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ARTICLE INFO  ABSTRACT 
 
 

This paper delves into the captivating interplay between surrealistic storytelling and psychological depth that 
defines anime auteur Satoshi Kon's filmography. By examining Kon's evocative narratives, this study reveals 
how his works serve as a conduit for the exploration of subconscious desires, existential dilemmas, and the 
complexities of human cognition and perception. It underscores the significance of contextualizing Kon's 
contributions within the realms of surrealism and psychoanalysis, shedding light on the enduring dialogue 
between cinematic artistry and the profound intricacies of the human psyche. Through this research, the paper 
seeks to illuminate the intersections of surrealism, psychoanalysis, and cinematic storytelling, offering 
valuable insights into the intricate connections between artistic expression and the human experience. 
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INTRODUCTION 
 
Satoshi Kon's oeuvre can be hard to define in binary terms. Over his 
short-lived career, he became known as one of the most significant 
figures in the Japanese animation industry in part due to the 
narratively complex structure of his storytelling. His playful treatment 
of visual spaces, coupled with a fragmented and non-linear sequence 
of events, and a persistent deconstruction of perceived reality, 
fostered an innate surrealism within his works. These often dove deep 
into themes of psychological turmoil, with the protagonist’s 
existential dilemmas becoming apparent as the world around them 
disintegrates. In his introduction to The Illusion of Life II: More 
Essays on Animation, Alan Cholodenko says, “Kon is increasingly 
emerging as one of contemporary Japan’s most significant animators” 
(12-3). Susan J. Napier, in her introduction to Anime from Akira to 
Howl’s Moving Castle, adds, “Perhaps the most important new 
director whom I was able to touch on […] is Kon Satoshi” (XVII). 
Kon’s work, despite its relatively unknown status in the mainstream 
arena, served as an inspiration for acclaimed live-action films such as 
Darren Aronofsky’s Requiem for a Dream (2001) and Black Swan 
(2010), stands relatively unexplored within its own realm of 
psychological and surrealist brilliance. The employment of dream-
like imagery and abstract symbolism in Kon’s works is significant to 
the realm of surrealist cinema, which emerged right alongside 
contemporary developments in the field of psychology and 
psychoanalysis in the early 1900s. The aesthetic experience of 
metaphysical reality, according to the surrealists, can lead to cognitive  

 
 
 
and perceptual enlightenment for the viewer. In his work Manifestoes 
of Surrealism, André Breton states that it is the cinema that will lead 
to the "future resolution of these two states, dream and reality, which 
are seemingly so contradictory”. This paper embarks on an 
exploration of the intricate relationship between surrealist cinema and 
psychoanalysis and undertakes a comprehensive study of the 
distinctive filmography of Satoshi Kon, a visionary Japanese anime 
director. By delving into Kon's evocative narratives, this research 
endeavors to unravel the profound interplay between surrealistic 
storytelling, psychological depth, and the human subconscious. 
Through an analysis of Kon's cinematic universe, this study seeks to 
illuminate how surrealism, as manifested in his works, serves as a 
conduit for the examination of subconscious desires, existential 
dilemmas, and the intricacies of human cognition and perception. By 
contextualizing Kon's contributions within the broader realms of 
surrealism and psychoanalysis, this research aims to shed light on the 
enduring dialogue between cinematic artistry and the complexities of 
the human psyche. 
 
Surrealism and Psychoanalysis: The emergence of Surrealism, 
inspired by French poet André Breton in 1924, paved the way for a 
significant artistic and literary movement that greatly influenced 
Europe between World War I and World War II. As a successor to the 
Dada movement, Surrealism provided a constructive platform for a 
vast array of artists to break free from the constraints of conventional 
thought. The Surrealists found liberation from conventional patterns 
of thought by integrating psychoanalytical theories into their artistic 
expression. Breton’s training in medicine and experience working in a 
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mental institution played a significant role in laying out the 
psychological character of the Surrealist Movement. The works of 
French psychologists Jean-Martin Charcot (1825-1893) and Pierre 
Janet (1859-1947) offered the Surrealists a gateway to the mind and 
shaped their initial understandings of human psychology. The 
movement gained a new orientation when German artist Max Ernst 
introduced Sigmund Freud’s theories of the unconscious mind to the 
group, which came to exert the greatest impact on the movement. 
Breton, upon familiarizing himself with Freud’s methods of 
psychological examination, resolved to incorporate them into the 
essence of surrealist theory; “a monologue spoken as rapidly as 
possible without any intervention on the part of the critical faculties, a 
monologue consequently unencumbered by the slightest inhibition 
and which was, as closely as possible, akin to spoken 
thought”(Breton, 1924). As Freud’s writings were translated into 
French, the Surrealists’ understanding and implementation of his 
theories became increasingly sophisticated and complex. 

 
Surrealism, therefore, came to be closely affiliated with the 
contemporary developments underlining the fields of psychology and 
psychoanalysis, with Freud’s works forming the theoretical impetus 
for the Surrealist movement. In his book Interpretation of Dreams, 
Freud locates the content of the unconscious, or "the psychologically 
significant source of the dream," in the material world and the events 
that comprise everyday existence. Freud believed that the contents of 
the unconscious could be explained scientifically, and that "[E]very 
dream will reveal itself as a psychic structure, full of significance, and 
on that may be assigned a specific place in psychological activities of 
the waking state.” This is where it becomes significant to draw the 
distinction between Freudian theories and their integration into the 
Surrealist movement. For Freud, the purpose of gaining insight into 
repressed desires through dreams was to point a way toward a 
legitimate cure for the neurotic predispositions of the patient. The 
Surrealists, however, “do not seek to quell, control, or "cure" the 
tumultuous agitated activity of the unconscious, for they believe that 
such a task as Freud conceived it is impossible. Rather, they look to 
the unconscious in order to unlock the secrets of the material world, 
viewing unconscious activity,[and]……the general functioning of the 
id, as representing the interface between the authentic metaphysical 
grounds of materiality and the human's waking existence” (Magrini, 
2009). 
 
Surrealism and Cinema: Unveiling Surrealist Cinematic 
Exploration 

 
Surrealism has been closely intertwined with cinema since its 
inception in the early twentieth century. Breton himself has expressed 
his belief in the existence of such points of contact between the two 
mediums. ”…Breton admits that he has always admired, in the 
cinema, its pouvoir de depaysement—its capacity to take man out of 
himself—he pinpoints the attraction which the films will never cease 
to hold for the surrealists.” (Matthews, 1962). The inchoate motion 
picture industry at the dawn of the 20th century was by all definitions, 
experimental, and still navigating its grounds. Much like Surrealist 
art, the technical procedures of filmmaking exhibited an endeavor to 
disassemble reality into a multiplicity of images, only to reassemble 
them again to construct incongruous, “dream-like” worlds. Surrealist 
films broke away from traditional linear narratives to produce more 
perceptual, often unsettling images that engraved themselves into the 
viewer's psyche. Unlike Surrealist literature, limited to abstract 
linguistic metaphor, Surrealist film had the capacity to present even 
the most incongruous or absurd images as tangible, visual realities. It 
had the ability to depict the marvelous or uncanny as genuine—the 
material strangeness of reality. While Surrealist paintings could 
portray dream-like scenes, they remained static illusions. In contrast, 
Surrealist cinema could showcase tangible objects in motion, 
resembling the movement observed in dreams, thereby embodying the 
paradoxical realism inherent in Surrealism. Surrealist cinema too, 
from its very beginning, integrated the Freudian expressions of the 
unconscious mind into its narratives. It incorporated diverse scenarios 
from a clergyman's sexual dreams depicted in Germaine Dulac’s The 
Seashell and the Clergyman (1928), to a poet's exploration through a 

mirror in Man Ray’s L’Etoile de Mer (1928), and perhaps, is best 
exemplified in Luis Buñuel and Salvador Dalí’s iconic film, Un Chien 
Andalou (1929), where shocking images range from a fixation on a 
starfish to a wound that emits live ants. 
 
The Emergence of Surrealism in the Animated Medium 
 
Art historian Roger Cardinal observes that “the whole idea of the 
animated film is to suppress the categories of normal perception … 
[and to] annihilate the very conditions of rationality” (Wells 2002). 
The medium of animation opened new doorways for experimenting 
with surrealist expression. It allowed freedom and flexibility for 
experimenting with surrealist techniques that no other medium could 
achieve. Animation, therefore, became the most efficient vessel for 
constructing surrealist landscapes and narratives. Max Fleischer was a 
renowned animator known most notably for bringing characters such 
as “Betty Boop” and “Superman” to life. While not strictly surrealist 
in his approach, his cartoons were often characterized as “trippy” and 
“otherworldly”, veering into the realm of surrealism. A noteworthy 
example is Bimbo's Initiation" (1931), a Betty Boop cartoon. In this 
short film, Fleischer takes the audience on a surreal journey through a 
bizarre initiation process that includes trapdoors, surreal landscapes, 
and strange, surrealistic creatures. The fluidity and elasticity of the 
characters' movements, a characteristic of Fleischer's animation style, 
added to the dream-like quality of his work. Additionally, the use of 
music and sound effects in Fleischer's animations often contributed to 
an overall sense of surrealism, amplifying the emotional impact of the 
visuals. 

 
Walt Disney, known for his influential contributions to the animation 
industry, approached storytelling with a distinct style that may not fit 
traditional definitions of surrealism but often included elements of 
fantasy, imagination, and dreamlike sequences. “Even though Disney 
dealt with what was a predominantly abstract, non-realist form, […] 
he wanted animated figures to move like real figures and be informed 
by plausible motivation” (Wells, 1998). While Disney's work is 
primarily associated with family-friendly entertainment, there are 
instances where surreal elements emerge, challenging the boundaries 
of reality and offering audiences a taste of the fantastical. A prime 
example of Disney’s venture into surrealism is Fantasia (1940), an 
anthology film that paired classical music with abstract and 
experimental animation. Segments like "Night on Bald Mountain" 
and "The Sorcerer's Apprentice" embraced dreamlike visuals and 
fantastical elements that echoed surrealist undertones. The Japanese 
animation industry- known more famously as anime, has cemented 
itself as one of the foundational pillars of contemporary Japanese 
culture and society since its origination in the early twentieth century. 
The first person to dabble with the concept of channeling surrealism 
through animation in Japan was Osamu Tezuka- who was also 
granted the title “God of Manga”. he experimented with surreal 
elements in some of his early works such as the 1962 film Tales of a 
Street Corner where he applied a surreal, almost Dadaist approach, 
using a mixture of live-action footage and animation to create a 
dreamlike atmosphere. Another example is Hideaki Anno’s Neon 
Genesis Evangelion (1995), released just two years prior to Perfect 
Blue, which establishes a world packed with symbolism and complex 
philosophical themes. 
 
Kon’s Filmography and its Integration of Surrealist and 
Psychoanalytical Narratives 

 
Kon, who began his career as a manga artist, was greatly influenced 
by Katsuhiro Otomo, who played a pivotal role in initiating Kon's 
film career. Otomo, who is known most as the creator of the 
groundbreaking manga series and later adapted film Akira, entrusted 
Kon with the task of scripting the animated short Magnetic Rose 
(1995) as part of an anthology and subsequently recommended him 
for the directorial role in an abandoned project, which would 
ultimately become Perfect Blue (1997). Throughout his career, 
Satoshi Kon directed four animated feature films: the psychologically 
charged Perfect Blue (1997), the time-shifting masterpiece 
Millennium Actress (2001), the heartwarming yet surreal Tokyo 
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Godfathers (2003), and the visually stunning Paprika (2006). 
Additionally, he served as the producer for the 13-episode television 
series Paranoia Agent (2004). Regrettably, Kon's life was cut short by 
cancer, leaving behind an incomplete film, The Dream Machine. This 
section of the paper focuses on a nuanced exploration of three of 
Kon’s films that epitomize the integration of surrealism: Perfect Blue, 
Millennium Actress, and his final cinematic endeavor, Paprika. 
 
Perfect Blue (1997):  Kon’s artistic prowess became evident from his 
first feature-length film. Perfect Blue (1997), was an intense 
psychological thriller marked by a descent into both human and 
collective consciousness. The dark and foreboding themes of the plot 
are explored through the eyes of the main character, Kirigoe Mima, a 
former member of a famous Japanese pop band. Following her 
decision to leave the group and pursue an acting career, we see her 
gradual psychological delineation ensue as her reality frays at the 
edges. The viewers experience horror, confusion, and a wavering 
sense of self-identity right alongside the protagonist, as the 
surrealistic elements of unreality bleed into the film. The movie 
employs core surrealistic principles to generate visceral, unsettling, 
and often nauseating affective experiences for the viewers. The film's 
sound design becomes a subtle yet potent instrument in inducing 
discomfort. The barely audible music, persistently lingering in the 
background, serves as an atmospheric undercurrent that subtly 
unnerves the audience. Its presence is intentionally muted, creating an 
unsettling ambiance that heightens the overall tension. However, this 
discomfort is not a constant; rather, it takes on an even more 
impactful role during crucial moments in the narrative. At these 
points, the music abruptly shifts to jarringly bright progressions, 
creating a stark contrast that accentuates the unease. This intentional 
manipulation of the auditory experience underscores Satoshi Kon's 
meticulous attention to detail, using sound as a psychological tool to 
immerse the audience in the fractured reality experienced by the 
protagonist. 

 
Across its eighty-one-minute runtime, Perfect Blue employs a 
dynamic visual approach that oscillates between deliberate long-
drawn static shots and frenetic rapid match cuts. The juxtaposition of 
these contrasting visual techniques becomes a visual metaphor for 
Mima's descent into madness, effectively capturing the disintegration 
of her reality. During moments of psychological turmoil, the film 
utilizes prolonged static shots, emphasizing the eerie stillness that 
envelops Mima's psyche. On the other hand, the use of rapid match 
cuts is evident during Mima's hallucinatory episodes, mirroring the 
rapid and disjointed nature of her thoughts. An effective instance of 
this is the concert scene where the abrupt cuts between Mima's 
performance and her distorted perceptions intensify the sense of 
disorientation. This deliberate oscillation between static shots and 
rapid cuts not only showcases Kon's technical virtuosity but also 
serves as a visual manifestation of the film's surreal narrative, 
reinforcing the themes of identity dissolution and psychological 
unraveling in the film. Kon also incorporates graphic, violent sexual 
imagery as a tool to trigger intense emotional disorientation in the 
audience. This thematic choice resonates with a broader tradition in 
surrealist works, where fragmented, perverse, and violently erotic 
imagery has found expression throughout history. This penchant for 
exploring the unsettling realms of sexuality in surrealism is often 
linked, at least in part, to the Surrealists' engagement with Freudian 
psychoanalytic theories. Within this framework, the female body 
assumes a dual role – serving as the primary object of male 
heterosexual desire while simultaneously becoming a source of 
profound anxiety rooted in male fears of castration. 
 
The film strategically wields the color red as a symbolic thread that 
weaves through Mima's journey of fractured self-identity, gradually 
seeping into her psyche as the story unfolds. At first, it 
inconspicuously sneaks in through everyday objects like books, slyly 
making its presence known. As the narrative progresses, the red 
morphs into an undeniable force, dominating the visual landscape. As 
we approach the film's climax, the screen is dominated by red, 
instilling fear and trepidation in the audience. The pinnacle of this 
chromatic crescendo arrives during the scene of the mysterious first 

murder, where the red reaches its most vivid hue. This meticulous use 
of the color red is not just a visual flourish; it's a manifestation of 
Mima's descent into madness, an outward expression of the internal 
chaos she grapples with. The film ingeniously employs this symbolic 
color, transforming it into a living, breathing entity that mirrors 
Mima's unraveling sanity. 
 
Millennium Actress (2001): The second of Kon’s feature films, 
Millenium Actress is a stark contrast to its dark and cerebral 
predecessor, and yet it manages to expertly blur the lines between 
dreams and reality in a fashion similar to Perfect Blue. Kon 
showcases his versatility by steering away from the psychological 
intensity of Perfect Blue, offering instead a nuanced exploration of 
the interplay between memory, emotion, and the fluidity of 
perception. Despite the distinct tonal shift, Millennium Actress shares 
with its predecessor the masterful ability to blur the lines between 
dreams and reality, inviting the audience into a mesmerizing world 
where the boundaries of imagination and actuality intertwine with 
finesse. The film, which deceptively guises itself as a simple 
documentary feature about an elderly actress, Chiyoko Fujiwara, 
recounting the story of her life, soon reveals itself as a viciously 
collaged odyssey that runs across multiple layers of Japanese 
cinematic narratives. The intertwining threads of fiction and reality 
weave an archival tapestry of Japanese history, touching on real 
events like the Sino-Japanese War, alongside a spectrum of other 
genres ranging from samurai stories, monster movies, period pieces, 
and science-fiction settings all the while leaving us to question the 
veracity of the entire account. Amidst these realms, the fanatical 
interviewer Genya Tachibana and the confounded cameraman Kyoji 
Ida remain in the background. Their slightly saturated coloring in 
otherwise washed-out flashbacks and their interactions within these 
cinematic landscapes continually challenge our belief in the 
documentary's objectivity. 

 
Satoshi Kon delightfully revels in the demolition of barriers between 
distinct historical accounts within his narrative structure. This joy is 
evident as the story seamlessly flows through time, employing match 
cuts that dissolve between graphically corresponding shots and edits 
in the action that cunningly disguise shifts in environments. A striking 
example is when we witness Chiyoko tripping over as a samurai, only 
to seamlessly transform into a geisha as the scene shifts, the transition 
occurring without a pause for the audience to catch up. Chiyoko's 
multifaceted life is portrayed vividly, each role she plays ingraining 
itself in her identity and fueling her singular goal—to find the artist 
who bestowed upon her a mysterious key, inspiring her journey into 
acting. As Millennium Actress approaches its finale, it skillfully 
disintegrates Chiyoko's reality in a montage where she runs through 
each setting she has vicariously lived in, obsessively searching across 
all time and space for the elusive artist. Chiyoko's fixation on finding 
the mysterious artist who gave her a key becomes a central theme in 
Millenium Actress, driving the narrative forward and creating a 
parallel to the intense emotions often experienced in dreams. Her 
relentless pursuit becomes a symbol of the emotional intensity that 
can be found in dreams, where desires and obsessions take on 
heightened significance. Chiyoko's journey can also be viewed as a 
'feminine journey,' following the structure of 'monomyth’, or “the 
hero’s journey” (Campbell, 1968) wherein she undergoes phases of 
separation from her true self and initiation into a new understanding 
of her identity. Throughout her pursuit, the emotional intensity that 
accompanies dreams is reflected in Chiyoko's unwavering 
determination and the profound impact it has on her sense of self. 
 
From a Jungian perspective, Chiyoko's obsession in Millenium 
Actress can be understood as a manifestation of the unconscious and 
its influence on the conscious mind. The dream-like quality of the 
film, with its blurring of dreams and reality, further reinforces this 
connection to Jung's theories. Chiyoko's journey not only represents 
an individual experience but also holds transpersonal and collective 
implications, particularly within the context of Japan. As she delves 
into different roles and time periods throughout Japanese history, 
Chiyoko becomes a vessel for the collective memory and cultural 
identity of her nation. The completion of her 'feminine journey,' 

64691                                       International Journal of Development Research, Vol. 14, Issue, 01, pp. 64689-64693, January, 2024 
 



culminating in the film's final shot, signifies the integration of her 
personal and collective unconscious, ultimately leading to self-
realization and a deeper understanding of her place within the world. 
The dream-like quality of Millennium Actress is enhanced through 
various mechanisms, cognitive features, and cinematographic 
techniques employed by Satoshi Kon. Drawing from Freud's 'dream 
work' mechanisms, such as displacement and symbolization, the 
narrative presents peculiarities that blur the lines between reality and 
fantasy. Like in dreams, where objects and characters can take on 
symbolic meanings, Millennium Actress incorporates these elements 
to create a rich and layered storytelling experience. Additionally, 
common cognitive features of dreaming, such as the fluidity of time 
and space, manifest in the film, adding to its surreal atmosphere. 
Through cinematographic techniques like repetition and match-on-
actions, Kon creates a seamless flow, connecting scenes that defy 
logical reasoning and further contributing to the surrealistic overtones 
of the film. 
 
Paprika (2006): Kon’s final film, Paprika, is perhaps the finest 
example of Satoshi Kon’s mastery of the surrealist genre. It is a visual 
spectacle that brims with frenetic dreamscapes and vibrant colors that 
exert a near-hallucinogenic effect on the audience. Time and space 
become nullified concepts in the film, as worlds and characters melt 
into one another, and dreams and fantasy become intertwined. Set in 
an elite psychiatric research firm in Tokyo, the film follows the story 
of Dr. Atsuko Chiba and her colleagues as they develop the ‘D.C 
Mini’, a groundbreaking device allowing doctors to peer into the 
dreams of their patients, granting them the ability to effectively treat 
those with mental illnesses. This innovation is met with resistance 
from the firm’s wheelchair-bound chairman, an ardent advocate for 
the strict separation of dreams and reality, expressing concerns about 
the potential misuse of the device. Despite the looming danger, Chiba 
clandestinely utilizes the device, adopting her eccentric alter-ego, 
Paprika, to treat patients. The most notable among her patients is the 
guilt-ridden detective Toshimi Konakawa, grappling with a recurring 
dream that haunts him. As the film commences, a prototype of the 
D.C Mini is stolen from the laboratory, unleashing a wave of terror. 
The thief weaponizes the device, injecting delusional dreams into the 
minds of awake individuals, resulting in a form of insanity 
culminating in violent self-inflicted injuries. Paprika, along with the 
three scientists, endeavors to uncover the identity of the terrorist. 
Simultaneously, Konakawa embarks on his quest to decipher the 
meaning of his own dreams. These two pursuits converge towards the 
film's climax, a moment where the boundaries between dream and 
reality disintegrate entirely under the misguided actions of the 
terrorist. Paprika navigates the intricacies of perception, technology, 
and the fragility of the human psyche, offering a surreal and thought-
provoking exploration of the blurred lines between dreams and 
waking life. 

 
From its very opening sequence, it is established that Paprika, much 
like Kon’s previously discussed films, pays no regard to the anchors 
that weigh reality, and instead embarks on a phantasmagorical 
exploration of the unconscious where truth and illusion become 
indiscernible. The starkly contrasting identities of Chiba and Paprika 
and the peculiar nature of their relationship are also established very 
early on in the film. The stern, detached, and often apathetic 
demeanor of Chiba stands in complete incongruence with her 
charismatic alter-ego, who radiates with compassion and exuberance. 
It is within the realm of possibility then, that Paprika is meant to 
represent Chiba’s repressed unconscious emotions. “I’ve thought that 
Atsuko Chiba's careening to the extreme stimulated Paprika’s 
emotional, wild side, and as a consequence, the two lost touch with 
each other and ended up splitting” (Kon, 2007). This is especially 
highlighted through the revelation of her suppressed romantic feelings 
for her coworker, the rotund genius scientist and developer of the D.C 
Mini, Tokita. Another character that becomes significant to the 
discussion of fragmented identity is Konkawa, who is seen receiving 
treatment from Paprika for the anxiety induced by his recurrent 
dreams at the very beginning of the film. Within his dream, the 
detective, who is haunted by the number 17, chases after a faceless 
shadow as landscapes become intermingled with archetypical movie 

scenes of adventure, horror, and romance. The chase concludes in a 
hallway, the crime scene of an especially confusing open case, when 
the faceless man escapes through a door at the end of the hallway. At 
last, a disembodied voice is heard shouting, “But what about the rest 
of it?” It is later revealed that the dream originated from Konakawa’s 
repressed guilt over the death of his close friend at 17. 
 
Kon sets up a complex narrative and multi-faceted characters to 
transform the traditional concept of dreams, propelling them into an 
active realm where they exert tangible influence on the physical 
world, transcending the control of both dreamers and 
psychotherapists. Dreams become potential cages for consciousness, 
exemplified when one researcher, Himuro, becomes trapped in a 
dream. The idea of dream spillage becomes crucial as the chairman 
attempts to infect the world with his dreams, projecting visions that 
violently crash into reality. Kon explores the political analogy of 
dreams as infectious visions, akin to anaphylaxis, where one person's 
social/political desires influence others. This multilayered 
representation extends to the intertwining of dreams and films, 
exemplified when Paprika enters a dreamworld resembling a movie 
theater. The complexity deepens as dreams, reality, and film interact, 
challenging our understanding of reality. Kon prompts us to question 
the blurred boundaries between our waking world and the dream 
realm, encouraging an exploration of the infinite combinations that 
arise when individuals collectively shape their perceived reality. The 
narrative suggests that if reality is partly a dream, our shared 
imaginations can redefine the limits of our world. 
 
The iconic parade scene from the film represents a culmination of 
these concepts coming together in the form of strikingly surreal 
visuals. Within the dream world of one of the brains corrupted by the 
D.C Mini, we see the landscape of the patient’s psyche: a remote 
desert with a predominantly yellow color palette stretching onto the 
horizon. The imagery of the desert as a visual metaphor for the 
psyche has been featured in several surrealist artworks, mostly those 
of Dalí. This landscape is sharply contrasted by a randomized 
assortment of brightly-colored objects marching through the desert 
with confetti spilling around them. The participants of this parade are 
nonsensical and include automobiles, dinosaurs, fire hydrants, and 
enlarged children’s toys. Cacophonous and discordant tunes from 
“Parade”, the soundtrack overlaying this scene and composed by 
Susumu Hirasawa strengthen the parade’s chaotic nature. These 
clashing styles almost seem to be conducting the parade with a 
synthesizer, a brass band, and spiritual vocals. The juxtaposition of 
images is something that is prevalent in numerous surrealist works, 
and Paprika takes it even further by using animation as the conduit 
for intensifying feelings of insanity that invade the human mind. This, 
combined with a storyline that explores themes such as the liminality 
of dreams and the disunity of personhood along inherently 
psychoanalytical frameworks, makes this film more surreal than any 
of Kon’s other works. 
 

CONCLUSION 
 
Satoshi Kon's cinematic journey traverses the enigmatic realms of 
surrealism and psychoanalysis, leaving an indelible mark on the 
landscapes of not only the animated medium but film as a whole. This 
exploration has unveiled the intricate interplay between surrealistic 
storytelling and profound psychological narratives embedded in Kon's 
filmography. From the psychological turmoil of Perfect Blue to the 
multifaceted odyssey of Millennium Actress and the phantasmagorical 
dreamscapes of Paprika, each film contributes to a nuanced 
understanding of the complexities within the human psyche. Kon's 
films serve as a poignant reminder of the interconnectedness of 
surrealism and psychoanalysis, echoing the sentiments of André 
Breton's vision for the future of cinema—a medium capable of 
resolving the seemingly contradictory states of dream and reality. The 
adoption of Freudian expressions, such as 'condensation' and 
'displacement,' seamlessly integrates into the visual language of 
surrealism, amplifying the impact of dreams and fantasies on the 
cinematic canvas. As we reflect on Kon's legacy, it becomes evident 
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that his work not only inspires cinematic classics but also stands as a 
testament to the enduring dialogue between artistic expression and the 
profound intricacies of the human experience. Through this 
exploration, the paper seeks to contribute valuable insights into the 
intersections of surrealism, psychoanalysis, and cinematic 
storytelling, inviting further contemplation on the limitless 
possibilities that arise when creativity intersects with the depths of the 
human psyche. 
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