il
i
i

i
u;.gn

43833331
331
LELE
i

333223231

ipass:

i
N!!ttn:lﬂgu!

i
I
121




) Contentis
&HETRZ IMONEO)
[l 21 KA
2 VAR— - TYA R
Za— - THA RS
T4 =07 —ILVRK%E

S e P About MONEO 4

A > T & L » o &

QNED Message «

joint exhibition “MONEO”
Doshisha Women’s College of Liberal Arts (DWCLA)

University of Applied Sciences, Miinster School of Design (MSD) S t O ry A n d C h arac t 0rs 14

New Design University (NDU)
Rhine-Waal University of Applied Sciences (HSRW)
Kansas City Art Institute (KCAI)

derstand me

‘QN EO Essay i



Exhibited works 264878104

Impressijion 112

Participating universities

Imprint 122

114

About MONEO
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Junna Asada / Rii lima / Saki Yamamoto
Doshisha Women's College of Liberal Arts, Takagi seminar student
Kyoto, Japan
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“Monster”

What images come to mind when you hear this word? You may imagine
it as a eerie looking, frightening thought, or an enemy figure often por-
trayed in stories. But the monster depicted in “Frankenstein”, the subject
of this exhibition, has given us the question of “Is the monster really a
monster?” and “Who and what is a monster in the first place?” That’s
how we planned our exhibition, with a focus on “monsters”.

In addition, the exhibition title “MONEOQO” is from the Latin word
“monster”, which also means “to warn or inform”. The people in the story
were so preoccupied with the surface horror of the monster that they
couldn’t realize his true nature. Aren’t we also sometimes so preoccupied
with the surface that we don’t realize the true nature of it?

Through the existence of the monsters and humans in “Franken-
stein”, we hope that you will rethink about “monster”, receive a message

that is relevant to us living today and look at your own way of being.
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Prof. Mariko Takagi
Doshisha Women's College of Liberal Arts
Kyoto, Japan
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Thoughts on this project

The novel “Frankenstein” is for sure a literal work whose title is
known all over the world. Drawn by numerous movies and other
visual methods in a highly consistent style, most of us share the
picture of a patchworked giant, a brutal yellowish-skinned monster.

But how many have read the novel and searched for background
information on the author and its time of origin?

Written more than two centuries ago by the young Mary Wollstone-
craft Shelley, the text can be read and conceived in different ways

depending on the perspective of the reader.

How do you think of the “monster” in the novel Frankenstein?

I want to ask “Who is the monster in this novel”? Could it be the
young ambitious researcher, Frankenstein who wanted to be the
first in his field, wiping away all ethical concerns, and building the
creature, which he abandoned shortly after putting it to life? Or is
it the creature who first longs for human proximity, and by being
continuously rejected turning his frustration into anger against
Frankenstein and his loved ones? How about the people the creature
meets on his path, judging and segregating him, based on his outer

appearance? This very issue is also a current one.

NI T Prof. Henning Tietz

R VAR— - TS VRFEEEE Prof. Felix Scheinberger
University of Applied Sciences,
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Thoughts on this project

The students’ curiosity concerning the characters’ various rela-
tionships with one another and aspects of responsibility, fallibility
and the futility of all their hopes and dreams impresses me to this
day, but most of all I am impressed by their willingness to accept
the creature as the protagonist and to empathise with its suffering.
They have created silly, funny, scary and touching renditions of the

character, but always respecting its struggle and its integrity!

How do you think of the “monster” in the novel Frankenstein?

The novel “Frankenstein” is often referred to as one of the classics of
horror literature, but reading the source material today we are more
chilled by Frankenstein’s coldness, his abhorrent behaviour and his
irresponsibility. We empathize with the creature’s loneliness, its
desire to belong to society, to find friends or at least a companion
and we are touched by its humanity. The actual humans on the other
hand come across as cold, unfeeling, selfish and devoid of empathy
or understanding. And while the creature’s otherness and its ruth-
lessness may for the longest time have cemented its status as a
monster we see it through different eyes today, especially the student

generation tasked with reinterpreting and reimagining this story.
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Prof. Olivier Arcioli

New Design University
St. Polten, Austria
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Thoughts on this project

The novel “Frankenstein or The Modern Prometheus” (1818) by Mary
Shelley is the starting point and source of inspiration for the lectures
Publication Design and Digital Type Design at the New Design Uni-
versity/Graphic- & Information-Design. The contents of the novel
fit in very well with the current sociotechnological situation of the
world and can be found in technical but also human topics such as
AI, body enlargement, robotics, genetic engineering, metavers, new
life forms, new anatomies, speculative evolution, ethics in science,
but also aesthetic norms, social conventions, exclusion, isolation,
aloneness and discrimination, among others. With a very distinctive
and individual perspective, the students have searched for their own
fields of interest and worked on them intensively in terms of design.
This resulted in a range of very diverse and experimental projects in
form of publications or typefaces that respond to the novel and at

the same time point out personal views.

How do you think of the “monster” in the novel Frankenstein?

The “monster” is a completely misunderstood and lovable creature
who wants nothing more than to be loved and accepted. It is an
essential basic need of being human that is denied to the creature
and ultimately pushes him into this role of a vengeful and hateful
being. Although it is an artificial creature, it seems more human
than all the other characters in the novel. I was very surprised at
how much empathy I felt for the creature and at the same time very

confused about the ambivalence of malevolence.
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Thoughts on this project

I see the transnational collaboration of students from a wide range
of design fields as an outstanding opportunity to meet the complex
challenges of our time. I find it extremely enriching and inspiring to
work together with different design perspectives on an overarching
theme. In a figurative sense, I see Mary Shelley’s novel “Frankenstein
or the Modern Prometheus” as a particularly rich source of possible

creative “inspiration” (lat.: “inspiration” for “Ensoulment”).

How do you think of the “monster” in the novel Frankenstein?

The term “monster” entered our language through its first use in
Mary Shelley’s novel “Frankenstein or the Modern Prometheus”
from 1818. The term is derived from the Latin term “monstrum” and
means something like “warning sign”. In my opinion, the interesting
question here is which of the protagonists described in the book
is actually to be understood as such a “warning sign”. Is it, on the
one hand, the external hopelessness of the creature in relation to
the ideal-typical image of a human being or, on the other hand, the

hybris of the designer in relation to his “work”?
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Scientist Victor Frankenstein’s interest in natural science led him to
create an artificial human being. However, he called it of life created
by his own hands “monster” and he abdicated his responsibility as
creator. That moment was the beginning of his own crazy life.

On the other hand, the monster abandoned by Frankenstein
was a pure being who knew neither words nor emotions. He lived
alone and gradually acquired intelligence and emotions. Gradually,
he begins to seek his own place in the world, but because of his
terrible appearance, he continues to be treated badly by humans,

and his mind begins to warp...
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He has been Victor's best friend since childhood. and is an indispens-

able person for Victor. He’'s imaginative and adventurous, yet gentle.

%% /| Monster
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It was created by Victor while using fragments of living corpses as
material. He is about eight feet tall. Because of its eerie appearance, it is

He’s interested in literature.

alienated from humans.
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Scientist. He’s easily heated and passionate, and once immersed, he The third son of the Frankenstein family. He was loved by his family

can’t see anything around him. He started with his interest in the - and grew up healthy, but one day when he went to the park with his f
natural sciences, and after his research, he created a monster. family, he was unfortunately killed by a monster.
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He’s the father of the family the monster observed from his shack. He'sa loving
person and often plays pleasant tones on his instrument. He is blind and is the

only person the monster was able to have a proper conversation with.
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She was born to a noble family but was orphaned and later adopted by
the Frankenstein family. She is beautiful, kind and gentle at heart, and

very protective of Victor and her family.
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Where has the monster disappeared to?

= ARIHT / Akiko Miyamoto

7 x V) w7 A / Felix De Lacey
(Japan, Kyoto)
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Son of De Lasay. He has a sense of justice to save a man who was sentenced
to death for an unjust reason, but because of this, he involves his dear
family in the punishment of permanent exile from his native France and

confiscation of his property.
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7 #4 / Agatha De Lacey
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Daughter of De Lasay. She has a young, gracious manner and a gentle,
calm attitude. She has been exiled from France and lives with her family

inrural Germany.
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He begins his voyage to discover new routes from London to countries
near the North Pole. On the way, he meets Victor, who is lost at sea, and

learns what happened to him.
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The word monster is derived from Latin monstrum (sign) and is related
to the words monstro (to show) and moneo (to warn, remind). In both
the East and West, unusual and strange shapes have often been taken as
awarning from the future.

Speaking of monsters, there is the well-known “Frankenstein”
image. Tall, with a large depression in the forehead and patchy skin. - It’s
the figure of the monster in the movie “Frankenstein” (1931). Although
the film is almost 100 years old, the moment when the monster roars out
and rebels against the humans still terrifies me. This figure made such
a vivid impression on people that they have been misled to believe that
he, or the monster, is “Frankenstein” to this day. In the original Mary
Shelley novel (“the novel”), Frankenstein is the name of the creator of
the monster, not the monster. So to speak, the medium of film re-created
him and gave him the name “Frankenstein”.

Since then, the “Frankenstein” statue, with its intense and distinc-
tive appearance, has become an icon of 20th century pop culture. Even
in Japan, we can find the above monster image in characters such as
“Frankenstein” in Osamu Tezuka’s works and “Franken” in Fujiko Fujio’s
“Kaibutsu-kun”. In terms of inspiration, Takashi Yanase wrote that “my
Anpanman was strongly influenced by “Frankenstein”. As can be seen
from these broadening, “Frankenstein” is still being re-created in diverse
cultures today. There is no doubt that he is an inspiring subject for

creativity.
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So what I would like to consider is the case of the introduction of “Fran-
kenstein” in Japanese cinema. “Frankenstein Conquers the World
Frankenstein vs. Baragon” (1965) and “The War of the Gargantuas” (1966),
which introduced “Frankenstein” into Toho’s strongest field, monster
movies and let’s call these a Toho “Frankenstein” movie. The exterior
of both of these products follows the existing image. Its characteristics
are its size and the fact that the monster can multiply on its own. In the
novel, the monster could not multiply and was tormented by loneliness.
So, in the Toho “Frankenstein” films, does the monster’s ability to multi-
ply on its own lead to hope?

In “Frankenstein Conquers the World Frankenstein vs. Baragon,”
a secretly grown heart is exposed to an atomic bomb and goes missing.
Afterwards, appearing in front of us was “Frankenstein,” whose heart
had grown and become a war orphan. Film researcher Osamu Kishikawa
describes this film as the film sincerely depicts the “sorrow of the de-
formed” that is common to the novel and the 1931 film, and blended with
Japan’s own monster movies so-called a masterpiece that Japanese-
Western blend of monster stories. As mentioned in the setup material,
“The final height is 20 meters, and the weight is 200 tons, its size seems to

ERY

be considered a “monster”.” However, before he became a giant, he was
in the form of a human child, with raw memories of war etched into his
body. In this respect, he is human and something nonhuman, in other

words, he’s monster. At the time of its release, he evoked memories of the

20

21

ZOT, HEIATHY NG LS BMH, T4 H monster
Thd, BN, RK7EEL ZOBPOIEE . 1I3HES 25
BLIRPZzorESIebIcR LIzDE, —)i. AMEICH
YHRME2 LTI, AL T L., MR PRERIC 5 )
MIOMTH D, 10, FRTHEEIAMIC, THAEIED H
Wrd Lk, IRt EmZ] LbiohTunsd, 205
IS, BUEOHERTEZVEVIBLE B RENATVS,
ZOBHREBVORERE (750502224 20k
Y ANAAZ) TR EIRTSEL, (7
ZA ] FbHERR TRE) Ch->Twa, 20y TR b
PEETZRL, ROWBICEAPEI LSS S, [
CHilad 5 E 7 hD 55, REBRTALE LR LI >
ZAHMBLOHERRTH D L0 HICEAE L RBE 5, MM,
WTEHEL., ABALRVWATAZBIAMOBERE RS, T
LHOBILEHiIELSZA L. EEo &S BB ICE bR
TW35,
CDEICHE [T ya kA ) W, /IS,
Ry FHNVFv— - TAarokicHites 1752722k
A2 BEEYH LI, AT AEDFRTROTRY 7
ST aRA Y] WBEEHLTLE S, MR ZAUEXE
TENDIARHCT D D32 DFEH3, RS %238 27T U 7 W 2 35 12X
boT. TVEBELDZDOBEMUELTOL, ZIEHAKM
LU 1966 4, [TV T2 DIGENEE >/ FER
HEZE, ANMOEZ LIV NI OFRZICE. »DOTEY
ELTHMA, BEMANEEBEET (755> ak g



war that are still not far away for the generation that experienced it and
their children. On the other hand, if there is any hope to be found in this
film, it is him interacting with humans and confronting subterranean
monsters. However, he was told by humans that “He might as well be
dead. After all, he’s a monster.” at the conclusion. These words also show
the severity of the fact that we cannot live in harmony with monsters.

The next work that can be said a sequel to the story, “The War of the
Gargantuas” as the title suggests, “Frankenstein” has already become
a “monster.” This is probably because the emphasis was on the battle
between the two bodies in order to produce a “monster movie.” In con-
trast, Gaila, who grew up in cold waters and knows no people, poses a
threat to humans. In contrast, Gaila who grew up in cold waters and
never knew people becomes a threat to humans. The facial features of
both have changed from the previous work, and two of them are covered
with beastly body hair.

Thus, the Toho “Frankenstein” film created a new “Frankenstein”
image on the novel and on pop culture icons. By the way, “Frankenstein”
disappears at the conclusion of both films. Naturally, this led to
expectations for the next film, but the TV shows them afterwards in
place of the declining film industry. In 1966, the same year as the release
of the second film, the broadcast of “Ultraman” began. Although the
setting is different, Ultraman’s heroic appearance in human form

makes us want to superimpose “Frankenstein,” who once appeared as
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a monster and transformed into a monstrous beast. The monster may
have returned with hope. Or perhaps he sees the sadness of humans who
still depend on science and make mistakes.

In the novel, he disappears at the conclusion. Where does the mon-
ster disappear to, and when will the monster reappear? At the same
time that we're terrified of the monster, we can’t help but half expect
and imagine after it. That’s why so many works have been produced to
this day. But let us follow its trajectory carefully. Are there any warnings
indicated from the future? Why did the people in the novel call him a

demon, evil spirit, etc.? Is it really so? This exhibition which asks “who is

the monster in the novel,” teaches us the importance of a close reading of
a subject we often overlook. Through tireless reading, we should be able

to get a little closer to the monster.

[Akiko MIYAMOTO] Associate Professor, Department of Japanese Language and Literature,

Faculty of Culture and Representation, Doshisha Women’s College of Liberal Arts. She has
been conducting research and interviews focusing mainly on handwritten materials by 'I‘x 1E
Yasujiro Ozu. The culmination of her work was the publication of Ozu Yasujiro taizen, written X MUw ﬁm

and edited by Kanji Matsuura & Akiko Miyamoto, Asahi Shimbun Publications Inc., 2019. Monster Scares
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In Frankenstein, the “monster” people think of was mostly a false image created

by prejudice and impression. Even the fact that he killed Frankenstein and the S

people around him can be read as the people made him do it. We cannot actually -
feel the sad scenery the monster himself saw and the cold air he sensed in the

world of the novel. However, we can still have thoughts by following the events

related to the monster. In order to imagine what the “monster” might have been
like I compiled all the material on the incidents the monster caused into one box.
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In my work, I have created a person who accepts and loves the artificial man as
he is, which did not exist in the original work. I wrote the film in the modern
era and intertwined it with the problem of lookism. Through this work, I hope
to warn against a modern society that only cares about the appearance of others
and itself. I used OHP film to create a bookmark that can be completed by
connecting cut-up letters and a work that simulates the experience of posting on
an internet blog, so that it can be reminiscent of an artificial human being. We
hope you will enjoy the work as a slightly different kind of book.
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I designed the illustration on the cover so that the impression of the illustration
changes when the cover is on and when it is off. I felt the danger of preconceived
ideas and of taking things on first impressions alone when I read “Frankenstein”.
Therefore, the illustrations were created in such a way that by looking through
the cover into the illustration, the viewer can understand what is depicted in
the illustration. In order to express the contrast between Frankenstein and the
monster, the paper for the cover and the text was changed to a different one, and
the layout of the text was reversed.
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Contra is a font family that focuses on the contrast between two worlds. This
typeface offers two styles and is designed as a variable font. The first style
represents a lovely world with rounded features, such as teardrop shapes and
rounded serifs, and only a few hard edges. Additional special features are the
counter shapes, which do not form nice round circles but have unusual corners
inside, hinting at the contrasting style. The second style, on the other hand, is
particularly cold and angular. An axis enables the variation between round and
angular letterforms, creating unusual mixed forms. The two worlds symbolize
the complex feelings of Frankenstein’s monster: a deep longing for friendship,
love, and affection, which contrasts with his anger, hatred, and the rejection he

experiences because of his ugliness, and which ultimately lead to violence. 3
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When I first finished reading “Frankenstein,” I mixed feelings about the char-
acter’s intense emotional shifts of sadness, anger, joy, and anticipation. Then
I began to wonder if imagination might have led to this tragic ending. Both
the monster and Frankenstein in the novel imagined all kinds of possibilities
and desires for the future.But, I think their focus was on themselves, and they
were not able to imagine the “heart” of the other person. I decided “heart and
imagination” as the theme of my work. In order to give readers visual enjoyment
and allow them to freely imagine the minds of the characters, the emotions and
experiences spelled out in the novel are expressed through abstract illustrations.

In addition, the book as a whole was designed to be connected. Especially point
of my design is cover of the book. Pieces of cut-out chapter numbers were sewn
together to form letters. 34
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of him exploring the land and writing his own travel journal. And of course, I
enjoyed the bookbinding process itself and holding the final piece in my hands.



Mary Shelley (1797-1851) was the daughter of the anarchist writer and
social reformer William Godwin and Mary Wollstonecraft, author of
the founding feminist text A Vindication of the Rights of Woman (1792).
In 1818, Shelley published Frankenstein, a modern myth about an ob-
sessive scientist who creates a living being, usurping the role of God/
nature, and the (self-)destruction that ensues. Science fiction author
and critic Brian Aldiss influentially dubs Frankenstein the first science
fiction novel, a work that fuses the latest innovations in science with a
humanist tradition of thinking about society and ethics. In this sense,
Frankenstein gives birth to modern SF as a genre of extrapolation,
marking its departure from fantasy.

The concept of birth is interwoven with the origins of the novel,
as well as ways of reading the text and its many afterlives. Both are
inseparable from Mary Shelley’s reflections on power, knowledge, and
invention from the perspective of a woman. In a poignant 1815 diary
entry, Mary Shelley wrote, “Dream that my little baby came to life again;
that it had only been cold, and that we rubbed it before the fire, and it
lived. Awake and find no baby” (Shelley 259). She was seventeen at that
time and her first child died after a few days of its birth. Wollstonecraft
passed away eleven days after giving birth to Mary. The power and
responsibility of creation, and the use of science and technology to (re)
create and possibly to prolong life are central themes of Frankenstein

and its retellings across a wide range of mediums. In Shelley’s novel,
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Victor Frankenstein the “mad scientist” whose hubris leads to his
downfall self-identifies as a creator god. Mary Shelley’s cautionary
treatment of unquestioned faith in progress is underscored by the
novel’s subtitle “The Modern Prometheus”. This is a divergence from her
male contemporaries who lauded the heroism of the Greek mythological
figure, notably her husband and poet Percy Shelley in his lyric drama
Prometheus Unbound (1820).

In 2011, Mary Shelley’s novel Frankenstein was adapted for the stage
by British playwright and screenwriter Nick Dear. It was first performed
at the National Theatre in London with sold-out performances directed
by Academy Award-winner Danny Boyle. It is an innovative staging
of Shelley’s novel, as the two lead actors Benedict Cumberbatch and
Jonny Lee Miller alternate between the roles of Victor Frankenstein
and his Creature. This casting arrangement makes us wonder if the two
characters and their fates as the human-master and monster-slave are
interchangeable. Importantly, the story is told from the perspective of
the Creature, offering us a counter-narrative of Frankenstein. The play
opens with a reimagining of the birth of the Creature that is starkly
different from the well-worn laboratory scene much parodied. The
play opens with a stage direction: “Darkness. There’s the sound of a
heartbeat” (Dear 3). Crimson hued stage lighting brings to mind the inside
of a womb. Frankenstein’s Creature first appears pinned and suspended

on a circular frame wrapped in skin-like fabric. Is it a foetus? A lab ani-
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mal? Or the sacrificed in Crucifixion? As the “Bom-Boom” sound of the
heartbeat grows louder and louder, “a blast of light” pierces through the
darkness of the theatre and the Creature “struggling to free himself”
violently rips the tubes from his bare body, leaking blood.

This could be a scene of birth of the aggressive yet vulnerable
Creature. However, the Creature is constructed by Victor Frankenstein.
It is a manmade life “birthed” by a male, making it doubly unnatural.
The contention of human creation of artificial life is stated at the outset
in Dear’s description of the Creature: “He is made in the image of a man,
as if by an amateur god” (Dear 4). In this sense, the play is centered around
genesis as the beginning or origin of life, and how scientific innovation
makes complex our understanding of what it means to be human, and
who qualifies as one.

The play traces the generation and growth of the Creature and
its consciousness. The first half of the play is structured as the infant
milestones of the Creature as it starts off as a tabula rasa (clean slate).
The Creature first explores its body, then slowly acquires language and
the ability to express. The play prompts us to think about how selfhood
is formed. Is it through book learning, experiential knowledge derived
from the senses, or socialisation? Is it based on the distinction of the
self and the Other? Does the fear of the Other justify acts of evil? As the
play progresses, we witness the identity formation of the Creature as it

ponders about its namelessness and genealogy, physical appearance, and
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growing awareness of its sexual desires. As the Creature is an artificial
lifeform composed of body parts of different human individuals, and
that its “father” Victor Frankenstein abandoned it at its birth, where
exactly does it come from, and why is it here?

If Nick Dear’s play is about the origins of life, Jeanette Winterson’s
Frankissstein (2019) imagines life after death. Structured as a networked
novel that traverses different historical settings, Frankissstein connects
Lake Geneva in 1816 where Mary Shelley worked on Frankenstein,
and Post-Brexit Britain featuring the transgender doctor Ry Shelley
and transhumanist Victor Stein in the ongoing artificial intelligence
revolution. One of the thematic convergences of the two narrative
strands is the fluidity of identity defined by our bodily attributes. If our
bodies could be altered and enhanced through technology, how does
this impact on how we define ourselves? The contemporary portion
of the novel is set against the backdrop of recent developments and
debates of AI. Winterson draws attention to transhuman aspirations
of human enhancement that overcomes our biological boundaries.
Visions of transcendence leads to techno-reductionism, which in
turn fortify hierarchies and inequalities, a staple of dystopian science
fiction. In particular, transhumanist ambitions of the separation of the
human body and mind, or the disembodiment of mind, offer promises
of life-extension through brain-only preservation or mind-uploading.

Frankissstein also features cryonics, the practice of freezing and storing
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dead bodies with the prospect of reviving or “resurrecting” them when
future technology could enable this. These technologies that are available
only to the affluent and select few unsettle definitions and boundaries of
life and death, since death could now be merely a transitory state to an-
other life, ad infinitum.

The promise of immortality in world mythologies and religions
might soon be reality. Transhuman scientist and philosopher Ray
Kurzweil declares, “I set the date for the Singularity—representing
a profound and disruptive transformation in human capability—as
2045” (Kurzweil 2006, 136). If an artificial life could develop a non-human
consciousness, as in the case of artificial general intelligence that may
one day possess or supersede human capabilities, then Mary Shelley’s

monster is the ancestor of our androids that dream of electric sheep.
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“I'm into life extension and breaching the wall between life and death.”
This quote from Sergio Canavero plays a central role in my work. His goal of
achieving head transplants on human bodies earned him the nickname “the
modern Frankenstein.” In my work, I depict various types of transplants that
were not always considered normal for humanity. I created a contrast between
old and new not just with the content but also with the style of illustration. It
consists of a total of nine folding posters that together form a large piece. They
are cut into different shapes and opening them gives a feeling of a surgeon
navigating through different parts of the body while searching for tiny details.
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Our short film “Der Turm”(The Tower) depicts the theme of futility of Viktor o

Frankenstein and the creature he created through a metaphoric narrative,

which allows viewers to interpret it in more than one way. Throughout the
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movie the endeavour to reach the light gradually destroys the character, similar
J"‘““ﬁ““ Ky
|

to the creatures attempt to integrate into society, which rejects him every time d

as well as Viktors effort to fulfil his desire. The Light symbolizes a wish, that
could never come true and the obsession of reaching it kills the character in the
end. The final shot reveals the remains of the character among other remains

and hints of a never-ending circle.
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The Nette Grotesk typeface is designed to reflect the contrast between life and
death. With a slight reverse contrast, it mirrors the creation of a living being
from already deceased parts. In addition to the unconventional thick-thin
contrast, the typeface features details that change with the thickness of the
stroke. Just as the monster in the book becomes increasingly negative, the
endings of the lowercase ¢ or a, become steeper and sharper with increasing
weight, while still retaining its humanistic character. This concept describes the
monster’s story and aims to reflect its development in the typeface. The Nette

Grotesk comes in five weights and is flexible to use.
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The Modern Prometheus—Mary Shelley chose the subtitle of her book with good
reason. At first glance, the ancient creator of mankind has little in common with
a manic doctor obsessed with creating life. This project however aims to show
their similarities, from the very beginnings of their tales to their tragic ends. As
two books, sown together, their stories form a bigger picture, interconnected by
texts and illustrations that breach the gap from one book to another. Read them
separately, shut and folded so that only one cover is visible, or lay them out one
atop the other to form an entirely new book. Find the themes that connect the
two: fascination, creation, love, betrayal, death—the thin line between devotion
and hatred.
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This project “Frankenstein - Ein Vergleich” explores the intricate process of
creating sophisticated publications with a strong emphasis on graphic and
typographic design. Using Mary Shelley’s “Frankenstein; or, The Modern
Prometheus” as a foundational text, the project delves into themes of “Humanity
and Research” through creative interpretations and experimental design. A
key element is the comparative analysis of the original English text alongside
three German translations from various decades. This analysis is reflected in the
cover design, which stitches together elements from each version to symbolize
Frankenstein’s fragmented psyche. Inside, selected chapters highlight the
nuances in translation, showcasing the differences and depth of each rendition.
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Ancestor,
The high Titan who stole heavenly fire
Stole from the gods and gave to men

Heinrich Heine, Prometheus

1. The Promethean impulse

The Promethean impulse is a constant in human culture. To create
human beings in one’s own image—this mythical act of creation
defines the Genesis of the Bible as well as the mythology of antiquity.
The alchemical preoccupation with the environment was seen as an
opportunity to create artificial life—be it from the mandrake root or
from clay soil. In Jewish mythology, this corresponds with the golem,
formed from clay and magically animated.

The artificial human is always an ancestor of the technically
constructed android. From the ancient Prometheus to the darkly
romantic story of Frankstein’s ‘monster’ to the hard-to-identify
replicants in Ridley Scott’s Blade Runner (1982), the narrative of the
artificial human recurs cyclically (Drux 2013, 291ff.). It always poses the
question: is the created being really the threatening monster, or is it not

ultimately “more human than man”, as stated in Blade Runner.

2. The early Prometheus

Frankenstein, the story of the “modern Prometheus”, goes back to a
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legendary meeting on Lake Geneva in 1816, when the literary figures
Percy Shelley, Lord Byron, John Polidori and Mary Wollstonecroft
Shelley decided to spend the night telling horror stories - Ken Russell
later directed the film Gothic (1987) about this meeting. Several iconic
works were based on this event, including Mary Shelley’s novel Franken-
stein, initially published under a pseudonym in 1818.

In it, she tells of human hubris, of the presumption to create life
itself of being haunted by the resulting creature and pursued into the
icy wastes of the Arctic. Viktor Frankenstein appears as rebellious,
ingenious and autocratic as the ancient Prometheus. His name is derived
from a ruined castle near Darmstadt, which Mary Shelly discovered on
a trip to Germany. From 1823, several plays were written based on the
successful novel, including Richard Peake’s Presumption and later Peggy
Webling’s play of the same name (1927).

Early on, the creature appears as a tragic being whose appearance
makes it a “monster” that can be pointed at in fear (Latin “monstrare”),
and whose sensitive nature disappears behind this frightening shell. The
real horror is the horror of isolation, of misunderstanding, of exclusion
from the community.

As the horror genre is one of the oldest and most enduring in film
history, a film adaptation of Shelley’s novel was not too long in coming.
As soon as a cinematic dramaturgy had been established, well-known

material was adapted, and so Frankenstein (1910), directed by James
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Searle Dawley, also made its first foray onto the screen. As in the novel,
the birth of the creature remains mysterious. For a long time, only
individual stills of the film were circulated, including the crude-looking
monster with a shaggy hairstyle and disfigured face: Charles Ogle played
this crudely patched-up creature, because “the evil in Frankenstein’s
mind created a monster instead of the perfect man”, as the intertitle
informs us. This early cinematic variant marks the creature as a monster
without exploring its depths.

It was not until the sound film version for Universal Pictures that a
film version became iconic: Frankenstein (1931) by James Whale, in which
Boris Karloff can be seen in the world-famous make-up. With his slightly
boxy skull, emaciated face, deep-set eyes, unsteady gait and electrodes on
his neck, he made a strong impression that Universal was able to exploit
in numerous sequels and variations (Seeflen und Jung 2006, 130f.).

In the following decade, Karloff himself and Lon Cheney Jr. carried
this role forward. In his interpretation, Karloff succeeded in conveying
both the menacing and tragic sides of the creature. It suffers torture at
the hands of Frankenstein’s henchmen, and when it throws the little
girl into the river, it is not out of malice, but out of a misunderstanding:
the creature thinks the girl is floating on the water just like the flowers
before it. Karloff plays the creature with an animal instinct that turns
threatening when danger threatens. And the sequel, Bride of Frankenstein

(1935), in particular, reveals human needs—for love, for example.
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The next significant variation of the creature was embodied by
Christopher Lee in the British Curse of Frankenstein (1958) by Terence
Fisher. In line with the modernization concept of the producing
Hammer Studios, Terence Fisher’s film not only offered more distinct
make-up and blood effects in color, but also a more vicious reading,
portraying Frankenstein as a ruthless sociopath who does not even shy
away from murdering his colleague in order to obtain a suitable brain
(Seelen und Jung 2006, 218ff.). Everything here becomes an expression of
destructive madness. In Christopher Lee’s embodiment of the creature
there is above all an animal-like aggression, rather than the melancholy
tragedy that Karloff lent to his interpretation. Lee turned the creature
into a malevolent monster that made the creature in Shelley’s novel
appear sophisticated by comparison.

In the 1970s, television in particular took up the material. Fran-
kenstein’s creature had already appeared earlier in comedic contexts
such as The Munsters (1964-1966), whose protagonist Herman (Frey
Gwynne) resembled Boris Karloff and drew on the tragicomic aspects.
In contrast, Frankenstein (1973) by Dan Curtis with Bo Svenson as the
creature remained close to the novel, and Frankenstein: The true Story
(1973) by Jack Smight with Michael Sarrazin as the monster, which
was successfully broadcast in Germany, was also dedicated to the
material with some seriousness, which in turn emphasized the tragic

and melancholy aspect of the artificial being. The British television film
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Frankenstein (1984), on the other hand, condensed the material, while
Mel Brooks created one of his legendary parodies with Frankenstein
Junior (1974) in the style of the old Universal films.

In 1985, British stylist Frank Roddam created an interesting, albeit
unsuccessful version of the story for audiences and critics alike: In
The Bride, he places Eva (Jennifer Beals) at the center, whom Charles
Frankenstein (Sting) here places opposite the monster (Clancy Brown),
who is considered a “failure”. Like the first Bride (1935), Eva also rejects
her counterpart, which conjures up violence and doom. The film’s
feminist twist was dismissed as a largely nostalgic pop spectacle, due in
part to the casting. Just like her later sisters, Eva here stands for the “new,
independent and free woman”, as Frankenstein puts it. The fact that he
succeeds in this immediately becomes the creator’s undoing: “You did
not create me,” she will soon say to him. The creature once again asserts

its human individuality.

3. Androids and Replicants

Although the Frankenstein films are usually perceived by audiences
as classic horror films, the motif of the “Mad Scientist” is actually
located in science fiction. In film history, it is therefore possible to
observe generic science fiction variants relating more to technology
speculation alongside the horror variants. The dystopian film Westworld
(1972) by author and director Michael Crichton provided a model that
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is still influential today. In it, we join two adventurous middle-aged
protagonists on their visit to the theme park Westworld, which offers an
authentic recreation of historical settings for its audience: the Wild West,
the Middle Ages and the Roman Empire. And to make sure you get your
money’s worth in terms of experience, there are deceptively human-
like units for sex and violence. For example, a black-clad gunslinger
(Yul Brynner) keeps turning up in the west, threatening the humans,
only to be defeated easily in a duel. However, due to a defect, the robots
begin to develop a life of their own and fight back against the humans —
sometimes with fatal consequences. Strictly speaking, Westworld falls
into the category of robot fiction, but the fact that the units here bleed
and resemble humans in a confusing way brings to mind Frankenstein’s
reanimated humans.

Based on Philip K. Dick’s novel Do Androids Dream of Electric
Sheep? (1969), Blade Runner (1982) by Ridley Scott went a decisive step
further. Here, the Tyrell Corporation has genetically bred human
duplicates that are completely organically similar to their role models.
Only their organs are provided with serial numbers and their slave life
is genetically limited to four years. These replicants are to carry out
dangerous work on extraterrestrial colonies. But what happens when
these beings begin to wonder what ultimately distinguishes them from

their creators?
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This is where the Blade Runners come into play, hunting the creatures
- always aware of the ethical dilemma that they are actually hunting
humans. The film revisits the primal question of the Frankenstein
theme in a contemporary way. The sequel Blade Runner 2049 (2019) by
Denis Villeneuve continues this approach 30 years later and shows us
replicants whose life limit has been lifted so that they can mature and
age just like humans. This variant radicalizes the existential questions of
creator and creature. As with Shelley’s source, the replicants are deeply
human, mostly melancholic beings whose massive physical powers only
appear monstrous when they are existentially threatened.

Another variation is RoboCop (1987) by Paul Verhoeven, in which a
cop (Paul Weller) killed in action is made fit for duty again by means of
a fusion of flesh and machine parts. His human identity and past also
catch up with him until his humanity once again dominates. And like
Frankenstein’s creature, he is at least an ambivalent patched-up hero
who finds himself in conflict with his “creators”.

Roger Corman set about modernizing the material in Frankenstein
Unbound in 1990. Here, a journey through time allows the motif to enter
the present day. The title refers to Percy Shelley’s drama Prometheus
Unbound (1820), but the science fiction aspect also defines this
adaptation. The creature stands the test of time. I, Frankenstein (2014)
presents Aaron Eckhart as Frankenstein’s monster, who has become a

200-year-old superhero: the creature seems to tower over its creator—
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and it ultimately fulfills the dream that Victor Frankenstein dreamed in
James Wahle’s film, namely to create a new race of humans.

An apocalyptically serious twist on this idea of the “superhuman”
is played out in Ex_Machina (2015) by Alex Garland, in which a genius
scientist (Oscar Isaac) experiments with highly intelligent artificial
beings in a remote estate until his masterpiece Ava (Alicia Vikander)
turns on him and leaves the property by herself. Here, the creation
appears above all human, as it is given a normatively beautiful face, by
means of which it not only communicates, but can seduce an external
colleague. But Ava is also a doom for the human Prometheus—if the
“superbeing” has succeeded, it has also already overcome him. Ava (like

Eva) is literally “the new woman”. And she will go her own way.

4. The new Prometheus

In their book on the horror film (2006, 73), George Seefslen and Fernand
Jung state that the development of the artificial being represents a
maturation process that bears a strong resemblance to puberty. While
this aspect hardly plays an important role in early films—here the
aspiring scientist Frankenstein can be identified more with youthful
impetuosity—it clearly takes center stage in recent films. While Mary
Shelley’s Frankenstein (1994) by Kenneth Brannagh still focused on the
idea of a conservative literary adaptation and cast the traditionally tragic

creature with method actor Robert de Niro, US underground filmmaker
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Frank Henenlotter had more freedom when he presented one of the
most unconventional versions in Frankenhooker (1990):

Jeffrey Franken (James Lorinz) bioenergetically revives his fiancée
Elizabeth (Patty Mullen), who died in an accident, using the body of a
prostitute. What he doesn’t reckon with is the fact that the new creature
“Frankenhooker” continues to define herself as a hyperactive sex worker
and unsettles the underworld of New Jersey with bizarre tics and acts
of violence. Here, too, the violence develops situationally and in all the
‘innocence’ of the newborn being.

This decidedly obscene chaos comedy points directly in the direction
of Yorgos Lanthimos’ feminist self-exploration fable Poor Things (2023),
which fuses The Bride and Frankenhooker. This multi-award-winning
phantasmagoria has Frankenstein (Willem Dafoe) create a bizarre
creature: Bella, a young woman with the brain of a toddler (Emma
Stone). With ironic curiosity, the film observes the exact transformation
that resembles puberty in fast-forward. The creature wants to mature
and grow up, but reacts with astonishing directness and impulsiveness
along the way.

Poor Things is not only the most feminine Frankenstein variation,
but also the most radical and playful. The unusual premise here is that
Frankenstein transformed a pregnant suicidal woman by transplanting
the brain of her unborn, still-living child. It is never made clear what
gender this child was, which opens up further implications and queer

interpretations.

14

15

MERZAL 2 K55 ) TBIS T 5, MLERALKETZ L %2H
ATVED, ZOBWBTESIZEEETRBICRIGNT 5,

KhZizb0kb) . ROLMENE TS5 a R
A2ONY)T—2arThsI2TTHL, OB THELIC
HINIAERMTOD D, 7727 a R, FRAEET
WBIRROMNZBA T 5 2 & T, HiRPOAREED H 2 Ltk
BEGIEL LS, MEDSLRETHL, ZOTENE
DL BEMMNTHSTeEHLPICSINTELT., 20 H
5 B5WRE AW RN Z KT TV 5,

(Rhx2bDleb) 3777 iakfrens i
DO bNNEN—Ta B TIENTELN, 20T
HFIHEYORIINIEEFFVEHV, [R=— - vy K 7))
(2014~20164) R (753> va X4 > 7a=7)]
(2015~20174F) LV o7 A M) =327 - )V —X3. %
YT S a R UMERHICE L LTS, 1Y
YTy akA ] (2024 5) (X, DWICERA TR
T4 eV FEEEEML O, HIC@ 2 ARSI ) OF
Wk OPrEE # o T2

HROTOARAT O - TS5 XL e ZDD) —
Fr—IkoT. Ry FANTF v —3kk% 2 I7ETEAL - 6
e EF— T B H R L7, 200 LI E S DR, #IZH 727N
VI—>a % AEANLETEIEDTE S, R ICHHAHEZ L
WA L7 RIS LW SUEEERTH %,

(F—HA AT 47V =] I2VAX—L)— T 4 L ATV T THE - W%
YA L, WL, WU SENE . W B B 5 A RN, TFTTOY I & e
WAL, Bk, ¥ v oV, EEGR, AT 4 TR, Ry FE e A b
Projektionen - Kinogesprache, 7 = 7% A I : stiglegger.de.



Exhibited works

Although Poor Things can be regarded as the most contemporary version
of the Frankenstein material, it is still far from exhausted. Streaming
series such as Penny Dreadful (2014 to 2016) and The Frankenstein
Chronicles (2015 to 2017) made more or less explicit reference to the
Frankenstein myth. Lisa Frankenstein (2024) finally uses the means of
high school comedy directly to tell the story of the blossoming young
woman who brings a companion to life.

With the modern Prometheus Frankenstein and his creature, pop
culture has found a motif that can be transformed and adapted in many

ways and has now been able to assert itself in ever new variations for

over 200 years—a remarkable cultural achievement that has left a clear

mark on the silver screen.
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I rewrote the story based on the theme of what if the monster, who was lonely
and unaccepted by humans because of its ugly appearance, had a beautiful
appearance. In thinking about “beautiful monsters”, I wondered if the source of
the story might be the protagonist’s act of defying the natural order of things by
digging up a corpse buried in a grave, reanimating it, and creating a monster. I
hope you will watch the film while thinking about how the story would change
if the monster were beautiful, and thinking about the story in your own way.
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My name is Yu Qi Lin, and I created the Project “Adequents”. Through research,
I have discovered numerous words in various languages that describe feelings
I had never encountered before. Additionally, there are many emotions we all
experience that lack precise terminology. My goal with this project is to create
words that accurately match these feelings. Emotions are abstract and often
difficult to convey, which is why I have sought to capture these sensations
visually through posters. The posters are hidden in a box, to be explored. The

posters are concealed within a box, inviting viewers to explore. Two explanatory

posters serve as guides, providing insight into my vision. This project has
pushed me beyond my comfort zone, and with the rise of Al, it also marks my

first endeavor to incorporate this technology into my work. 80
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the physical journey but also represents the conceptual voyage of creation

and discovery, much like the narrative of Frankenstein. By incorporating the
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geographical and thematic elements of Shelley’s novel, Linxaro offers a fresh
and abstract perspective on the classic tale, ensuring that each use of the
typeface resonates with the underlying story of connection, ambition, and the .
unforeseen consequences of pushing boundaries. th n ge
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twinge—A sudden, sharp sting that triggers an unpleasant feeling or strong
emotion characterized my reading experience with the novel. My aim was to
incorporate this feeling into the type design in order to express the loneliness
of the “monster” and the fright of Victor Frankenstein. The use of angular
serifs emphasizes the negatively charged emotional world of the characters.
The deep and complex emotions of the novel, which are expressed through
the typographic forms, should leave room for personal interpretation. The
possibility of reflecting the hidden pain and inner turmoil through the typeface
was particularly fascinating. The way in which the basic theme of isolation
and horror is emphasized through the design is intended to open up different

perspectives and invite intensive discussion.
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Millennial Frankenstein is a film about a young Victor living in the 21st century
and creating a monster to watch tv with. Discussing the book we realized that
Victor is about our age when he created the monster and contemplated what
it would be like in our day and age. Victor seemed to us like a very naive and
thoughtless character that can’t take responsibility or feel empathy for his
creation. Meanwhile his creature struggles with finding purpose, connection
and safety. Victor, who suffers the loss of his mother and isolates in his obsessive

studies, seems as lost as his creation. As young adults in today’s complex society

we can relate to struggling with finding our place, purpose and people. In our
film the creature gets born into Millennial Victor’s situation and confronts Victor
about their shared problem’s. Our favorite scene is the ending scene where the
monster and Victor have a meal and Victor finally takes some responsibility. 1 8 1 OS i n E uro pe



Agnes Danninger

, Essay

“Poor things” and “monsters” on screen

and between pages
Format: 148 x 210mm A7) —=r heR=VMD TRk 2 bDlzh] & Y
32 pages
Typeface: Nautica, Arsenica
Variable, Didact Gothic Isabel Fassbender/ f ¥l « 7 7 AR X —
Genre: Rewrite (Japan)

University: NDU

1816 EDPIEIC e L FEVWE, U2 18I/ ATV — - vz ) —ld. Wik
PMEATOIREE LICROBEIICA > 24 T E8NT, AHaRI—/Ngt [7
Fohrrva gy RHHV, RO (EENEO) Tar s o B,
BEREGOH > AP H > Te—ADEE» S EWEO 7 7 v > a VOERFE T,

TIATT - TUAFEDONGR [Hhig b bDh] (Gray, 1992)
(Original: Poor Things: Episodes from the Early Life
of Archibald McCandless, M.D., Scottish public health

CON0EMOI—a v STOEENED LI B bDTH e EMNTE I L officer) &. &7 17 I —HZZH LI OWHLIEM [
olee 2o MCHYHATOSM, REIXA RIS T4 AT N2 D] (Lanthimos 2023) (21X, MEEDOK E A din
74 7 A MIHEY Zi{ L THIz, APROBRICE S Z L0 H R, DR DIBLT B DA, B EIE A e, WA R A

ffoa~voFvrnEL &L, ZORROANMDIER L T 7z 2 kil 2 R#
T2HDIEo0, HENEHERYIE. 4 D207 L& 1 DDOKEZRIELTHK
IhT3,

LizZo/hNgild, 19077 2T—%8/1C. v K- ¥4
IVTAAN (T RD 42 - NI AR=) BhHBHLE LR
BOBAKICH > T IRV ORE 2 A LA S 729250 pEY)
(D EHEMADOREHOFEY Z2HELNE) THEZRT - N
I AX—DEE, MNRE. BUaNERZ, =¥t N) v o
T a7 VALHARZANRHATHIO T S,

In the unusually cold summer of 1816, Mary Shelley, just eighteen at the time,
wrote her famous horror novel, Frankenstein, inspired in part by the bleak, dark

environment she was living in. The goal of my (research-intensive) project was

to showcase what living in Europe during this decade was like, from the average
person’s life in the midst of the Industrial Revolution to the fashion choices
of the wealthier classes. While working on this project, I experimented with
typography, infographics, and map-making. The color scheme—pink on either
a white or a black background—was meant to symbolize both the romanticized
beauty of the era and the harsh conditions humans of this time period were
facing. The final publication consists of four individual folders and one large

timeline. 88
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The novel Poor things: Episodes from the early life of Archibald
McCandless M.D., Scottish public health officer by Alasdair Gray (Gray,
1992) and its recent Academy-award winning film adaption Poor Things
(Lanthimos, 2023) have surprisingly little in common except for similarities
in the general gist of the story. The prize-winning novel, set in 19th
century Glasgow, provides an eccentric, nuanced and multi-perspective
account of the life, intellectual development and political awakening
of Bella Baxter who is for the most part presented as the product of a
Frankenstein-like mad scientist’s (Godwin Baxter, also referred to as
“God” by Bella) experiment in which he implanted an unborn child’s
brain into the body of its deceased mother and resurrected it.

The film adaption is the recipient of many high-profile film prizes,
and acclaimed as “feminist masterpiece” (ScreenRant, 2023) for ostensibly
challenging patriarchal norms and socio-cultural expectations towards
women, assumptions about appropriate female sexuality and the male
gaze. However, it has been largely emptied of depth where the book
explored complex issues surrounding bodily autonomy and technology
in capitalism, reproductive/sexual health and rights, or capitalist
exploitation and its counter-movements. The play with perspective which
allows the reader of the book to question said issues from the standpoints
of diverse persona has been replaced by lengthy sex scenes and close-ups
of Emma Stones orgasmic expressions, sold to the viewer as representing

the liberation of female sexuality from patriarchal chains.
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The theme as well as the writing technique which employs diverse
perspectives and media through which the story is told, is inspired
by Mary Shelley’s Frankenstein; or, The Modern Prometheus (Shelley
1992), first published in 1818. It introduces Victor Frankenstein, a “mad
scientist” who creates and brings to life an artificial man from pieces
of corpses, the “monster”, who strives to be accepted by its human
environment, though being rejected and finally setting out for revenge.
In addition, some aspects and stories of the life of Frankenstein’s
author are picked up in Poor Things (Gray 1992), e.g. in the discussions
surrounding social inequalities that were at the center of Mary
Shelley’s famous father’s thought; he was a progressive thinker of social
anarchism. Other than that, Shelley’s painful and morbid experiences
with motherhood as she lost three of her four children in infancy, her
complicated relationships with the men surrounding her, and her
resistance through her own work, however within the confines of her
own upbringing by her father and mother, famous feminist writer Mary
Wollstonecraft, who died a few days after her birth, appear in Poor

Things (see Shelley 1992, Intro, p. xvii).

Monsters and Poor Things
While “poor things” appear even in the title, “monsters” are an implicit
and explicit underlying trope throughout the novel; not surprisingly,

given its Frankenstein-esque background. Thanks to the multiple-
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perspective storytelling, for most parts from the point of view of
Archibald McCandless, Godwin Baxter’s assistant and Bella’s future
husband, the book intentionally avoids giving a clear answer to the
underlying question of who the “poor things” and “monsters” are. Are
the men who are not able to control “monsters” like Bella Baxter (and
women in general) the “poor things”? Are the women, exemplified
by Bella Baxter, who believe to be liberated, however controlled by
technology, capitalism, and “monstruous” men the “poor things”? Or
might it be the oppressed and exploited whom Bella pities and strives to
support, also in her future career as a medical doctor?

Some perspectives in the novel suggest that Bella who has not
been socialized in a formal way and thus possesses a rare freedom from
limiting moral values, throws the men in her surroundings into misery.
A letter by Duncan Wedderburn who Bella eloped with on a journey
and who ends up losing his mind over her, are an array of ramblings
and conspiracy theories about the “gorgeous monster” (Gray 1992, 91), the
“White Daemon who destroys the honour and manhood of the noblest
and most virile men in every age” (Gray 1992, 95). When Bella, through
McCandless” account states that she is “marrying Candle because [she]
can treat him how [she] like[s]” (Gray 1992, 53), she is also presented as
overly self-centered.

However, when McCandless attacks Godwin by saying, “You

think you are about to possess what men have hopelessly yearned for
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throughout the ages: the soul of an innocent, trusting, dependent child
inside the opulent body of a radiantly loving woman”, adding that he “will
not allow it” (Gray 1992, 36), because he himself wants to own and control
her “to preserve her honour to the last drop of blood in [his] veins”
(Gray 1992, 37), the relationship between “monsters” and “poor things” is
inverted. The fact that Bella Baxter is mother (body) and daughter (brain)
at the same time, revived motivated by the ambitions of a scientist, not
having any say in that experiment, is the underlying framework that
questions how much control and agency Bella actually has. Thus, the
monster is less her than her creator and the technology that was used to
achieve his goal.

Further, the trope of inequality and exploitation runs like a red
thread through the novel, for example through the words of a self-
proclaimed cynic who Bella meets on her journey. He explains that
“poverty, hunger and disease may drive some people to steal loaves from
bakeries and dream of revolutions, but make revolutions less likely by
weakening the bodies of the desperately poor (...)” (Gray 1992, 157).

Without an answer to the question of who the “poor things”
and “monsters” might be, power relations are generally presented as

complex, shift-shaping, and indecisive.
Sexual Liberation

The answers to the other set of complex and various questions about

autonomy and agency within socio-cultural constraints asked in the
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novel, are clearly not as simple as might be suggested through the ending
of the film-adaption, which shows a happily smiling Bella Baxter, who
enjoys her existence, now being the one in charge, and able to control
her surroundings after a journey of ostensible liberation. In addition,
while in the book, her sexuality and its exploration are not only a story
of liberation, but also of conflict, struggle and trauma, the journey of
finding her own voice and agency is almost exclusively presented as
sexual awakening in the film, with the world literally bursting into vivid
color the first time she has sex with a man.

The novel discusses the fact that Bella didn’t experience a regular
socialization process in which women are taught to feel ashamed about
their existence and bodies when Godwin explains that “she has never
been taught to feel her body is disgusting or to dread what she desires. Not
having learned cowardice when small and oppressed she only uses speech
to say what she thinks and feels, not to disguise these (...)” (Gray 1992, 69).
However, it is also suggests that her sexual obsession might be a coping
mechanism, implied, for example, when she talks about an episode with
Wedderburn: “I rushed into our cabin to wed wed wed' him (...) — it was
the only thing which stopped me thinking about what I had seen” (“the
sight of beggars in Alexandria”) (Gray 1992, 154). At another point, she refers
to her experience at the brothel in Paris by explaining that she “learned (...)

how weak and lonely women are used” (Gray 1992, 195).

1 This term is used by Bella to refer to sexual intercourse in the novel.
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The film over-proportionally focusses on showing Emma Stone engaging
with her countless sexual encounters, most of them paying for the
service, in every position and detail while engaging in “furious jumping”,
an expression that replaces the term “to wed” from the book; in some
cases, seemingly pleasant, in most, however, likely painful and clearly
humiliating. For example, while Bella Baxter’s episode as a prostitute
in a Parisienne brothel occupies six of 317 pages in the book, the film
dedicates 26 minutes (1:25 - 1:51) of two hours and 16 minutes, almost
one-fifth of the whole movie, to her time as a sex worker. In the book,
she leaves the establishment swiftly after opposing methods of medical
inspection of the women who work there, using her left savings from
Godwin and newly acquired income from the participation in a pseudo-
scientific experiment after being cheated out of her income by the owner
of the brothel. In the film, she leaves after hearing about Godwin Baxter’s
poor health condition, travelling in style, implying that her time in the
brothel has given her economic freedom.

Leaving out any complex engagement with the above questions, the
film is sold as sexually liberating for its main character and audience,
with Emma Stone who depicts the protagonist claiming that “Bella is
completely free and without shame about her body”, thus “doesn’t know
to be embarrassed by these things or to cover things up (...)” (WMagazine,
2024). Some, however, agree that it is a “commercial empowerment

fantasy forced down many modern-day women’s throats” (The Lantern,
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Active Pursuit of Pregnancy: Neoliberalism, Postfeminism and the Politics of

Reproduction in Contemporary Japan (Brill, 2021).



Exhibited works

2024). The film, calling itself feminist, or at least happily playing into

such claims and representations of those related or unrelated to the
production, ridicules what feminism stands for, by emptying the original
novel from almost everything that could be interpreted as criticizing or
at least questioning inequalities, oppression and discriminations based

on gender and other social categories, and closing up on the beautiful

woman-child who seems to enjoy getting literally “furiously jumped”

by society (and its men). And it is sold as being her own “empowered”

choice, free from social oppression and constraint.
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Conditio humana

The title of my work is “the human condition” in Latin, this language was
chosen because it is the traditional language of the medical field. The work
focuses on the anatomy of the human body and our personal relation to it.
It consists of analytical articles about medical topics, which are mixed with
poems about the human body. This unusual combination of texts was chosen
to show that there are many ways to regard our bodies. The publication
works as a journey through the body, from the head to the feet. Fitting for
the Frankenstein theme the Illustrations were inspired by old medical
drawings from thel8th and 19th centuries. My favourite part of the book is
the way the medical texts and the poems play with each other in the layout.
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For the Frankenstein project, I decided to further develop a typeface that I
had initially begun creating prior to the project. During the first phase of the
Frankenstein project, my typeface, Horcrux, came back into my mind due to its
unique characteristics. Inspired by Mary Shelley’s “Frankenstein”, I expanded
it from its original regular style to include bold and slanted cuts. The typeface
is jagged and sharp, giving the impression that one could get hurt by it—much
like the creature in “Frankenstein”, which is both terrifying and fascinating. It

combines an old-fashioned feel with its calligraphic style and a modern touch,

reflecting the timeless themes of the novel. The sharp edges lend the typeface an
authoritative presence, reminiscent of the menacing nature of Frankenstein’s

monster. This tension between beauty and danger is my favorite aspect of the work.
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Our project delves into the fascinating yet often unsettling world of social
media. At its center is a streamer who creates an entirely new digital identity
to gain more likes, followers, and recognition. This artificial persona quickly
becomes highly successful, attracting a large audience. However, the digital
identity starts to develop a life of its own, yearning to explore the real world.
The animation highlights the theme of false self-representation in social media,
questioning the boundaries between reality and digital identity. Our favorite
part is the ending, in which the false identity manages to break out of the digital
world and decides to replace its creator, the streamer, draining the last of her life

energy to finally break free.
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Doshisha Women’s College of Liberal Arts was founded on three acade-
mic pillars: “Christianity”, “Interna-tionalism” and “Liberal Arts”. The
college has two campuses in Kyoto: one in Kyotanabe with the Faculties
of Liberal Arts, Contemporary Social Sciences, Pharmacy and Nursing,
and one in Imadegawa with the Faculties of Performance Culture and
Life Sciences.

Based on the spirit of the liberal arts, the college aims to impart a
high degree of professional competence and a broad education that goes
beyond traditional education. The college has 6 faculties with 11 majors.
Its women-only students can not only acquire professional knowledge
interwoven with their own dreams and interests, but also increase their
intelligence and sensitivity in Kyoto, a city rich in both tradition and
innovation.

Currently, there are about 6,400 female students enrolled. The
college also enjoys lively exchanges with other universities and colleges
around the world that share common academic ideas. Internationally,
the university has a student exchange program with 63 universities in
13 countries, which also provides international study opportunities
for its students. The Department of Media, where this project was co-
developed, is a place where media and media theories are explored
comprehensively. The department has 4 majors: Art and Design, Mass
Media and Culture, Entertainment and Business, and Media and
Technology. Not only technical knowledge, but also creativity and

presentation skills important for professional careers can be acquired.
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The University of applied sciences Miinster is one of the largest and most
successful universities of applied sciences in Germany with around
15,000 students and almost 1,400 employees. Prospective students can
choose from more than 100 Bachelor’s and Master’s degree programs
in twelve Departments and one Central scientific unit. A spectrum of
subjects ranging from engineering and economics to social sciences
and design in combination with a diverse campus community offers an
inspiring learning environment that is closely linked to practice - just
like our research.

Together with partners from science, business and society, students
work in a highly interdisciplinary manner at one of the strongest research
and innovation universities of applied sciences in Germany.

Since 1878 designers have been trained in the Westphalian Miinster.
Thereby the design department can look back at a long and good tradition.
Nonetheless, present requirements of the profession as a designer exceed
the former arts and crafts teaching of a “drawing, painting and sculpting
school”.

Here in Minster students find a contemporary and future-oriented
education within the Bachelor-Master-system. The students acquire all
methodical, technical and creative competences, which qualify perfectly
for the professional practice: They are supposed to be trained as critically

thinking designers.
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The New Design University (NDU) was founded in 2004 by the Lower
Austria Chamber of Commerce as a specialized university for design.
Various bachelor’s and master’s programs educate creative minds who
drive the transformation of society and engage with the working and
design processes of the future today. With a technical, applied, and
business-oriented focus, NDU embraces design as an integrative, inter-
disciplinary, complex, and multifaceted field. In teaching and research,
it serves as a catalyst for sustainable innovations, bringing together the
parameters of space, language, information, media, and technology.

In this context, the bachelor’s program “Graphic & Information
Design” as an interdisciplinary field of teaching forms an indispensable
foundation in design education. The course offers scope for teaching
fundamental issues and technical implementation methods with images,
graphics and typography in the context of the current media landscape.
Forward-looking narrative forms, typography, image and media formats
and drawing methods are examined in detail, investigated in practice
and critically questioned. Cross-media publishing, the conceptual
development of graphic image and text relationships, as well as the
examination of dramaturgy, narration, and staging play a very central

role in the program.
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Rhine-Waal University of Applied Sciences attracts students to its two
campuses in Kleve and Kamp-Lintfort with its friendly atmosphere,
modern didactic methods, excellent facilities and broad range of courses.
Since its founding on May 1, 2009, Rhine-Waal University has grown
rapidly, boasting over 7,300 currently enrolled students. Since summer
semester 2016, Rhine-Waal University has offered a total of 25 bachelor’s
and eleven master’s degree programs in the fields of natural sciences,
economics and technology, the social sciences, and health sciences.

All degree programs integrate business and legal fundamentals as
well as key soft skills such as presentation and communication, project
management, social and intercultural skills and conflict management.
The aim of the interdisciplinary education Rhine-Waal University
of Applied Sciences provides is to meet the demands of society and
industry, both nationally and internationally, for future graduates as
precisely as possible. In addition, a number of full-time study courses are
also offered as dual-vocational and part-time variants.

This overall approach creates an even stronger link between educa-
tion, practice and science. Accordingly, around 75 percent of courses
are offered exclusively in English, providing optimal preparation for
the international job market. The international orientation of Rhine-
Waal University is also reflected in the origin of its students—over 120

different nationalities are represented on its campuses.
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