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  Abstract 
In Chilean surrealist director Alejandro Jodorowsky’s autobiographical film End-
less Poetry, the director constructs a poetic world full of psychoanalytic tension 
with his unique visual grammar. This fusion of autobiographical memory and artis-
tic rhapsody sublimates individual traumatic memories into a universal allegory of 
artistic redemption through the stacked reorganisation of surreal symbols. The re-
curring symbolic imagery in the film is both a visual translation of Freudian-La-
canian psychoanalytic theories and a creative extension of Latin American magical 
realism in the medium of film. By deconstructing the linear narrative, Jodorowsky 
introduces the viewer to the maze of memory. In the process of constructing the 
memory labyrinth, a brilliant, dramatic exhibition of the Oedipus complex is ac-
complished. From the complex family relationships in childhood to the inner strug-
gles in the process of growing up, they are all clearly presented in the performance, 
making the privatised trauma of growing up gain a collective aesthetic redemption. 
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1. Patricide Ritual and Artistic Rebirth: A Dramatic Exhibition of the Oedipus Complex 

1.1 The Dynamic Game of Triple Personality Structure 

The tragedy of Oedipus the King is transformed into a metaphor of modern spiritual dilemma in the film. The pro-
tagonist, Alejandro, plays out a contemporary version of the parable of ‘patricide and matricide’ with his authoritarian 
father, Jaime. This conflict is essentially a reflection of Freud’s theory of personality structure, in which the ego, the 
self and the superego play a triple game—the father, as an authoritative symbol, is not only the repressor of the 
primitive impulses of the ego, which follows the pleasure principle of sexuality and aggression, but also the embod-
iment of the superego’s moral paradigm, which is the judgement of values that is internalised in the norms of the 
society. When the teenager Alejandro writes in his poem, ‘I have lost my mountains/and their slightly sour fragrance’, 
this poetic deviation is not only a rebellion against patriarchal power, but also an unconscious manifestation of the 
ego breaking through the moral confinement of the superego. Freud pointed out that the ego, as a ‘completely sub-
conscious psychological structure’, is always in confrontation with the superego’s counter-energetic mechanism, and 
this dynamic conflict constitutes the fundamental driving force of personality development (Freud, 2011). 

The film shows the complete process of the establishment of the subjective ‘superego’ through a triple patricide 
structure. The first patricide is embodied in the substitutionary satisfaction of the act of painting: the black cross on 
the canvas is a monument to patriarchal oppression (the moral discipline of the superego), and when the red paint 
covers the black base, the colour counterpoint alludes to the primitive impulse of the ego to follow the principle of 
pleasure to break through the constraints of reality. This artistic catharsis confirms Freud’s statement that ‘the ego 
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mediates between the id and the superego’, transforming destructive energy into creative expression through the 
mechanism of sublimation (Freud, 2011). The second patricide occurs in the protagonist’s interaction with his spir-
itual mentor Ernst, a surrealist poet who serves as a ‘symbolic father’ and whose broken glasses and scattered poems 
in the scene of sudden death constitute an orgy of energy. Freud emphasises that the reality principle of the ego plays 
a key role in this process, as it ‘constantly manoeuvres between the ego, the reality of the environment and the 
superego, balancing and coordinating them in order to maintain the stability of the personality’ (Freud, 2011). The 
third patricide culminates in a dramatic split of personality: the protagonist’s act of playing his father on stage is 
essentially a figurative projection of the idealised ego of the superego. 

1.2 Symbolic Transformation of Non-linear Flowing Time 

In the film Endless Poetry, traumatic memories are not linearly recounted in the ‘past’, but are reconstructed by 
surreal symbols into a fluid, multi-dimensional spiritual alchemy. Through the visual language of surrealism, 
Alejandro transforms personal trauma into fuel for artistic creation and completes the deconstruction and rebirth of 
his identity in the labyrinth of memory. The surreal symbols in the film are the mirror projection of traumatic mem-
ories, and they construct a visual image full of metaphors by means of exaggeration, distortion, and symbolism. The 
green colour, which appears abundantly in the film, symbolises the revolt against the repressive environment, while 
the burning violin, burning banknotes, and burning poems represent the burning and rebirth of trauma. The imagery 
of fire releases inner energy by destroying old structures. The images of the physically handicapped, the obese sexy 
woman, and the midget are the director’s figurative presentation of childhood trauma, such as the parents’ repressed 
sexuality and the town’s aberrant interpersonal relationships. The father’s curse on homosexuality forms a decon-
struction of identity, with the plot of the protagonist proving his self-sexuality by kissing his brother. The polyphonic 
symbols have multiple meanings in different scenes of the film, forming an ‘echo chamber’ of traumatic memories. 

This monologue of the elderly Alejandro, ‘indifference can also teach truth, goodness and beauty’, exposes the 
recoding of patriarchal violence in the ontology of art. The father’s indifference, as a kind of ‘negative education’, is 
presented in the psychoanalytic field as the absolute silence of the superego. This silence is different from violent 
repression; it is the ultimate punishment of the symbolic world’s refusal to give recognition to the subject, throwing 
the subject of desire into the vacuum of the imaginary world. In artistic transformation, however, this indifference 
becomes a catalyst for creativity: the young Alejandro transforms his father’s silence into the white space of poetry, 
creating in the blank spaces of the canvas a spiritual space that is more tense than the figurative. This mechanism of 
transformation is transformed into a new raw material for symbolic production through the film. Like the hourglass 
imagery in the film, his father’s temporal discipline (the unidirectional flow of sand) is transformed into a circular 
glass labyrinth in the art installation, where cold linear time is fissured into a poetic multidimensional space. 

2. The Alchemy of Traumatic Memory: The Memory Labyrinth Built by Surreal Symbols 

2.1 The Polyphonic Presentation of Spectacled Symbols 

In the film Endless Poetry, traumatic memory is not a linear narrative of the ‘past’, but is reconstructed by surreal 
symbols into a flowing, multi-dimensional spiritual alchemy. Through the visual language of surrealism, Alejandro 
transforms personal trauma into fuel for artistic creation and completes the deconstruction and rebirth of his identity 
in the labyrinth of memory. The surreal symbols in the film are the mirror projection of traumatic memories, and they 
construct a visual image full of metaphors by means of exaggeration, distortion, and symbolism. The green colour, 
which appears abundantly in the film, symbolises the revolt against the repressive environment, while the burning 
violin, burning banknotes, and burning poems represent the burning and rebirth of trauma. The imagery of fire re-
leases inner energy by destroying old structures. The images of the physically handicapped, the obese sexy woman, 
and the midget are the director’s visualisation of childhood traumas such as the parents’ repressed sexuality and the 
town’s aberrant interpersonal relationships. The father’s curse on homosexuality (‘poets are all homosexuals’) forms 
a deconstruction of identity along with the plot of the protagonist proving his self-sexuality by kissing his brother. 
Homosexuality here becomes a symbol of freedom and creativity rather than a moral label. The polyphonic symbols 
have multiple meanings in different scenes of the film, creating an ‘echo chamber’ of traumatic memories. 

Jodorowsky transforms the circus performances in the streets of Fernanda into a cathartic ritual of the collective 
unconscious. The midgets, clowns, and women with fat breasts form a ‘carnival’ scene in Bakhtin’s writing, trans-
forming real oppression into aesthetic ecstasy. The visual violence of the film is not purely sensory stimulation, but 
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a desensitisation of mental trauma through the explosive use of symbols. The carnivalesque collage of symbols de-
constructs the linear historical narrative. In the passage showing the protagonist’s experience of exile, the director 
juxtaposes the dictator’s speech, street violence, and circus performances in the editing, using Buñuel-style surrealism 
to create a sense of the absurdity of historical memory. This narrative strategy echoes Lyotard’s critique of grand 
narratives, and in the collision of energetic fragments, individual memory acquires the poetic power to resist the 
totalisation of history. 

2.2 Mirror Projection of Allusive Metaphors 

In the late 1960s and early 1970s, Latin American cinema entered a ‘neo-baroque phase’. It was characterised by the 
creation of spectacle, the symbolic relationship between energy and reference, the structure of multiple lines, and the 
combination of avant-garde and genre films. The magic realist film is a branch of the neo-baroque stage (Paul A. 
Schroeder Rodríguez, 2011). In a bar in a small Chilean seaside town, the young Alejandro Jodorowsky enters a 
surrealist theatre of magic. The bar is filled with ‘madmen’ of all colours, who wear invisible masks but are more 
real than anyone else. Parra, the poet of the Enlightenment, a representative of the Chilean avant-garde, opens up a 
new dimension in Zodu’s poetry with his subversive, ‘serpentine’ style of desire. The redhead Stella Diaz, a gypsy 
poetess, is another contrasting colour that enters the protagonist’s mind. Zodu once prided himself on being as trans-
cendent as Nicanor, able to see and tolerate the weaknesses of human nature, but when jealousy bites at his heart, he 
curses the man next to Stella, only to realise that it is his idol, Nirnoka, that he is insulting. In that instant, his carefully 
constructed image of poetic purity comes crashing down. Zodu has an epiphany in the burning verses: inspiration is 
born not only in pure virgins and burning butterflies, but also hibernates between vipers and dirt. As the myth of 
Orpheus projected in the film, when Zodu is immersed in the vision of the lost and found, the ‘wife’ following him 
has already been killed by the viper, and is only a phantom in his memory. This deconstruction and reconstruction of 
the idealisation of poetry is precisely the artistic charm of Endless Poetry as an autobiographical film. 

In the ethereal light of Greek mythology, Orpheus, a musical genius conceived by Apollo and the muse Calliope, 
becomes a messenger communicating between the realms of gods and humans with his extraordinary lyre skills. His 
seven-stringed lyre produces melodies that make rocks weep and beasts tame, and it is this soul-cleansing music that 
draws the young nymph Eurydice into his arms. However, the tragedy of the snake’s foot at the wedding banquet 
pushed the myth into the abyss of fatalism—the infatuated Orpheus knocked on the door of the underworld with the 
sound of the lyre, and Hades, the King of the Underworld, although touched by the music, set up a taboo that can 
never be looked back. When Orpheus is about to cross over to the underworld, his attachment to his wife turns into 
a fatal look back, causing Eurydice to dissipate into the darkness forever. This myth, imbued with existentialist phi-
losophy, is transformed into a surrealist mirror projection in Jodorowsky’s Endless Poetry. Stella’s labyrinth of vi-
sions, constructed with spirits and lust, resembles the phantom of his dead wife that Orpheus is chasing after. While 
Zodu is immersed in the illusion of lost and found love, he has already fallen into the purgatory of self-woven mem-
ories - Stella is not a resurrected Eurydice, but a muse that awakens his creative inspiration. Just as Orpheus is doomed 
to fail to return to the realm of the yang with his deceased wife, Zodu also witnesses the disillusionment and rebirth 
of poetic ideals in the gap between ideals and reality. 

3. The Aesthetic Transformation of Suffering: The Dialectic of Redemption in Poetic Ecstasy 

3.1 Interdisciplinary Transplantation and Emotional Mediums 

The violent scenes in Endless Poetry are always accompanied by a mechanism of poetic dissolution. When showing 
the bloody scenes of political repression, the director introduces the element of puppetry, transforming the sufferers 
into puppets on strings, an interstitial effect that creates a Brechtian critical distance. What is more noteworthy is that 
the transparent design of the puppet material suggests the nullification of individual existence in the violent machine, 
an aesthetic transformation that suspends the real suffering in a phenomenological sense. Physical trauma is encoded 
in the film as a carnivalesque carnal narrative. The epileptic seizures of the protagonist are always accompanied by 
coloured smoke and flying pages, and the experience of illness is translated into a ritual scene of inspiration. Through 
the degradation and regeneration of the body in this way, illness is no longer a mere pathological phenomenon, but a 
channel to break through the shackles of reason. Under the phenomenological perspective, the film presents a Mer-
leau-Ponty style phenomenology of body perception. When the protagonist dips his finger into the paint and smears 
it on the canvas, the close-ups intensify the direct dialogue between the body and the material, and this pre-reflective 
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state of creation subverts the traditional dichotomy between subject and object. This pre-reflective state of creation 
subverts the traditional subject-object dichotomy, and the canvas gradually turns into a ‘mirror of flesh’ that carries 
traces of life. The aesthetic transcendence of verbal violence reaches its peak in the poetry recitation scene. The 
director visualises the sound waves of the verses as visible colourful ripples, and the materiality of language is exag-
gerated. 

Deleuze states in Time-Image, ‘Cinema completes its marriage with the spirit, with the mind, through the body.’ 
(Gil Deleuze, 2004) In the creation of Endless Poetry, the filmmaker finds a channel between film and reality, be-
tween reality and spirit, and that is the ‘body’, and the ‘affective body’ becomes the core element of Latin American 
magical realism film. The ‘erotic body’ has become the core element of Latin American magical realism film. In the 
carnival scene of the film, all the characters are dismembered and reassembled in the recitation of poems, forming 
what Deleuze calls a ‘body without organs’. This is not a forgetting of violence, but rather the director transforms it 
with a higher poetic intensity into the courage to continue to exist, to dance a never-ending tarantella on the precipice 
of nothingness. Emotion is a continuous flow of the force of action, a ‘labour of life’. That is, the human being is the 
subject of affective action, and the capacity to withstand affective action is unknown, fluid, open and renewed (Wang 
Minan, 2016). In this sense, Jodorowsky seeks a new way to express the body’s own richness of meaning in order to 
redefine the human being. Jodorowsky’s films testify to the fact that in the vast trauma laboratory that is the Latin 
American continent, true redemption lies not in the dissolution of suffering, but in the quenching of suffering into 
poetic crystals that illuminate the darkness. 

3.2 Ritual Redemption of the Dilemma of the Self 

Zodu rebels against his family because he wants to be a poet and does not want to be a doctor. He goes out in search 
of poetry, and when the visitors hear that he is a poet, they immediately applaud. The applause is a praise for the 
behaviour, but does not concern itself with what his work is like. Guided by his poetic soulmate, Zodu begins to 
reconstruct his life in literary terms: a poet who refuses to conform, who believes in breaking the rules, who decon-
structs authority by blacking out statues, and who even hurts his friend’s fiancée in the name of art when she cheats 
on him. As he wanders around like a clown lost in thought, poetry has been reduced to a hedonistic performance prop, 
and this alienation has plunged him into a deeper self-predicament. The family of origin stigmatises poetry as a 
symbol of sensitivity, cowardice, and marginality; in the coffee shop, poetry is an erotic ash, a by-product, while in 
the friend’s place, poetry is a medium for living for art. Poetry has always been a kind of improvisation art, reflecting 
the irreconcilable contradiction between the concept of art and conventional life. 

In order to solve the ultimate question of what poetry is, Zodou travelled from the narrow islands of South America 
to Paris, the capital of controversy. In the moment when the young actor and the old director are in the same frame, 
the old man, who has dedicated his life to art, gives his answer: ‘The heart answers the questions asked by the brain. 
To live on your own terms is sinless; to live according to the wishes of others is sinful.’ This aphorism is the eternal 
dilemma of the idealist—when Zodu declared, ‘The death from which I fled is jogging beside me,’ he had already 
sacrificed his life on the altar of art. As Jodorowsky puts it, ‘If I only had three million dollars, I’d go ahead and make 
my favourite trilogy, if I had three hundred thousand, I’d go into painting, if I had five thousand, I’d write a book, 
and if I had a hundred, then I’d write poetry.’ This laddered ordering of values is precisely the ritual declaration of 
the artist’s self-redemption in the material world. 
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