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Glens Falls Sequence (1937-1946)
8 minutes, color, silent, 16mm

Douglass Crockwell
Assisted by William Smith
“Glens Falls Sequence is a group of short animations bound together chiefly by their position in time.
Each has a name of convenience such as: Flower Landscape, Parade, Frustration, etc. These are not
mentioned in the film for the sake of greater unity. Generally speaking, the technique has improved the
practice. A certain archaic immobility which characterized some of the earlier films has given way to a
greater freedom of action which is pleasing but which may lack some of the former esthetic content. Most
of Glen Falls Sequence and part of The Long Bodies [1946-1947, which used a technique of slicing handmade blocks of colored wax] are concerned with pictorial qualities which might more rightly belong to the
field of still painting. This it is possible to make an interesting print from almost any single frame gives an
indication of this. In these parts the motion and timing have been secondary to the general pictorial
scene. Efforts were made to play down this scenic quality with rather gratifying results. The most simple
abstraction was found to take on meaning with motion. Along with others a real question is how much
motion can the observer comprehend and how much immobility will he accept. The study of these points
should prove very interesting….”
Douglass Crockwell, 1947 statement for the Film Department of The Museum of Modern Art

“Crockwell is concerned primarily with intuitive expression through the play and hazard of his medium.
The fluid imagery is left for each one of us to interpret in our own way. He would be the last to explain the
‘meaning’ in the work. In this sense Glens Falls Sequence may be loosely termed ‘surrealist’ – but only in
method.”
Program notes, “Contemporary Experimental Films in America,” Art in Cinema, Nov. 1, 1946

“About eight years ago [circa 1938] I set up an animation easel with the camera mounted overhead and
the work area arranged much as a draftsman’s desk, except that the working area consisted of several
movable layers of glass slightly separated. The basic idea was to paint continuing pictures on these
various layers with plastic paint, adding at times and removing at times, and to a certain extent these early
attempts were successful. This basic process was changed from time to time with varying results and I
have still made no attempt yet to stabilize the method. Somewhat as a consequence of this has been the
fragmentary character of the work produced.”
Douglass Crockwell, quoted in program notes for “The Animated Film as an Art Form,” Art in Cinema,
Oct. 25, 1946

Dreams That Money Can Buy (1948)
84 minutes, color, sound, 16mm
Print courtesy of the Film-Makers’ Cooperative (NY)

Directed by Hans Richter
Produced & directed by Hans Richter
Co-producers: Kenneth MacPherson and Peggy
Guggenheim (uncredited)
Assistant director: Miriam Raeburn
Photographed by Arnold Eagle
In cooperation with: Werner Brandes, Meyer
Rosenblum, Herman Shulman, and George
Lubalin. (MOMA’s catalog also credits Peter
Glushanok and Victor Vicas.)

Second Assistant Director: John Stix
Musical director: Louis Applebaum
Sound editor: Stanley Kotis
Story by Hans Richter, in association with: Dave
Vern, Hans Rehfisch, Joseph Freeman
Music: Louis Applebaum
“Joe” played by Jack Bittner
Dialogue by John Latouche

+ 7 Dreams based on Drawings, Objects and Suggestions by...
Max Ernst: “Desire”
Music by Paul Bowles

Marcel Duchamp: “Discs”
Music by John Cage

Fernand Léger: “The Girl with the Prefabricated
Heart”
Lyrics by John Latouche
Sung by Libby Holman and Josh White
Accompanied by Norma Cazanjian and Doris
Okerson

Alexander Calder: “Ballet”
Music by Paul Bowles

Man Ray: “Ruth, Roses and Revolvers”
Original story by Man Ray
Music by Darius Milhaud

Alexander Calder: “Circus”
Music by David Diamond
Hans Richter: “Narcissus”
Music by Louis Applebaum
Dialogue by Richard Hulbeck, Hans Richter
“Narcissus”: Jack Bittner
“The Girl”: Dorothy Griffith

For the Calder sequences, Richter had originally intended to use music by Edgard Varèse. This was even
mentioned in some of the advance publicity. But late in post-production John Cage’s music was used
instead. The precise reasons for the change remain unclear.
The film premiered in New York City and then ran for weeks. But in other cities it did not do as well. The
San Francisco run was cut short after attendance dropped following a bad review in the local paper. Runs
in Los Angeles and Chicago were even briefer. Part of the problem was that the man handling
distribution, whom Cinema 16’s Amos Vogel later described as “a very crass businessman,” was difficult to
work with. There were also screenings in Ottawa and Toronto, evidently arranged by Louis Applebaum.
In the US, 16mm prints have remained in circulation thanks to The Film-Makers’ Cooperative and the
Museum of Modern Art (MOMA) in New York City.
In 2006, the British Film Institute released a DVD edition (supplanting their PAL VHS release of 2000).
In 2013, a new restoration of the film was completed by MOMA with funding from the National
Endowment for the Arts, the Celeste Bartos Film Preservation Fund, and The Film Foundation.

Making Dreams
Excerpted from: Hans Richter by Hans Richter, edited by Cleve Gray (Holt, Winston & Winston, 1971), pp. 50–54.

…I started in 1943, my film Dreams That Money
Can Buy….
The story of my first film in America is rather
complicated. I had sent over from Europe a
series of my old films, the few which I had saved,
and I took them to the Museum of Modern Art in
New York. That was unfortunate, because Miss
Iris Barry let them deteriorate and none of them
were saved by the museum. I had some
recovered in Europe afterwards, but some were
destroyed forever. At that time, I met a young
man, Herman Weinberg, a film critic and
historian, now my oldest friend in the States. He
recommended these films to the World Theatre
on 49th Street which decided to show them
commercially. But Mr. Joseph, the theatre
owner, said I had to have a frame story to bind
them all together. So I set to work on the frame
story but that would cost about $7,000. Then I
asked Peggy Guggenheim is she could interest
Mr. Kenneth Macpherson in this venture, as
there might be a profit in it. Macpherson was a
rich Englishman who had published an important
magazine, Close Up, in the ‘30s and had done one
of the most interesting English avant-garde films,
Borderline, with Paul Robeson and a white girl
falling in love with each other—at that time it
couldn’t be shown in America. Macpherson lived
in the same house as Peggy Guggenheim on 61st
Street. But when I asked her to find out if he
would finance our venture she said, “But listen, if
there’s money to be made, why can’t I finance it
also?” So these two together put up $7,500.
At that time, I used to see [Fernand] Léger
every day. He told me, “You’re crazy! When you
have the money, make a new film. Why do you
want to show these old films? Leave them, they
are good by themselves.” I thought it was a good
idea and without telling anybody, I just started a
new film.
Since 1925 I had had many discussions with
Léger about a common film project. We loved
Blaise Cendrar’s La Fin du Monde filmée par
l’Ange N.D. [The end of the world filmed by the
angel N.-D], and Léger had drawn many sketches
of how to visualize it on film upon the napkins
and tablecloths of La Grande Chaumiere where

we used to eat.1 Now in 1942, in New York, came
a chance to realize something together, if not
Cendrars perhaps something less ambitious.
Léger suggested a film, Folklore à l’Americaine!
Léger and I went down to Grand Street, where he
was fascinated by the mannequins in bridal
gowns on both sides of the street. “Where do the
American film-makers have their eyes? If they
would only photograph this city. And look at a
drugstore window—what’s happening there!
What folklore! Let’s make a love story between
mannequins.”
And so Dreams began. The first episode was, of
course, with Léger, The Girl with the Prefabricated Heart. Léger never saw the finished
film, because in the meantime he had gone back
to Europe. Now, of course, the $7,500 were not
enough for a feature film; but, as soon as we
started, God knows why, we got enormous
publicity. The newspaper PM gave us a whole
Sunday section: title page, inside, four or five
pages, reproductions, text.2 And in no time we
were swarmed with people who wanted to work
with us for free. Then Life gave us three pages,
two in color3, and Dance Magazine came4.
Everybody wanted to write about this crazy film.
In addition to the difficulty of finding
rawstock to film with (the army and navy had
taken over every foot), I had to find a place where
I could shoot the film; it was 1944, the war was
on. The first episode took so much money, more
than $1,000 alone for the studio I had rented, we
1

In fact, Léger provided the illustrations for Cendrar’s
text when it was first published in 1919 by Jean
Cocteau’s Editions de la Sirène. Originally developed
as a screenplay, it was published as a novel when
funding for the film project fell through. Color scans of
the 1919 edition can be seen online at
http://cdm.reed.edu/cdm4/artbooks/cendrars_leger.p
hp
2 The May 24, 1948 edition. PM was a liberal-leaning
daily newspaper that ran from 1940-1948.
3 “Surrealist Movie: Six ultramodern artists supply
dreams for new film,” Life, December 2, 1946, pp. 8688. Issue archived online at
https://books.google.com/books?id=nk0EAAAAMBAJ
4 E.G. [Ezra Goodman], “Dreams That Money Can
Buy,” Dance, Vol. XXI, No. 2 (February 1947).

had to stop. And fortunately we did stop just in
time, because the owner of the studio was
arrested shortly afterwards for making
pornographic films there. Then a student of mine
at City College, who was a comic-strip designer
and had a very large studio on 21st Street in the
garment center, said that he only used a little
table at the window and that I could have the
whole loft for free. It was terrible but a big place.
So I got an electrician who put up 200 amps to
the second floor, and I installed a studio there. I
bought lamps from a stage designer, not very
useful; and I borrowed cameras from friends,
some here, some there, but what could I do? I
wanted to make the film, so I made the film—
under the most incredible circumstances. I
worked four years on it, working only at night
and over weekends. But I made it. The film
never earned a penny for us, in fact, it lost every
penny put into it. Although it ran seventeen
weeks at the 5th Avenue Theatre I didn’t get
enough to pay for the prints. All my sponsors
lost, and I myself. By this time as a full professor
at City College, I had a good salary, but I spent it
all on this film and other films.
After the Léger episode in Dreams, my old
friends from Europe contributed new ideas:
Calder, Marcel Duchamp, Max Ernst, Man Ray.
For the Max Ernst episode, I asked for a
suggestion. I had liked best of his work the book
of collages, Une Semaine de Bonté [A Week of
Kindness]5, a kind of collage of nightmares; so I
said, “I have found a complete story in one of
these collages” (later I used this as the cover of
the catalogue). I wanted to use water rising to
the bed like the collage; but the weight of the
water would bring the building down. So I said I
would use smoke instead, but how could I keep
smoke near the floor as smoke normally rises? I
called the Physics and Chemistry department of
City College; their advice was to use ammonia,
but that might suffocate us. I had some of my
students working with me, and one of them
reminded me that when the Good Humor man
opens his box in the street, the dry ice makes
5

Ernst’s third “collage novel,” first published in a
limited edition between April and December, 1935. It
is divided into seven sections, one for every day of the
week. Each was to be issued in its own volume, each
with its own primary color. But when the first four
parts didn’t sell as well as expected, the final three
were combined into a single final volume.

smoke. I went to see the Good Humor man who
said, “Yes, and when you put water on dry ice it
makes smoke, but it’s dangerous, you can get
third degree burns. You can get dry ice on
Twelfth Avenue.” I took some bed covers along,
went there, bought one piece, 100 lbs., a square
block, and brought it to the studio. My assistants
and I chopped it into bits, poured water over it,
and it really made smoke. Well, I had to bring
600 lbs., all in taxis, all myself, and then we
began to shoot the scene. In the middle of
shooting an accident happened. Because of the
publicity we had in PM, without my realizing it,
more than 100 people had squeezed into the
studio loft, just too many people pushing against
our set of the romantic bed scene with the dry ice
smoking, the whole set came down and nearly
started a fire.
The last sequence of Dreams I shot was, so to say,
completely my own…at this time I had a very
disturbing experience, which is much too private
to explain. It boiled down to the self-realization
that I was not the self-hero I thought I was…this
experience was so strong that I decided to make a
film about it. In the film, a man in his forties
suddenly realizes he isn’t the man he thought he
was…he is blue. He’s a bird of a different
color…the idea was to make something like the
story of Narcissus. Narcissus is a man who looks
at his own image, but in this new version, not
only at his own image but into it and into the
world which is mirrored in himself… This is a
good part of the artist’s problem. But though I
had this idea, I couldn’t very easily find a form to
express this inside look.
One day, as I was breaking my head about
how to approach this theme, I was walking
around my apartment with a telephone on a long
cable, then I sat down. Suddenly the rubber cable
started falling over by itself. The movement
followed through the whole cable until it came
back to the box in the wall. This unexpected
movement suddenly struck something in me. I
felt, “That is a story!” As in a trance, I got up and
followed this cable, following this line of
“inspiration.” I have followed this line my whole
life and am going to follow it in the future. I
decided to make the story of a man who follows
his “line” no matter whatever happens. This was
the way I conceived the Narcissus episode and
shot it accordingly.

At the end of this sequence, the bust of Zeus
explodes (the blue man’s memories, his past, his
traditions explode and enlighten him at the same
time). For this scene I needed some smoke
powder, but in New York it was forbidden by the
4th of July laws to use it. My assistant got it in
New Jersey, but he got five pounds instead of just
a bit. Anyhow, I used just a spoonful of it every
time for the shooting, very carefully putting it on
a film can and lighting it only after having put the
five pound bag into the icebox. Fine. Then one
day we were shooting the scene where the blue
man starts to climb out of the window with the
bust of Zeus (tradition saved). We were standing
on the fire escape, two flights down to get
shooting distance, I called out to my assistant in
charge upstairs, “All right, put one spoon in the
can, light it and we will start shooting.” Then I
yelled up, “Everything ready?” “Ready!” The
camera was rolling—suddenly, a terrific
explosion—a huge flame shot out of the window—
it’s in the film—al this followed by terrible black
smoke. I ran up to the studio. I couldn’t see my
hand before my eyes; it was the thickest smoke I
ever saw. We were in a fix, because this was still
[during the] war, and I was a German, not even
an American citizen yet. Our loft faced the back
yard, around us were a lot of factories; the

workers were always looking down at us from
their windows to see what we were doing; we
couldn’t hide. It seems that a spark had fallen
into the bag of powder and exploded the whole
five pounds. The problem was how to get rid of
the smoke without alarming the fire department.
The smoke was so heavy that we took the big
cardboards we used for the backgrounds and
literally shoveled the smoke out of the windows
for hours. To avoid the police and fire
departments, I sent the blue man out on the fire
escape to tell all the people who were looking
from the factories—there were hundreds—that
everything was O.K., that the smoke was only
incense. Of course, the factory workers were
having a lot of fun, they had never seen a blue
man on a fire escape yelling out, “It’s incense,
only incense!” Later, the man who had his shop
downstairs, an artificial leather man, came up:
“Mr. Richter, Mr. Richter, what’s the matter? I
am full of smoke downstairs and I’m losing
business. A customer came it and he couldn’t
even find me.”
In the end, though, everything turned out
well and Dreams even won the International
prize at the [Vienna] Biennale 1947 as the “best
original contribution to the progress of
cinematography.”
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