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ABSTRACT

VISUALIZING AND IDENTIFYING THE OTHERED MONSTERS WITHIN
THE SELF: PHANTASMAGORIA

ILAYDA GUNEYSU
Visual Arts and Visual Communication Design, M.A. Thesis, June 2025

Thesis Supervisor: Asst. Prof. YOONG WAH ALEX WONG

Keywords: Monsters, monster design, animation, the self, the other

This thesis argues that the emergence of monstrosity is the blurred boundary be-
tween self and other and animation is uniquely capable of expressing it. Drawing on
theories of the uncanny, abjection, the shadow self, and projection, it explores how
animated transformations visualize both internal psychological conflict and external
threats. This thesis explores the emergence and function of monsters through the
conceptual lens of the self and the other, emphasizing the role of projection from the
self onto the other, with the objective of informing and enhancing monster design
in visual media. Furthermore, it highlights how animation’s unique capabilities can
serve as a medium for integrating these internal aspects rather than merely rejecting
them. By integrating insights from psychology, philosophy, and evolutionary theory,
the study emphasizes that effective monster design requires acknowledging the other
within the self. The history of visual representations of monstrosity within paint-
ings and film is also analyzed to gain insights into the portrayal and perception of
otherness. These insights are then applied to an original animated motion graphics
film, Phantasmagoria (2025), where the established theoretical principles inform the
design of monstrous characters.
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OZET

BENLIGIN ICINDEKI OTEKILESTIRILMIS CANAVARLARI
GORSELLESTIRMEK VE TANIMLAMAK: PHANTASMAGORIA

ILAYDA GUNEYSU
Gorsel Sanatlar ve Gorsel Iletisim Tasarimi, Yitksek Lisans Tezi, Haziran 2025

Tez Damgmani: Dr. Ogr. Uyesi YOONG WAH ALEX WONG

Anahtar Kelimeler: Canavarlar, canavar tasarimi, animasyon, benlik, 6teki

Bu tez, canavarhigin ortaya c¢ikiginin benlik ile O0teki arasindaki bulanik siirdan
kaynaklandigin1 ve animasyonun bunu ifade etmede benzersiz bir yetenege sahip
oldugunu savunur. Tekinsizlik, igrenme, golge benlik ve yansitma gibi kuramlar-
dan yararlanarak, animasyon yoluyla gerceklesen dontisiimlerin hem igsel psikolojik
catigmalart hem de digsal tehditleri nasil gorsellestirdigini inceler. Tez, canavar-
larin ortaya c¢ikigi ve iglevini benlik ve O6teki kavramlar: ¢ercevesinde ele alir; ben-
likten otekine yapilan yansitmanin roliinii vurgulayarak gorsel medyada canavar
tasarimini bilgilendirmeyi ve geligtirmeyi amaclar. Ayrica animasyonun bu igsel
unsurlart yalnizca bastirmak ya da reddetmek yerine, onlar1 biitiinlegtirme araci
olarak kullanilabilecegine dikkat ceker. Psikoloji, felsefe ve evrim teorisinden elde
edilen bilgilerle desteklenen bu c¢aligma, etkili bir canavar tasariminin, benlik igin-
deki otekinin farkina varilmasini gerektirdigini vurgular. Resim sanat1 ve sinema
tarihinde canavarligin gorsel temsilleri incelenerek otekiligin nasil tasvir edildigi ve
algilandig1 tizerine kavrayiglar gelistirilir. Bu kavrayiglar, Phantasmagoria (2025)
adl1 6zgiin bir animasyon filmine uygulanir; burada ortaya konan kuramsal ilkeler,
canavar karakterlerin tasarimini yonlendirir.

iv



ACKNOWLEDGEMENTS

First and foremost, I would like to express my deepest gratitude to my thesis ad-
visor, Asst. Prof. Yoong Wah Alex Wong, whose guidance, insight, and steady
encouragement sustained me through every phase of this research. His thoughtful
critiques and unwavering support were instrumental in shaping this work. I would
also like to thank my jury members, Prof. Ahu Antmen and Asst. Prof. Ece Arithan
for their time and effort in attending my thesis defense and provide me meticulous
feedbacks.

I also would like to thank my family and my friends, for their unwavering belief in
me. Your love has been my foundation, your belief has been my courage and I can

never overestimate your support.



vi

To everyone who supported me



TABLE OF CONTENTS

AB ST R A C T e i
(© 4 = I iv
LIST OF FIGURES .. ettt iX
. INTRODUCTION o 1
1.1. The De nition of AMONSEer. ..ot 1
1.2. The Monsters in Visual ArtS. . ......ouiiiiiii e 8
1.2.1. History of Monster Depictions ............ccoviiiiiiiiiinennn.. 8
1.2.2. Monsters in Paintings ..........coooiiiiiiiiiii i, 11
1.2.2.1. The heavenly monstrosities of Bosch ................. 11
1.2.2.2. The unconscious monster of Goya.................... 13
1.2.2.3. Redon's formless monstrosities ....................... 16
1.2.2.4. Beksinski and the building from horror .............. 18
2. METHODOLOGY o e 20
2.1 The Medium . ... e 20
2.2. Visual Language Analysis in Film ................ i, 22
2.2.1. The Thing and The Subversionof Unity....................... 22
2.2.2. Exploration of Otherness in Stop Motion Animation - Coraline 24
2.2.3. The Shape of Water and the Sympathetic Other .............. 28
2.2.4. The Fly and The Escape of The Monstrous Self............... 31
. PHANTASMAGORIA (2025) oo 34
3.1, SHOrYDOArd . ..o 35
3.2, The SCENES ..o 35
3.2.1. Scene 1: The Identity Fracture.................ccoiviiinn.. 35
3.2.2. Scene 2: Arrival at the Monstrous Site ........................ 36
3.2.3. Scene 3: TheHybrid ... 37

vii



3.2.4. Scene 4:
3.2.5. Scene 5:
3.2.6. Scene 6:
3.2.7. Scene 7:
3.2.8. Scene 8:

4. CONCLUSION ....

BIBLIOGRAPHY  .....

The Horrorof Unity ...t 38

The Pressure ofthe Cogs ...t 40
The Feminine and Maternal Abjection ............... 41
The Flower and the Death............................ 42
Acceptance and Integration...................oooeul 43
....................................................... 45
....................................................... 47

viii



LIST OF FIGURES

Figure 1.1. A freak show advertisement. (Délano, 1941). .................. 10
Figure 1.2. Bosch, H. (circa 1490-1510). The Garden of Earthly Delights

[Triptych painting]. Museo del Prado, Madrid, Spain.................. 12
Figure 1.3. Two Monsters (Bosch, c. 1505) ..........cooiiiiiiiiiiiiin.. 13
Figure 1.4. Capricho-43, (Goya, 1799). ..ottt 14
Figure 1.5. Saturn Devouring His Son (Goya, c. 1819 1823)............... 15
Figure 1.6. The Crying Spider, by Odilon Redon, 1881. Charcoal, 49%

37.5 cm. Private collection, The Netherlands. ......................... 16

Figure 1.7. There was perhaps a rst vision attempted in the ower, plate
2 of 8 from Les Origines 1883. Odilon Redon French, 1840-1916.
The Misshapen Polyp Floated on the Shores, a Sort of Smiling and
Hideous Cyclops, plate 3 of 8 from 'Les Origines'. Odilon Redon;
French, 1840-1916. Eye-Balloon, by Odilon Redon, 1878. Charcoal,

42.20 33.2 cm. The Museum of Modern Art, New York.............. 17
Figure 1.8. Zdzislaw Beksinski, Untitled, 1973. ...t 18
Figure 1.9. Zdzislaw Beksinski, Untitled, 1984. .....................cooit. 19
Figure 2.1. The monster, fusing (Carpenter, 1982)....................ou... 23
Figure 2.2. The design of the bug-furniture and the consumption of bugs

(Selick, 2009). ...t e 25
Figure 2.3. The Beldam with limbs stretched out and distorted (Selick,

20009, . 26
Figure 2.4. The Beldam with limbs stretched out and distorted (Selick,

20000, L 27
Figure 2.5. Elisa viewing the Amphibian Man in tube, The Shape of Water

(Guillermo del Toro, 2017). ...t 28
Figure 2.6. Two dynamic droplets symbolizing the protagonists converg-

ing, The Shape of Water (Guillermo del Toro, 2017). ................. 30



Figure 2.7. Elisa and the Amphibian Man underwater, The Shape of Wa-

ter (Guillermo del Toro, 2017). ..o e 30
Figure 2.8. Brundle's initial decay, The Fly (Cronenberg, 1986). .......... 32
Figure 2.9. The nal form of Brundle y, The Fly (Cronenberg, 1986). .... 33
Figure 3.1. Phantasmagoria, scene 1 (2025) .........covviiiiiiiiiiinnennn. 35
Figure 3.2. Phantasmagoria, scene 2 (2025) .........ccovviiiiiiiiiiiiinnn... 36
Figure 3.3. Phantasmagoria, scene 3 (2025) .........c.ciiiiiiiiiiiiiinnn.n. 37
Figure 3.4. Phantasmagoria, scene 4 (2025) .........ccvvviiiiiiiiiiinnnnn.. 38
Figure 3.5. Phantasmagoria, scene 5 (2025) ..........cccoiiiiiiiiiiinen... 40
Figure 3.6. Phantasmagoria, scene 6 (2025) ............ccoiiiiiiiiiiiinn... 41
Figure 3.7. Phantasmagoria, scene 7 (2025) .........cccoviiiiiiiiiiiinnnnn.. 42
Figure 3.8. Phantasmagoria, scene 8 (2025) ..........ccoviiiiiiiiiiinnen... 43



1. INTRODUCTION

This thesis aims to investigate the reason behind the emergence of monsters in
culture, within the framework of the self and the other, for the objective of aiding in
monster design. To this end, an interdisciplinary approach, combining evolutionary
theory, philosophy, and psychology is employed.

The overlap of the othered and the self is emphasized in the investigation into the
concept of monsters in horror, in order to highlight an often overlooked area on the
subject. Afterward, the principles established from this investigation of monster
manifestation will serve as a foundation for an applied demonstration within the
context of a motion graphics animated Im made for this thesis, "Phantasmago-
ria" (2025). Finally, the e ectiveness of these principles in the design of animated
monsters will be evaluated.

1.1 The De nition of A Monster

The concept of the monster has surfaced across nearly every culture over a large
portion of history. Representing the incomprehensible malevolent entity that evokes
fear or prompts avoidance, the monster takes on many forms yet can be de ned with
a single name. But what exactly is a monster? And why does it exist?

The word "monster' originates from the Latin word monstrum, and relates to the
verbs monstrare meaning reveal, and monere meaning warn (Beal 2022). In con-
temporary usage the word encapsulates a broad array of senses: daunting in size,
wicked in nature, or simply disturbing in form. Regardless of the emphasized
trait, the usage is connected in that what is monstrous overwhelms the senses to
the point of non-comprehension. This inability to grasp lays the groundwork for
what a monster is. The de nition is loose enough to envelop di erent kinds of situ-
ations, yet they're all connected by the feeling of distress each in icts. According to



Weinstock, monsters are things that should not be, forcing us to reconsider our
comprehension of things we lack knowledge of (Weinstock 2020). The monstrous
begins with this liminality, a being that ought not to be. Lack of a rigid de nition

is in line with the discussions surrounding monsters, with them being regarded as
entities that cannot be named or contained (in a de nition).

Before the material monster, the existence of the monstrous may have evolutionary
roots in our psyche. Any being banks on survival, and homo sapiens are no excep-
tion. We are hardwired to survive, and the consciousness thus developed oft is used
to avoid danger; therefore, human attention is most concerned with the feeling of
danger (Clasen 2012). Our intrinsic tendency to identify and to study dangerous
agents, as an evolutionary tactic aimed at improving our ability to respond to later
threats, may have contributed to the development of danger perception in di erent
situations. This fear does not necessarily have grounds in reality; just the notion of
unfamiliarity in an otherwise familiar environment can cause such repulsive feelings.
Uncanny valley, as de ned by Masahiro Mori, relates to this discussion as it deals
with that which looks human enough; with something unidenti able being wrong
with them (Mori 1970). The repulsion response makes sense in such an unfamil-
lar situation, as we cannot assess whether this foreign entity is a danger or not.
A situation that seems familiar enough with the twist of uneasiness might signal
an unknown condition of disease or danger, lingering beneath the obvious. As our
biology is hardwired to defend against foreign instances that may signal potential
danger, such a situation often evokes feelings of repulsion as a protective mecha-
nism. This visceral response, rooted in avoidance and threat detection, echoes the
senses that have been associated towards monsters above. When such parallels exist,
interpreting the fantastical narratives surrounding monsters as expressions of this
very feeling becomes utmost tting. Of course, we must rst delve into how this
repulsion connects with the human psyche.

Noél Carroll o ers one such explanation on horror and monsters. For him, night-

mares and monsters have been intertwined since their conception (Carroll 1981).
The nightmare carries many of the qualities already discussed in relation to the
monstrous above. It is a corruption into the absurd of the natural and the safe,

the dream. It is an overwhelming sense that oft forces one out the comfort of sleep.
It is simply that ought not to be, as far as the unconscious is concerned. While
the dream is canonically considered disconnected from reality, it still holds a certain
inner balance that allows it to be experienced in its entirety, until the natural end of

sleep. Nightmare, however, overwhelms, by de nition, and forces an early end. In
art-horror, monsters are novel disruptions to our sense of reality, which creates this
nightmarish e ect. This is because nightmares are constructed from primal fears,



looping back to the theories that talk of the innate drive for survival. When an
outside agent is liminal, survivability is also uncertain. This creates the need for
caution and awakens an intrigue to study, to make clear sense of the in-between.
Such drive to understand, to de ne, to prepare for, complicates the response towards
danger. It is no longer just an avoidance, but also an interest. To protect oneself
one must avoid, but to avoid successfully one must understand, and to understand
one must seek. Noél Carroll underlines this two-fold, almost dilemma-like reaction.
He writes that his fantastic representation of horror can be seen as a metaphorical
approach to the con icting fear and compulsion towards nightmares (Carroll 1981).
In his work the compulsion and the fear are elevated to harmony in the fantastic.
The conscious work to reach said harmony can be exempli ed in the conception of
a given monster.

Carroll outlines several methods for monster creation: fusion, ssion, and magni -
cation. With fusion, two or more unrelated categories are mixed together, violating
the predetermined function and limits of the a ected categories, into the creation
of something beyond. The end result is very much a thing that ought not to be, as
the ingredients were far from each other in pre-existing conception.

Fission, on the other hand, deals with changelings such as werewolves, that change
states from one category to another, or doppelgangers, which are created by dou-
bling and creating incongruent, multi-identities. Concepts by way of ssion work
on the liminality of the monstrous: the uncertainty, the inability to belong to one
category or the other creates the tension. A werewolf is neither were (man) nor wolf.
Regarding it as either would be a mistake as much as regarding it as both would
be one. Similarly, a doppelganger is almost but not quite what it appears to be.
Again, regarding it only as what it appears as, or not what it appears to be, is a
mistake in perception and understanding.

Magni cation consists of playing with the concept of size, exaggerating it in places
that could also play on specic phobias, such as giant insects. This harks back
to the use of monster as daunting in size. Again, the uncertainty creeps in, for
expected size is a factor in on how we identify concepts. What comes across as
exceptionally larger, or even smaller, calls to question its identity. A certain sense
of almost but not quite is there: This thing is an insect, except that insects are not
this size. Should it still count as an insect? Would treating it as one endanger my
survival? If not an insect, what is it? Thus the created monstrous brings out the
primal uneasiness.

All three methods Carroll outlined work to break the categorical boundaries. He de-
nes this speci ¢ abject horror as art-horror and distinguishes being simply afraid



from horror that is meant to evoke speci ¢ emotions towards the horror monsters
(Carroll 1987). Art-horror is often woven with Gothic elements, appealing to our
sense of intrigue and the unknown. This is the distinction between fear and intrigu-
ing nightmarish curiosity. Returning to the point of our concern with the human
biological tendency towards learning about situations that might pose a threat, such
a fascination with art-horror makes total sense. The pull between avoidance and
seeking towards the unknown and the uncertain nds a home in art-horror. Curiosity
to discover, even though the expected end is one that poses a certain danger.

Conclusions drawn above, both in evolutionary biology and ctitious horror, lead to
the same understanding that monsters are created from the principle of liminality
and boundary-breaking. The psychological aspects that underlie the fascination
with horror are analyzed by Julia Kristeva as well, employing Mary Douglas' sense
of purity versus impurity (Douglas 2003). For Douglas, purity is categorical. It
is the capacity to be de ned neatly in a single category that allows a thing to be
pure. Naturally, impurity comes from uncertainty and liminality. A thing cannot
be pure if we cannot accurately place it in a single category. If, for the observer,
an entity is in-between several categories, names, or de nitions; then it is impure.
All the aspects of the monstrous discussed above thus make monsters impure within
Douglas' analysis.

Kristeva, in her in uential essay Powers of Horror, pulls from psychoanalysis to
explain the repulsive reaction towards the liminal (Kristeva 1982). She explains that
this repulsion we feel, abjection, is a defense mechanism for protecting the sanctity
of the self. The self is pure and uniform, and the intrinsic need to protect the
uniformity of the pure self causes aversion to the perceived threat, the impure.
As Kristeva writes within Douglas' analysis, the purity of the self is that it ts
neatly within boundaries. The impure threatens this simply by existing, because its
very existence breaks boundaries. As purity has been de ned through respecting-
boundaries, any and all disregard for boundaries is a threat to purity. The other,
the impure, is rejected and discriminated against. Commenting on another common
thread with art-horror, Kristeva ties the disgust towards bodily uids with the drive

to remain pure. What is expelled from the body is done so in an attempt to cleanse
the soul by expelling the impure, other, and to return to the pure state, therefore
maintaining the identity. The uids expelled, be it blood, puke, spit, are then read
as having been not necessary or even the drops of impurity within the pure. If
one can be oneself still after expelling thus, then what was expelled did not hold
importance to the categorical purity. The pure is, in some way, that without any
extra.

However, the sanctity of identity is challenged when the purity distinction is blurred.
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A corpse, for example, used to be a living human being. Only it has changed state
in a disturbing manner. What once was is no longer that. To accept this liminal
identity and the state change capacity would be to acknowledge the self being subject
to change. This possibility of the perceived pure self being tainted by impurity causes
distress which causes the repulsive reaction. Thus, when liminality of object states
occurs, the abject is a response to the breaking of boundaries.

The common consensus among scholars on what constitutes a monster revolves
around the concept of category violation. Therefore, it can be inferred that the
emergence of monsters is either motivated by the desire to preserve the pure sanctity
of the self (by rejecting what it is not) or to name and avoid the unknown (by naming

it the other). From this, it follows that the unknown and the unfamiliar are the major
components of e ective monsters. In fact, following a bit of Freud, that which is
uncanny (unheimlich) is not simply brand new and unknown but rather a mix of the
familiar and the unfamiliar. The impulse to accept what comes across as familiar is
always there, because the consciousness would like to identify quickly to ease itself.
However, the uncanny has details to it that make such acceptance impossible (Freud
2018). The uncanny creates unease simply because it looks to be familiar but is not.
This liminality is the key component of the strong response. The birthplace of this
disruption is the liminality of the categories. To distinguish between the self and the
other, we must categorize them. We must be able to decide which any given entity
ts. And when something does not t a single category neatly, the in-betweenness
bestows it a foreign status.

While the literature pretty much agrees on the basis of monster creation, the compo-
nents of the self within the other remain underexplored and not generally accepted.
Kristeva's perspective touches a bit on this with the innate desire to cleanse one-
self and rid oneself of the other, but her focus is more on the contamination of the
pure rather than the intricate relationship between the self and the other. Kearney
contributes to the discourse on both by suggesting that monsters originate from our
unconscious repulsion about ourselves (Kearney 2005). What we nd disturbing in
the self, we externalize as the other. Thus keeping our purity. Essentially, the at-
tributes we harbor yet loathe are not acknowledged and instead projected onto the
other, giving rise to scapegoats and monsters. This aspect does not have to stray far
from category-violation. Since we can carry attributes of the other within ourselves,
this rigid categorization can damage our sense of identity. To de ect these undesired
traits, they are ascribed to the other, forming the monsters , thus making the self
essential in the formation of monsters.

In the eld of psychology, the abjection e ect can be observed in projective iden-
ti cation. Conceptualized in the Kleinian view, projective identi cation consists of
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the idea of transferring one's mental state to another (Spillius et al. 2011). The
unwanted negative feelings once observed in another therefore may be severed from
the conceptualized self. With the transference of the negative attributes from the
self to the other complete, one can acquire the desired mental state and alleviate
themselves of the burden of conict. This echoes very clearly the Jungian analysis
of the shadow (Jung 1972). Jung de nes a shadow within the psyche, constructed
from the unwanted observations of the self. He asserts that this shadow-self exists
within all of us because of the negative feelings we harbor towards ourselves. As
de ned, the shadow is the totality of the attributes a person nds un tting with
their idealized version of their self. It is the entirety of the impurities of the soul,
cast o as that which would make them pure.

Jung also interjects that there is a reason why men require the concepts of demons
and gods. The ideas of these collective unconscious anchors that sort feelings into
a stable framework and the fantastical stories regarding monsters t said narrative.
This shadow-side may also be applicable to the notion of the otherized carrying the
undesirable qualities of the self as a way of projective identi cation. He writes that
our fears projected onto others are our own traits that we unconsciously are aware of
but deny belonging to the self. The terms relating to demonizing and monsters
are also related to these amalgamations of traits that are perceived to be deviant,
it is not unheard of to call other humans monsters to emphasize their otherness
(Jung 1972). By appealing to the collective unconscious, the other is carried out of
the boundaries of humanity and becomes open to exaggeration and delusion. This
gives opportunity for the other to become either a god (or a devil), or a monster.
This way of thinking causes di culty in functioning in social situations, and cre-
ates a maladaptive defense mechanism. These defense mechanisms can manifest
as strategies that may provide temporary relief from stress but ultimately impair
emotional well-being and healthy interpersonal engagement. (Ashipala and Albanus
2024). Associating certain attributes only with the other, even though it is clear
that such attributes exist within the self, works to make the other even harder to
face. As such, the social attitudes toward the other tend to be of ignoring as much
as possible.

This works as a defense mechanism because its purpose is to help the individual
avoid violating the boundaries they set up for themselves. However, this mechanism
also shows that this attitude of disgust hinges on the fragility of one's identity. If
one is con dent in their identity, with all its unwanted attributes, then the need

to exorcise to the other disappears. Previous literature has also displayed that
emotional regulation predicts this irrational blame-game. Our analysis is congruent
with this conclusion. The less a person is able to contain their emotions, the more



they retort to projective identi cation (Kaufmann, Markus, and Baumann 2022).

Smith talks about how this extreme otherization can result in dehumanizing others
to the point of assigning them unnatural powers (Smith 2021). If the other is
meant to be as far away as the self as possible, it of course follows that other
inhuman characteristics be included in its conceptualization. He states that the
verbal act of calling one a demon or a monster is not necessary, for it can be
felt in the acts towards them. Furthering this, likening one to a monster would
also serve to place them in an uncanny position that has no place in nature. This
furthers the understanding of the function of projective-identi cation. When the
self is concerned about the contamination by the impure, projective-identi cation
helps them transfer the unwanted to the other. By portraying the other out to be
a dehumanized monstrous supernatural being, the self justi es and legitimizes the
repulsion and fear towards the perceived tainted other, and towards the attributes
that were cast o to have created the monster in the rst place.

Kearney elaborates on the oneself-as-another concept to overcome this problem of
transferring one's own taintedness to another. We must acknowledge ourselves-as-
others in order to cope with the recoil that we might have towards our personal
compunction for the attributes we share with the other. Here, we must separate
the other to t our analysis. One must also be able to see the di erences between
the di erent kinds of others (Kearney 2005). It is not accurate to compile all of
the instances of di erent into one category. As the other is born from any atti-
tude disliked by the self, di erent selves have di erent others. Combining all the
others into one would be as useful as treating every single person as a united self.
This might also be one of the factors why monsters symbolize in-betweenness in so
many di erent areas, because the self regards everything di erent from itself to be
monstrous. De-alienation and demysti cation are only possible via recognizing that
change exists in the self already. | believe that these projected fears re ect our fear
of falling out of the pure category we designated for ourselves. The rejection of the
identity's uidity creates this distorted image of the rigid self and gives birth to
the ideas of the intrinsic good and the unwanted other. Therefore, the self should
recognize its capacity for change in order to create a strong identity. This would
in turn reduce the e ectiveness of the other as its threat to the order of categories
lessen if it is no longer the category breaking.

Overall, even though theories sprout from various places, the scholars tend to agree
on these key points. Firstly, the true root of monsters come from our anxieties
and fears. The cause of these anxieties come from our covert biological instincts to
be concerned with the foreign and the threatening. Monsters, on both biological
and psychological levels, aid instinctive threat detection and categorization of the



unclassi able by letting us lump all of the unperceived things into the category of
monster. This categorization aligns with the innate psychological desire for uni-
formity and the rejection of containment within the self. Therefore, the emergence
of monsters has to do with the category breaking aspect or the need to create a new
category for things that no longer t in existing and accepted ones.

The gap in literature shows itself when investigating the connection of the othered
and the self. | believe that these projected fears re ect our fear of falling out of the
category we designated to ourselves. The more these categories stay rigid, the less
opportunity for change there is. This can cause individuals lacking a stable identity

to expel the other from established categories, employing the shadow-self to de ect
their own undesired qualities. In doing so, they might contribute to the creation

of monsters. So, if monsters are born out of doubts about the self and uncertainty
towards the other, the essential problem becomes the self's inward anxieties about
contamination.

Therefore, to create e ective monsters, we should employ both the category violation
e ect and take into account the projection of the self to the other. With all of
these in mind, we can create the groundwork for what makes an e ective monster,
and extrapolate from the past discourse on monsters in order to design our own
monstrous others.

1.2 The Monsters in Visual Arts

1.2.1 History of Monster Depictions

Cultures depict feared monsters to establish a clear enemy, to solidly create some-
thing that is to be destroyed (Cohen 2007). With the psychological and evolutionary
utilities in mind, it is understandable that many cultures have created their own
monsters. Humanity is curious and seeks explanations, and when something falls
into the realm of the unknown, it falls to the imagination to Il the gap. For exam-
ple, in ancient Greek and Roman cultures, the unknown and mysterious aspects of
nature were often depicted as chaotic and uncontrollable forces (Felton 2012). These
representations embodied the fear of the unknown and the uncontrollable elements
of nature.

David Wengrow argues that monsters, or composites as he calls them, are rarer
than they might seem in ancient times (Wengrow 2013). He discusses the low preva-
lence of depictions of hybrids in archaeological records. His explanation delves into
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talking about the cognitive functions of the composites. He points out that experi-
mental studies show that our brains are very good at recognizing whole animal forms
from just a few visual cues. Even if pictures of animals are jumbled or incomplete,
they can still activate the brain's pathways for recognizing and di erentiating living
beings. Images that mix elements from di erent species, known as "compressive
compositions," highlight our mind's ability to Il in the gaps and create whole forms
from parts.

Throughout history, then, the forms and the meanings of human monstrosity have
evolved from hybrid animals towards a more societal divide. In the Middle Ages,
monstrous beings were seen as moral warnings or signs from God. However, by the
early sixteenth century, during a time of religious turmoil, monsters came to sym-
bolize the evil within society. Deformities were directly associated with immorality.
Disability is often re ected in society as a major othering factor, especially phys-
ical deformities. The extreme otherization and stigmatization of disabled people
further their place in society as that ought not be. The more of a freak the other

is, the more secure the self becomes. When the connection between the self and the
other is so loose, the body can remain pure.

Since there was a belief of inherent good or evil, anyone was deemed one or the
other solely based on looks. The freaks represented the boundary-breaking cate-
gorical anomalies that caused the label. To further separate the otherized from
the people, freak shows were designed to reinforce a rigid boundary between the
so-called 'normal’ viewer and the displayed 'abnormal’ body, turning di erence into
spectacle and distancing the audience from the otherized subject. Those who did
not t within the categories were literally excluded from the rest of society. They
were not to be included with the rest of the public and may only be interacted with

as entertainment for the pure.



Figure 1.1 A freak show advertisement. (Délano, 1941).

The marketing strategies employed for these shows relied heavily on sensationalism,
utilizing provocative imagery to captivate potential audiences. The banner designs
were deliberately vibrant and visually arresting, intended to draw immediate at-
tention. However, even such a visual spectacle was considered insu cient on its
own. Large, bold lettering accompanied the imagery, reinforcing the expectations
imposed upon viewers regarding what they were to witness (Figure 1.1). As a result,
the audience's perception was carefully curated in advance, priming them to expe-
rience the freaks through a lens of awe, fear, or fascination. Photographs of the
performers were often considered too explicit or confronting and were therefore re-
placed with exaggerated illustrations that ampli ed their perceived otherness. This
construction of di erence extended beyond the corporeal reality of the performers; it
was embedded in the cultural representations and narratives that surrounded them,
reinforcing the boundary between the normative self and the socially constructed
other.

Across the ages, monsters have ful lled di erent roles and were therefore represented
di erently to Il out their intended purpose. They symbolized the other, the im-
moral, the unknown, the tragic, the one that should be avoided; basically, everything
that could not t neatly in a simple category.
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1.2.2 Monsters in Paintings

As visual culture evolved, so too did the depiction of the monstrous. In painting, the
monstrous gure gained speci city and symbolic depth. Unlike methods of othering
in real life, where the emphasis of the othered characteristics required the viewer
to exaggerate their perspectives of categories, paintings allowed artists to distort,
hybridize, and fragment the body in ways that challenged xed boundaries. The
visual medium allowed a more nuanced exploration of monstrosity, not merely as the
other's inability to be contained within categories, but as an expression of internal
feelings of category breach.

With this in mind, paintings o er a critical lens for understanding how monstrosity
can emerge from within. While the body remains central, it becomes a site where
moral anxiety, fear of transformation, and instability of identity are projected. This
shift from external spectacle to internal fragmentation is especially apparent in the
use of hybrid forms, distorted anatomies, and surreal compositions that blur the line
between self and the other.

This section explores how painters have historically approached the monstrous, re-
vealing how it operates not only as something to cause otherness but also as a
psychological projection. The section also delves into how these visual depictions
are in line with the theoretical frameworks established in the introduction. These
depictions lay the groundwork for understanding monstrosity as a mirror of the self;
the idea that informs my animated Im Phantasmagoria. In the Im, the protago-
nist's fractured identity manifests through morphing monstrous forms, echoing how
painters externalized the inner other. Before exploring how animation renders these
ideas, it is necessary to re ect on how painters externalized their otherness through
the monstrous gure.

1.2.2.1 The heavenly monstrosities of Bosch

Berg claims that the goal of monstrous depiction as something terrible is the same
for both the modern and the medieval individual (Berg 2015). It is meant to serve
as both an escapist thrill and a captivating experience. More importantly, it allows
one to distance the self from the other by projecting speci ¢ inhuman or monstrous
traits onto them. If the other displays not only the unwanted human attributes but
also physical di erences not to be found on any human, then it is easier for the
conscious mind to separate itself from what it sees.

Hieronymus Bosch's paintings come to mind when discussing the fantastical mon-
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strosity in medieval art. Bosch's imagery is intertwined with the religious anxieties
of sin. His grandiose depictions are lled with the unknown and uncertain.

Figure 1.2 Bosch, H. (circa 1490-1510). The Garden of Earthly Delights [Triptych
painting]. Museo del Prado, Madrid, Spain.

The Garden of Earthly Delights helps us peak into Bosch's mind (Figure 1.2). In
paradise, unexpected indications of chaos emerge. Strange creatures engage in dis-
putes in various corners of the scene. This occurrence re ects Bosch's surreal realm,
where both beauty and ugliness exist within the animal realm, serving as a caution-
ary message about humanity's potential for evil. (Xiong 2023). This coincides with
Berg's ideas, as the more monstrous this hell is, the more dierent it is to our
living conditions, the more far away and distant it is (Berg 2015).

The fantastical is a gateway to showcase the surrealist nature of heaven and hell,
an excuse to depict the ugly debauchery (Carnariu 2022). By masterfully applying
appealing visual techniques, the monstrosity is made acceptable by presenting it
as aesthetically pleasing. Aesthetic ugliness, prevalent in medieval imagination and
viewed as discord and a lack of proportion, exposes the monstrous aspect of the
human condition. The mind that cast o the other to the monstrous in e ort to
distance itself from it, must then bring it closer to be able to stomach it.

In the central panel, the one that communicates temptation, the animalistic is con-
nected within the monstrosity. Bosch creates these fantastical animal creatures to
show a juxtaposition of the sinful acts and the whimsical way it is portrayed. In
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