochian notion of cultural production and ideological (or cultural) surplus. 

The main vehicle, to which the Blochian analytical framework is applied, is that of ‘Disney’. Hence, the chapter 

begins by exploring Walter Elias Disney – a brief biography of the man, his vision and drive, and, relentless 

creation of a massive and successful media and distribution corporation. This leads on to a chronological 

consideration of the lingering vice-like hold that Disney held over all aspects of the corporation, until (and, 

arguably beyond) his death in 1967. In relation to this, the ideology of Disney the corporation, is then 

addressed, by exploring analyses from prominent Disney critics, notably Henry Giroux (2001, 1995), Jack Zipes  

(2002, 1995), and, Byrne & McQuillan (1999); and counter-dominant-ideology critiques via Griffin (2000), Raz 

(2000), Huyssen (2003) and Brode (2004). The chapter then moves on to consider Disney’s animated film The 

Hunchback of Notre-Dame, and incorporates Bloch and, a Blochian analysis of this particular film and story. 

Unpacking utopian archetypes and themes from within the symbols and characters of the film and the story, 

the analysis moves on to consider Bloch’s arguments associated with atheism, Christianity, and, the Church.      

  



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

170 
 

Disney ‘World’…  

Walt Disney was a man whose drive and personality engineered the successful and unrivalled 

formation of a cinematic and cultural empire. His personal characteristics and rigid perceptions 

provided keystone principles, which arguably still emanate throughout the more familiar and 

ubiquitous Disney productions experienced by millions of people today. Croce (1991) reminds us 

that Walt Disney's control was to manifest itself in the aggressive and highly questionable tactics 

invoked, in his attempts to maintain the Corporation as a non-unionised entity. Elliot (2003) notes 

that in order for Disney’s workers to gain unionised recognition and consultation rights (and so 

impose minimum wage levels and maximum working hours), the Disney Company was subject to a 

succession of strike threats. When the actual strike took place in 1945 it lasted eight months. 

However, three days after agreeing to the strikers demands, Walt Disney sacked 450 of the 

employees, stating that the company could no longer afford to keep them under the new regime 

(Elliot, 2003, pp. 186-187). Disney later declared that the strike was orchestrated by certain 

employees with communistic sympathies; he therefore rid the company of this dangerous influence. 

The absolutism of Disney’s control over the company ensured that his values and decisions 

permeated every bureaucratic level and creative step of the production process (Mosley, 1986, p. 

183).  To this end, his personal ideals (which aspired to preserve and nurture a more traditional, and, 

hierarchical communal connectedness), meant that he admired and pursued a system of patriarchal 

autocracy, which, in turn, was to become vehemently implemented throughout the company 

setting.142 It followed that these values and ideals were also to become translated and brought to life 

as part of the early Disney animated productions; the first major Disney fairytales portray a utopian-

tinged homesickness for an idealised past, infused by themes that gaze back to earlier, simpler 

times. In relation to this, a major formative influence upon Walt Disney the boy was the time that he 

spent with his family, on the Marceline farm in Missouri; here, Walt connected with and befriended 
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Wasko (2001) reiterates the extent to which Walt Disney unflinchingly and relentlessly maintained ‘ultimate’ control of 
the organisation. However, (Kurtti, 2007) notes that many employees who were Disney’s contemporaries found that Walt’s 
approach ensured that the organisation maintained an efficient and productive culture, able to bypass the bureaucratic 
drudgery associated with ‘democratic’ committees.     
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the many animals there, and loved the space and freedom that the location provided, which enabled 

him to regularly wonder and daydream (Mosley, 1986, pp. 22-27; Gabler, 2008, pp. 10-15); the 

relative freedom of the farm also allowed him to focus his creativity, where he would imagine and 

sketch depictions of escape – this of course represented his own liberation from his overbearing, 

abusive and violent father (Elliot, 2003, p. 7). Amidst the Disney-tinged films of Snow White, 

Fantasia, Pinocchio, and Bambi, we can see how Walt Disney reflected the desire for a rather 

sanitised and rose-tinted future. The mediated articulations of Disney’s values and aspirations were 

to be reflected through not only the company’s animated products, but also the more grandiose and 

geographically challenging developments associated with the commencement and progressive 

growth of the Disney theme parks.143 Disney’s personal nostalgia was to manifest as part of these 

ambitious developments, as the Main Street in Disneyland was conceived and constructed as a 

replication of, and homage to, the small town located close-by to the Marceline farm (Gabler, 2008, 

p. 18). Disney so wanted the childhood that he never had, that he set about articulating and 

constructing it whenever and wherever he could. We must consider the above lesser-known and 

darker aspects of the Walt Disney legacy, alongside the knowledge that he also actively served as an 

FBI SAC agent.144 Elliot (2003) argues that Walt’s deep sense of personal betrayal at the hands of ‘his 

boys’ in the Disney studio strike was capitalised upon by the head of the FBI J. Edgar Hoover, who 

positioned himself as a staunch, dependable and patriotic father-figure, and also offered him a 

replacement FBI family.145  

Walter Elias Disney died of cancer over forty years ago, in 1967, resulting in successive shifts in 

power and influence at the corporation, making the sprawling and visible tendrils of the modern-day 

Disney conglomerate appear very different to the classic Disney days. As a corporation, it still 
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 Pinsky, M. I. (2004) The Gospel According to Disney: Faith, Trust and Pixie Dust, Kentucky: Westminster John Knox Press; 
p: 230-237 
144

 (Elliot, 2003) SAC: Special Agent in Charge; Elliot explores Walt Disney’s FBI files – declassified in 1982 – and notes that 
he was responsible for tracking and reporting on suspected ‘communists’ amongst Hollywood’s cultural circles and 
hierarchy.  
145

 This is significant because, for many years, Disney never actually knew the identity of his real mother; Hoover offered 
Disney the services of the FBI to investigate and track-down the traces of evidence that appeared to refer to his mother. 
This took the FBI team to Mojacar in Spain. For the full details of this aspect of Disney’s biography, see Elliot 2003.  
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markets itself, and is recognised by Disney's;  however, as has been suggested the products belie the 

ruthless heritage of a dictatorially cloaked regime, a system maintained through unrelenting 

discipline, coercion and often racially motivated control. Disney’s formative influence should still be 

considered as being relevant for any continued analyses of the Corporation. 

Byrne & McQuillan (1991) concur with Croce and the earlier Disney critics, and suggest that the 

contemporary Disney product – whilst, publically, still very much associated with innocent 

entertainment – should be subject to more intensive scrutiny and academic critique; they argue that 

the uncovering of its conservative foundations and reactionary values serve to demolish the 

corporation’s claims to being politically neutral (p. 2). Hiaasen (1999), in Team Rodent supports this 

view and puts forward a brief, almost pamphlet-type barrage of aggressive – but often humorous – 

aphoristic chapters that tackle modern Disney’s consumer greed.146 He notes in particular, that 

rather than representing and articulating wholesome or ‘pure’ ideals, as we would normally expect 

from Disney, Hollywood Records – a subsidiary company of Disney – churned-out a succession of rap 

artists that espoused anti-establishment tendencies such as aggression and murder. Furthermore, 

Schweizer & Schweizer (1998) highlight the disturbing Health & Safety risks that the Disney Company 

appears to have overlooked on their parks, in order to protect the profit margin. They also appear to 

produce shocking evidence that Disney, in the interests of public-image management, has 

purposefully reacted slowly and negligently to problems associated with sexual predators and 

paedophiles, not only within their park environments, but also within the ranks of their own staff. 

The array of issues and developments that the critics raise, bring to light many important and valid 

points, and certainly, their arguments appear to become more acutely relevant if we consider them 

in relation to Byrne & McQuillan’s reminder that: 

Disney’s powerful hegemonic hold over children’s literature, family entertainment, 
mainstream taste, and Western popular culture remains intact and indeed continues to 
grow. Alongside Disneyland, Walt Disney World and the EPCOT centre ... it is now possible 
to visit Disney Safari World, Disneyland (Paris) ... Disneyland (Tokyo) and Disneyland 

                                                           
146

 Hiaasen’s analysis relates to Disney Corporation initiatives under the direction/era of Michael Eisner. 
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(Beijing). Not only can we watch Walt Disney Pictures ... but we can also enjoy Touchstone, 
Hollywood, Caravan, Miramax, Henson and Merchant Ivory Productions, as well as Buena 
Vista Television and the Disney Channel. This adds up to a production facility and media 
entertainment group with a truly global reach and an estimated worth of $4.7 billion 
(Byrne & McQuillan, 1999, p. 2). 

 

This clearly illustrates that the contemporary Disney product has become a complex and multi-

layered manifold. Giroux (2001) offers further support to the call for critical scrutiny, and calls upon 

parents and cultural workers alike to become more aware of Disney’s tactics; he suggests that there 

is a need to learn how to guard ourselves, and others, against the subtle strategies and subliminal 

identity-moulding techniques emitted from within the Disney machine. Giroux (2001) urges us to 

focus attention upon the imagineered themes and modes of dissemination, characteristically 

associated with the distribution of their animated films and associated products. We need to 

become more critically aware of, and so resist, the Disney-agenda which dominates the films’ 

narratives and corporate strategies.147 Giroux requests that we learn to scrutinise the underlying 

codes within their cultural products, and so arm ourselves against the ways in which they, “generate 

and affirm particular pleasures, desires, and subject positions that define for children specific 

notions of agency and ... possibilities in society.” (Giroux, 2001, p. 97).148 In line with this critical 

approach, we should therefore highlight the need to address the ways in which Disney ideologically 

constructs a culture of consumer-joy and conservative-based innocence. The values thus constructed 

by Disney originate and emanate from within their tightly controlled regime; from here, through 

careful execution, they progress outwards, globally, and penetrate international markets, through 

intelligent global distribution matrices.149  
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 Gillam & Wooden (2008), ardent supporters of Giroux’s approach, argue that it is imperative that we pursue and 
maintain “... a critical consciousness of the many lessons taught by the cultural monolith of Disney ... Thus we perform our 
“pedagogical intervention[s]” of examining Disney’s power to “shap[e] national identity, gender roles, and childhood 
values.” (Gillam & Wooden, 2008, p. 7) 
148

 See also Gillam, K. & Wooden, S. R. (2008, p, 7) 
149

 Whilst being far from unique to only Disney products, Lacroix offers a useful example of how this strategy impacts and 
works upon the cultural activities of young audiences, and notes that during one visit to the cinema: “The young audience 
member in front of me ... knew the major characters before ever having seen the film; she knew them from seeing them 
pictured on tie-in products in stores and from videocassette trailers, seeing them again and again in ... Disney’s pre-release 
advertising and merchandising. (Lacroix, 2004, p, 214) 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

174 
 

Jack Zipes (2002) corroborates Giroux’s charge, and suggests that the highly controlled and technical 

way in which mass-produced and mass-mediated fairytales are manufactured, means that the 

spectator experience is one where people become subject to a universal voice and image; they 

effectively become ensnared into the cinematic spectacle of a story which has been reduced to a 

techno-universal narrative, one that becomes imposed on to the imagination of the audience. For 

Zipes, Disney’s cinematic fairytales do not prompt reflexive agency or collective bonding (as would 

have traditionally been the case with storytellers and folk-tales); instead, through the automated 

systems of production and distribution – methods directly associated with Disney animations – they 

establish a ‘total’ meaning, one that over-arches and influences the non-active audience (Zipes J. , 

2002, p. 20).150 In a related article, Zipes reinforces the argument, and claims that they: 

deprive the audience of viewing the production and manipulation, and in the end, 
audiences can no longer envision a fairytale for themselves as they can when they read it. 
The pictures … deprive the audience of visualising their own characters, roles and desires. 
(Zipes, 1995, p. 33) 

 

For Giroux, the intimate connections established between Disney animations and their audiences, 

are successful as they operate in intentionally emotive and personal ways that are not entirely 

negative; they create escapist wish-landscapes and territories of fun – notably, these are always 

locations of perfected extremes, inhabited by cute and adorable characters. The visual grandeur 

associated with these wish-scapes reveal realms of magic and fantasy, and offer the opportunity for 

those who enter in to the enchantment to encounter imaginary places of wonder and astonishment 

(Giroux, 2001, pp. 6-7). Referring to Ernst Bloch, Giroux recognises and acknowledges that on one 

level, Disney animations contain positive utopian traces, and so, even as popular and mass-produced 

products, they can function as fleeting antidotes to the mundane experiences of everyday life.151 
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 See also Jack Zipes’ chapter ‘Walt Disney’s Civilising Mission: From Revolution to Restoration’, in Fairytales and the Art 
of Subversion, (2006), pp 193-212 
151

 Jack Zipes also lends fleeting support to this particular point by noting that: “... some high-culture critics dismiss 
disdainfully ... popular or commercial art ... By dismissing popular culture as appealing to the base instincts of the masses, 
these critics fail to perceive the utopian potential of such art which embodies the wish projections of ordinary people...” 
(Zipes, 2002, p. 159). See also Zipes (2002b) pgs: 51 & 112. 
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Whilst this may be the case, Giroux suggests that the potential for utopian-political awakening, with 

a view envisioning external or social positive changes, becomes siphoned off prior to a film’s release, 

as the carefully constructed fairytale-esque depictions of nostalgia, innocence and hope become 

commodified and packaged into a relentless bombardment of toys, paraphernalia and spin-off 

products (Giroux, 2001, p. 6). Disney’s products are as far away from being innocent as they possibly 

can be; as such, Disney and its ideologies should be “interrogated for the futures that they envision, 

the values that they promote, and the forms of identifications that they offer.” (Giroux, 2001, p. 7). 

This is a recurring theme from within Giroux’s work, as he has previously and similarly argued 

(Giroux, 1995) that the manipulated interpretations of ‘innocence’ are one of the main Disneyfied 

visual-mechanics that needs to be subject to particular and critical attention. Unpicking the political 

implications of Disney, Giroux argues that we need to dig and look beneath the technical 

mechanisms that resituate events and characters; for example, films such as Mulan and Pocahontas 

veil the harsh political realities behind an imitated and superficially fluffy screen of innocence. As a 

result of the edited, almost mythic renderings of past events, spectators become presented with 

stories that invitingly and persuasively reframe the wider politico-cultural legacy; via Disney, they 

become re-interpreted and presented as historical civilising movements, actioned in response to a 

longing and need “for security and redemption in a world that often seem[ed] hostile to such 

desires” (Giroux, 1995, p. 46). Disneyficated and animated versions of factually-disinfected histories 

therefore become rewritten and distorted.152 Importantly for Giroux, this is a purposeful strategy, 

one that serves to dilute and dissipate all traces of the problematic political violences associated 

with, for example colonialism and racism, or, indeed the more recent emergence of a global policing 

role associated with certain dominant world powers. Essentially, Disney’s vignettes of childhood 

innocence, with their particularistic takes on adventure, heroism and chivalry, become highly 
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As Lacroix (2004) states in support of this view: “ ... the pervasiveness of Disney’s presence as a purveyor of wholesome 
children’s fare that has caused some film, feminist, and cultural critics to view both the old and the new Disney products 
with greater scrutiny. Bell et al. (Bell, Haas, & Sells, 1995) critiqued the assumption that the Disney product is “safe for 
children”, arguing that it is the supposed innocence of the product that seems almost to repel scrutiny.” (p: 216) 
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inaccurate depictions, where collective memory is influenced to the point where it becomes 

superficially re-written or even obliterated. (Giroux, 1995, p. 47). 

A Disney Ideology? 

... Walt Disney’s fairytale films revive elements of the old fairytale without making them 
incomprehensible to the viewers. Quite the contrary. The favourably disposed viewers 
think about a great deal. They think about almost everything in their lives. They, too, 
want to fly. They, too, want to escape the ogre. They, too, want to transcend the clouds 
and have a place in the sun. (Bloch, 1993, pp. 163-164).153 

 

It is no secret that Disney has become a multi-billion dollar industry; moreover, it could be suggested 

that in relation to several of the points made above, Disney is guilty as charged, in that to a large 

extent, its continued growth and success has been gained by churning out the base essence of a 

tightly controlled utopian material. Through the total control of its distribution process, Disney has 

massively profiteered from, and continues to profit from, this formulaic process. Such charges are 

exacerbated by Disney’s blatant marketing strategies, which, in no small way, contribute towards 

the cultural infusion of patriarchal Americano-Disneyficated values throughout the globalised 

consumer market (Zipes, 2002b, pp. 59-61). Furthermore, the Disney machine can be seen to impact 

not only on wider social processes, but, through the power and intricacy of its global reach, also the 

minutiae of subjective identity and personality formation in the form of children’s fashion tastes and 

expectations. 

The approach so far presented, suggests quite a damning indictment of Disney as a Janus-faced 

major multi-national company; even so, despite the many accuracies that constitute the critical 

analyses, we must still question the extent to which this renders the whole of the Disney product 

and manifold public involvements as being suitably and entirely explained? Throughout the 

academic literature thus far, there appears to be a general consensus, clearly supportive of the 

notion that Disney’s animated and mass-distributed cinematic tales render audiences as an almost 
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 See also Zipes, J. (2002) Breaking the Magic Spell: Radical Theories of Folk and Fairy Tales, Revised and Expanded 
Edition, Kentucky: University Press of Kentucky; p: 151 
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passive mass. The implication being that they are unable to interpret or re-negotiate narratives and 

filmic imagery in subjectively-empowered ways. However, it has to be recognised that in order for 

such an effect to take place, a reception-blockage would have to be imagineered into place and 

imposed from within Disney’s cinematic centre. Even if it could be proven that such a coercive 

strategy ever existed, and furthermore, shown to be wilfully implemented, the enormity of the 

tyranno-narrative process would have to produce an almost flawless and universal effect. In order to 

achieve this, Disney narratives would have to consist of an unusually rich and potent ideological 

consistency, powerful enough to fragment and reconstitute audiences to a point where they become 

unable to re-interpret the material and revive their own dreams, hopes and wishes. Such a Disney-

effect would mean that spectators become totally moulded by this ideological process. I would 

counter the rigidity of this quite one-dimensional approach, and suggest that a certain predictability 

has come to be associated with hard-line deconstructionist explanations; with resultant "expert" 

revelations serving to uncover the true ideological content of Disney animations for the unwitting 

and unaware consumer.  

It has to be acknowledged that the Disney imagineers do invoke easily identifiable characteristics 

and naive assumptions as part of the creation of their Disneyfied environments;154 but, the extent to 

which this is able to subject spectators and audiences to Disney’s ideological requirements needs to 

become far more nuanced. There needs to be recognition of the complexity of myriad and multi-

dimensional interpretations that recurrently and continually take place, amidst the distribution and 

redistribution of Disney animations within and across generations and culturally shifting 

environments. With this in mind, maybe we should look towards alternative, extra-ideological ways 

of analysing and articulating the function and trace impact of Disney animated stories and themes. 

Reasserting Byrne and McQuillan’s suggestion, I agree that there needs to be a re-framing of the 

types of questions that we have routinely learned to ask about Disney and their animations (p. 7). 
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 See Kurtti & The Imagineers 
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Rather than resort to the over-rehearsed and deterministic ideology-bashing, maybe a re-appraisal 

and renewed theoretical analysis is not only timely, but very much required.  

Byrne & McQuillan’s book Deconstructing Disney certainly registers the intention of tackling and 

transgressing the delimiting nature of existing Disney-theory, and sets-out by posing promising 

questions and intentions. As indicated above, they urge for a new type of questioning and 

exploration to take place; arguing against the ideological determinism of previous approaches, they 

assert that it would be logistically nigh-impossible to ensure the successful transmission of a Disney-

ideology of rigorous purity (p. 6).   Giroux, despite his arguments which appear to indicate quite the 

opposite, also advises against “[t]aking a position on Disney’s films [which] degenerate into a 

doctrinaire reading or legitimate form of political or pedagogical indoctrination with children or 

anybody else.” Even so, he follows-up his warning by, paradoxically, insisting that whilst this should 

be avoided, theoretical analyses of Disney-animations should still aim to “address how any reading 

of these films is ideological and should be engaged in terms of the context, the content and the 

values and social relations it [portrays].” (Giroux, 2001, p. 98). Lacroix (2004) directly endorses 

Giroux’s analytical guidelines, and insists that whilst her analysis of several Disney animations does 

not, “assign a singular meaning to the Disney texts discussed ... [it does build] on Giroux’s ... view 

that “the dominant assumptions that structure these films carry enormous weight in restricting the 

number of cultural meanings that can be brought to bear on them ...” (p. 218).  

Raz (2000) differs considerably to the commentators referred to so far; his study initially makes 

similar warnings against adopting overly simplistic ideologically-critical approaches, especially if an 

approach sets out to accuse the Disney-Monster of unilaterally imposing a Western-Imperialist 

hegemony on a global scale. Raz’s analysis thus departs from the predictability associated the usual 

ideological approaches, in that it highlights and explores the local reception of Tokyo Disneyland 

(TDL), and urges theorists and  analysts to be mindful that: 
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It is America, to be sure, but an “America” imagineered for the Japanese, with Japanese 
stage instructions for spiel, idioms, and ideology ... TDL represents a “case study” where 
the “acculturated” – the Japanese – are not passively dominated but rather make an 
active and manipulative use of Western culture (i.e. Disneyland) ... it is the Japanese 
who are riding and steering it, and not the Americans. (Raz, 2000, pp. 94-95). 
 
 

Raz’s departure from the ideology-writers is an important one, as he opens up an analytical space 

that is able to acknowledge the diversity and instability associated with the essence of distributed 

cultural materials and their reception and interpretation. Raz shifts the emphasis away from arguing 

about conspiracies and dominant ideologies, and instead, begins to ask questions about the 

subjective and cross-cultural reception of a mass-distributed and mass-mediated product such as 

Disney. Raz warns that ideologically-universal explanations have run their course and are of limited 

analytical use. Similarly Huyssen (2003, p, 86) notes that “Disney and its effects – it’s a complicated 

story, not easily reducible to a homogenous plot.” Huyssen’s research revisits and analyses the 

academic hysteria that manifested in response to the Disney Corporation opening a store and 

rejuvenating a theatre in New York’s Times Square in the mid 1990s. Huyssen notes that similar 

arguments surrounding the supposed oppressive and degenerative nature of the Disney ideology 

and its resultant impact on culture abounded, and asserts that: 

 

This is not to embrace Disney as a panacea, and Disney’s presence in Times Square may 
indeed be an indication of urban developments that are not altogether salutary. But we 
should speak of them in a different key ... In the debate about Times Square we have 
the sparring of two different concepts of mass culture and the popular: one that is 
clean, mainstream, suburban, and focused on family values, the other invariably 
identifying the truly popular with notions of marginality, sexual politics, otherness, and 
minority culture. Both views are narrow, and it is not at all clear why Times Square 
should exclusively belong to either one. (Huyssen, 2003, pp. 87-88) 

 

Huyssen is not a Disney-apologist, far from it, similarly to Raz, his intention is to urge caution against 

the fruitless pursuit of mono-ideological explanations of the evil Disney. Two more recent texts 

present further intriguing analyses of Disney from a more subjectively-empowering approach: Griffin 
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(2000) writing from a Gay-Lesbian viewpoint notes that text-poaching is a practice that has always 

taken place within different cultural circles, and points out that: 

 
not every viewer at all times accept[s] and endorse[s] Disney’s representations of the 
conventional norms ... gay and lesbian subjects [have] watched and enjoyed Disney 
products[s] from a completely different standpoint ... Rather, they choose their own 
way, enjoy certain parts more than others and sometimes enjoy these parts in diverse 
fashion.” (Griffin, 2000, p. 49)  
 

 

Brode (2004) presents another anti-dominant-Disney-ideology thesis, and asserts that many early 

Disney animated films became catalyst-reference points for the 1960s & 1970s counter-culture 

movements in the U.S.; he suggests that “... everything best and worst about what we call the 

Woodstock generation – was learned from watching Disney films.” (Brode, 2004, p. xxxii). Brode 

reminds us that the fundamental basis of fairytale narratives – no matter what format in which they 

are presented – is one of subversion, they are universally attractive tales that pit the downtrodden 

underdog against the metaphorised giant, the evil queen, the ogre, the man (the corrupt 

government); they are timeless messages of hope, that strike chords with people that connect in 

many different ways to an almost mythical, elusive, core of utopian purity, one that lies dormant or 

latent within each of us. Brode suggests that: “If the Disney vision is based on any one principle, it’s 

that there are no endings in life – happy or otherwise. Only new beginnings – the promise of a 

positive outcome following difficult, even heartbreaking experience.” (Brode, 2004, p. xxix). 155 

I wish to consider the possibility that the cross-generational and continued global success of Disney, 

and in particular Disney animations, is down to not only ideological manipulations and cultural 

                                                           
155

 Brode articulates this particularly clearly in relation to Disney’s Snow White: “The Grimms’ incarnation of the huntsman 
was, by today’s standards, a male chauvinist, moved to spare Snow White solely owing to her extreme beauty. Disney’s 
primitive, in contrast, responds to this radical innocent by coming to grips with a “primal sympathy” long dormant within 
him ... This occurs, not surprisingly, while they are in the woods. Far from the castle (civilisation/evil), he – here in the 
midst of nature/goodness – hesitates to strike after noting that she sings to (is at one with) the doves and picks wild 
flowers. Inner beauty, her affinity with the abundant goodness around her and oneness with it, is what touches him. 
Nothing can ever “bring back” his own earlier state of absolute childhood innocence – his own moment of enjoying, as 
Snow White does now, “splendour in the grass, glory in the flower.” Still, he can find the strength necessary to spare her 
life and accept the consequences by momentarily re-establishing contact with the remaining element of that good force 
still latent within him. Observing her in contact with nature, the huntsman is able to come back into touch with half-
forgotten [beauty].” (Brode, 2004, p. 108).  
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coercion, but also something freer, something more creative and wonder-fully potent than the 

impositional rigidity, associated with ideological analyses allows for? Is it at all feasible to suggest 

that they, maybe, also operate in ways that prompt a nostalgic urge, a creative impulse, able to 

fragmentarily nudge a utopian-tinged recognition of a strange yet familiar trans-cultural, human and 

open-ended Hope-puzzle? Amidst the in-between and extra-ideological spaces, the power of the 

pervasive and open symbolism (although imagineered into place and represented by the Disney-

ouvre) can be uncovered and fractally liberated, is explored in subjectively sensitive and mutating 

ways. It is suggested then that fractally creative, and extra-ideological material chaotically emerges 

from within the space of personal inner-territories; as nostalgia-signs, they guide us (back) to a very 

human place of astonished wonderment; one that is, in a sense, universally associated with 

openness – a pure frontier on the mythical horizon of a ‘Not-Yet’ childhood. 

‘Disneology’: Re-assessing Disney’s The Hunchback of Notre Dame 

He saw me in my hiding places and before the cage of the otter, on a winter morning 
and by the telephone in the pantry, on the Brauhausberg with its butterflies and on my 
skating ring with the music of the brass band. He has long since abdicated. Yet his voice, 
which is like the hum of the gas burner, whispers to me over the threshold of the 
century: “Dear little child, I beg of you, / Pray for the little hunchback too.” (Walter 
Benjamin, A Berlin Childhood Around 1900, 2006, p. 122) 

Here are three landscapes, landscapes “complete” and broken from one another as a 
paragraph is. And at the edge of town, the camp of the gypsies. (Susan Stewart, On 
Longing, 1993, p. 2) 

 

Disney’s animated The Hunchback of Notre Dame (1996) is a useful filmic example from the 

animated Disney-canon to analyse. Byrne and McQuillan remark that one of the primary reasons 

that it stands out from other Disney animations, is that it addresses issues that notably and directly 

comment upon the role of organised religion within society; they point out that with the exception 

of wedding or christening events – aspects which are usually incorporated in to the narrative to 

either open or end a particular story – there are no other explicitly religious feature-length Disney 

animations (Byrne & McQuillan, 1999, p. 8). Even so, Pinsky (2004) points out that whilst the 
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narrative of the film appears to be uncharacteristically brave and unique, censorial decisions were 

taken by Disney executives to alter the identity of the main villain and protagonist within the story, 

Claude Frollo. Within the Disney film, Frollo, who is Quasimodo’s master, is changed from being a 

sadistic and unforgiving Cathedral archdeacon (as Frollo is in Victor Hugo’s novel), to a ruthless and 

unforgiving judge. The decision to establish this difference was made, apparently, to avoid a critical 

backlash from the powerful Catholic Church.156  One of the more dramatic adjustments orchestrated 

by Disney involves the ending of the story; in Hugo’s novel, Esmeralda is killed as a result of Frollo’s 

vindictive orchestrations, and then taken to the City’s main ceremonial gibbet, before being thrown 

into its mass vault – which, as Hugo graphically depicts, is a cave beneath the gibbet-structure’s 

foundations – to rot alongside other skeletal remains and executed corpses. Several years later, an 

excavation of the gibbet-grave reveals that a deformed skeleton was found to be wrapped around, 

embracing, a smaller skeleton (the smaller, female, skeleton had the remains of an emerald glass-

embossed cloth pouch around her neck; this is how we identify that it is Esmeralda). Quasimodo, out 

of desolate-longing and desperate love for Esmeralda, evidently descended into the grave to die 

alongside her. Clearly, any authentic depiction of such an event would have been acutely 

problematic for Disney to represent 

and portray. Instead, they re-wrote 

the ending, to one more conducive 

with their trademark happy-ever-

after fairytale scenarios. Grossman 

(2001) refers to more controversial 

aspects surrounding the film; on the 

release of Hunchback, Victor Hugo’s 

                                                           
156

 Pinsky, in reference to comments made by the ‘Hunchback’ Disney animation team, notes that despite this ‘high-level’ 
decision being imposed, the animators made every creative attempt to ensure that Frollo’s clothing and appearance 
throughout the film, was to be associated with a high-ranking catholic clergyman (so as to maintain a level of authenticity 
with Hugo’s novel).  

Figure 19 Frollo the Judge in Disney’s Hunchback  



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

183 
 

living relatives registered very public objections to the fact that Hugo’s name had been omitted from 

the publicity surrounding the film; in addition, they expressed extreme dissatisfaction to, as they saw 

it, Disney’s relentless and debauched commercialisation of the story, by way of cheap figurines and 

mass-consumption spinoffs (Grossman, 2001, p. 482). Grossman asks, “What happens to Hugo ... 

when his characters have become pop icons as familiar to 5-year-olds all over the world as Snow 

White and Mickey Mouse?” (p. 483). These are indeed pertinent points which raise some valid 

questions, and strike more than a distant chord with the theoretical critiques so far discussed. With 

the Disneyfication of this classic, philosophically-rich and complex novel, we are presented with an 

array of analytical and cultural issues that commentators generally have found most distasteful; as a 

result, several have responded by setting out to explore and address what they see to be the main 

negative or problematic consequences.  

Byrne & McQuillan present a particularly comprehensive attempt to deconstruct and analyse the 

narrative, visual techniques and underlying themes of Disney’s Hunchback. However, it has to be 

noted, that, considering their aspirations of transgressing the constraints of ideologically-crude 

approaches – their own critique, despite positioning and posturing to the contrary, in no way 

manages to break free from this particular method. In the novel, Hugo’s intention was to build a 

central, yet complex metaphor; as such, Notre Dame or Our Lady of Paris becomes cumulatively 

associated with the city’s architectural legacy, and the historical traces that remain imprinted within 

the segmentary clues of the past. We 

begin to see Paris and Notre Dame, as 

not only a trans-historical monument as 

viewed from within a medieval context, 

but also as a complex and labyrinthine 

web, which, throughout the novel, 

becomes intertwined and associated 

Figure 20 Notre-Dame looking down on to Paris 
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with each of the characters personal yet intersecting constraints and hopes.157 Hugo’s underlying 

theme, is that, despite the particularistic differences associated with each of the historical-epochal 

sectarian transitions, they all ingested, and in turn deposited, a transmorphed trace, a lingering and 

idealistically-aspirant echo of an unfinished democratic spirit.158 Picking up on the main themes 

associated with the narrative, Byrne and McQuillan note that within the Disney film, Quasimodo the 

hunchback, aches to escape the hiddenness of his enclosure within Notre Dame’s bell-tower, and 

that his name, Quasimodo (as Clochon, the narrator within the film tells us), means half-formed. 

Quasimodo – representative of a half-formed or almost existence – wishes to be freed from the 

control and concealment imposed by his master. He dreams (and sings) of his desire to be liberated 

from the confines of his existence; but, to actually do so, means that he would have to defy Frollo 

and his oppressive teachings about his ugliness and deformity, and the inevitable ridicule and 

revulsion, should he ever dare to reveal himself to the people.  It is also of significance why 

Quasimodo is drawn to escape, in particular, on the day of the festival of fools, as this annual 

anarchic event represents the overturning of established authority and wisdom; all kinds of 

challenges to officialdom and the order of hierarchy take place – irreverent chants, songs and 

performances, for example, are directed towards those who represent established authority and 

control. Despite his insistence that Quasimodo never attend the event, Frollo, by contrast, always 

participates; this is significant, because in a narrative sense it represents Frollo’s inner-conflict and 

                                                           
157

 The plot of Notre-Dame de Paris develops a number of individual dramas, all linked in some way to the architecture of 
the cathedral (the prison) and to the labyrinth of the city. (Smart, 2000, p. 320) 
158

 As Hugo informs us, “Notre-Dame, in particular, is a curious specimen of this variety. Each face, each stone, of this 
venerable monument, is a page of history, not only of the country, but of the science and the art ... This central and 
maternal church, is among the other old churches of Paris, a sort of chimera: she has the head of one, the limbs of another, 
the back of a third – something of every one ... Each wave of time leaves its alluvion; each race deposits its stratum upon 
the monument; each individual contributes his stone.” (Hugo, 1988, p, 106) “To each of these characteristic structures is 
allied, by similarity of style, manner and disposition of parts, a certain number of houses scattered over the different 
quarters of the town, which the eye of the connoisseur easily distinguishes and assigns to their respective dates. When a 
man understands the art of seeing, he can trace the spirit of an age and the features of a king even in the knocker on a 
door.” (Hugo, 1988, p, 128). And also that: “The cathedral itself, once so dogmatic an edifice, but now invaded by the 
citizens, by the populace, by liberty, escapes out of the hand of the priest and falls into the power of the artist ... no longer 
the property of the priest, of religion, of Rome; its owners now are imagination, poetry, the people.” (ibid: 168) In relation 
to Hugo’s incredibly rich analogy, Byrne and McQuillan move on to assert that Hugo’s vision of this Parisian icon is: “... 
analogous to the Disney Corporation’s view of EuroDisney as the centre of a new European order [where] [t]he blind shall 
see and the illiterate learn by sing-along videos ... [this] is the future and Disneyland Paris presents itself as the Capital city 
of this Western global hegemony.” (Byrne & McQuillan, 1999, pp. 148-149) 
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gradual descent into a vicious libidinal storm. The agonising control of his own chastity becomes 

increasingly challenged by the dis-inhibiting physical draw of the mysteriously beautiful gypsy-girl 

Esmeralda. 159 Frollo then, also wishes to escape his own form of imprisonment, and break free from 

the ‘legal’ shackles imposed by catholic doctrine.      

For Byrne and McQuillan the film – as it is within the novel – makes direct and visually stunning 

connection to the unhealthy extent of Frollo’s sexual repression,160 and the various manifestations of 

cruelty and violence associated with his various abuses of power. This, in no small way appears to be 

implicated in the vindictiveness that proceeds from his often murderous actions. The disquieting 

beauty and freedom associated with the nomadic (and, in the novel, also lost – as she was taken 

from her birth mother) gypsy-Esmeralda, attracts and enflames the desires of Frollo with a forceful 

gravity that he is simply helpless to resist. Esmeralda as a character becomes increasingly associated 

with the mysterious and eternal power of love; she emanates an elusive and helplessly attractive 

alchemical secret, this is something that clearly haunts Frollo, and in his attempts to control 

everything – he conspires to control the affections of Esmeralda and ultimately love itself.  

The initial hint towards the metaphorical richness of Hugo’s Hunchback story, contained in the early 

part of Byrne and McQuillan’s analysis, rapidly evades them; instead, they make a critical shift and in 

turn concentrate almost entirely upon the sexology of the film. To an extent this is understandable, 

as this of course is also a dominant theme within the novel, especially where Frollo is concerned. 

However, they take the analysis in a very specific direction, and assert that in fact, the film contains a 

Disney formulation that serves to articulate a quite traditional-heterosexual form of homophobia: 

                                                           
159

 Susan Stewart (1993), quoting Natalie Davis (1975) states that: “The saturnalian Feast of Fools, which decorous doctors 
of theology and prelates were trying to ban from the French cathedrals in the fifteenth and sixteenth centuries, involved 
both young clerics and laymen, some of them disguised as females, [making] wanton and loose gestures.” (Stewart, 1993, 
p, 106). “It is therefore most appropriate that Quasimodo should come forth on this day of chaos.” (Wildgen, 2004, p. 324) 
160

 “Frollo ... stares into the fire the outline of the figure of Esmeralda appears in the flames, her body further sexualised by 
the lack of detail: her breasts and lips exaggerated, her hair let loose, her body language erotic and flirtatious like a cartoon 
lap-dancer, her shift is tight and cut lower; perhaps most significantly her features seem blacker than the previous full 
colour Demi-Moore-with-a-suntan character this women in the flames represents. Frollo is terrified and clasps his arms 
tightly when confronted by this sudden explosion of repressed sexuality.” (Byrne & McQuillan, 1999, p. 11) 
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the gargoyles Victor, Hugo & Laverne camp it up in the bell tower ... despite this 
increasingly open recognition of its gay and lesbian audience the gargoyles know that 
they are just ‘spectators’ on the family dramas of Paris. They are only ‘out’ as animated 
characters in the presence of Quasimodo whose own difference could also mark an 
ambiguous sexuality (his opening song is entitled ‘Out There’) ... This is not to say that 
Disney is full of closet homosexuality (although it sometimes is) ... but that homosocial 
desire, a phallocentric schema which at one and the same time excludes both women 
and the explicit expression of homosexuality, structures Disney’s representation of 
hetero-patriarchal normativity. (Byrne & McQuillan, 1999, pp. 136-137). 

 

The potential for an alternative approach to analysing and questioning the cultural relevance of not 

only Disney’s Hunchback film, but also Disney products generally, beyond ideological interpretation, 

becomes immediately closed-down. Byrne and McQuillan produce an analytical framework that 

doesn't quite produce a sound and justifiable theoretical basis for their pursuit. Instead of 

uncovering the narrative richness of both the story and the film (as they appear to methodologically 

intimate),161 they resort, to quite a rigid ideological approach. In producing a very particularistic 

reading of Disney and the film, Byrne and McQuillan provide us with yet another ideological 

interpretation. Instead of embarking upon an exploration of the recurrent and cross-cultural 

fascination with the story’s themes and underlying symbolism, we are presented with a 

Rorschachian-type exposition. Through the inkblot of the Hunchback film, we are provided with 

Byrne and McQuillan’s ideological-critique of the embedded codes associated with gender/sexism. 

To an extent, this is fine, and at times intriguing, but their analysis masquerades as new ‘revelation’, 

and what it delivers is another supposed uncovering of the universal meaning of the film, to be 

imposed on to all other readings. Essentially, if we hadn’t realised the homophobic nature of 

Disney’s film before, we now certainly should. 

                                                           
161

 Disney text ... is a site for the representation of the conflicting ideologies in operation in Western society ... and so 

therefore has a non-simple relation to American cultural and economic imperialism. The value of this speculation, which 

will constitute the thematic backbone of this book, therefore does not depend upon the authorial intentions of directors, 

screen-writers, lyricists and animators but upon the system of signification put in play by the Disney oeuvre ... If this 

reasoning looks like mere speculation then that may prove to be the most suitable form of analysis for Disney ... 

Speculation is the mode of our research not only because Disney makes speculation the object of its texts but also because 

the Disney text follows a structure of speculation (Byrne & McQuillan, 1999, pp, 19-20). 
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As Brode and Griffin noted above, the hopeful and powerfully redemptive themes associated with 

triumphs of the marginalised, the excluded, and the lonely (themes that permeate many, if not all 

Disney narratives), carry personally-empowering metaphors, which can soak into and influence 

personal mythologies and aspirations. Maybe Disney, and, in particular, The Hunchback of Notre-

Dame remain so popular, and continue to become popular with new audiences, as it perpetuates a 

transmorphing and ongoing utopian-allegorical function, producing various utopian figures which 

seep into the daily life (wishes, hopes, daydreams) of people. We seek out, text-poach and resituate 

the symbols of hope, overcoming and redemption as part of our interactions with everyday and 

popularised cultural forms; to see, hear, and personally reverberate with, the permutated retelling 

of stories of hope, escape, redemptive love, and of triumph over adversity; to feel that it might also 

just be possible. The utopian metaphors, then, are reminders that re-awaken in us a primordial 

human dream of open possibility. 

Quasi-Mythology? 

Grossman (2001) suggests that there is a danger of being too critical, and reading too much into 

alternative mediated adaptations of ‘original’ stories. Interestingly, he notes that Hugo himself not 

only agreed to several adaptations being made to the Notre-Dame de Paris story – so as to make it 

fit alternative media – such as Bertin’s opera La Esmeralda (1836), but also that: 

 ... in 1850, [Hugo] authorised a stage version of the same work by his brother-in-law, 
Paul Foucher that radically altered the dénouement.  In Foucher’s play, Gringoire 
obtains amnesty for Esmeralda from the king, and the gypsy lives happily ever after in 
exile with Phoebus, her long-lost mother, and Djali the goat ... (Grossman, 2001, p. 485). 

  

The various and subsequent film adaptations of Hunchback thus merely extend a re-interpretative 

practice that Hugo personally endorsed and encouraged. Filmic adaptations taken from the original 

story still draw heavily upon the symbolism and metaphorical imagery conjured by the textual and 

philosophical tapestry of the novel; they are inexorably linked to, and reflect many of the core 

narrative and thematic details associated with the novel. Grossman asserts that film adaptations in 
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themselves create closely-related cultural artefacts which produce re-interpretations which need to 

be recognised and appreciated as relatives with genuine aesthetic value (p. 492). For Grossman, it is 

Hugo’s allegorically-rich writing which has established him as an obvious choice for scriptwriters, as 

his characters are able to articulate an intimate connection with the ‘inner eye of the imagination 

and the outer eye of the spectator’. To further explain the lingering fascination with many of Hugo’s 

popularised works, Grossman argues that each successive wave of cross-generational interest and 

cultural reinterpretation is kindled through the myth-forging power of the themes and characters. 

This point is reinforced by Smart (2000) who argues that, “... [Hugo’s] sense of the epic together with 

his use of symbolism ... makes him a natural mythmaker ... Hugo leaves symbolic clues which the 

reader must decode.” (Smart, 2000, p. 316). The repeated and reinterpreted dissemination of Hugo’s 

Hunchback story means that the work transcends the original literary text, and has effectively 

become a mythical and cross-generational contagious plot. Conjoining Grossman and Smart’s 

assertions, we find then, that, whether considering Hugo’s novel Notre-Dame de Paris, or Disney’s 

film The Hunchback of Notre dame, we are presented with: “... a parable of oppression that can be 

applied to almost any political situation ... the characters he created ... have, in essence, become 

archetypal and trans-historical ...” (Grossman, 2001, p. 487). Wildgen (1998) notes that the 

Hunchback story repeats a basic myth-story, a classic, redemptive, good-versus-evil (heaven versus 

hell) narrative: 

Notre Dame is a temple by nature, a mountain in appearance, and is quite obviously a 
meeting point of heaven, earth, and hell. Quasimodo dwells in heaven, the bell-tower 
that rises into the sky ... Earth is the body of the church that is eternally peopled with 
statues of kings and saints ... Claude Frollo inhabits hell ... There is another important 
aspect to Notre Dame: the church is the place from which Quasimodo emerges to 
embark on the journey that will eventually lead to his struggle with Claude Frollo and to 
his death. (Wildgen, 2004, p. 323). 

 

Wildgen also points out that as a high-ranking member of the cathedral’s clergy, Frollo, “more than 

anyone, uses his rank and prestige for his own purposes which [is] the intimidation and seduction of 

Esmeralda.” (Wildgen, 2004, p. 325). Esmeralda is a key, though mysterious character within and 
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throughout the story, as all of the other main characters lives (Quasimodo, Frollo, Phoebus, and 

Gringoire) intersect as a result of their attraction to, and adoration of her. As the novel informs us, 

Esmeralda was not her birth name – her birth name was Agnes (Hugo, 1988, p. 444), but, as a result 

of the emerald glass-embossed pouch around her neck, she had become known as La Esmeralda.162 

To pick-up on the point that Smart suggests above, we need to uncover and decode the symbolic 

clues that Hugo has scattered throughout the story, as such, the characterisation and wider thematic 

associations of Esmeralda (the Emerald) is no exception. As a precious stone, the emerald is 

representative of Venus, “the Roman Goddess of natural productivity and also of love and beauty. 

The Greeks called this planet Aphrodite and also Eosphoros or the ‘bringer of light’ when it appeared 

as a morning star”. (Kak, 1998, p. 25). There are more telling and poignant clues to be uncovered in 

this Venus-emerald-Esmeralda connection, as Kak (1998) notes, the name Venus can be further 

traced back to its Sanskrit roots of Vena, and that, “the word Vena [is] derived from the root ven, “to 

long for” ... the Latin Venus is considered by linguists to be cognate with the Sanskrit van, “to love” … 

Vena, like Aphrodite, is associated with [water] or … the sea of heaven...” (Kak, 1998, pp. 26-27). And 

after all, in the novel and throughout the various adaptations of Hugo’s story, Esmeralda represents 

a catalyst for desperate and trans-personal longing for love and redemption; but also (and of 

particular symbolic importance), when Quasimodo is publicly chained, humiliated and tortured, and 

is desperately calling out and begging the crowd for a drink – the gypsy Esmeralda is the one who 

parts the jeering crowd, and emerges to be the ‘bringer of water’ to the Hunchback.  

The myriad of successive adaptations, and reinterpretations of the dominant themes and characters 

from within the narrative, strike such a harmonious chord with Ernst Bloch’s ideas in relation to 

atheism and Christianity that it is worthwhile teasing-out further theoretical connections and 

elaborations. Ernst Bloch notes, in Atheism in Christianity (2009) that, “[t]here is only this point: that 

                                                           
162

 See Hugo page, 97. “Why do they call you La Esmeralda?” Asked the Poet … She drew from her bosom a sort of small 
oblong bag, suspended from her neck by a chain … A strong smell of camphor exhaled from the bag; it was covered with 
green silk, and had in the centre a large boss of green glass, in imitation of an emerald. “Perhaps its on account of that,” 
said she …” 
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Church and Bible are not one and the same.” (Bloch, 2009, p. 9). Bloch develops the argument that 

the ideas, stories, and symbols associated with the hopeful ‘impulse of liberation’, which recurrently 

manifest within the stories and themes of Judeo-Christian texts, become blurred, misinterpreted and 

subject to political mechanisms of hierarchical control, once rendered to the regulation and 

administration of religious institutions. But, more importantly for Bloch, the power and seeming 

timelessness of the messages of hope embedded within the texts can never be fully subject to 

absolute religious control; the spirit of the utopian kernel tends to become hidden, and maybe lost 

or forgotten, but never fully suffocated; its attractant shards continue to glimmer and murmur. 

Harvey Cox, in the foreword to Ernst Bloch’s other main work on religion, Man on His Own (1970) 

(an edited collection of essays and chapters from some of his key works), points out that where 

Christianity is concerned, Bloch does not incorporate and address: 

 
Christianity as currently preached and practised. He has in mind what might be called 
the “essential meaning” of Christianity, a meaning which for Bloch burned brightly in 
the early church but emigrated into non-Christian movements when the church 
surrendered to the wiles of Constantine, sacrificed its eschatological hope, and allowed 
itself to become the sacral ideology of empire. He believes that Christianity’s great gift 
was to introduce the “principle of hope” into the world, that is, a way of seeing things 
from the perspective of the future, what they could become. (Bloch, 1970, p. 13) 
 
 

Bloch asserts that to transcend the liberatory-artifice of institutional regulation and the systemic 

administration and control of the potential power contained within the ideas, we should venture 

into the texts ourselves (and other cultural variations on the themes). As detectives, we can start to 

piece together the utopian traces and clues, so as to rediscover “that” which has become lost (Bloch, 

2009, p. 62). And so, as Peter Thompson summarises (in the introduction to Ernst Bloch’s 2009 

edition of Atheism in Christianity), in “[u]sing our own detective skills … we must move out of 

ourselves by throwing off the muzzles that are placed upon us by religious and secular authority, and 

combine with others to challenge the muzzlers.” (Thompson, 2009, p. xii). Revolutionary and 

authentic explosions of hopeful love, thus bear no resemblance to the dry-bones of the Eucharistic 

shackles and architectural encasement that remains; a spiritless doppelganger of mediatory stone, 
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the remains of the church serve to channel the seeping constraint and authority required by 

Monarchically-aligned law-enforcers. For Bloch, “the God of authority and punishment is … the God 

of the state and the state church whose all-seeing eye strikes not only fear … but dread, which 

paralyses, makes us draw into ourselves, makes us pale and lonely”. (Bloch, 2009, p. 17 & 220). A 

Blochian exploration of the metaphorical nature of the Hunchback story with its emphasis upon 

religion, church, and the possibility of redemption through love, could enable a much richer, vibrant 

and open-ended analysis of this cultural work (Hugo’s novel, and filmic adaptations of the story – 

including Disney’s).  

Esmeralda 

Esmeralda, the Venusian goddess, the beautiful catalyst of longing and the bringer of a mysteriously 

attractive hope-light, carries a powerful and revolutionary message of love. La Esmeralda is a symbol 

of the original (though now) hidden or forgotten Lady of Paris; as a hieroglyphic trace she reminds 

those who encounter her, of an ancient, powerful and primordial source of hope. The Blochian 

approach would note that it is indeed apt for the acute manifestation of this estrangement to occur 

in the house of God, as the dislocation from its origin, opens up a chasm which, “reaches back to the 

deep ‘paganism’ of the astral myth ... [t]his is where the Out-there is ... the depth of space 

[unfolding] itself ... (Bloch, 2009, p. 188). Within the Blochian/Hunchback connection, it is also 

significant that as a young child, Esmeralda was taken by the pagan and nomadic (homeless) gypsies 

– as they are portrayed within the story. With this event, 

we are presented with the suggestion that the 

bureaucratic tyranny of human legalism has forcefully 

served its eviction notice, and, as a result, the 

originating and revolutionary spirit-of-love of the House 

has been ejected. Hence, the presence of God’s light “as 

Shechina, that is, as the presence of his light”, is now 

Figure 21 The Gypsy Esmeralda 
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homeless “in a world in which man does occur, but as a prisoner.” (Bloch, 1970, p. 174). With the 

development of such a spiritual dereliction of the House: 

 
there is no longer any possibility of anything new happening, there hope also comes to 
an end and loses all prospect of the realising of what it hopes for. Only when the world 
itself is ‘full of all kinds of possibilities’ can hope become effective in love. ‘To hope 
there belongs the knowledge that in the outside world life is as unfinished as in the Ego. 
(Moltmann, 2002, p. 79) 
 
 

Bloch suggests that this scenario of a ‘defunct society of masters and slaves’ presents us with a God 

hypostasis; whilst the terminology associated with hypostasis has a distinct set of meanings within 

Christianity, Bloch infuses this with the neo-platonistic variation of the term, (which suggests that 

beyond the surface of perceived ‘reality’ higher spiritual principles dwell); Bloch suggests that the 

hidden utopian mystery of God – whether considered by atheist or Christian – should be reconceived 

as a rebus of a future-possible, and transformed, kingdom on earth. It is of particular relevance and 

importance for us to consider that the noticeably homeless and un-Christian Esmeralda (in that the 

Church environment and its practices are alien to her), afflicted with the amnesia of her own origin, 

emanates such a disruptively powerful and unnameable love. Bloch might suggest that with 

Esmeralda, we are provoked to consider that, “no decisive distinction [can] be made between the 

“pagan gods” ... or even the throne of justice or mercy in the ... heteronomous regions of the Bible.” 

(Bloch, 1970, p. 89). Leading on from this, Bloch could well proffer his seemingly paradoxical dictum 

that ‘only an atheist can be a good Christian’. The anthropomorphic, utopian hieroglyph of 

Esmeralda begins to shine forth as a Blochian atheist; with her contagious and hypostatic Christ-love, 

she is an atheist for-God’s-sake as she sets about challenging and subverting the traditions, and 

religiosity that have become routinely (and architecturally) entrenched: “and [she] does so for the 

sake of the inexpressibly living, wholly different God. [Her] atheism is a negative theology.” (Bloch, 

1970, p. 28). The backward-bending cult of the conservative and legalistic church becomes 

challenged and threatened by the gravity and power of the mysterious spirit of love of Esmeralda, 

who represents a “thoroughly forward-looking attitude and goal ... a cult which does not beg the 
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spirit but commands. A cult, in other words, which frees itself from the accepted customs ... (Bloch, 

2009, p. 200) 

Hugo’s story cleverly creates a depiction of the cathedral of Notre-Dame de Paris (Our Lady of Paris), 

as an ancient historical structure, one that has become infiltrated with, and infected by, a rigid 

system of violence and control, articulated by the character and actions of Frollo. As a worldly and 

political house, it has become inhabited and administered by a murderous force and control – all 

traces of the revolutionary seeds of Christ-love are estranged and forgotten, to the extent that the 

redemptive nature and transformative power of love now seem alien. The constricting squeeze of 

repressive violence and tyrannical control of Frollo becomes increasingly stark, as his actions and 

motives portray a particularly dark example of “[t]he bored, the blasé and the sated, lords and 

sensualists and masters, [who] do not search the Bible for the sake of novelty. (Bloch, 1970, p. 78)  

Quasimodo 

Where the creature’s name of Quasimodo is concerned, Victor Hugo notes that: “[Frollo] baptised 

his adopted child by the name of Quasimodo; whether it was that he chose thereby to 

commemorate the day when he had found him, or that he meant to mark by that name how 

incomplete and imperfectly moulded the poor little creature was. Indeed, Quasimodo, one-eyed, 

hump-backed, and bow-legged, could hardly 

be considered as anything more than an 

almost.” (Hugo, 1988, p, 140). As part of the 

explanation and description here, Hugo 

prompts us to consider the other, biblical 

association with Quasimodo’s name; 163 

                                                           
163

 [1 Peter 2 : 2] This scriptural reference reads: “... as new born babes, desire the pure milk of the word that you may 
grow thereby ...” (NKJV, 1982, p. 1692); the term Quasimodo thus originates from the Latin text of 1 Peter 2:2, in turn, 
associated with the traditional scriptural Introit (or entrance) to this day, which states: “Quasi modo geniti infantes..." "As 
though in the form of newborn babies..." 

Figure 22 Disney’s Quasimodo 
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Frollo discovered the abandoned, part-formed hunchback child on Quasimodo Sunday – this being 

the first Sunday after Easter – thus possibly acquiring his name from the scriptural reference to this 

particular day within the Catholic calendar. Also of significance, Quasimodo Sunday has been 

referred to as St. Thomas Sunday, as on this, the eighth day of Christ’s resurrection, doubting 

Thomas witnessed the crucifixion wounds in Jesus’ hands and side, and so started to believe again. 

So, it is also a name, a day, a reference that is to be associated with the loss of faith, delay, and the 

renewal of belief, re-birth, and the spiritual cascadence of redemption, hope and love. 164  The 

abandoned Quasimodo understood as the incomplete, almost and part-formed child of the fallen 

Frollo, symbolically dwells oppressed and hidden in the slumbering eaves of the cathedral of Notre-

Dame. Quasimodo’s terakalosic qualities are acutely apparent here, the monstrosity of the character 

is again tempered by the intriguing characteristics of child-like innocence, thwarted heritage and 

incompleteness. More poignant, the trinity of Frollo, Quasimodo and Esmeralda illustrate that when 

Notre-Dame (Our Lady), becomes ossified into an architectural structure of stone, she is rendered 

devoid of the human spirit, and the creative transformations that emanate from this, and so the 

cathedral becomes dark, empty and politically corrupt. The incompleteness of Quasimodo’s part-

form is powerfully representative of the Not-Yet, as he is birthed from the heavenly heights of the 

bell-tower and into the streets of the City; his movement out from the shadows of the spiritually 

empty building, reminds us that in his incompleteness, Quasimodo’s recognition of, and innocent 

                                                           
164

 [John 20, verses 24-29]: 
24

 Now Thomas, called the Twin, one of the twelve, was not with them when Jesus came. 
25

 The other 
disciples therefore said to him, “We have seen the Lord.” 
  
So he said to them, “Unless I see in His hands the print of the nails, and put my finger into the print of 
the nails, and put my hand into His side, I will not believe.” 
  
26

 And after eight days His disciples were again inside, and Thomas with them. Jesus came, the doors 
being shut, and stood in the midst, and said, “Peace to you!” 

27
 Then He said to Thomas, “Reach your 

finger here, and look at My hands; and reach your hand here,and put it into My side. Do not be 
unbelieving, but believing.” 
  
28

 And Thomas answered and said to Him, “My Lord and my God!” 
  
29

 Jesus said to him, “Thomas, because you have seen Me, you have believed. Blessed are those who 
have not seen and yet have believed.” (NKJV, 1982, p. 1536) 
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(uncorrupted) longing for the hypostatic Christ-love of Esmeralda, renders the spiritual home of 

humanity as only half-formed and therefore incomplete. Ernst Bloch, quoting Franz Baader, notes 

that:  

“A basic human prejudice is to believe that what men call a future world is something 
already made – and fully made – for them; something that exists apart from them like a 
ready-built house which they have only to walk into; whereas that world is actually a 
building which men alone construct, and which arises only as they arise.” (Bloch, 1970, 
pp. 89-90) 

 

For Bloch, the future, the as-yet unknown kingdom of possibility – the kernel of true existence 

(Bloch, 1970, p. 88) – has Not-Yet come to be; in its utopian essence, it is beyond the legacy of the 

past, and the immediacy of Now, and is future-potent. The part-formed nature of Quasimodo, 

moving out from the corrupted, already existent building (and its inter-secting web of historical 

traces), suggests that, as a possible future existence in-formation, Quasi is symbolic (as Bloch might 

suggest) of humanity as homo absconditus, “the man who has never seen himself face to face.”  

(Bloch, 2009, p. 195). For Bloch, “no secret is at the same time so remote and so near as that of 

homo absconditus in the midst of this world which has its own mystery and ... at [its] deepest level 

[remains] unsolved, waiting for the answer that will bring identity ... (Bloch, 2009, p. 250). Homo 

absconditus – or the absence, or hollowness of humanity – is not a permanently universal and trans-

historical (with a particular emphasis upon the unmade future) condition of humanity; on the 

contrary, homo absconditus is the ultimate eschatological puzzle of the open space of the future; 

“the idea of being on-the-way from [the] Alpha of simple deficiency to a state of full development 

...” (Bloch E, 2009, p. 207), is solvable, but, only by the Omega of an ultimate homeland – the new 

kingdom on earth. In relation to this, Bloch, in the concluding pages of The Principle of Hope, 

explains that:  

 
True genesis is not at the beginning but at the end, and it starts to begin only when 
society and existence become radical i.e. grasp their roots. But the root of history is the 
working, creating human being who reshapes and overhauls ... once he has grasped 
himself and established what is his ... there arises in the world something which shines 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

196 
 

into the childhood of all and in which no-one has yet been: homeland.” (Bloch, 1986, 
pp. 1375-1376). 
 
 

The empty-space of humanities homo absconditus, is the (anti)-foundational catalyst which 

underpins the ignition of all hungers and strivings that attempt to move beyond the mystery of the 

Hope-Form, and make pre-semblanced apparitions of hope out of cultural matter-waves – 

reverberating and reaching-out towards the Not-Yet of utopia on the horizon of the unfolding 

future. Through the refraction of a Blochian analysis, Quasimodo can be seen as a particularly useful 

representation of the open-process of utopian-possibility through art; as such, Quasimodo, the 

hunchback, hieroglyphically murmurs that, “[the] as yet unextended homo absconditus in the world 

... the experiment of the world ... is [still] quite open ... (Bloch, 2009, p. 255). In relation to this, 

Bloch, in Art and Utopia (Bloch E. , 1993), suggests that artistic expressions of the cipher of the Not-

Yet serve an essential utopian function; authentic utopian images of abstract incompleteness, in 

reference to the real potentiality inherent within the future, escape the problem of too rigidly 

articulating a blue-print. In Expressively suggesting the as-yet unmadeness of future events, the 

Blochian approach could suggest that Quasimodo’s part-form, is utopianly effective, as it reveals or 

suggests a hollow-space of the unmade Not-Yet; as an artistic representation of homo absconditus it 

enables the pro-jective consideration of possible aspects beyond the dominant ideologies of the 

time (Bloch, 1993, pp. 105-106). We could say that although Hugo’s work has to be recognised as 

having been produced within the framework of a specific historical, political, and of course, 

ideological context, the utopian-artistic power associated with the Hunchback of Notre-Dame, and 

Quasimodo in particular, means that through the rebus of incompleteness, it also effectively 

transgresses the particularistic ideological aspects of the That-Time of its production. It emanates 

the Strange-ness165 of Blochian utopian characteristics, in that it also contains the recurrent 

                                                           
165

 Quasimodo considered as an authentic artistic utopian ‘cipher’ (of open-ness), acts as a strange attractor, in that it is 
fluid enough to effectively and recurrently elicit a complexity of bespoke utopian associations from contemporary and 
future audiences. The way that this terakalosic image is subjectively encountered and interpreted is chaotic, however, as a 
non-specific nexus, collective encounters can be understood as a complex manifestation of incomplete future(s).  The 
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unspokenness of the future (Bloch E. , 1993, p. 106). To quote Bloch in full on this important issue, 

(in his article Art and Society; Bloch, 1993): 

 
Though no genius has ever floated completely above his times, it is certainly true that 
the cultural light that raised itself above the ideology of its times and floated above it 
continues to shine, and it is through his light that the productive power called genius 
expresses itself, mediates, transforms and stimulates ... The surplus that genius 
engenders is much more like something that has a continual impact, is valid and 
utopian: [its] ideological surplus arises according to the utopian function in the 
formation of ideology and above this ideology. This great art or great philosophy is not 
only in its time manifested in images and ideas, but it is also the journey of its time if it 
has anything at all, manifested in images and ideas from this vantage point, it is new for 
its time. From the vantage point of all times it is that which is Not-Yet fulfilled. (Bloch, 
1993, p. 38) 
 

Also of particular importance and significance when considering the Hunchback of Notre-Dame from 

a Blochian point of view is the physically hunched posture of the part-formed Quasimodo. One of 

Bloch’s key concepts and ideas in relation to the unfolding development and journey towards the 

formation of concrete utopia is the Upright Gait (Aufrechecter Gang).166 Jack Zipes usefully defines 

this key Blochian notion as ‘the social orthopaedics of the unfolding of human dignity’. (Zipes, 1988, 

p. 8). With regard to the progressive navigation and pursuit of the upright gait, Bloch notes that to 

“stand upright is to hold one’s head up high. The man who does this is free to look around him: 

freer, anyway, than if the weight of his body merely dragged him down and bound him to his close 

environment.” (Bloch, 2009, p. 199). Bloch suggests that we “must never forget the importance of 

man’s upright carriage – the proper stature that he has not yet achieved” (Bloch, 1971, p. 168). To 

begin to envision the possibility of new and transformed conditions – whereby  the upright gait can 

begin to appear feasible – and conceive of humanity constructing trans-human pride and dignity, 

(Bloch, 1987, p. xvi), to “achieve the “eunomia of walking up-right.” (Bloch, 1970, p. 25), we have to 

learn how to educate ourselves (Docta Spes) in to a creative and Expressive renewal of hope for the 

                                                                                                                                                                                     
terakalosity of Quasimodo is therefore chaotically Not-Yet, and, as such, it is permanently of its time; in the complexion of 
future incompleteness, it is also continually beyond its time.  
166

 Blochian interpreters have suggested differing English variations for this term, ranging from upright gait, upright 
countenance, and upright carriage; my own preference on this is the term upright ‘gait’, as this term refers to the fluid and  
symmetrical whole-bodily movement of humans (and animals). Therefore, the notion of upright gait also holds 
connotations with the notion of ‘evolution’, and, therefore also the progressive evolution of humanity, in the progressive 
search to attain the ‘ultimate’ in trans-human dignity and uprightness.   
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future. Instead of looking longingly back to the dust of history and debris of the past, an optimistic 

and creative imagination must be revived, so as to create a shift from a backward-looking regression, 

melancholically trailing behind the disappearing Now, so as to become trained upon the forward-

looking cusp of “the ever newly appearing “not yet” [with a] creative expectation, a hope that 

engenders action in the present to shape the future. (Bloch, 1970, p. 10). Even though such images 

cannot yet be concretely seen, and evade, “tangible reality, due space [must be] provided for its 

appearance in the future. (Bloch, 1971, p. 171). From this, we can restate the concluding paragraphs 

from Hugo’s novel, which leaves us with the following scenario: 

About a year and a half or two years after the events that conclude this history, when 

search was made of the cave ... there were found amongst all those hideous carcases 

two skeletons, the arms of one of which were thrown round the other. One of the two, 

that of a woman, had still about it some tattered fragments of a garment, apparently of 

a stuff that had once been white; and about its neck was a string of grains of 

adrazarach, together with a small silken bag, ornamented with green glass, which was 

open and empty ... The other skeleton, which held this one close in its arms, was that of 

a man. It was remarked in the latter that the spine was crooked, the head compressed 

between the shoulder-blades, and that one leg was shorter than the other. It was also 

remarkable that there was no rupture of the vertebrae at the nape of the neck, whence 

it was evident that he had not been hanged. Hence it was inferred that the man must 

have come hither of himself and died here. When they strove to detach this skeleton 

from the one it was embracing, it fell to dust. (Hugo, 1988, p. 470)    

 

According to a Blochian-infused analysis of this story, “what lies before us is the beginning of that 

which cannot be outdated – the beginning of the way to the actual, the concrete utopia. (Bloch, 

1971, p. 168). As unsettled debts, the latent and incognito possibility embedded in the artistic 

cipher, waits “for us in the future rather than bind us to the past.” (Bloch, 2009, p. 221). With the 

Esmeralda/Quasimodo dialectic we should emphasise the recovery of the hopeful, extra-ideological 

and anticipatory aspects of their incompleteness, whereupon, “an exploration of the being of the 

world itself [can be seen] as potential being-on-the-ascent, as matter that objectively might allow 

itself to be ... raised from its own alienations. (Bloch, 1970, p. 90). The incomplete and hypostatic 

love (for the possibility of redemption and dignity for humanity) will continue to cast its dust-
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fragments throughout future-time, until the eschatological World-puzzle begins to re-constitute and 

synchronise, so as to begin to reveal a legible vision of “end-times” – and Revelation of the New 

Kingdom (on Earth).  

Atheism, Dignity and Future 

The tragic beauty of Quasimodo, in his shockingly stunted part-formation, is that in his oppositeness 

to Esmeralda, he articulates the stalled and unfinished hopes and dreams that slumber in the 

belfries’ of our pasts. Bloch notes, in philosophical accordance with this notion, that: “The Utopian 

memories and yearnings conjured ... introduce in a more radical way than ever the idea of a Utopian 

Pan into the hypostasis ...” (Bloch, 2009, p. 216) 

 the “something in a dream” is, after all, rebus fluentibus, in some way an objective, 
concrete “something”; it is something in a state of process, something still pending in 
latent hope drawn on to its vanishing point in the perspective of meaning, drawn to the 
gravitational centre of an as yet unrealised At-all, which men used to call God ... (Bloch, 
2009, p. 249) 
 

With this point, we must briefly return to our exploration of the Blochian notion of atheism. In 

consideration of the metaphysical place into which previous God manifestations have been 

imagined, Bloch effectively asks: what happens to the space that was once inhabited by the deified 

symbols of the sacred and mysterious beyond; does the exposure of the religious sham also mean 

that all of the extra-ideological traces of utopian possibility become disposed? (Bloch, 1970, p. 221). 

Bloch urges cautious consideration for all who are prepared to engage with this important question. 

He continues by posing an invitation to consider the problem of atheism, in that once the “doubt of 

its anthropological-utopian positivity has been removed: what about the vacuum that is left – or not 

left – by disposing of the God hypostasis?” (Bloch, 1970, p. 221). Bloch is therefore quick and 

philosophically effective in manoeuvring towards his assertion, that, we should not forget that 

religious ideas and imaginations are full of utopianism, (Bloch, 2009, p. 213). Atheism has been 

effective in freeing us from state-sanctioned fear, however, atheism “has [not] freed [us] from the 

wish contents and hope-treasures of religion ... (Bloch, 1970, p. 218). A Blochian utopian approach to 
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a-theism is a challenge and a call (to any/all future-concerned people), to recover the dreams and 

visions of a new heaven (on earth), which have been frustrated, wasted and misdirected, at the 

hands of the state-sanctioned religious ideologues. The challenge, through an archaeology of 

religious hope-traces, is to revive and refocus them, so as to re-align them with an immanence of a 

heightened and anthropological depth, (Bloch, 1970, pp. 218-219), so that the Now-time of today 

can become re-enthused and re-invigorated with visions and creative stories for a better and 

transformed tomorrow. Peter Thompson (2009) suggests that such a scenario creates a position of 

renewed and critical possibility, where the distinctively Blochian atheist, “is able to see in the 

religious commitment to the universal a distorted version of a truly earthly message.” (Thompson, 

2009, p. xvii)  

The triumph of atheism, does not equate to the death of God, quite the contrary; the state-church of 

law and conservative authority, of course, is deservedly slain; but, in its death-throes, the authentic 

utopian Who-space of God-the-mystery begins, once again, to shine through the ideological debris: 

“the goal of the substantial atheism that remains after the end of the religions is exactly the same: 

without God, but with the uncovered countenance of our absconditum and with the latency of 

salvation in difficult earth." (Bloch, 1970, p. 240). God, the hypostatic and eschatological puzzle of 

the human Not-Yet, thus becomes, according to Moltmann (2002): “the God whom we therefore 

cannot really have in us or over us but always only before us, who encounters us in his promises for 

the future, and whom we therefore cannot ‘have’ either, but can only await in active hope. 

(Moltmann, 2002, p. 2).  



Conclusion 
(In)Conclusive Manifesto: Anarchogogic 

Cinematologies of Hope 
 

 

The conclusion, whilst a dedicated chapter in its own right, also proposes theoretical cross-connections taken 

from the thesis as a whole. Starting with an initial exploration of the Blochian relationship to matter – in 

particular, the Aristotelian interpretation – the chapter explores and defines Bloch's particularistic take on 

entelechy and creative matter. This leads on to address Bloch's philosophical relationship with Christian 

eschatology; the chapter then proposes some useful connections between the Blochian approach to creative 

matter and anticipatory eschatology. The chapter then proposes a cinematic utopian praxis, based upon the 

notion of anarchogogy. Finally, the chapter proposes possibilities for further developments, and, strategies – in 

the form of anarchogogic cinematologies – for further and constructive utopian engagement throughout 

academia.  
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Matter, Eschatology and the Future (the Potential for Creativity and New Possibilities) 

Harvey Cox, in the foreword to Bloch’s Man on His Own, recounts a conversation between Adolph 

Lowe and Ernst Bloch, and informs us that: "A few years back at a late afternoon tea in the home of 

a friend, someone challenged the old man t  o sum up his philosophy in one sentence. “All great 

philosophers have been able to reduce their thought to one sentence,” the friend said. “What would 

your sentence be?” Bloch puffed on his pipe for a moment and then said, “That’s a hard trap to get 

out of. If I answer, then I’m making myself out to be a great philosopher. But if I’m silent, then it will 

appear as though I have a great deal in mind but not much I can say. But I’ll play the brash one 

instead of the silent one and give you this sentence: S is not yet P.” (Bloch, 1970, p. 9). Here, with 

this beautifully succinct and philosophically loaded formula, Bloch invokes an Aristotelian "Subject is 

Predicate" (or 'S is P') logic; and, with the addition of his category of the Not-Yet, reformulates and 

challenges the assumptions inherent in this postulate. The wider implications of Bloch's re-working 

of the Aristotelian 'S is P' must also be considered alongside the refunctioned Blochian versions of 

Aristotle's entelechy and 'creative matter'. So, a little excursive meander in to this territory to shed 

some explanatory light on these arguments and concepts is initially required:  

In The Metaphysics Aristotle proposes the following postulate, "It is impossible for the same thing at 

the same time both to be-in and not to be-in the same respect." (Aristotle, 2004, p. 88); and, 

continues from this, to state that: "[h]ere, indeed, we have our securest of all principles, which 

entirely fits the standards that we have set for it. No one can believe that the same thing both is and 

is-not ... It is, then, not possible for opposites to be-in the same subject at the same time. (Aristotle, 

2004, p. 88). Later, in Book Delta, Aristotle suggests that, "[t]he upshot is that ... [in] giving an 

account of substance, as the ultimate subject, [it] is never predicated of something else" (Aristotle, 

2004, p. 127). The subject-predicate logic of Aristotle dictates that subject as substance in its 

fundamental constitution must be predicate i.e. made, stable, and ultimately complete. However, 

taking this in conjunction with his notion of entelechy, Aristotle notes the subject (as matter-in-



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

203 
 

potential) can and must also accommodate change. So, whilst subject-is-predicate, it still has the 

potential for aspects of change. In support of this, Aristotle notes that "if there is something that is 

both the one and being, then it is necessary that its substance be the one and being, for it will not be 

some other thing predicated of it ... But indeed if unity itself and being itself exist, then there is a 

great puzzle how there will be anything apart from them" (Aristotle, 2004, p. 71). Whilst proposing 

the predicateness of 'subject', clearly, Aristotle here recognises the need to account for change and 

transformation. In his book Physics, Aristotle suggests that the indivisible 'one' also has a substratum 

of potential "contraries", which cause – or allow – certain non-fundamental changes to take place, as 

he states: "subject is one numerically, though it is two in form" (Aristotle, 2002, p: 18). Leclerc 

identifies that for Aristotle subject-as-substance must be changeless in its essential nature, and this 

must be the case in order for it to remain "one and the same", and, to retain its individuality or self-

identity. For subject and change to be accommodated within the Aristotelian schema, alterations can 

and do occur, but these are a result of transitions associated with its non-essential features. Change 

is a manifestation of superficial flux,  which has to leave the fundamental constitution of the 'subject' 

unaffected. As Leclerc suggests:  

 
[with] 'changelessness' difficulties enter. It gives rise to one of the crucial metaphysical 
problems, for 'changelessness' has somehow to be adjusted to the factor of 'change' ... 
Aristotle in his statement that 'the most distinctive mark of substance appears to be 
that, while remaining numerically one and the same, it is capable of admitting contrary 
qualities. That is to say ... [it] is conceived as remaining changeless in its essential 
nature, whilst undergoing changes of quality and relation ... It was this line of thought 
which led Aristotle to his conclusion that the 'most distinctive mark of substance 
appears to be that while remaining numerically one and the same, it is capable of 
admitting contrary qualities. This unchanging 'something' is readily conceived as a 
'stuff', 'matter', 'material'. (Leclerc, 1958, pp. 59-62) 
 
 

For Aristotle, the stuff, substance or matter of the subject is ultimately completed, but, through its 

entelechtic qualities it still has the potential for change and adaptation. It is this Aristotelian aspect 

that Bloch's "S is Not-Yet P" formula fundamentally challenges. For Bloch, the entirety of matter 

(whether subjective substance or otherwise) is still open to fundamental adaptations and changes. 
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Hudson points out that for Bloch, the, "entelechy of matter itself is dialectically developing ... The 

entelechy of matter is ‘not yet’, in the sense that what the final state of matter can be is 

undetermined" (Hudson, 1982, p. 137). 167  Continuing from this, Hudson clarifies that for Bloch, the 

subject is Not-Yet predicate, it:  

 
is not mechanical solidity, but, according to the implied meaning of the Aristotelian 
definition of matter, both ‘being-according-to-possibility’ (kata to dynaton) and ‘being-
in-possibility’ dynamei on); both what has come to be ... and what is not yet fully 
possible: futuristic real possibility which constitutes the open and developing active 
substratum of the process.  (Hudson, 1982, p. 136).168 
 
 

The Blochian "S is Not-Yet P" challenge to the Aristotelian "S is P" logic fundamentally inverts the 

proposition. For Bloch, contradictory states can indeed co-habit the same subjective lifeworld; for 

the alternative Blochian postulate, the foundation and matter of "subject" both is, and, is Not-Yet. 

This means that the immediacy of the Now of the present, draped in the apparel of the past, is 

existent within and dialectically coupled to the perpetual immanence of the Not-Yet, (in the form of 

the impending and unwritten future). What we begin to identify here with Bloch, in noting the 

speculative fluidity and unfolding futurity of his framework, is his creative take on eschatology, 

which Bloch identifies as, "open human history, “pioneer history”, [filled] with creator spiritus: with 

pre-semblances, arduous and difficult breakthroughs and extensions beyond what has already 

developed ... It goes forward as the experiment of that which is not yet really successful ... and does 

                                                           
167

 Although Kolakowski suggests that, "Bloch does not seem to be aware that his of the concepts of energy, potentiality, 
and entelechy differs from Aristotle's in one major respect ... Aristotle used them, in fact, to describe the empirical process 
of development in the organic world and in purposive human activity." (Kolakowski, 1978, p. 433). However, Leclerc 
challenges this assertion and points out that: "the subject-predicate logic, whose relevance is primarily to the things of 
everyday living, has been taken to be equally relevant to metaphysical thought. (Leclerc, 1958, p. 62) 
168

 In relation to this, Bloch notes that, "Aristotle brought out the crucial idea ... of real, objective possibility, according to 
which matter, apart from being the mechanical condition for phenomenon to arise Kata to dynaton (“according to 
possibility”), was also, above all, the dynamei on, the “being-in-possibility” itself. Unfortunately, this was still thought  of in 
passive terms: matter was as undefined as a lump of wax, and the “active, formative idea” impressed the particular form 
into it like a seal" (Bloch, 2009, p. 215). Similarly Kolakowski suggests that for Bloch, matter is "not a mere mechanical lump 
but – in accordance with the implicit sense of Aristotle's definition – it is both being-according-to-possibility (kata to 
dynaton, i.e. that which determines every historical phenomenon in accordance with the conditions and with historical 
materialism), and also being-in-possibility (dynamei on, i.e. the correlative of that which is objectively and really possible 
or, ontically speaking, the possibility-substrate of the dialectical process." (Kolakowski, 1978, p. 439). Finally, this is also 
supported by Thompson who notes that "It is the merging of Aristotle's dynamei on – or what might be possible in the 
future – with kata to dynaton – or what is possible at the moment – in which all things, including both the human species 
and matter itself, will be changed in to something which cannot yet be determined." (Thompson, 2009, p. xviii).  
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so with the only real eschatology of the present, which is known as creative expectation." (Bloch, 

1970, p. 89). With this additional twist from Bloch, the potential of the substance of creative matter 

is bridged from the immediacy (and empirical reach) of the unfolding Now, and connected to the 

Hope-Form as anticipatory possibility on the horizon of the future. The implications of Bloch's 

utopian eschatologisation of the past, present and future – and, within this, his ultimate 

prioritisation of the future – are succinctly summarised by Moltmann, who notes:  

... how can anyone speak of the future, which is not yet here, and of coming events in 
which he has not yet had any part? Are these not dreams, speculations, longings and 
fears, which must all remain vague and indefinite because no one can verify them? The 
term eschato-logy is wrong. There can be no 'doctrine' of the last things, if by 'doctrine' 
we mean a collection of theses which can be understood on the basis of experiences 
that constantly recur and are open to anyone ... the form in which Christian theology 
speaks of Christ cannot be the form of the Greek logos or of doctrinal statements based 
on experience, but only the form of statements of hope and of promises for the future. 
All predicates of Christ not only say who he was and what he is, but imply statements as 
to who he will be and what is to be expected from him. (Moltmann, 2002, pp. 2-3)169 

 

Usefully, and, leading on from this, Moltmann170 suggests that the manipulation of what has come to 

be viewed as the traditional notion of Christian eschatology, implies the already madeness of, not 

only the beginning, but, also of the end of times, the Alpha and the Omega of the existing and new 

kingdom on earth:  

By these last things were meant events which will one day break upon man, history and 
the world at the end of time ... These end events were to break into this world from 
somewhere beyond history, and put an end to the history in which all things here live 
and move ... The more Christianity became an organisation for discipleship under the 
auspices of the Roman state religion and persistently upheld the claims of that religion, 
the more eschatology and its mobilising, revolutionising, and critical effects upon 
history as it has now to be lived were left to fanatical sects and revolutionary groups. 
(Moltmann, 2002, p. 1) 

 

                                                           
169

 Kolakowski also – though inadvertently – recognises this aspect of Bloch's strategy, as he notes: "Bloch's concepts, 
however, relating to the entelechy of the whole universe, owe nothing to empirical observation: they merely express a 
speculative belief in the tendency of the universe towards a perfection about which we can predict nothing." (Kolakowski, 
1978, p. 433). 
170

 The book that we are referring to here – Jurgen Moltmann's Theology of Hope – was inspired by Moltmann's encounters 
with Ernst Bloch and his ideas when Bloch took up his position at Tubingen in the 1960's.   
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Bloch supports this, and suggests that during later developments associated with Hellenistic 

Christianity, a divine and cultic status was to be granted and constructed on to what he refers to as 

the figure of Jesus as Kyrios-Christos; the reification of a God-Created Imperial figure appeared 

alongside, and, ascended the apocalyptic potency associated with Jesus the Son of Man. For Bloch, 

the ideological ransacking of the Son of Man at the hands of the legalistic and hierarchical 

development of the Church, meant that the eschatological seed of revolution passed over to those 

who "kick against the realm of the On-high". As Bloch notes, the "Kyrios-Christos God admirably 

suited the purposes of those who would reduce the Christian community to a sort of military ... 

allegiance to worldly rulers ... The other future, the dawning of the "better age", belonged to the 

early community and to its Son of Man." (Bloch, 2009, p. 149).171 With the dilution of the 

revolutionary and open message of Christian eschatology – at the hands of State-Church ideology – 

the entelechtic matter of the future, and the active anticipation of a new heaven on earth, becomes 

artificially framed as a fight that has already been won. The battle for the redemption of history and 

the future, becomes resituated as a transition within the human journey that has already been 

established. Court-Marshalled in the Imperial Courts of the State-Church, eschatology becomes an 

impotent event that humanity has to somehow stumble across at some point in the future.  

We can now see that for Bloch, this inferior and malformed version of Christian eschatology, at the 

hands of the Kyrios-Christos, contains similarities to Aristotle's treatment of matter and the subject-

predicate formula. Each scenario presents a framework which proposes that the fundamental 

foundations of their closed systems have been completed – as a result, humans and humanity need 

do nothing other than await or superficially tinker with the inevitability of their existing end state. 

With Bloch, the closedness and predictability of these frameworks is far from a guaranteed and 

                                                           
171

 Moltmann beautifully corroborates this point and states that: "Those who hope in Christ can no longer put up with 
reality as it is, but begin to suffer under it, to contradict it. Peace with God means conflict with the world, for the goad of 
the promised future stabs inexorably into the flesh of every unfulfilled present. If we had before our eyes only what we 
see, then we should cheerfully or reluctantly reconcile ourselves with things as they happen to be. That we do not 
reconcile ourselves, that there is no pleasant harmony between us and reality, is due to our unquenchable hope." 
(Moltmann, 2002, p. 7).  
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inevitable fate. Instead, there is a latent and mysterious puzzle, an end-game that has everything to 

play for. Blochian entelechy and his anticipatory eschatology argues that the promise of treasure at 

the end of history is something that has to be passionately, creatively and Expressionistically fought 

for. The future is far from written and settled; in order to arrive at a new destination, we have to 

embark and journey towards new possible destinations. The eschatological mirage of a new 

Jerusalem is something that has to be fractally and progressively articulated, creatively pursued, 

and, ultimately, collectively sculpted.172  

Anagogical aspects of Blochian Eschatology  

Echoing Moltmann's comments above, Henri de Lubac schematicizes the history (and historical 

development) of eschatology, and points out that the revelation of its esoteric mystery is not 

something that can be understood in its fullness all at once. Eschatology needs to be understood as 

having three phases, or successive states:  

a threefold advent of Christ may be distinguished ... [t]he first advent, "humble and 
hidden", on our earth, performs the work of redemption, which is pursued in the 
Church ... The second advent, entirely interior, takes place within the soul of each of the 
faithful ... The third and last advent is saved up for the "end of the age", when Christ will 
appear in his glory ... such is the object of anagogy. (de Lubac, 2000, p. 179). 
  

Within the unfolding of this eschatological triptych, the third and final area or stage identified by de 

Lubac, that of anagogy, refers specifically to the personal experience of revelation. This final stage of 

eschatology, the pivotal ascension towards the redemption of the future, is something that has to be 

actively and subjectively navigated. The medieval fourfold sense of scripture has also to be 

acknowledged and incorporated here,173 as this development in biblical hermeneutics also created 

an important function for the eschatological purpose and experience of anagogy. Hey (2009) 

                                                           
172

 Peter Thompson notes in relation to this, that, "importantly though, Bloch's treatment of Christ as Son of Man rather 
than Son of God and Kyrios emphasises the revolutionary nature of Christian eschatology, which he sees as existing 
underneath and behind all mystification. The creation of the world, according to this reading of the Bible, does not involve 
Christ at all in any of his forms. Christ is merely one of the figures, one of the particles, which are key to the recreation of a 
"just world". In a way Christ is kept in reserve as "becoming-son" for a point at which he is to be the active principle at the 
end of time" (Thompson, 2009, pp. xxiii-xxiv). 
173

 Associated with the writings and ideas of: Pseudo Dionysus, St Augustine, and St Thomas Aquinas.  



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

208 
 

identifies how the medieval doctrine of the fourfold sense provided a successive and influential 

framework for analysis and thought – on the interpretation and meaning of scripture – for 

generations of Christians. The fourfold schema consists of "literal/historical", "allegorical", 

"moral/tropological", and "anagogical". (Hey, 2009, p. 102). Masciandaro points out that it is 

noteworthy that anagogy is situated as the last, and highest of the hermeneutic senses. As part of 

the fourfold strategy of interpretation, it, “situates finality in motion rather than stasis. Understood 

as ... ana-gogy (fr. Gk. ana 'up' + agein 'lead') [it] signifies uplifting." (Masciandaro, 2010, p. 

paragraph 2).174 De Lubac corroborates this and notes that, "the anagogical sense is that which leads 

the thought of the exegete "upwards" ... Anagogy is ... a sense of the things above. It leads the minds 

consideration from things visible to those invisible, or from things below to the things above." (de 

Lubac, 2000, p. 180) 

Importantly, Masciandaro goes on to note that, “Anagogy ... [is] a nomadic concept of arrival, one 

that deterritorializes ... [and is] Anarchically free ... anagogy actualizes the identity of hermeneutics 

and ... continually meets its end in new beginning ... (Masciandaro, 2010, p. paragraph 4). Viviano 

also notes that the, “anagogic sense represents a shift in focus to the future, specifically to the end 

times or last things. It looks to the goal of our journey through life as we are “led up” to our heavenly 

home" (Viviano, 2008, p. 2); and, Hey notes that, “the inexhaustible riches of Scripture ... seems to 

call for polysemous possibilities”. (Hey, 2009, p. 101). Personal anagogic experience is associated 

with a deep and subjective opening-up to the provoking and powerful metaphors of hopeful 

anticipation. This, according to Masciandaro, equates to, “a stretching open of the present beyond 

the past and the future, an extensional space taking place on the inside of a perforation of the 

                                                           
174

 The eschatological triptych identified by de Lubac refers to both the eschatological history of Christianity and the 
expected unfolding of the revelation of the eschatological mystery of Christ; the fourfold sense of scripture is different to 
this, as it proposes a system of analysis for interpreting scripture – ranging from the literal to the spiritual/personal (i.e. 
anagogical). Whilst schematically different, both approaches not only draw-upon and incorporate the notion of anagogy, 
they are both relevant when considering the meaning and interpretation of eschatology and the mystery of the future. de 
Lubac usefully notes and supports this point here, "the self-same unparalleled mystery which is again the mystery of 
ourselves and the mystery of our eternity. Each phrase of scripture has several senses, but at a still profounder level, all 
these phrases of scripture never have just one single sense. Its every "letter" contains a unique treasure, "our treasure"." 
(de Lubac, 2000, p. 203). 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

209 
 

temporal boundary between life and death.” (Masciandaro, 2010, p. paragraph 7). With particular 

relevance for this study, Hey also notes that, “a Christian could maintain without contradiction that 

the various true meanings manifested throughout history in the interpretative traditions of secular 

texts (Plato, Aristotle, Dostoevsky, etc.) also in some way relate to the mind of God. That is, if God is 

Truth, and all truth ultimately relates to God, then the multiple, true meanings of secular texts also 

reflect and participate in God." (Hey, 2009, p. 104). Finally, Masciandaro proposes that:  

[t]his temporal openness of the word, like a radio telescope scanning the universe for 
the location of paradise, is the essential domain of anagogy ... whose do-it-yourself 
truth, does not reside in the dead subjects to which it would for ungiveable approval 
backwardsly refer, but in the torturously active present into which we are always 
arriving.” (Masciandaro, 2010, p. paragraph 7) 
 

 
Towards an Anagogical Cultural Strategy: Proliferating Futures through Anarchogogy175 

It can be seen from this brief exposition of eschatology that the Blochian re-appraisal of anticipatory 

eschatology, places a primary and revolutionary emphasis on the role and function of anagogy. 

Approaching eschatology from the anagogical perspective means that the macrocosmic unfolding of 

the universal mystery of the eschatological puzzle is very much dependent upon the microcosmic 

engagement of subjective exegetes, who actively interpret the spiritual barometer of eschatology's 

progress. As Blochian utopian exegetes (and atheistic – i.e. anti Kyrios-Christos – eschatologists), the 

fluidity and mystery of hope is the Principle and catalyst that guides our abstract and sapling 

daydreams, wishes and desires upwards, towards anticipations of dignity and escape. With the 

remainder of this chapter, drawing upon additional material and concepts utilised throughout the 

thesis, I will suggest that popular cinematic material, with its shifting array of metaphors and 

narrative representations is one of our contemporary – and global – cultural scripts (or, indeed 

"scriptures") capable of creating deeply personal and collective experiences. As part of the 

                                                           
175

 I developed anarchogogy as a “variation on pedagogy” as a concept and embryonic educational strategy – in 
conjunction with my Colleague Dr. Phil Johnson – as part of the following funded research: C-SAP, HEA Subject Centre for 
Sociology, Anthropology, Politics’ research: “Cascading Social Science Open Educational Resources; Open Educational 
Resources Programme Phase 2, A(ii)”. The research and findings took place between August 2010 and August 2011. 



Dr Craig A. Hammond,  c.hammond@blackburn.ac.uk  

 

210 
 

complexity of these experiences, as a cultural mechanism, it is also capable of delivering powerful 

and emotive reminders of our default human necessity for hope, and, possible alternative futures.  

With this in mind, I wish to conclude the thesis by proposing a utopian strategy, a utopian-cinematic 

praxis, aimed at anagogically liberating the incomplete eschatologic matter of the future; and, 

through the abstract chaos of incomplete human Not-Yets, open-up new Expressionistic spaces of 

anticipation and creativity. In order to begin to articulate such a strategy, I need to define and 

introduce the neologism of anarchogogy. The first part of the term anarchogogy (that of ‘anarcho’) 

is extracted from – and has obvious associations with – the political theory of anarchism, this being a 

derivative of the Greek notion of anarchos, which means “without rulers”. The second aspect of the 

neologism ‘gogy’, also has its origin in Greek and is associated with the term agogos, meaning “to 

lead”. Interestingly, and, pertinently, this is also a constitutive element of term ‘pedagogy’, a 

concept within educational theory and practice which means literally “to lead the child”.  

It also relevant to note the purposeful connotations of anarchogogy with the previously defined 

notion of anagogy.  The anagogic meaning of ‘anarchogogy’ is intended to infer and suggest and 

open process of author-dispersal, a liberating arena where Expressionistic and temporally 

experiential encounters can be opened-up to initially lead – or, more appropriately ‘guide’ – 

striachordant witnesses towards the spectral-mirage, and, open-spaces of their Not-Yet-Become 

Hopes. Chaotic and bespoke cultural-cartologies of filmic striachordancies – with their unarticulated 

utopian and fractal signpostings – become liberated from the legalism of experts and ideology, and, 

their rigidities of definition, to allow for serendipitous and creative emergences; Not-Yet iterated 

spaces of chaotic subjective-trace irruptions, creative nostalgias, and, defibrillated hopes. From the 

chaotic scattering of this potentiality, latent and constitutive increments of ideas and journeys – in 

pursuit of new and potentially collective Not-Yets – may well germinate. Anarchogogy presents the 

idea, and, possibility of an open-ended approach to the Expressionistic dissemination of “new” 

formative notions of hope and critical proposals. Anarchogogues, 'anagogically ascending beyond 
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the legalities and literalities of ideology', conjointly begin to reach futurewards and, in doing so, 

scatter fresh seeds for new emergent ‘ideas, words and languages’. Such an approach poses the 

creative possibility of autopoeisis and the cumulative sculpting of imaginings, creating the potential 

for empowered shifts in new directions. Anarchogogy is posed as an anagogical development, rich in 

potential, where the progression of the principles and strategies of a neo-Blochian cinematic utopia 

is concerned. Along with the emergence of anarchogogic cinematologies, it is an embryonic formula 

for the germination of contagious and complex chain-reactions of Expressionistic fissions of hope.  

Towards an Anarchogogic Cinematology 

The proposal for anarchogogic cinematology is a pre-ceptual husk, enrobing the unnarrated 

potential for new strategies of utopian engagement; open enough to acknowledge non-linear shifts 

in temporal and relative-perturbations; its forward-facing scope can accommodate the dynamic 

shifts in utopian striachordant perceptions and Hope-shocks, and, their refracted aches and hints 

towards creative formations of new hopes. It is also sympathetic to the proposal that the bespoke 

turbulence associated with personal experience, interpretation, and aspirant hopes, must truly be 

understood (in the context of striachordancy) as chaotic. No two temporal experiences of 

cinematological connectivity can ever be symmetrically linear. Further developing the connections 

between the various philosophical strands, concepts and neologisms covered throughout the thesis, 

the chaos of the subjective trace, arguably, contains unforeseen – or, Not-Yet seen – possibilities of 

utopian ‘sync’; the potential for collective, though disparate ‘dusts’ to synchronise around utopian 

attractors in strange and complex ways, (for example, around the powerfully open and attractive 

metaphors associated with cinematic terakalosity) emerges as a new source of untapped possibility. 

Trans-subjective empty-spaces nudged into recognition, and, their Not-Yet dormancies slumbering 

on the cusp of the spectral mirage of relative futures, contain unmade Expressionistic possibilities to 

incrementally synchronise around beautiful pursuits of a collective hope-wishes. Through 

anarchogogic open-spaces, each unnarrated temporal potentiality contains a fertile and anagogically 

irruptive utopian terrain.  
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In the shadows of striachordant-caves, the reflected anthelia of anarchogogic cinematological traces 

pose the audacious possibility of new and embryonic futures. The hermetic cipher of the Not-Yet-

disclosed Blochian Hope-Form does not conceal an Ark with a detailed blue-print of the utopian 

future; it is rather a compelling patchwork of fragments, whose alchemical formula is one of 

explosive possibility. The chaotic scattering and liberations of anarchogogic-cinematological 

wanderings may be seen as a fractal move towards eschatologically deciphering a formulaic-fuse, 

which, if revitalised, could trigger the timelessness of a Hope-contagion. Beyond the ‘anamnetic’ 

(Platonic anamnesis) eternal made-ness of the past, and, futile strivings to remember the perfection 

of a pre-defined and unattainable once-past, anarchogogic (anagogic) sputterances recognise and 

remember the potential of an ascendency towards and through the chaotic vacuum of the future. 

Anarchogogic recognitions and Expressionistic embarkations “sense” that the unmade future can be 

nudged, grappled, and mutated into alternative image-inations and directions.    

As part of the continual and morphing process of the future, subjective empty-spaces, and shifting 

hopes, laden with possible alternative stories, need to be recalibrated and guided towards becoming 

engaged, and engaging anarchogogues. Refracted through a mirage of new (and complex) 

interpretations, Not-Yet possible and unmade futures can begin to be generated that extend beyond 

‘that-which-is-acquired’, (as though the future were a structured, stable, in-tact and predictable 

‘thing’); and, begin to recognise and imagine it for what it is: fluid, malleable matter-in-potentia.  

Whether through encounters with film, visions of utopia, or, indeed, the unfolding of the future 

itself – the Not-Yet can be re-con-structed and re-envisioned, through the complexity of 

anarchogogic collaborators; in the words of Bloch: "I am. We are. That is enough. Now we have to 

begin." 
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