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THE CONTEMPORARY HORROR FILM ALAN ROGERS
Abstract

This thesis approaches the contemporary horror film from a
number of directions. Firstly, it is considered in relation
to the historical roots of horror fiction, the tradition of
the literary Gothic which stretches back as far as the late
eighteenth century. The same chapter elaborates the broad
outline of a methodology, drawing upon an established body
of genre theory in both literary and film studies, which is
then applied to the gradual diffusion of the Gothic legacy
into the 1related genres of detective stories/thrillers,
horror, and science-fiction, the inter-relatedness of these
three genres forming part of the cultural context for modern
horror. Chapter 3 considers Alfred Hitchcock's Psycho (1960)
in relation to the structures and iconography of the
original Gothic, and in the 1light of its fusion of
conventions drawn from the horror film and +the thriller.
Chapter &4 compares this film with a similarly influential
movie - Halloween - made almost two decades later, assessing
some of the changes which the genre has undergone in the
intervening period. The following five chapters (5-9)
discuss a number of films of the period 1968 - 80, paving
particular attention to works that have figured prominently
in the established critical literarure around the genre,
both as an appraisal of existing approaches and as an
indication of the immediate context for developments over
the last decade. The remaining four chapters (10 - 13)
consider some developments of the 1980's, disputing the
critical construction of the "body horror" category and
providing an account of the horror-comedies which have
generally been neglected by critics. The conclusion involves
a synthesis of the material covered and a return to the
Gothic tradition in order to conceptually situate the
findings. There is an extensive biblography involving a
variety of material ranging from popular magazines and
newspapers to influential academic works, drawn more or less
equally from the fields of literary criticism and film
studies.
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1. Introduction.

In what follows I am concerned with some contemporary
trends in a popular film genre and with the ways in which
these ongoing developments have been understood and theorised
in a variety of critical literature. The majority of the
chapters +that make up my account are, then, based upon
detailed +textual analysis of particular examples but the
project also entails a dialogue with previous accounts or
with more generally elaborated theoretical positions; the
(partial) exceptions to this are the early chapters concerned
with the Gothic +tradition (whose importance may not be
apparent at first sight but should increasingly become so)
and some of the material on horror and comedy, which was
largely prompted by the prevailing critical neglect of +this
area. At a more general level, the work is informed by the
perspectives of a body of "genre theory" most prominently
represented by Steve Neale's B.F.I. booklet of a decade ago,
although I have also found the writings of some 1literary
critics/theorists - particularly David Punter and Franco
Moretti - to be useful.

This is not an exhaustive "history" or "survey" of the
genre, but draws upon a number of these (of which the most
important are Hardy (ed) 1985, Newman 1988, and Tudor 1989)
and takes them as an informing context. It deals with
contemporary examples of the horror movie, with the emphasis
on the late 1970's and 1980's although some important
predecessors are discussed at length. The films dealt with
were taken from among examples +that were particularly
successful, influential or representative (or all three) or

which combined those qualities with an interesting



relatioﬁship to other, closely allied, genres. The
interaction with other genres is, in fact, one of the main
preoccupations here, and is prompted by a conviction that it
is necessary to‘assign theoretical priority to "genre" over
"gsenres", the process over the categories it gives rise to.
The chapters are organised in a loosely chronological
progression, moving from Psycho (1960) to The Fly (1986)
although I have not scrupled to present examples out of
sequence for the purpose of comparison‘or in order to group
related examples together.

The ideas which I present here have been heavily
influenced by the work of a number of critics who are, at the
same time, subjected to extensive criticism. This applies
particularly to Robin Wood and the group of crities who
discussed the horror film in the pages of Movie from around
the mid 1970's onwards, and reflects the way in which I
approached the genre. When I began writing, the Movie critics
offered what I felt was the only coherent +theoretical (as
oppésed to descriptive) account of the horror movie and, at
the outset, I attempted (albeit with misgivings on some
points) to provisionally employ their principles and
categories, often testing these against their own chosen
examples. In the course of doing so I came to abandon many of
their key precepts and, in particular, the notion of a "basic
formula” or analytic key to the genre as a whole. I was
unable to reconcile this with the essentially hybrid fluidity
of generic forms. I do not, however, mean to imply a
wholesale rejection of what has been a sustained and

productive critical project; the criticism of particular



propositions does not entail a negative assessment of a
critic's work overall.

The model of genre employed here, then, is dynamic,
flexible and responsive: repetition and innovation are seen
as inseparable, standing in a necessary relation to each
other. To paraphrase Trotsky: the development of new sets of
conventions always involves a '"complex turning inside-out" of
old ones. Some conventions, though, no matter how often they
are turned inside out, seem obstinately to recur in ever-
changing guises, and I take this as an indication of +the
socially intractable nature of the tensions they express.
Thus, although concerned with genre-as-process I find myself
laying more than customary stress upon the continuity of the
genre, as a corrective to some recent writing on the subject.
Specifically, I reject the implication of epochal change
which is present in some of the work that appeared in Screen
in 1986-7 when that Jjournal's interest in the horror film was
at its peak. In general, +this material seems, to me, a lot
less interesting than that of the Movie tradition; even so,
there have been some wvaluable insights and these are

acknowledged where appropriate.
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2. THE GOTHIC TRADITION AND MODERN HORROR -

A. Gothic Origins. -

This chapter will explore the origins and nature of the
horror genre in the light of Steve Neale's theoretical account
of genre in the commercial film industry; particularly his
contention that genres are best understood, not individually
(in terms of rigid sets of conventions built up around
specific subject matter) but as a systematising process in
which elements common to the whole of the mainstream cinema
are present in different proportions and different
configurations in particular genres at different times. One
consequence of adopting this approach is an acceptance of the
fact that genres tend to merge one with another. This prompts
a shift of critical focus away from an emphasis on defining
the principal characteristics of individual genres and
demarcating their boundaries so that individual examples will
fall "within" or '"outside" them to an interest in the
properties a genre will share with other proximate genres and
the changing significance of particular elements in their
transmigration across the generic spectrum. In the case of
the horror film some elements have been loosely allied with
science-fiction and fantasy while others engage in a clear
and reciprocal interchange with the detective story and the
thriller. Put another way, one could say that the horror film
commonly mobilises reading strategies associated with these
genres. BAnd not only with these genres: for example, while
geared towards producing a violent suspense rather +than

laughter the horror film often includes humourous elements,



though at a far less prominent level than in the wvarious
types of comedy. Similarly, it will often include a sub-plot
of heterosexual romance (a feature of classical films
generally and the dominant element in the melodrama and the
musical) and may share narrative elements with other, more
disparate genres.

Night of the Living Dead probably derives the narrative
situation of a small group of people barricaded in an
isolated building against an overwhelming external threat
from The Birds although it is also a commonplace in the
western. The representation of the "threat" itself, though,
derives from more than one science-fiction +tradition: the
blurring of invasion and infection, external and internal
threat, may recall Invasion of the Body Snatchefs as well as
various vampire fictions but it takes place within a scenario
of devastation and social collapse from a tradition spanning
The War of the Worlds to The Day of the Triffids and bevond.
Dawn of the Dead elaborates most strikingly upon this latter
aspect but clearly incorporates other generic elements from
precedents as diverse as the "road" and "biker" movies of the
late 1960's and early 1970's (the attack of the motorcycle
convoy on the barricaded shopping precinct) and the "action"
or ‘'combat" movie - this latter relationship underlined by
the (often parodic) use of appropriate music on the
soundtrack which reaches its apogee in the ironic
underscoring of the "happy ending".

One approach to the horror film, then, 1is to trace its
development in relation to these other genres, particularly
science-fiction and the detective story/thriller, +to +trace

(in Easthope's words) "...its rise and fall in relation to



other genres, how it splits and combines with others to form
new genres, its mutations into a new kind." (Easthope,
1979/80, p&L4.) Some kind of working definition of what has
been central to each genre, historically, will be necessary
before commencing such an examination and I will offer some
rough outlines of these. Obviously, from Steve Neale's
perspective, the central characteristic that these three
genres have in common (and share with the rest of the
Hollywood film industry) is that they are fictional
narratives occasioned by some kind of disturbance of
narrative equilibrium and working towards its restoration.
Neale himself provides a working definition of the horror
genre, noting that, (in common with the western, the gangster
film, +the detective film and often the thriller) narrative
disequilibrium is often inaugurated by an act of violence and
that (like the western, the gangster film and the war £ilm)
the horror genre is particularly marked by violence. However,
it is not violence itself which is definitive of the genre,
but its conjunction with images and definitions of ﬁthe
monstrous". It 1is the monster (whether alien, supernatural
being, animal, psychopath, eﬁc) which is the destabilising
agent, 1its actions, indeed its mere presence, serving to
disrupt the categories of the "human" and the "natural”.

I have bracketed the detective story and the thriller
together so far, both out of convenience and because it would
be unwise to draw a sharp distinction between them; they are
better construed as the conventionally separable extremes of
a continuum comprised of intermediate forms. The detective

story will wusually proceed from an instance of narrative



disruption in the form of a crime or an enigma and the
discourses involwved in the genre are those concerned with law
and order. The tendency in the detective story is for the
- crime to be ingenious rather than commonplace and in the
thriller - particularly the imperialist spy thriller - it
will tend to figure as a wvast conspiracy (= crime +
mysterious concealment), often of such a magnitude as to
threaten international security or even the continued
existence of the human race. The "law and order" discourseé
of the detective story are often assimilated to, and
superimposed upon, a more metaphysical opposition between
good and evil and this isvparticularly pronounced in the
imperialist spy thriller (best exemplified in the James Bond
movies) where the conspiracy is often a "monstrous" -
abnormal, pathological - incursion which threatens the
complete overthrow of the natural order of things. This is
the major point of contact between the thriller and the
horror movie.

There are other points of contact though, for both the
thriller and the detective story. One of these involves the
way in which a film which initially mobilises the +typical
reading strategies associated with detective fiction may
progressively move towards horror and climax with the
revelation of a supernatural (rather than a criminal) agent
of disruption. Angel Heart 1is an almost diagrammatic
representative of this strategy. The same strategy may
operate in reverse with the revelation of apparently
supernatural phenomena as an elaborate screen for more
prosaic human activities, a fabrication designed +to deter

intruders, to cast doubt upon the protagonist's sanity, etc.



Such devices, common into the 1960's, are now rather archaic,
largely relegated to the area of childrens' TV cartoon
serials, etec. The similarities in narrative strategy which
make possible these systematic fusions though, also give rise
to more localised analogies in situation, as, for example, in
the burial alive scene in Blood Simple. These, in turn,
facilitate extensive mutual borrowings; in Blood Simple this
is particularly evident in the mise en scene.

Many detective stories and thrillers involve &
conventional sub-plot of heterosexual romance. This is
prominent in film noir and in the Hitchcock "romance
thriller" - essentially a more violent and suspenseful
extension of the domestic detective story. The romantic sub-
plot may be at the core of the mystery itself (as in Vertigo,
many film noir, etec). At the other extreme (ie. in the
imperialist spy thriller) it may become as perfunctory as it
is misogynistic, reduced to a cynical series of "congquests" -
of the hero's associates or enemies - which figure as part of
his overall strategy or as the rewards of SUCCEess.
Alternatively, romance may be used to enhance the thriller's
generation of suspense, particularly where the final union of
the 1lovers, or the survival of the love-object, 1is made
conditional upon the outcome of the central conflict.
(Hitchcock's Torn Curtain and Polanski's Frantic are
examples; the horror movie sometimes - though less so
recently - operates a similar strategy with the monster
itself threatening the protagonist's romantic aspirations,
the lover's survival, etc.) It is natural that a romantic

complication should be used to intensify suspense here as it



is a distinctive feature of the thriller that it has, as its
"core strategy" the generation of suspense, quite often
involving - as Neale points out - the placement of the
protagonist in such a position as to be threatened from both
sides of the law (by the law enforcement agencies and the
criminal underworld). In the imperialist spy thriller this
may be achieved by placing the hero in a position where he is
threatened by both superpower blocks, or by the bureaucratic
inertia of his own superiors as well as the insidious
machinations of an international conspiracy, etc. Again one
may note comic or parodic elements as well as links with
other genres - the character Jaws in Moonraker is a parodic
link with the horror genre while major chunks of the
narrative structure and mise-en-scene are clearly related to
science fiction. That the conspiracy which sets the narrative
rolling involves, in this case, a misanthropic madman/genius
who plans to take over/destroy the world indicates the extent
to which it can legitimately be regarded as belonging to
both.

Science-fiction 1is perhaps +the hardest of the genres
discussed so far to define, particularly as the name by which
the genre is known in not necessarily a pointer in the right
direction. Indeed, many writers of science-fiction,
especially in the post-war period, have preferred to refer to
their work as fantasy or speculative fiction. (Melloxr, in
Pawling(ed), 1984, p28.) The "speculative" nature of science-
fiction is useful in this context as the discourses central
to the genre still owe something to +the metaphysical
preoccupation with defining the "human" and the "monstrous"

which characterises horror but are, in this case, often



organised around conceptions of "progress". Thus, what is
monstrous in the science fiction film 1is wusually an
exaggerated extrapolation of the present and involves a
selective or distorted projection of present trends into an
uncertain future. The "monstrous" is therefore the "human"
developed in an unfamiliar and one-sided manner and the
generic archetyvpes from which the term science-fiction arises
are an instance of this relating to the mundane technology of
today rendered monstrous and all pervasive.

Technology is, in this sense, an alienated human attribute
manifested as external threat or power and the
restrictiveness of many definitions of science-fiction arises
from the fact that many other aspects of our society, as well
as technology, can serve this narrative function. Notions of
conformism and individuality (whether or not related to
technological domination) have a prominent place within the
genre. One thinks of Invasion of the Body Snatchers, for
instance, which is invariably claimed for science-fiction,
despite having a far more tenuous "scientific" basis than
Frankenstein, which stands at the very centre of the horror
tradition. The repeated convergence of what is considered
"monstrous" in the two genres has given rise to a long and
productive cross-fertilization between them. It has also
meant that the classificatory disputes between partisans of
either genre are both endlessly renewed and ultimately
insoluble. This 1is not to suggest that the differences
between horror and science-fiction genres are negligible oxr
unimportant, rather that the classification of individual

examples is a sterile exercise compared with the delineation
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of the historical relationship between the two tendencies. It
is clear, for example, that the different types of narrative
that were historically specific to the genres by the 1late
1940's allowed the science-fiction tradition +to wvirtually
eclipse the horror film for most of the 1950's, proving more
responsive to the major ideological questions of the era.

I am concerned here with the relationship of science-
fiction to horror but it should be noted that science fiction
has an equally problematic interface with a number of other
genres: its relationship to the thriller has already been
touched upon and its relationship to the war film is only too
obvious when considered in the light of Anthony Easthope's
comment that in this genre the "enemy" is always defined as
"inhuman" and "other" (ie. '"monstrous"). It is also related
to a wvast range of other genres including costume dramas,
epics, travel and adventure films and even certain aspects of
the documentary tradition. And while my concern with the
relationship between horror and science-fiction necessitates
an emphasis on science-fiction's dystopian visions the genre
is broad enough to encompass various forms of social optimism
and a good case has been made for considering the origins of
the genre to lie in this area (at least as far as literature
is concerned) with the decisive shift towards "social
discontent and cosmic despair" only taking place in the late
1950's and early 1960's. ("Science-fiction and the Crisis of
the Educated Middle Class", Adrian Mellor in Pawling(ed),
1984.) It is also the case that although one tends to think
of science-fiction as being predictive or future-oriented it
can (through the mechanism of, say, time travel, or the

nuclear annihilation of the bulk of humanity and a social
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relapse into primitivism) be backward looking, and to some
extent the specific temporal/geographical locations are
arbitrary, sharing a similar distancing function with notions
of exoticim or antiquarianism in the Gothic.

I propose to examine the nature of the horror genre by
looking at its (literary) Gothic prehistory, and the
relationship between horror and the other genres mentioned
above through the interactions of their wvarious 1literary
antecedents with(in) +this Gothic tradition. As the term
Gothic has been applied in a variety of ways outside the
field of literary (and later film) criticism, and as the rise
of the Gothic novel was only one aspect of a set of broader
cultural changes, I shall discuss this wider context before
narrowing the focus down to deal with its specifically
literary manifestations and the legacy of these in the horror
film.

Devendra P. Varma describes the origins of the term Gothic
as being "usually associated with the frost-cramped strength,
the shaggy covering and the dusky plumage of the northern
tribes", commenting, on the pejorative connotations of the
term, that "...the Gothic ideal wrought in gloomy castles and
sombre cathederals appeared dark and barbarous to the
renaissance mind". He says that by the close of the "so
called Dark Ages" (which I shall take, rather uncertainly,
to mean "by the sixteenth century") the term had become one
of "unmitigated contempt", implying barbaric backwardness
and, in aesthetic terms, all things vulgar, uncouth and ugly.
The history of the middle ages was not well known but its

very obscurity aided the reputation of "darkness" (ignorance)
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and cruel primitivism. However, the progress of eighteenth
century rationalism prompted, as a kind of incoherent groping
for alternatives, a renewed interest in, or "re-discovery" of
this period, and this is reflected in the subtly changing
connotations of adjectives like "gothigque" or "medieval’. In
the second half of the eighteenth century the "Gothic" seems
to have two distinct but related sets of
meanings/connotations, one connected with violent barbarity
and the other connected with the "medieval", or rather with a
romantic nostalgia for medieval chivalry, poetry, etc. By the
late eighteenth century the rise of the Gothic novel had
added a third set of connotations to these and one could say
that during the heyday of these novels the term Gothic
involved an interconnection of the following three notions -
the barbarous, the medieval and the supernatural. (Varma,
1959, pplO-12.)

Early Gothic novels aimed to create a medieval atmosphere
mainly through deploying an extensive medieval paraphernalia
of castles, towers, dungeons, knights and marvellous
happenings. Horace Walpole, author of the first Gothic novel
(The Castle of Otranto, 1764) is credited with reversing the
popular image of the term Gothic "from an adjective of
opprobium intc an epithet of praise" (Varma, pl3) and with
effecting "a shift of meaning in the most common use of the
word Gothic from the architectural denotation of medieval
buildings +to the emotional effects of wierd, supernatural,
fantastic and terrifying events in a work of literature in
which the medieval castle or cathederal served as the theatre
for such events.'" (Thompson(ed), 1974, pkL.)

The connection between the architectural and literary

13



Gothics is underlined by the revivalist interest of a number
of early Gothicists in both fields. Walpole was well known as
an eccentric figure who virtually turned his own home at
Strawberry Hill into a bizarre medieval "castle". Similarly,
William Beckford, author of the extravagant Gothic novel
Vathek (1786), which fuses the whimsical orientalism of The
Arabian Nights with the more typical trappings of the Gothic
(particularly its driven tyrant-hero) was responsible for the
building of Fonthill Abbey, an enormous and useless Gothic
structure which collapsed in 1800. In both cases the tendency
is towards an atmosphere of picturesque medievalism rather
than the serious antiquarian interest we associate with later
figures such as Ruskin and Morris. Most early Gothic novels
were also steeped in the shadowy and romantic archaism which
gave the genre its name, but later examples, from the 1790's
onwards (eg, The Monk, 1796) dispensed with medievalism
altogether, accentuating instead the violent and supernatural

events which typified the genre's plots. The term began to

lose its original (historical) connection, becoming "a
synonym for the grotesque, ghastly, and violently
supernatural or superhuman in fiction". (Varma, pl3.)

The emphasis on setting and atmosphere remained though.
This is particularly striking in what Elizabeth MacRndrew
calls "the most famous of all Gothic devices" - the identity
of the Gothic castle or house with its owner - the most
visually suggestive features of which are evident in Varma's
phrase about the castle becoming the '"passive agent of
terror", essentially an extension of its villainous

inhabitant who is the "active agent". (pl19.) David Pirie
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takes up this "castle question" in his study of +the Hammer
films, noting how often the settings are expressive of
character, seemingly impregnated with the alienated human
attributes of their occupants. In an early scene of Dracula -
Prince of Darkness(1965) Dracula is absent and when four
travellers seek shelter in his castle, finding the fire lit,
the table laid, etc, the setting itself must stand in for the
growing sense of threat that the characters feel.
Prawer{(1980) comments that the best known sequence in the
film features a travelling shot along the corridors which
"suggests an unseen presence prowling the house" (P225) and
Pirie(1973) admires these distinctive camera movements
because they bring out, "...with a poetic grandeur, the
unseen presence of the absent host".(p90) This example
illustrates the way in which some aspects of Gothic
literature translate particularly directly into f£ilm through
exploiting +the properties of a certain kind of imposing
dereliction in architecture in conjunction with appropriate
lighting, camera movements, etc. As with the early Gothic
novel, +the use of setting extends beyond architectural
manifestations to encompass dramatic landscapes (vividly
green pastoral scenes giving way to heavy chiaroscuro
renderings of moonlight or candlelight) and dramatic
displacements of the persecuting power of evil onto the
elements(storms, lightning, etc).

The scene from Dracula-Prince of Darkness mentioned above
deploys such imagery in a casual, half satirical way; the
ironic significance or the travellers' toast to their "dead"
host ("May he rest in peace") being underlined by the

addition of a clap of thunder to the soundtrack. It would be
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a mistake to ientify the Gothic tradition too closely with
this kind of superficial "machinery". Not only does the
Hammer cycle include films of enormously variable quality but
a similar unevenness is evident at the level of individual
films, from scene to scene. Genuine extensions of the
psychological insights of their literary sources are mixed,
in the Hammer films, with dull recyclings of motifs that were
cliched even in the eighteenth century - where their
familiarity also bred various types of parodic contempt and
critical impatience. (1) Indeed it was the proliferation of
satirisations of the eighteenth century Gothiec and the
recurrence of its most typical narrative structures and
motifs in the "shilling shockers" of the nineteenth century
that was largely responsible for the sheer distance - the
scope of the necessary innovation - which separates the
original Gothic from its most significant derivitives in
nineteenth century literature. A similar imperative can be
seen in the horror film in the 1960's, the "distance" opening
up between films like Psycho, Peeping Tom and Repulsion, on
the one hand, and the traditions of the genre on the other,
blinding most critics to their essential, if innovative,
Gothicism. Carlos Clarens is not alone in being misled by the
mise-en-scene of these films into seeing them as c¢linical,
indeed almost documentary, "case histories" and missing their
relation to Gothic motifs and attitudes. The censors were
lenient with Repulsion on precisely these grounds - they felt
it was scrupulously "accurate" - and David Pirie saw Psycho
as a break with the Gothic tradition. However, David Punter

has convincingly demonstrated such a relationship, even in
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terms of their use of "modern" settings:

"Each of them, in the search for a visual equivalent for a
psychological state, finds a setting which relates closely to
traditional imagery: in Psycho, the house, with its cellars
and mysterious doors, 1is pure Bmerican Gothic, as Hitchcock
of course intended; in Peeping Tom, the film-processing
laboratory which is a substitute for the hero's homelessness,
shot as it is in half-tones and impossible as it is to
discern its physical limits, is the laboratory of generations
of Frankensteins, in which the endless attempt is continued

to discern the secrets of (the hero's own) creation;
Catherine Deneuve's apartment, in Repulsion, albeit outwardly
contemporary, is nonetheless capable of sprouting

supernatural apparitions worthy of the direst secrets of
Udolpho." (Punter, 1980, p363.)

This use of the setting and of the elements is of immense
importance to both the most innovative examples of the
tradition and to the most formulaic, although in opposite
ways. This is because the setting can serve as a metaphorical
extension of character development, Jjustifying Elizabeth
MacAndrew's claim that there is a curious "lateral shift" in
Gothic techniques, through which "settings turn out to be
part of characterisation and methods of narration to be
principles of structure”, but can equally well serve as an
evasion of psychological exploration, a substitute for
characterisation. In a generally positive account of the
Gothic tradition, such as MacAndrew's, the problems of
decorative uses of setting and of the flattened one
dimensionality of characters conveyed through external
manifestations do not arise; characters are assumed to be
essentially symbolic, almost allegorical, embodiments of
abstract qualities or mixtures of qualities (innocence,
wisdom, lust, ete) rather than representations of
individuals. While she makes out a good case for this reading
of a number of Gothic novels it is sometimes quite clear that

characters are not being used in this way. Elizabeth Napier
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has, for example, described a number of instances in which
characters "suddenly exhibit behaviour that has no
relationship to their previous actions" for the simple reason
that characterisation is being opportunistically sacrificed
to the demands of plot. (See Napier, 1987, pp34-36.) Napier
complains that the practitioners of Gothic fiction "became
adept at retreating from a full exploration of the characters
they create" and suggests that many early Gothics are far
less interested in character than in plot, moral or sustained
evocations of atmosphere and setting.

There are a number of reasons for accepting - at least
partially - this verdict. One such reason is indicated by the
connection between the architectural and literary revivals
which have both come to be known by the appellation "Gothic".
Examples have already been given of the involvement of
important figures in both fields and a certain transposition
of attitudes can be assumed. It is therefore significant that
at this stage there was little interest in Gothic
architecture as such, more a fascination with the mood and
atmosphere associated with it. Some examples of the
architecture of this revival were follies, often incomplete
by design and intended to resemble ruins. Such ruins, whether
genuine, or deliberate evocations of decreptitude, were
associated with an atmosphere of mysterious archaism which
Gothic authors also sought to achieve through the wuse of
mediated narrations. The most common forms of these were the
claim that a narrative was a translation of an ancient
manuscript, the use of such manuscripts within the text as
"tales within the tale" and the use of concentric framing

devices (the monster's tale in Frankenstein, for instance,
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exists within Frankenstein's narration which, in turn, exists
within Walton's narration). The prediliction for the archaic
and the ruined was part of the romantic reaction against
classical sensibilities; Varma quotes Walpole's own
contention that a Greek temple expresses "satisfied
completeness” as opposed to the expression of "aspiration” in
a Gothic cathederal (plé) and elaborates on this to the
effect that while neoclassical architecture came to be seen
in terms of a static, symmetrical beauty, the Gothic
increasingly came to be perceived as expressive of "the
grandeur of wildness and the novelty of extravagance".

The romantic interest in the wild, the gloomy and the
awesome took a number of forms and fed into the Gothic via a
number of distributaries. Much of the specific imagery of the
Gothic, as well as the intermittent evocations of an
atmosphere of elegaic melancholy, derives from the Graveyard
poets of the 1740's with their twilight meditations on
solitude and mortality and their imagery of ivy-clad ruins,
flickering bats, sightless skulls, etc. However, the Gothic
generally lacks the quiet, contemplative tone of the
Graveyard poets and the dramatic vigour of its most intense
passages would be more closely linked to the revival of
interest in Elizabethan drama which occurred in the
eighteenth century, particularly in the decades preceding the
emergence of the Gothic novel. Varma describes the scale of
this revival as it affected a number of authors, noting that
fifteen of Shakespeare's plays were acted on the London stage
in 1773 alone (see pp29-31). The influence may have been

superficial but it was certainly extensive - many Gothic
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novels include quotations from Shakespeare and Radcliffe
commonly uses such quotations to preface her chapters.
Despite their claims that they valued Shakespeare for other
reasons the Gothic authors were probably mainly interested in
Shakespeare's wild and eerie scenery (the blasted heath, the
castle ramparts and the forest in Macbeth, the tomb in Romeo
and Juliet, etc) and his use of witches, ghosts, portents and
other fear inspiring devices.

Another contributory source for the imagerv of the Gothic,
one which again suggests the prime importance of mood and
atmosphere, 1is a tradition in painting that was preoccupied
with the "picturesque", with ruins and with the untramelled
"sublimity" of nature, a sensibility close to that of the
architectural revival. In particular, BAnn Radcliffe (The
Mysteries of Udolpho, 1794, The Italian, 1797), who was
enormously influential, made up for the fact that she had
never travelled by basing her romantic/exotic settings on the
landscape paintings of Claude Lorraine, Nicolas Poussin and
Salvator Rosa, among others, (Hennessy, 1984, p22) and other
aspects of her settings on the picturesque architectural
fantasies of Piranesi (Howells, 1978, p24). It is for this
reason that her landscapes are recorded in precise, painterly
detail and have a strangely visual quality and topographical
exactness which could only facilitate their reconversion into
other visual media. Indeed, following the publication of her
best known work three different paintings of the castle of
Udolpho were exhibited at the Royal Academy between 1797 and
1799. (Howells, 1978, p38.) Her use of landscape is part of
an emphasis on atmospherics that extends to every aspect of

the natural environment and it is not for nothing that
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Brendan Hennessy comments that "She uses the weather as

Hollywood much later learned to wuse it. (Hennessy, 1978,

The inspiration behind Radcliffe's use of landscape 1is
sometimes quite transparent. In The Mysteries of Udolpho,
which is set in the vear 1584, she follows one of her
landscape descriptions ("barrenness...here and there
interrupted by the spreading branches of the larch or
cedar...) with the remark that "this was such a scene as
Salvator would have chosen, had he then existed, for his
canvas". (Vol 1, p30.) At other times she seems to be trving
to translate the painters' chiaroscuro into a form of words:
"The sun had just sunk below the top of the mountains she
(Emily) was descending, whose long shadow stretched athwart
the valley; but his sloping rays, shooting through an opening
in the cliffs, +touched with a yellow gleam the summits of
the forest that hung upon the opposite steeps, and streamed
in full splendour upon the towers and battlements of a castle
that spread its extensive ramparts along the brow of a
precipice above. The splendour of these illumunated objects
was heightened by the contrasted shade that involved the
valley below..." (Udolpho, Vol 1, p230.)

The scale of the scene is monumental and the impact of the
sun's dying rays "shooting through an opening in the cliffs"
is presumably intended to be awe-inspiring, quasi-religious,
encouraging humility before the majestic vastness of nature.
As the description proceeds more conventionally Gothic
elements are introduced; the "Gothic greatness" of the castle
with its '"mouldering walls of dark grey stone" and its
"olustering towers". The careful handling of light and shade
is maintained and Radcliffe adds an enlivening touch of
colour to the otherwise sombre scene now and again, much as

she might imagine a contemporary landscape artist would have

done: "As she (Emily) gazed, the light died away on its
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walls, leaving a melancholy purple tint, which spread deeper
and deeper as the thin vapour crept up the mountain, while
the battlements above were still tipped with splendour”. The
conventional nature of the image will facilitate a ready
"yisualisation" on the part of the reader, allowing it to
remain vivid and at the same time to be wreathed in
"duskiness", "obscurity" and "thick shade”. Radcliffe
habitually allows the solidity of her scenes to dissolve into

a vague formlessness s0 as to blend the terrors of the

imaginary with the terrors of the "real”. As the carriage
descends "...the extent and darkness of these tall woods
awakened terrific images in her (Emily's) mind..." The castle

itself is described with a similar blend of precise details,
such as "the pointed arch of a huge portcullis surmounting
the gates" which gives Emily the sense of entering a prison,
and shadowy suggestiveness such as the "gloomy court" into
which she passes, confirming her feeling of entrapment so0
that "her imagination, ever awake to circumstance, suggested
more terrors than her reason could justify". (p231.) Allowing
the ominous power of landscape and architecture to fuel the
forebodings of the imagination is one of Radcliffe's most
typical techniques for creating atmosphere. Heightening the
vividness of these evocations of hostile environmments through
the inclusion of precise and well chosen details she
sometimes achieves some quite striking successes. Describing
the progress of a storm (and eventual shipwreck) on the
Mediterranean she writes:

"A red sulphurous tint overspread the long line of clouds
that hung above the western horizon; beneath whose dark

skirts the sun, locking out, illuminated the distant shores
of Languedoc, as well as the tufted summits of the nearer
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woods, and shed a partial gleam on the western waves. The
rest of the scene was in deep gloom, except where a sunbeam,
darting between the clouds, glanced on the white wings of the
sea-fowl that circled high among them, or touched the
swelling sail of a vessel which was seen labouring in the
storm." (Udolpho, Vol II, pl55.)

The controlled power of such descriptive passages goes
some way towards explaining why Radcliffe's work should have
so outlasted that of most of her contemporaries and
imitators. However even here the imagery is fairly
conventional, especially when one thinks of the popularity of
stormy seascapes, shipwrecks, ete, as subjects for
contemporary paintings. Of +the Gothiec novelists, Maturin
alone proved capable of developing her way of using
architecture, landscape and the elements to any great effect
(eg, in the shipwreck scene in Melmoth the Wanderer where the
fury of the elements is rendered vyet more sinister by
Melmoth's demonic laughter from the cliffs above, his revelry
in the carnage) and the main evidence of her influence is in
the survival of that imagery which, in her work, is already
the most heavily conventionalised. In particular, the use of
trapdoors, concealed passages, dungeons, flickering candles,
etc, compounded the element of repetition so far as to more
or less ensure the decline of this phase of the genre's
development. With +the partial exception of Stoker such
imagery was sparingly used, or rendered unrecognisable
through subtle modification, in most of the influential
Gothic literature of the later nineteenth century and beyond,
in fact until the rise of a mass audience for the horror film
in the 1930's.

Radcliffe and the major writers of the eighteenth

century Gothic are often charged with over conventionalising
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the iconography of terror in this way and cannot be entirely
absolved: in her better passages it can be granted that
Radcliffe's use of setting amounts to more than the
deployment of "stock elements", and if her work has served as
a quarry from which a vast number of later writers have
availed themselves of "raw material"” it may be regretted that
they worked so narrow a seam in preference to so many others;
however the invitation to do so is unmistakably present.
While much of her use of setting is accomplished with skill
and subtlety the "cue" for a "stock" usage of it exists, only
too obviously, in the heavily conventionalised responses of
the characters to their environment and sometimes also in
intrusive authorial commentary. Radcliffe invariably includes
scenes of travelling and often makes a point of describing
expansive views of mountainous country to which her heroines
always respond with a langourous, contemplative ecstacy. Most
common among the feminine accomplishments displaved by a
Radcliffe heroine is a love of sketching and the ability to
respond correctly to imposing landscapes becomes a mark of
spiritual, if not literal, nobility. Her heroes display a
similar sensibility; thus Valancourt, in Udolpho, declares
that "These scenes...soften the heart like the notes of sweet
music and inspire that delicious melancholy which no person,
who had felt it once, would resign for the gayest pleasures."”
(Vol 1, p&7.) Such a response is elicited by the "distant
perspective”" of a wvalley "lost in the vellow mist of
moonlight"” while the enclosed cragginess and wild weather of
a mountain pass will inspire an anxiety bordering on terror
and imaginings of "banditti", "assassins", etc. A similar set

of responses apply to architectural environments, +the most
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important of which, in this context, have to do with the
darkened chambers and labyrinthine passages of the
castle/abbey.

Radcliffe's mysterious interiors are often associated with
vague but terrible events long past, preserved untouched
under the dust of ages because of their fearful reputation.
In the exploration of such passages and chambers the heroine
is often accompanied by a servant whose comically exaggerated
terror partially undermines the heroine's professed disdain
for superstition, allowing the terrors of the imagination to
be exercised at the slightest pretext. (2) These scenes,
which mingle conventional suspense with heavy intimations of
supernatural terror, usually climax in a shocking incident or
revelation, causing the heroine to scream, flee or swoon. The
delicacy and modesty of a Radcliffe heroine, in fact, leaves
fainting as the only possible response to many extreme
situations, particularly if there is a hint of sexual threat,
and these frequent losses of consciousness have been a
popular target for satirists, being the most theatrical of a
set of emphatic gestures used to convey feeling (sighing,
groaning, shuddering, weeping, screaming, etc). It is this
conjunction of the primacy of setting/atmosphere with the
predictability of the characters' responses to their
environment and the events that unfold in it - often read as
a "cue" to the reader's own reactions (3) - that motivates
the most substantive negative criticisms of the eighteenth
century Gothic as a genre. While positive assessments speak
confidently in terms of psychological exploration and use

Freudian analytical techniques Elizabeth Napier argues that
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no matter how psychologically suggestive much of the imagery
may seem to a modern reader the characters within the fiction
lack sufficient depth to support this interpretation. It is
certainly the case that (as she argues) it is difficult to
differentiate between the heroines of Radcliffe's wvarious
works and that a similar observation would apply to many of
her other characters, the main exceptions being her great
villains, Montoni in Udolpho and Schedoni in The Italian, who
arouse an ambivalent fascination with evil and traces of
paradoxical attraction.

Napier's negative assessment of the eighteenth century
Gothic is a persuasive corrective to set against many recent
"over-readings" of the genre in terms of psychological
exploration. However, her contempt for the shallow
predictability of much of this writing (Maturin seems to be,
to some extent, exempted) leads her to downplay the links
between this tradition and later nineteenth and twentieth
century fictions that have traditionally been regarded as
Gothic. A number of writers simply date the Gothic novel as
spanning the vears 1764 (The Castle of Otranto) to 1820
(Melmoth the Wanderer) and Donald Ringe says that even
Frankenstein(1818) "...cannot really be called a Gothic
romance". (Ringe, 1982, pé6.) Napier also disputes the
propriety of emploving the term "Gothic" to describe later
works (pxiii) and is particularly at pains to deny the
utility of any system of classification broad enough to
encompass Ann Radcliffe alongside writers like the Brontes,
Melville and Faulkner. She insists that any attempt to
isolate the distinctive qualities of Gothic narratives will

eventually come down to a single characteristic: "...a
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standardised, absolutely formulaic system of c¢reating a
certain kind of atmosphere in which a reader's sensibility
toward fear and horror is exercised in predictable ways."
{(p29.) Thus, to include modern works like Wuthering Heights,
Moby Dick and Sanctuary in the same category with Ann
Radcliffe on the grounds that they share "a distinctive and
pervasive atmosphere of evil" is to overlook the primacy of
such a system, allowing the psychological or moral complexity
of later works to dignify the eighteenth century Gothic
through a critical sleight of hand in which, retrospectively,
various "devices" necessarily become signifiers of some
deeper meaning. Fair enough, on one level, and I am not
concerned to argue the "quality" of Radcliffe's work. However
there is no shortage of examples that demonstrate a
continuity with later works of accepted importance. Of the
examples quoted, it is not difficult to detect the fusion of
the "over-reacher” with the "wanderer" in the protagonist of
Moby Dick and the ramifications of this in both the narrative
structure and particularly in the use of the ship itself and
the elements. Wuthering Heights is even more clearly related
to the Gothic tradition and Heathcliffe, modern perceptions
notwithstanding, is essentially a vampire figure. In some
cases a debt to a specific work by Radcliffe can be detected.
Wilkie Collins' The Woman In White(1860), for instance, shows
a clear family relationship to The Mysteries of Udolpho;
Laura Fairlie is, on close inspection, an almost perfectly
innocent Gothic heroine, her delicacy and love of landscape,
even her propensity to sit outdoors and sketch, recalling

Emily St Aubert. Count Fosco is a remarkable re-working of
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the fascinating/monstrous Gothic tyrant represented by Morano
and Montoni in Udolpho and Sir Percival Glyde is a lesser
figure of evil but nevertheless bears a striking resemblance
to Montoni, Udolpho's main villain. In both novels the
narrative hinges upon the machinations of a ruined nobleman
attempting +to improve his fortune through a cynical marriage
and in both cases the failure of the heroine to comply with
his plans leads to a nightmarish ordeal of incarceration and
a threat to her health and her life.

In Udolpho there are a number of bitter confrontations in
which Montoni tries to force Emily to sign away her estates
to him:

"(He) offered her a pen. She took it, and was going to write
- when the design of Montoni came upon her mind like a flash
of lightning; she trembled, let the pen fall, and refused to
sign what she had not read. Montoni affected to laugh at her
scruples, and, taking up the paper again, pretended to read;
but Emily, who still trembled on perceiving her danger, and
was astonished that her own credulity had so nearly betrayed
her, positively refused to sign." (Vol II, p49.)

The same situation inevitably arises in The Woman in White,
with Sir Percival pressing Laura to give her signature:

", ."Come! Come! Sign vour name, and let us have done as soon

as possible.”
"I ought surely to know what I am signing, Sir Percival,

before I write my name?"
"Nonsense! What have women to do with business? I tell vyou

again you can't understand it."

"At any rate, let me try to understand it. Whenever Mr
Gilmore had any business for me to do he always explained
first, and I always understood him."

"] dare say he did. He was your servant and was obliged to
explain. I am your husband, I am not obliged." (p221.)

One could argue such similarities at length although
Collins' brilliant succession of character viewpoints and his
careful domestication of the Gothic's overwrought imagery

make the relationship much less apparent.

That such a relationship exists neither '"upgrades'" the
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importance of the eighteenth century Gothic nor "downgrades"
the importance of those various tendencies that are
influenced by it although it does call into question any
schema involving a separation of "popular" and "high" culture
which might enter into such an assessment. The distance
between the original Gothic and the later works that Napier
mentions may be partly of this order. The rise of the Gothic
novel significantly coincided (as Napier herself points out)
with a massive expansion of literacy, particularly among the
middle class, and the original Gothic can be seen, not only
as an unprecedentedly "popular" form but perhaps also as a
transitional one. Coral Ann Howells claims that "between 1790
and 1820 the Gothic novel was the most popular kind of
fiction in England" (Howells, 1978, pl) and Varma amplifies
this with the suggestion that it "may well have established
the popularity of the novel form." (Varma, 1959, p3.)

While one might well want to describe the genre's emphasis
on dramatic gesture and action as "theatrical” in a loosely
pejorative sense it is worth noting that this designation
also has a more precise and neutral application. The reader
was offered an experience similar to that of the theatre
spectator, particularly as fiction dealing with "emotional
and imaginative awareness" was previously considered to be
the domain of poetry and drama and the Gothic marks its first
entry into the novel form. The reliance upon dramatic
external manifestations to convey interior states was a
product of the tremendous mutual influence that drama and the
novel had upon one another in the late eightenth/early
nineteenth century. Howells explains that "at no other period

has the English novel been so close to drama as it was
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between 1790 and 1820" (Howells, 1978, pl6.)

As with the interaction of architectural and literary
interests, this mutual interest is reflected directly at the
level of the authors themselves, some of whom actually wrote
more plays and melodramas than novels (eg. M.G. Lewis, author
of The Monk and C.R. Maturin, author of Melmoth the
Wanderer) . While the later works which Napier cites
illustrate a growing move away from this theatrical
tradition, it is often in works which maintained this 1link
that one finds the most specifically "popular" elements that
have persisted into, and helped to shape, the popular culture
of +the twentieth century. The indebtedness of +the Gothic
novel to dramatic forms facilitated the adaptation of such
works for the stage; not only were there many adaptations of
Radcliffe but a visitor to the London Opera House in October
1826 could see a double bill of Frankenstein and The Vampire
(adapted from Polidori), a programme which, as Prawer
comments, was to become "...over a hundred years later, the
most celebrated double bill in the history of the cinema: the
reissue of James Whale's Frankenstein along with Tod
Browning's Dracula..." (Prawer, 1980, pl). Of course,
Browning's Dracula was adapted from Broadway rather than
directly from Stoker and its theatricality, though much
diminished in more distinguished later horror films,
undoubtedly helped to establish the dramatic presence of a
certain type of Gothic hero/ villain in the cinema.

This theatricality in the Gothic novel is only one
instance of a strategy of soliciting strong affective

responses which marks it as an insistently popular genre. In
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this it is similar to romantic fiction. In modern film
culture the horror movie merges, in one direction, with the
detective story/thriller and in the other direction with
science-fiction; in the late eighteenth century Gothic horror
was tied up in a similar interchange with popular
dramatic/melodramatic forms on the one hand and "sentimental
fiction" - a precursor of the romantic fiction of today - on
the other. The overlap between Gothic horror - still known as
"romances" at this time - and "sentimental fiction" can
hardly be overstated; the development of the '"persecuted
woman” in the Gothic goes hand in hand with the development
of the heroine of "sentimental fiction" to the extent that
the two are virtually indistinguishable at this stage:

" ..many Gothic novelists spoke openly about the sentimental
nature of their endeavours. Many, like Clara Reeve...showed
themselves adept at both genres, and many sentimental
novelists...in turn made free use of Gothic devices. The
link, indeed, between Gothic and sentimental fiction 1is
strong: both modes assume the primacy of feeling, and the
pleasure of exercising it vicariously, and gain their effect
by encouraging particularly strong emotional responses from
their readers. The forms can overlap because it 1is the

intensity of the response and not the type of experience
eliciting the response (pleasurable, terrifying) that is in

question..." (Napier, 1987, p26.)
It is this hybrid nature of the early Gothic - with one or
other tendency foregrounded in individual works - which

accounts for its divided legacy. Today the term "Gothic" has
two popular applications: firstly to the 1literature of
supernatural terror with which I am concerned and secondly to
the "Du Maurier school" of womens' fiction that seems 1like
the dark underside of the Mills and Boon or Harlegquin
romance, offering heavily conventionalised fantasies of
persecution at the hands of a fearsome but magnetic

husband/suitor. The main feature that the original Gothic has
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in common with such "pulp" fiction is what was referred to at
the time as its "frankly sensational” character.

Novels by Radcliffe and Clara Reeve tended to be
relatively restrained but, nevertheless, had their share of
colourful and horrific incident, while many later novels
revelled in the description of taboo subjects and images. The
evocation of remote periods and distant settings makes such
images possible, not only as a strategy for making them
publicly acceptable but also, as Pirie says, as a stimulus
for the writers' own imagination and as a means of evading
the deep-seated inhibitions which many writers would feel
when confronting a contemporary social milieu. (Pirie, 1973,
pl138.) Incarceration, mental cruelty/ torture and murder are
recurring motifs in all these fictions. Radcliffe builds up a
charged atmosphere with overtones of sexual threat. Maturin
has the innocent Immalee married to the demonic Melmoth by
the spectral form of a dead monk in a midnight ceremony and
she later bears his child. But Lewis extends the fascination
with taboo sexual imagery furthest with his images of rape
and incest (and the hint of necrophilia) in The Monk. The
fascination with taboo images is also particularly evident in
the level of visual detail with which Gothic authors present
scenes of horrific suffering and gruesome putrescence. In
Radcliffe +the description of such scenes is kept relatively
perfunctory, as in this scene where Emily St Aubert discovers
a corpse in a screened recess. It was stretched upon a low

couch

" .which was crimsoned with human blood, as was the floor
beneath. The features, deformed by death, were ghastly and
horrible, and more than one livid wound appeared in the face.
Emily, bending over the body, gazed, for a moment, with an
eager frenzied eye; but, in the next, the lamp dropped from
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her hand, and she fell senseless at the foot of the couch.”
(Udolpho, Vol II, pl8.)

When she is describing similar images which are clearly
signalled as unreal, as in the dream of RAdeline in The
Romance of the Forest(1791), she becomes slightly more
expansive in an exaggerated, almost surreal, way:

", ,.1lifting the pall, she saw beneath it a dead person,..his
features were sunk in death but they were yvet serene. While
she looked at him, a stream of bloocd gushed from his side,
and descending to the floor, the whole chamber was
overflowed; at the same time some words were uttered in the
same voice she heard before; but the horror of the scene so

entirely overcame her, that she started and awoke."” (The
Romance of the Forest, pl09.) '

In each case the fascination of such imagery ("an eager
frenzied  eye") is abruptly curtailed by the typically
Radcliffian reaction of the heroine. In Lewis' The Monk there
is no such inhibition and the sheer physical detail of his
treatment of the sufferings of (especially female) characters
has been criticised as being so strong as to elicit an
overwhelming horror to the exclusion of pity. BAgnes, one of
the novel's heroines, is locked in the subterranean vaults of
her convent when it is discovered that she is pregnant and is
left to rot. The child she bears starves to death before her
but, unable to part with her sole object of comfort, she
clings pathetically to its corpse long after its features
become unrecognisable under "the living corruption with which
they were overspread”.

"Sometimes I felt the bloated Toad, hideous and pampered with
the poisonous vapours of the dungeon, dragging his loathsome
length along my bosom: sometimes the quick cold Lizard rouzed
me leaving his slimy track upon my face, and entangling
itself in the tresses of my wild and tangled hair: Often have
I at waking found my fingers ringed with the long worms,

which bred in the corrupted flesh of my infant..." (The Monk,
p&ls5.)

Maturin, on occasion, also rivals the modern horror f£ilm with
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vivid and explicit climaxes of violent physical horroxr:

"They dashed a mangled lump of flesh right against the door
of the house where I was. With his tongue hanging from his
lacerated mouth, 1like that of a baited bull; with one eve
torn from the socket, and dangling on his bloody cheek; with
a fracture in every limb, and a wound for every pore, he
still howled for "life - life - life - mercy!" till a stone,
aimed by some pitying hand, struck him down. He fell, trodden
in one moment into sanguine and discoloured mud by a thousand
feet..." (Melmoth the Wanderer, p255.)

So far I have mainly dealt with the settings/atmosphere of
the Gothic, its "theatrical" mode of characterisation and its
fascination with taboo imagerv: it is possible to move from
this to a more thorough treatment of its recurring thematics
and the major features these give rise to. To return to the
"castle question" for example; the typical architectural
setting of the Gothic novel is intimately connected with the
type of hero/antihero to be found at the centre of the
narrative. As the setting suggests, one of the hallmarks of
the Gothic - and a point of contact with the wider movement
of romanticism - is the protagonist as social outsider,
isolated from the rest of humanity. The recurrence of the
monastery as setting is one instance of this of this
separation, with the hero being literally cut off from the
community in a mysterious, cloistered envoironment, (and one
conducive to the formation of extremes of sexual repression,
guilt, religious terror, etc).

This separation of the hero from society - drawing on the
figure of the Wandering Jew from popular culture - took the
specific form of the Byronic "fatal man" or Shelleyan "doomed
seeker", literary figures that pre-date the writers they have
become associated with to the extent that Byron could be said

to have modelled his persona on such fictions rather than the

other way around. (&) This figure had assumed tremendous
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stature by the time that Melmoth the Wanderer was published.
The obvious correigte of this concentration on the
overwhelming stature of the individual protagonist 1is a
consequent reduction of interest in the depiction of social
milieu and context, commonly reduced to vague and abstract
masses. At c¢limactic points in the narrative these masses
often take the form of a riot, a blind, elemental force. (The
passage quoted from Melmoth the wanderer above is one example
of this and a remarkably similar instance occurs in The Monk
(pp355-357). This tradition persists, most notably in
Universal's 1931 Frankenstein (though not the novel) and a
number of Hammer versions. In The Monk and Melmoth the
placement of the riot scenes, and the build wup to them,
suggests a Jjustified outpouring of aggression against a
repressive institution which escalates into an wugly and
indiscriminate bloodbath. In the Universal Frankenstein the
riot scene, though placed to achieve a similar c¢limactic
excitement, resembles - though it is more sympathetic -
Hollywood's typical presentation of an ignorant lynch-mob.)
It is interesting in this context that Judith Wilt should
argue that "as a social impulse, it is not revolution that
the Gothic celebrates, not even reform, but riot..." (Wilt,
1980, pi46.)

Wilt's comments arise in the context of a debate about the
social attitudes of the Gothic, which has been seen as one
manifestation of a spirit which found its greatest expression
in +the French revolution, and much has been made of the
popularity of translations of +the English Gothic in

revolutionary France. Such readings emphasise the subversive,
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transgressive aspect of the Gothic and its liberation of the
imagination. Less positive assessments point to the nature of
the isolated, heroic individual - the psychic battleground
for warring moral impulses - as being ultimately a barrier to
any serious consideration of social themes, as well as to a
strong stabilising tendency, a strenuous effort towards
closure (sometimes at the expense of narrative plausibility)
in which the norms transgressed are emphatically restored.
Wilt's comments are particularly apposite: the imagery of
"yiot" evokes the combination of explosively liberating and
brutally destructive urges; that 1is, it clarifies the
necessary connection between the moment of transgression and
the moment of suppression in Gothic fiction. That the
unstable unity of such contradictory impulses is at the heart
of the Gothic is nicely clarified in Coral Ann Howells'

description of "a profound unease and fear of anarchy which

runs side by side with expressions of frustration at
conventional restraint in Gothic fiction." (Howells, 1978,
p6.)

It would perhaps be too vague, too all encompassing, to
posit this wvery instability as the main thematic of the
genre. However, the central pattern of Gothic fiction is what
David Punter calls a "dialectic of comfort and disturbance"
or "a continuous oscillation between reassurance and threat"
(pt23) and the importance of this seems to extend way beyond
the purely formal level. The Gothic, in its sudden and viwvid
dramatisations of +the barbaric and the taboo, c¢alls into
question the reliability of commonplace perceptions. Thus,
Emily's Jjourney from St Aubert's chateau "on the pleasant

banks of the Garonne" to the dark, labyrinthine castle of
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Udolpho is the culmination of a series of precipitous changes
occasioned by the arbitrary whims of those in authority over
her. The fall of Bmbrosio is equally precipitous. Initially
presented as a figure of idolisation, a monk so pious that
"He Knows not in what consists the difference of Man and
Woman", the movement from his initial seduction to his crimes
of incestuous rape and matricide follow a relentless logic.
Again, Jonathan Harker, a plain solicitors' clerk from
London, finds himself, a mere fifteen pages into Dracula,
staring up at the "frowning walls and dark window openings"
of Castle Dracula. "Was this a customary incident in the life
of a solicitors' clerk sent out to explain the purchase of a
London estate +to a foreigner?...I began to rub my eyes and
pinch myself to see if I were awake." (Dracula, p24.) The
instances could be multiplied; the usual pattern is for the
innocent protagonist to be caught up in the storm of the
Gothic tyrant's ambition (Udolpho, Dracula) or to find his or
her own aspirations bear "monstrous” or malevolent fruition
(The Monk, Frankenstein). As Punter says "Aspiration and fall
are the abstract topics of Gothic fiction; where realism sees
these +things, if at all, in terms of gradual movement and
equilibrium, the Gothic sees them as sudden, dizzying,
violent..." (p&21.)

The most celebrated instances of +this involve the
dramatisation of sexual repression and desire. Most
commentators agree that sexuality is one of +the central
concerns of the genre and Punter describes the Gothic as
being '"erotic at root". All vampire literature has an

implicitly sexual dimension and The Monk envisions the
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breakdown of a level of sexual repression so extreme that the
consequences of expression are inevitably disastrous. However
it cannot be claimed that all Gothic literature "dramatises"
such issues. In the more "sentimental” Gothic of Ann
Radcliffe, for instance, the persistence of an atmosphere of
latent but unfocussed sexual tension arises precisely from
her refusal to dramatise such themes while continually
creating situations where one might expect them to arise. Her
heroines, invariably young and beautiful, usually suffer the
persecuting attentions of a male figure(s) in the imposing
form of the Gothic hero-villain. However they conventionally
display such a sense of social propriety as to be
inordinately fearful of any situation which would leave them
alone in a room with a man (very close acquaintances apart)
and, as "literary responses to the century's idealisation of
the wvirgin Mary" they necessarily "remain ignorant of their
sexual nature". (Nicholls, in Fleenor(ed), 1983, pl92.) So,
on her first meeting with Montoni, Emily St BAubert "felt
admiration, but not the kind of admiration that leads to
esteem; for it was mixed with a degree of fear she knew not
exactly wherefore". (Udolpho, vol 1, pl25.) Her fear is later
given a fairly prosaic justification and her admiration
extinguished, though when she suffers the unwanted attentions -
of Count Morano she is, for once, unhappy at Montoni's
absence "for she considered his presence a protection, though
she knew not what she should fear." (Vol 1, pl189.) Thus the
Radcliffian Gothic follows the same oscillation of threat and
reassurance but the fears (sexual vulnerability) inevitably
remain shadowy and the movement of reassurance is dominant,

asserting itself particularly in endings where the triumph of
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virtue complements the downfall of the unjust.

For Punter, this relationship between threat and
reassurance "renders most of the directly peolitical arguments
about the "subversiveness" of the Gothic irrelevant" (p&l7)
because the genre performs the dialectical function of most
art in its ambivalent movement between confronting socially
intractable problems and offering "modes of imaginary
transcendence"”. In Napier's more negative account these
opposing currents lead to a "formal unevenness" (p&) within

the genre, the ambivalence figuring as an unresolved deadlock

between "opposing currents of moral and structural
stabilising”", giving rise to an unstable genre, "essentially
a genre of imbalance". (p5). So, in Radcliffe's work, the

idealisation of feminine passivity and fortitude which is
evident in her heroines means that they cannot actually do
anything much and the real energies of the narrative tend to
be displaced onto the striking male anti-heros (structural
stabilising). At the same time the drive towards closure
motivates a more or less arbitrary tidying up of social and
moral imbalances in which the punishments and rewards meeted
out amount to the restoration of "social and moral
equilibrium” (moral stabilising). Similarly, in The Monk, the
strength of the initial sympathy encouraged with the erotic
desires of Bmbrosio is answered by the awesome punitive
violence which is visited upon him at the book's conclusion.
Napier argues that this disjunction between the affective and
the moral is symptomatic of the genre's strong '"self
corrective" tendencies: "the affective may be used to break

the bounds of the moral and the moral to repress the flights
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of the dramatic". (p133.) For Napier this fruitless deadlock
leads to the eventual decline and failure of the form
although she does not seem entirely confident in arguing
this. At one point she states that if the later Gothic
stabilises it does so "...only with difficulty - in aesthetic
failure, as in Shelley's St Irvine or in the superficial
shock of horror-Gothic" (pl&9). Elsewhere, she comments that
it is only in the later, more psychologically complex works
(Godwin, Mary Shelley, Hogg) that the urge towards
stabilisation can be comfortably relinquished and that "their
works gain a coherence, a sustained unity of tone that much
earlier Gothic fiction lacks." (p&3.)

It seems to me that the question of whether or not the
original Gothic '"stabilises" becomes less important if we
grant that the balance between repetition and innovation in
the genre had slipped so far in the direction of the former
as to prompt a series of considerable leaps in the opposite
direction on the part of later practitioners. Viewed in this
light the year 1820 is also significant, not as marking the
end of the Gothic but because, from about this point onwards
the Gothic began to be dispersed and fragmented into a number
of other genres. Taking this broader view one need not adopt
such a pessimistic tone about the potential of the genre for
significant insight either; if the work of the early Gothic
novelists leads one to suspect that the concentration on
atmosphere and settings often serves to evade psychological
exploration, then the work of Edgar Allan Poe can only lead
one to conclude the opposite. In Poe, elaborate descriptions
of exterior architectural form are explicitly wused as

metaphors for the internal mental processes of the
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protagonists. The isolation of the protagonist is often built
up through evocations of encircling walls and enclosed spaces
while labyrinthine interiors with many locked doors clearly

relate to the inner recesses of the mind. As Poe himself put

it with regard to one of his poems: "...by the haunted palace
I really mean to imply a mind haunted by phantoms - a
disordered brain." (Poe, quoted in Ringe, 1982, pl36.)

Examining the diffusion of the Gothic influence from the
1820's onwards what one finds is that, rather than the Gothic
legacy forming a straightforward linear progression which
leads us to +the horror film as a genre, which is then
influenced by and recombined in various ways with thrillers,
detective stories and science fiction; all these genres have
their origin in the Gothic tradition and have only existed in
a state of mutual interaction, with a constant transposition
and reabsorbtion of elements and the retention of many
underlying structural similarities. Once again, this process
was facilitated by the fact that the practitioners of one
genre would often be equally active in another. So, Poe is,
of course, equally well known for his "detective stories" as
for his Gothic horror and it has even been claimed that "if
Jules Verne is the father of modern science-fiction, Poe is
the grandfather." (Hennessy, 1978, p39.) Similarly, Sheridan
Le Fanu, author of Carmilla (a lesbian/vampire fantasy little
known today although it was the inspiration behind Dreyer's
Vampyr and a number of the sex-vampire movies of the 1970's)
was also a writer of detective fiction and has been claimed
to be "a link between the Gothic and the psychological horror

of modern times". (Hennessy, 1978, p&42.)
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The way in which I intend to briefly indicate the basis of

the changes in the Gothic novel though, is by looking at the
two texts that have been most influential upon the horror
film, Shelley's Frankenstein and Stoker's Dracula (1818 and
1897 respectively) and their relationship to other genres. In
particular I will pay attention to the way in which the
Gothic protagonist 1is developed in these two novels. In
Frankenstein, a theme most powerfully expressed in Melmoth
the Wanderer 1is developed in the direction of science-
fiction. Donald Ringe makes the link clear in his summary of
Melmoth's concern with '"the fate of one who, in seeking
forbidden knowledge and power, raises himself above his
fellows, but who, in doing so, cuts himself off from their
saving communion." (Ringe, 1982, pé66.) This issue of the
separation of the individual from the community is inflected
in a different direction in Frankenstein:
"In the eighteenth century the place of separation is the
monastery, and the tyrannising force is passion, OF
superstition. When Mary Shelley comes to write Frankenstein
in 1816 the place of separation, though it is a "tower" like
Schedoni/Marinelli's, is now a laboratory, and the
tyrannising force is reason. But the structure is still the
same and so is the conflation of monk and priest in the
separated one. Victor Frankenstein raises his hands over the
mortal scraps on his table and calls down into them the
ideal.” (Wilt, 1980, p62.)

The character Schedoni/Marinelli, referred to here, was a
sinister monk in Ann Radcliffe's The Italian who later turns
out to be the infamous Count de Marinella, a man guilty of
various murderous intrigues and suspected of many more. It is
around this comparison that Wilt argues that what had gone
under the name of hypocrisy in the eighteenth century Gothic,

enters the nineteenth century as "schizophrenia - the actual

detatchment of multipersonalities" and that Frankenstein
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"stands right at the tipping point in presentations of this
dilemma'. (p66.) Thus, although Victor Frankenstein is
unmistakably a man of science, he nevertheless manages to
remain, to some extent, a "cloistered monk", a "flawed God"
and an Manti-husband" (p69). The Van Helsing figure in
Dracula is more clearly a composite scientific/mystical
figure although in this case the presentation tends more in
the direction of the detective story/thriller.

Wilt once again puts her finger neatly on the issues
involved when she notes that "the black genius always has his
opposing white king". (Wilt, 1980, p94.) So, the positions
occupied by Van Helsing and the Count in Stoker's novel are
structurally similar to those occupied by the arch criminal
and the sleuth in late nineteenth century detective
literature and much of Van Helsing's activity is geared
towards anticipating and understanding the Count's motives
and actions. One can also sketch a tentative structural link
between Dracula and later science-fiction literature. The
opening of +the novel takes the form of Jonathan Harker's
first person narration of his journey into the remote and
mysterious Carpathian region. He 1is an invited guest,
ostensibly on a business trip, and there is no sense of a
voyage into the unknown, more a mounting sense of unease.
Harker tries to dismiss his own inkling that something is not
quite 1right - his sense of the uncanny - seeing himself as
the bearer of a modern, pragmatic culture in a superstition-
laden backwater. Nevertheless, it is his venture into this
dark and incomprehensible world which brings about the
awesome visitation of the powers of darkness wupon modern

civilisation. Wilt summarises the link with science-fiction
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as being modulated through the intermediate '"wierd tales”
form in which this "penetration-with-counterattack”" pattern
became "the spine of Gothic fiction in a century of
imperialism and world war." (p92.) She sees science-fiction
as "this century's special branch of the Gothic". (p295.)
These accounts of Frankenstein and Dracula suggest some of
the ways in which the Gothic was fragmented and recombined to
become the basis of a number of other genres. The elements of
it were gradually redistributed and can be traced as far as,
say, the imperialist spy thrillers of Ian Fleming. (Bennett
and Woolacott point out +that the Bond figure, and the
language in which he is described, 1is distantly related to
the Byronic hero and has a distinct relationship to the male
characters in romantic fiction - 1987, p222.) In what
follows though, I will be interested specifically in the
continuation of the Gothiec tradition in the science-
fiction/horror/detective genres and the thematic consequences

of each of these divergences.

B. Divergent Tendencies.
i). "Gothic" or "Gothies".

It is not really enough to demonstrate that the wvarious
genres in question (romantic fiction and particularly the
science-fiction/detective/horror genres) to a common origin
in the Gothic as though the matter were primarily of
genealogical significance. Although doing this does a) avoid
the obvious pitfall of identifying the Gothic too closely
with '"horror" (and some writers do this and then go on to
contrast the Gothic with science-fiction, for example) and b)

open out the possibility of a subtler approach to the
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relationship between genres, in which the singularity of one
strand of development will consist in the relative prominence
of elements also present in others; there is a danger with a
tradition as diffuse and pervasive as the Gothic that it may
become possible to describe virtually anything as Gothic. The
term becomes so full as to be empty. Describing something as
"Gothic" may no longer tell us anything about its specific
properties, instead obscuring these behind an imprecise label
or confusing us with a multiplicity of possible referents to
which the term may apply.

This is what has happened in the case of much writing
about the horror film. Partly because of David Pirie's work
and partly because of the Hammer films' reliance upon the two
best known works of Gothic fiction, the notion of "Gothic"
has become popularly associated with period/costume horror
films (set in the era in which these books were written) or
with an atmosphere, mise-en-scene and conventionalised social
milieu which were established through such films. The term is
also casually and idiosyncratically used, though, to refer to
various other types of film. So Stephen Farber, writing in
1966, tells wus that he is using the term Gothic "...to
describe arresting distortions in both tone and cinematic
technique" in his  characterisation of films such as The
Collector and Bunny Lake is Missing as "The New American
Gothic" (in Huss and Ross(eds), 1972, p95) while Phil Hardy's
horror "encyclopedia" refers to The Texas Chainsaw Massacre -
a very different kind of film - as representetive of "a
genuinely radical strain of Bmerican rural Gothic films".

(Hardy(ed), 1985, p216.) And while the unrelenting pace and
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contrasted with the "...clinical, almost surgical" horror of
David Cronenberg (Hardy(ed), 1985, p298), Pam Cook, looking
for a description of Cronenberg's The Fly(1986), also settles
upon the word "Gothic". She tells wus that Cronenberg's
emphasis

",...on the individual detatched from society and institutions
clearly puts (his) work outside the "progressive" strand of
modern horror identified by Wood and others in, for example,
George Romero's films. It belongs rather within more extreme
Gothic traditions in which the human body becomes the
external site of an internal struggle between ego and id,
"eood" and "bad" psychic forces, providing a metaphor for
modern anxieties about the loss of individual identity in a
distorted, divided self." (Cook, 1987, p46.)

She is undoubtedly right and the mention of the "divided
self" immediately brings to mind the tradition that can be
traced from Mary Shelley's Frankenstein through Stevenson's
The Strange Case of Dr Jekyll and Mr Hyde and beyond. However
this "extreme" Gothic tradition is only one derivitive of the
eighteenth century Gothic that can be detected in modern film
and literature; it would be equally legitimate to trace the
(presumably less extreme) tradition that runs from Ann
Radcliffe +through to authors like Daphne Du Maurier and
Victoria Holt and which is unmistakably present in some of
Alfred Hitchcock's "romance-thrillers". Joanna Russ notes
that these "modern Gothics" tend to have a female protagonist
and "...a handsome, magnetic suitor or husband who may or may
not be a lunatic and/or a murderer." (Russ, in Fleenor(ed),
1983, p32.) The problem is that while it is undoubtedly both
possible and instructive to place a given text in relation to
the Gothic, there are, in fact, in Fleenor's words, "not just

one Gothic but Gothics". (Fleenor(ed), 1983, p&.) The term no

longer has any analytical utility if it is made to serve as a
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shorthand for grotesquerie, atmosphere, etc and if it is to
be wused it should be to place a film in relation to an
identifiable trend of Gothic development with distinctive
thematic concerns, character types, etc, as in Pam Cook's
usage above.

In what follows, therefore, I will not be concerned to
delineate the development of any "pure" Gothic to the
exclusion of some of the more disparate trends that are
related to it in one way or another. This has often been the
approach of those literary critics concerned exclusively with
the eighteenth century English Gothic and has tended towards
the identification of a "decline" of the tradition taking
place in the 1820's, leading to a perception of the Gothic
novel as something of an aberation, a dead end or wrong
turning, standing outside the mainstream literary tradition.
Instead, I shall take my cue from the extensive literature
generated by the revival of scholarly interest in Gothic
fiction in the late 1970's and 1980's. Much of this writing
has been concerned with tracing the multiple legacies of the
genre and situating them in relation to social developments.
A bewildering variety of "Gothics" have heen described and
analysed; English and BRmerican Gothics, "high" Gothics and
"trash" Gothics, "male" Gothics and "female" Gothics, etc,
all of which have entered into an unceasing mutual exchange
with one another and with other traditions. A tangle of
intersecting genealogies has been uncovered: the title of
Judith Wilt's study - Ghosts of the Gothic: Austen, Eliot and
Lawrence - speaks for itself; Cynthia Griffin Wolff finds
that the truest "translation" of Ann Radcliffe's work into

the major fiction of the nineteenth century is in "the work
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the major fiction of the nineteenth century is in "the work
of +the Brontes, in general'" and "Jane Eyre, in particular”
(in Fleenor(ed), 1983, p217); other writers have traced the
"high" Gothic from Melmoth the Wanderer through Melville's
Moby Dick and Conrad's Heart of Darkness to Faulkner's
Sanctuary and beyond; and Radcliffe's Gothic has been traced
not only in the '"high" Gothic of the nineteenth century and
the "pulp" Gothic of the "Du Maurier school" but also in the
development of both horror and detective novels. And this is
to leave aside the development of science-fiction, the
thriller, etc.

The area is both inviting and intimidatingly wvast. For
example, placing Heart of Darkness within a particular
literary tradition also sheds light upon Coppola's Apocalypse
Now(1978) with Willard and Kurtz in structurally
complementary roles, one a '"monstrous" inversion of the
other, as expressed in Willard's fascinaton/loathing
relationship with the general. Interestingly, an early draft
of the script has Willard stepping into Kurtz's role after
his death. BApocalypse Now is notoriously generically eclectic
and such a consideration of it would have to recognise that
various '"reading strategies" are brought into play in the
course of the narrative, foregrounding those associated with
horror fiction in this case.

A similar case of generic eclecticism, in which we find
the intersection of various "Gothics" is David Cronenberg's
The Dead Zone (1982). The film mobilises a number of reading
strategies associated with the detective story/thriller, the
horror movie and science-fiction in a peculiarly episodic

narrative. The solution of the enigma posed by a series of
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brutal murders forms a major element of the narrative but the
hero (Johnny) is far from typical of the detective
stoey/thriller. He is a withdrawn and perhaps somewhat
feminized character, symbolically emasculated and shown to
have a sympathetic association with children, particularly
against figures of (male) authority. Cursed with an unwanted
psychic ability to see glimpses of the future (past,
present), he is haunted by visions that are gradually sapping
his 1life. It is his reluctant use of his "powers"” which
enables him to solve the Castle Rock murders (by mentally
"re-living" one of them) but which also gives him a prescient
vision of the nuclear holocaust which would be unleashed
should a particular presidential candidate secure election.
The army of zealous campaigners who support this figure are
more reminiscent of the vacantly enthusiastic crowds of such
films as The Candidate than of the science-fiction
tradition's automatons, and the film's climax, in which the
hero resorts to asassination to avert catastrophe, is clearly
related to the thriller. However, the hero's "powers" do owe
something to science-fiction while his actual
characterisation has, if anything, more in common with the
"persecuted woman" of the "female Gothic (despite being
male). Christopher Walken's drained performance in this role
has led one critic to describe him in terms of "the hero as
terminal case". (Boss, 1986, pl7.)

While Apocalypse Now gives new life to the device of the
"monstrous" double The Dead Zone interestingly elaborates
upon the connection between the "female Gothic" and detective

fiction. 1In the latter film Martin Sheen, though occupying
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the screen for very litle of the film's duration, gives a
performance that captures the charismatic malevolence of the
Gothic wvillain but links this with a type of contemporary
political leader. However, the submerged attraction which
this anti-hero for the persecuted figure (traditionally
associated with a heightened imagination, delusory fears,
apparitions, etc) is shattered, allowing Christopher Walken's
Johnny to bring his ambitions tumbling down. The price paid
for this particular wish fulfilment/fantasy is the climactic
completion of Johnny's own lingering slide towards the grave
- the messianic consummation of his part willed, barely
resisted rendezvous with death.

Hellraisexr(1987) involves a similarly extensive
modernisation of a number of Gothic themes. The most striking
feature is the "doubling" of the brothers Frank and Larry,
with Frank representing adventure/ mystery/ sexual
transgression and Larry representing stability/
respectability/ family. The doubling is at its most insistent
in an editing strategy that disrupts temporal linearity in
such a way as to suggest that it is Frank who consummates
Larry's marriage to Julia, and later parallels Larry's rapt
involvement in a televised boxing match with frank and
Julia's lovemaking. Frank can, the scene implies, be seen as
embodying all that Larry represses; however, it may be more
useful to 7read the doubling effect as a function of the
triangular relationship itself, with the two brothers as
embodiments of Julia's contradictory desires. I€ is
significant, in this context, that Frank's dabblings in the
mysteries of the occult have brought about his death and that

for most of +the film he exists only in memory/flashback
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sequences from Julia's point of view, being "resurrected" in
her mind before being literally reconstituted - as a monster
- through his brother's blood. The monster can legitimately
be seen as the outcome of Julia's sexual desires and the
grisly 'reconstitution" marks her descent into a nightmare
world of supernatural terror. Both the monstrousness of Frank
and +the increasing monstrousness of Julia (who takes on
strong connotations of vampirism) involve a traditionally
Gothic association of sexuality with death and decay. There
is also a striking recrudescence of this in the films of
David Cronenberg.

These examples suggest some of the ways in which a
consideration of various developments within the Gothic
tradition may be of use in understanding not only the horror
movie but also its relationship to other genres. However, the
field is vast and it will be necessary to restrict the scope
of this analysis in order to make the subjiect manageable. My
main interest will be in tracing the development of the
horror tradition in relation to detective stories/thrillers
and science-fiction. But, in view of the striking contrast
between the oigins of Gothic horror in such close association
with a tradition of womens' fiction, and the reputation of
the horror film as a particularly "male" genre (Steve Neale
asserts that it is "underpinned by the problematic of
castration") it seems to me to be most interesting to look at
these developments in relation to the evolution of "male" and
"female" Gothics. (5) I shall therefore be concerned to look
at +the reasons why the horror tradition developed in the
particular direction in which it did, and at the typical

diferences, in terms of sexual politics, between the three
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genres with which I am particularly concerned. Most horror

films will be inflected in the direction of one or other of

these genres.

1d). Ann Radcliffe, +the "Female Gothic" and Detective
Fiction.

"I+ is now becoming a critical commonplace that one of the
important features of Gothic is that it was in its inception
a "womens' fiction", written by and for women, and this is
true. It is no accident that many of the most important
Gothic writers of the last two centuries - Radcliffe, Mary
Shelley, Dinesen, Carter - have been women; nor is it any
accident that many of the male writers associated with Gothic
- Lewis, Collins, Wilde, Stoker, Lovecraft - display in their
works and in their lives a tangential relation to socialised
male norms; nor, again, is it an accident that in Gothic
occur some of the finest acts of female impersonation in
literature - in Collins, in Le Fanu, in Henry James...'" David
Punter. (1980, p&4ll.)

The term "female Gothic" seems to have originated in Ellen
Moers' Literary Women (The Womens' Press, 1978) and the
definition she offers is simply "the work that women have
done in the literary mode that, since the eighteenth century,
we have called +the Gothic". (p9%90.) Moers examines Mary
Shellev's Frankenstein in the 1light of a wealth of
biographical detail which would tend to connect the novel to
Shelley's experiences as a woman, particularly the trauma of
losing her first child at the age of 17. Frankenstein is
described as a "birth myth" and Moers draws attention to the
passages in Mary Shelley's journal where she records a dream
that her child came back to life again, "that it had only
been cold, and that we rubbed it before the fire, and it
lived", connecting these morbid passages with the theme of
the novel. (p96.) The reading is considerably more subtle and

sensitive than any summary would convey, as are her

subsequent discussions of Wuthering Heights and Christina
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Rossetti's poem Goblin Market in terms of the nightmare of
growing up female in Victorian times. Moers extends her
analysis of the monstrous in womens' fiction with a brief
survey of the twentieth century, particularly Carson

McCullers.

Radcliffe's work is only mentioned in passing here and vet
it is this tradition, with the figure of the young, beautiful
but "persecuted" heroine as its main recurring feature, that
has come to be associated with the "female Gothic",
particularly in the chapter on Gothics in Tania Modleski's
Loving With a Vengeance: mass produced fantasies for
women(1984) and in the collection of essays edited by Juliann
E. Fleenor under the title The Female Gothic(1983). The
persecuted heroine does not originate with Radcliffe though,
but was derived, wvia Clara Reeve's domestication of Walpole,
from the "romance" tradition and, as the strong link with
"sentimental fiction" makes clear, should be seen as the
darker side of the cult of chivalric romance.

The "romance" and the novel have usually, since the mid
eighteenth century, been considered as separate literary
"forms" or "genres'", one being associated with mystical and
heroic subjects, the rise of the other being linked to the
emergence of bourgeois realism. Clara Reeve, writing in 1785,
was certainly clear about the distinction: "The Romance is an
heroic fable, which treats of fabulous persons and things. -
The novel is a picture of real life and manners, and of the
times in which it is written." (Quoted in Spencer, 1986,
pl82.) However, there has been some dispute as to whether the
novel displaced the romance or the romance swallowed up the

novel; Northrop Frye has argued that the novel tends to make
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use of "the same general structure" as the romance, but
adapted to "a demand for greater conformity to ordinary
exoerience." (Quoted in Spencer, 1986, pl81.) Varma's view
that Gothic literature played a major part in establishing
the popularity of the novel as a form has already been
mentioned; this may have chiefly been accomplished through
the incorporation of many elements of the earlier romance;
most Gothic novelists considered themselves to be writing
"modern romances" and subtitled their works "A Romance" and
Walpole was explicit that Otranto was written partly in
response to the growth of naturalistic literature and in an
attempt to produce "a new species of Romance". Romances had
been popular with a courtly female readership in Elizabethan
England and perhaps the most striking feature of them is this
cult of "chivalric romance" and the importance of women and
the power of love:

"In the seventeenth-century French romance the lover's
humility and his lady's despotic power were legendary...of
course this kind of thing was not new: it had long been an
accepted poetic convention that in the love relationship
(when idealistically viewed) the normal hierarchy of the
sexes was reversed, and the woman reigned; but the romance
writers of seventeenth century France pretended that this

convention had a decisive power in real life. They related
historical events with the stress on romantic love as the

cause of actions that changed the world..." (Spencer, 1986,
ppl83-4.)
The heroine of such romances survives, in modified form,

in Walpole's Otranto. The plot centers upon the despotic
Prince Manfred of Otranto who, when his son is struck dead by
a strange supernatural force on the day he is due to get
married, decides to take the bride intended for his son as
his own wife so as to ensure the continuation of his line. He

attempts to imprison her in his castle but she - Isabella -
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escapes down a subterranean passage. A door opens
mysteriously to aid her escape, but without her being able to
see who is responsible for this. Her candle extinguished by a
sudden gust of wind, she wanders alone in the darkness until,
experiencing "a kind of momentary joy" at the sight of "an
imperfect ray of clouded moonshine" from the roof above, she
advances "eagerly" and then perceives "a human form standing
close against the wall.”

"She shrieked, believing it +the ghost of her betrothed
Conrad. The figure advancing, said in a submissive voice, Be
not alarmed, lady; I will not injure you. Isabella, a little
encouraged by the words and tone of voice of the stranger,
and recollecting that this must be the person who opened the
door, recovered her spirits enough to reply, Sir, whoever you
are, take pity on a wretched princess standing on the brink
of destruction: assist me to escape from this fatal castle,
or in a few moments I may be made miserable for ever. RARlas!
said the stranger, what can I do to assist you? I will die in
your defence, but I am unacquainted with the castle,..." (The
Castle of Otranto, in Praz(ed), 1970. p63.)

The stranger - a "peasant" with a suspiciously prince-like
manner - later comments that he does not value his life and
would find it some comfort to lose it delivering Isabella
from Manfred's tyranny. The romance heroine and her power of
love survive here in the typically Gothic setting of the
mysterious castle with its darkened passageways and creaking
doors on rusty hinges, although in a very subsidiary position
to the predatory and tyrannical male. In the writings of Ann
Radcliffe +the male figure is less explicitly presented as a
direct sexual threat to the heroine (Walpole's story makes it
quite clear what Manfred wants) but what is lost in terms of
narrative is made up for in terms of description.

Radcliffe evokes the brooding terror of the persecuting

male in descriptions of him and his environment but either

carefully refrains from any implication that this has a
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sexual dimension (as with Montoni in Udolpho and Schedoni in
The Italian) or casts the sexual threat in terms of a
coercive proposal of marriage (as with Morano in Udolpho and
the Marquis de Monalt in The Romance of the Forest) rather
than potential rape. That the one may well be a virtual
metaphor for the other is suggested by the fact that the
Marquis kidnaps and imprisons Adeline and that at one point
he throws his arms about her "...and would have pressed her
towards him, but she liberated herself from his embrace, and
with a look, on which was impressed the firm dignity of
virtue, vet touched with sorrow, she awed him to
forbearance." (pl63.) In Udolpho, Count Morano forces his way
into Emily's bed chamber at night in order to press his
proposal of elopement and she "...sprung from the bed in the
dress which surely a kind of prophetic apprehension had
prevented her, on this night, from throwing aside." (Vol 1,
p265.) In those cases where the sexual threat 1is less
apparent, as with Montoni in Udolpho, there are strong
(presumably unintentional) indications that the heroine is
attracted to the striking and persecutory male figure (see
Napier, 1987, ppl07-8, for a good analysis of this) but, as
Napier says, such insights are '"quickly stifled”, usually
through having the male figure commit a crime so heinous as
to eclipse any appealing features and by allowing the female
figure to enter a virtual delirium of terror.

The main development from Walpole to Radcliffe is that the
persecuted woman has become the protagonist and the male
threat is perceived through her eyes. The popularity of
Radeliffe's Gothics with a female readership may be accounted

for, then (as with the earlier French romances) by the
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relative importance of women within them. This has certainly
been argued by Jane Spencer as a counter to notions that
women have been - and are - necessarily attracted to fiction
that is "unreal" and "romantic", noting that the social
institutions of the day often did cut women off from what is
referred to as the "real world" and that the fiction they
enjoyed had a definite - if submerged - relationship to their
lives. "What was '"unreal"” about the romance was precisely
womens ' importance in it"”, she claims, perhaps overstating the
case a little. (pl183.)

The significance of Radcliffe's Gothic for a female
readership would, of course, extend well beyond the mere
prominence of female characters. Modleski has argued, as a
kind of counter +to Barthes' suggestion that classical
narrative is based upon male "oedipal drama", that the female
Gothic provides at least one instance of a type of story
based upon female "oedipal drama". In Udolpho Emily loses her
mother in the first chapter and her father shortly thereafter
(vol 1, p84), finding herself thrown upon the mercy of
distant and unsympathetic relations, eventually imprisoned in
Montoni;s castle and only restored to a position of happiness
after a protracted trial of her virtue, her fortitude and,
indeed, her sanity. Modleski correlates the growing
popularity of the female Gothic with the consclidation of the
nuclear family, "in part because it portrayed, in an
extremely exaggerated form, a family dynamic that would
increasingly become the norm". (Modleski, 1984, p20.) By this
reading the early scenes of loss and mourning are to be

connected with the "separation anxieties" experienced on the
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brink of marriage and the subsequent scenes of fear and
persecution are an indirect reflection of the fact that, for
many women, their potential husbands would be virtual
strangers placed in a position of great authority over them.
The overall drift of this argument, though convincing, is
overly speculative, and would be difficult to substantiate.
It seems equally likely, for example, that the development of
the female Gothic could be connected less to the novelty of
the tensions that it dramatises than to the expansion of a
particular reading public (middle class women) making
possible a sharp rise in the number of women working as
professional writers and, therefore, able to articulate a
female experience. This is a development of the late
eighteenth and early nineteenth centuries; far fewer women
had worked in the profession prior to this period and their
preponderance declines again from mid-century onwards. (See
below. )

The sudden and terrifying changes in Emily's situation,
over which she has no control, will be recognised as one
instance of the instability which I have argued - following
Punter - is a central feature of the Gothic. While Modleski
connects this experience of instability to womens' experience
of powerlessness there is good reason to suppose that it also
has a wider socio-political dimension. Radcliffe's work,
though not strictly "historical Gothic" has a certain
historicising tendency which is evident in the contradictory
idealisation of the manners of the landed gentry alongside
the depiction of feudal barbarity. The former aspect is tied
up with a longing for the stability of outmoded hierarchical

forms of social organisation and Radcliffe often equates
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spiritual "nobility" with literal rank/title, as though one
were a guarantee of the other. With a typical reliance on
external manifestations, such "nobility" is often described
as being apparent at a glance, shining through in an elegance
of deportment, an open gentility of countenance, etc. This
rhetorical insistence covers an underlying uneasiness, a
sense that any social position is, to some extent arbitrary,
and therefore vulnerable. Her plots therefore tend to depend
on sudden reversals, usurpations, mistaken identities and
other devices which betray the deceptiveness of appearances.
This incipient awareness of the instability - perhaps the
untenability - of the social values she propounds fuels the
tendency towards endings in which closure is achieved through
the obsessive re-creation of situations of social and ethical
equilibrium.

Such a restoration of social stability commonly involves
sudden and unexpected discoveries of paternity, the
unravelling of complex and ingenious schemes centering on the
loss of wills and other important documents, the use of
blackmail, the deliberate casting of wrongful suspicion, etc.
In this unravelling process one can clearly see the
development of some of the characteristic features of
detective fietion. There are two other elements in
Radcliffe's work which facilitate a development in this
direction. The first is the current of rationalism in her
thinking that prompts her to carefully explain away all the
apparently supernatural mysteries with which she fills her
narratives. (6) In The Italian(1797) the final solution of

the mystery is even presented in the form of a conversation
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between two characters, one of whom has noticed and deduced
more than the other and must relate the details in order to
satisfy the curiosity of the second, 1less gifted character
(and the reader). The second element pointing in the
direction of detective fiction is, paradoxically, the
ideological equation of femininity with passivity which
Radcliffe so scrupulously observes. The heroine, in
Radcliffe, rarely actually does anything and, being confined
to her chamber for large parts of the narrative, is forced to
interpret what is going on around her from the slightest
scrap of information that comes her way: the passing of
various figures under her window, intelligence conveyed in
brief conversations with the servants who attend her; and
various sounds - the noise of revelry from the great hall,
the clash of arms upon the castle ramparts, distant strains
of music, etc.

That these aspects of the Radcliffian Gothic contributed
towards the development of detective fiction implies an
unprecedented degree of influence on the part of a woman
novelist. And this does seem to have been the case: one
contemporary vreviewer of The Mysteries of Udolpho considered
it "the most interesting novel in the English language"
(quoted in Mivoshi, 1969, p33) and Ellen Moers describes
Radcliffe as "the most popular and best paid novelist of the
eighteenth century." (Moers, 1978, p91.) BAny account of the
"female Gothic" must therefore deal with the reasons why it
became possible for women writers to rise to such positions
of pre-eminence within their profession. The reasons are
inevitably complex and can, in part, be explained by the

"female oriented" legacy of the romance. This legacy also
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partly accounts for the initial disreputability of the novel
form - and, indeed, of fiction in general - which in this
period was commonly despised by male critics for its feminine
preoccupations. Even leaving aside the influence of French
romances, the rise of the novel involved the absorbtion of
many previously personal writing practices associated with
women into a form of professional activity. In Jane Spencer’'s
succinct phrase, "writing, at the same time as it was being
professionalised, was also being domesticated.” What she
means by this is spelled out in the following passage:
"There was not only the general change from a system
dominated by private circulation and aristocratic patronage
to a more open literary market, the world of Grub Street; but
a simultaneous movement of certain kinds of writing
especially associated with women - the familiar letter, the
diary, the domestic conduct book - out of the private and
into the public arena. The rapid growth of the novel, which
drew on all of these modes, is the best example. This meant
not only that women could make a living out of what was
thought of as an essentially feminine accomplishment like
writing pretty letters; but that the public world itself
could be affected by the values introduced to it by these
hitherto private modes of writing." (Spencer, 1986, p20.)
This was reflected in the form of the early novel, the
"epistolary novel" being popular in the late eighteenth
century, with a preponderance of female writers, and exerting
a strong influence on literature in general. Traces of this
influence can be seen in both Frankenstein and (via Wilkie
Collins) in Dracula. Bram Stoker's rendering of his female
characters in Dracula is heavily dependent on the "feminine"
style of the letters he has them exchange with one another,
an evocation of a privately feminine discourse. These traces
of the novel's origins, then, persist well into the period

when the critical estimation of the form was much more

assured. And while the influx of women into the writing
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profession proved to be permanent, their preponderance was
never so great as in this early period. The rise in the
status of +the novel was accompanied by a corresponding
increase in the amount of serious critical attention paid to
it, which often involved a concern over what were considered
to be fitting and decorous subjects for women to write on.
So, when the outcry against sensation novels was in full
swing in the mid-nineteenth century many critics were
disturbed at the number of women writers who were producing

them:

"In spite of the notable precedent set by Mrs Radcliffe at
the end of the eighteenth century and the popularity of her
Tales of Terror, mid-nineteenth century publishers seemed to
feel there was something peculiarly indelicate about tales of
crime or criminals being written by a woman, and were
reluctant to print them, though stories of social and
domestic life were readily accepted." (Murch, 1969, p69.)

It is perhaps for this reason that the development of the
"horror" strand of the Gothic moves away from its "female"
forms, so that the major precursors of modern horror fiction
are Lewis and Maturin and the resurgence of the genre with
the "decadent Gothic" of the 1890's is dominated by four male
writers. However, against this general tendency one has to
set the enormous and seminal influence of Mary Shelley's
Frankenstein, a book which does not really belong in the
tradition of the "female Gothic" as I have described it but
is also at some distance from the works of the male writers
discussed; it is a text sufficiently innovative as to be more
profitably read in terms of the sets of conventions it brings
into existence than those it transforms/displaces. It is also
an "exceptional" work in terms of the tendency for women's

writing to be channeled away from "sensational" themes and

towards social and especially domestic issues. As Wuthering
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Heights demonstrates, this tendency was never more than
partial and even the social and domestic melodrama
surreptitiously incorporated many themes to do with mystery
and crime. In this, as Murch's survey of "Women Writers of
Detective Fiction in the Nineteenth Century" shows, they
prepared the way for what has become known as the '"domestic
detective story". (Murch, 1968, ppl52-166.) The Gothic themes
are adapted to their setting and the attributes which the
protagonist of such a novel requires in order to penetrate to
the heart of a mystery include such things as "...a quick eye
for such informative details as sudden changes in household
routine, an unusual choice of items on an invalid's breakfast
tray, or the +talk of a frightened child." (Murch, 1968,
pl66.) This development was one of the strands leading into
the more "psychologically" oriented detective fiction of the
twentieth century.

While the development of the "horror" strand of the Gothic
involves a (problematic) distribution of the qualities of
"good" and "evil" between what is "monstrous" and what is
"normal", in the detective story there is a move towards a
simpler, more prosaic, distribution of these qualities as
they come to be inscribed within a legalistic framework. In
Radcliffe the former development seems almost to have been
cut short by her leanings in the latter direction. It is not
unusual for the destruction/ incorporation of the "monstrous"
and the resolution of a crime or enigma to be parallel
tendencies of equal importance within the narrative. This is
inevitable in Radcliffe, where +the Gothic +tyrant never

achieves a truly monstrous or demonic stature and is often
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brought down in quite an anti-climactic fashion. It is also
the case in Sheridan le Fanu's Carmilla(1872), which 1is
clearly a ghost/vampire story in the Gothic tradition but,
written by an author more noted for his "detective" writing,
it has obvious leanings towards the latter. This is
particularly evident in the tone of the narrative's
conclusion:

"My father related to the Baron Vordenburg...the story
about the Moravian nobleman and the vampire at Karnstein
churchyard, and then he asked the Baron how he had discovered
the exact position of the long-concealed tomb of the countess
Millarca. The Baron's grotesque features puckered up into a
mysterious smile; he looked down, still smiling, on his worn
spectacle case and fumbled with it. Then looking up he said:

"I have many journals, and other papers..." (LeFanu's
Carmilla, in Volta and Riva(eds), 1965, p93,)

While notions of "good" and "evil" tend to conform to a
discourse of '"law and order" in detective fiction this is
obviously not true of early adaptations of the Gothic in that
direction. And although there is a tendency for the genre's
discourses to converge with the socially established
discourses of law and order it remains more important that
the reader's moral sympathy is enlisted on the side of the
"detective" figure whatever his/her precise relationship to
the law. In one early Gothic influenced work that exerted a
considerable influence on the detective novel - William
Godwin's Caleb Williams, which appeared in the same year as
The Mysteries of Udolpho - the hero's investigative
activities are directed towards uncovering his wealthy
employer's guilt (of murder) but he operates entirely outside
any legal framework and associates, for part of the story,
with a gang of thieves, whose activities are depicted without

any taint of moral censure as a form of redistributive

justice. Having established the guilt of his adversary the
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hero himself becomes the object of persecution, the law being
presented as essentially corrupt and a tool of the rich. In
early crime fiction it was less wunusual for criminal
activities to be perceived from the viewpoint of their
perpetrators or related for their own intrinsic fascination.
Even with the establishment of a regular police force this
viewpoint does not significantly alter as the police were
generally regarded with resentment and hostility from their
inception. Only after a considerable period of ideological
tension did acceptance of their role become socially and
ideologically "naturalised”.

It was only at this historical moment - in the 1890's -
that the various trends that I have been describing were
united in the particular configuration that we call the
detective novel with the success of Conan Doyle's Sherlock
Holmes stories. A century earlier many of the elements were
already present in the work of Radcliffe and Godwin; with
Caleb Williams Godwin even introduced the method of plotting
the whole mystery backwards, writing the end first and
working back towards the beginning. This method was to bhe
indispensable to Conan Doyle and later writers of detective
fiction. In the 1840's several of Poe's short stories have
more or less developed the overall structure of the detective
novel but this seems to have occured almost incidentally as a
by-product of the author's interest in all things strange and
abnormal. As Jerry Palmer puts it: "To Poe, crime and
detection were processes that were +typical of the
relationship between reason and the bizarre, between the

normal and the mysterious, a theme that runs throughout his
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work..." (Palmer, 1978, pll2.) It was only in the ideological
climate of the 1890's that it was possible for these elements
to form the basis of an entire fictional genre, around the
"Jetective" figure (whose development is associated with the
popularisation of an ideology of competitive individualism,
according to Palmer).

The contribution of female writers to the genre persisted
- one thinks of later writers like Agatha Christie and
Dorothy Sayers, for example. However, with the development of
the +thriller - essentially an extension of the detective
story tradition - the ideology of competitive individualism
becomes explicit to the point of shrillness and is invariably
invested in the male protagonist. One could hazard the
generalisation +that the thriller is far more a "male" genre
than detective fiction. But then, in what does the difference
between the two consist? According to Palmer, nothing at all.
Or merely a difference of emphasis - a matter of degree
rather than of kind: "If there is a difference between Holmes
and his modern counterparts it is in the balance between

logical inference and physical intervention in the course of

events..." (Palmer, 1978, pl102.) This, in fact, makes a
massive difference when one thinks of the ideological
construction of femininity; while powers of "emotive

sympathy" would be more in keeping with this than powers of
"logical inference" there are a number of ways in which it
is possible to combine the two, as was demonstrated by the
women writers who created the "domestic detective story". For
the physically interventionist hero of the later thrillers,
though, the characterisation tends to move back towards the

male hero of the "heroic" romance - although without any
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similar deference to women or the power of love - and Palmer
comments that the "conspiracy" is always met with heroic
resistance. (Palmer, 1978, p203.) Palmer tells us that this
conspiracy is always of such proportions as to be
"monstrous", implying an interface with the "horror" strand
of the Gothic and inviting a structural comparison of the
two:

"The malevolence of the Gothic tyrant changes its sense when
it is imported into the thriller. In Gothic the pathological
irruption instituted by malevolence, although conceived as
unnatural and irrational, invades the whole world. It
constitutes a total subversion of the secular order,
especially where the tyrant is the protagonist, as in The
Monk; the focus on his actions, the "demonic energy" so often
the subject of comment, combine to suggest that disorder
might, perhaps be superior to order. In the thriller it is
the disruption of an otherwise ordered whole. The Gothic

hero, or more usually hercine, is defined by innocence and
incapacity in the face of this malevolence; in the thriller
the opposite is the case..." (Palmer, 1978, pliLé6.)

So, the '"pathological irruption" which destabilises the
entire secular order in the Gothic has its counterpart in the
thriller, which Palmer refers to as "the opacity of the
conspiracy-ridden world". (pl128.) But, in the thriller, the
uneven process of secularisation which marks this development
out of the Gothic has not only dissipated most of the
metaphysical overtones but, in a concomitant ideological
adaptation, has shed the atmosphere of repressed sexuality in
favour of a feeling of social, political. or even cosmic
paranoia. (In this latter case it stands close to the science
fiction tradition.) And where, in the Gothic novel, this all
enveloping power is balanced, rather unequally, against the
vulnerability of the "persecuted woman", in the thriller it
is tested against the assured professionalism of the male

hero. While in the "horror" tradition women are mainly
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represented as victims, in the thriller they are simply
absent or peripheral, providing sexual conquests for the hero
or engaging in ineffectual actions that only serve to
demonstrate his superiority. This is directly related to the
ideological orientation of the thriller. The ideology of
competitive individualism is undoubtedly present in the
detective story - Sherlock Holmes is also a solitary figure
who languishes uncomfortably when not confronted with a
challenging case, and feels a compulsion to repeatedly
demonstrate his pre-eminernce in his field - but reaches a
peak of restless intensity in the thriller which is
incompatible with notions of "the feminine", "the domestic",
etc.

The clarity of this schema is complicated in the genre's
transition +to film although the "imperialist spy thriller"
still clearly demonstrates the "male" orientation of the
thriller. However, the tendency of Hollywood's narratives to
include a sub-plot of heterosexual romance facilitates a
greater involvement of women in the narrative (as in
Hitchcock's "romance-thrillers", which are more complex in
this respect, more generically eclectic) and from the £film
noir of the 1940's onwards the ideological orientation
associated with the interventionist male protagonist has

suffered a series of significant disruptions/modifications.

iii). M.G.Lewis, the "Male Gothic", and the Horror Story.

"ILike The Mysteries of Udolpho, The Monk was a response to an
oppressive social milieu, but it is much more aggressive than
Udolpho with striking extensions into criminal pathology as
Lewis explores male sexual guilt rather than female sexual
fear. Lewis does not write sentimental fiction illustrating
the triumph of female virtue but a savage story about the
forces of destruction." Coral Rnn Howells (1978, pé69)
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The most important differences between Lewis' The Monk at
the close of the eighteenth century, and Stevensons Jekyll
and Hyde in the late nineteenth, apart from the reticence of
the latter work, are well summed up in Judith Wilt's phrase
about the difference between "hypocrisy" and "schizophrenia -
the actual detatchment of multipersonalities". Frankenstein,
she believes, occupies a pivotal position between the two and
in terms of the relationship between creator and monster -
separated yet inseparable - one would want to link Jekyll and
Hyde directly back to Frankenstein. This symbolic
distribution of divergent moral or psychological tendencies
between two physical beings - one "monstrous" - is certainly
a turning point and vet in many other respects the link is
more directly back to The Monk and Stevenson's and Lewis'
work shed considerable light upon each other.

Frankenstein's monster is certainly not inherently evil -
in fact he is gentle, compassionate, and craves "love and
fellowship" until the violent rejection he suffers forces him
to "make evil his good". Hyde inspires a similar horror of
"monstrosity" ("...none could come near to me at first
without a visible misgiving of the flesh") but deservedly so:
"Edward Hyde, alone in the ranks of mankind, was pure evil".
(pl06.) Frankenstein is a Faustian over-reacher on a grand
scale, consumed by energies he can no longer control, seeking
a kind of immortality (the creation of a whole race that
would bless him) and yvet his major crime is not the creation
of the "monster" so much as the failure to accept
responsibility for it. The monster finds rejection the harder

to bear in that Frankenstein should have rightly been his
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"lord". In Jekyll and Hyde the relationship is not one
between a negligent God and his twisted creation; rather it
is one of complicity between a father and an unruly, vicious
child: "Jekyll had more than a father's interest; Hyde had
more than a son's indifference". (pl12.) In Frankenstein any
implication that the monster's violence is an acting out of
Victor Frankenstein's darker desires is complicated by an
intricate multiplication of the doppleganger effect which was
not to be repeated on this scale till Hitchcock's Psycho. As
George Levine says, all the characters in Frankenstein can be
seen as "fragments of a mind in conflict with itself,
extremes unreconciled, striving to make themselves whole".
(Levine and Knoepflmacher(eds), 1979, plé6.) In Jekyll and
Hyde the simpler contours of Ambrosio's hypocrisy are clearly
discernible in the relationship between the doctor and his
alter ego.

In The Monk, then, the expression of Ambrosio's desires
takes a form whose spectacular monstrosity is in direct
proportion to the severity and duration of their previous
suppression. At the beginning of the book he is introduced
as a figure who, at the age of thirty, has never stepped
beyond the monastery walls, with a reputation so stainless
that "The common people therefore esteem him to be a saint".
(pl7.) Towards its conclusion he can only describe himself as
"an Hypocrite, a Ravisher, a Betrayer, a Monster of cruelty,
lust and ingratitude." (p385.) The progression is as logical
as it is dramatic. Ambrosio does not begin as one thing and
end up as another; the two sides of his personality are
present all along and the first breaking of his monastic vows

opens the way for what follows. Even the acclaimed oratory of
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his first public sermons is partly an expression of his
personal wvanity and ambition: "When he remembered the
Enthusiasm which his discourse had excited, his heart swelled
with rapture, and his imagination presented him with splendid
visions of aggrandizement”. (p39.) That these ambitions have
a decidedly sexual turn is evident in the feelings inspired
in him by what he then believes to be a picture of the Virgin
Mary. The acts which, at the time of his initial seduction,
are described as "luxurious and unbounded excesses" within a
week make him "sigh impatiently for variety" (p234-5); the
quest for this variety leads him to the commission of greater
crimes for his own concealment and, incident piling upon
incident, one sees his dark side - an unbridled urge towards
sexual domination - taking over.

Stevenson's Dr Jekyll follows a similar pattern of
development although the novel is crucially different in that
the progression is no longer inscribed in the very structure
of the work (which is a fraction of the length of The Monk).
Nor are the indulgences of Mr Hyde 1lingered over OY
described; in fact, quite the reverse. It is difficult to
know exactly what pleasures Dr Jekyll experiences as Mr Hyde

because Stevenson 1is deliberately evasive on the subject.

Jekyll admits that from an early age "...I concealed my
pleasures...” (pl01) but gives the impression that these were
not of any particularly terrible nature: "Many a man would

have blazoned such irregularities as I was guilty of, but
from the high views I had set before me, I regarded and hid
them with an almost morbid sense of shame". (pl102.) He later

speaks of plunging into "shame" and describes how he would
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shed the weight of his respectable public position and "like
a schoolboy...spring headlong into the sea of liberty.” He
admits that his pleasures were "undignified" and adds that,
in the hands of Edward Hyde, '"they soon began to take a turn
towards the monstrous", so much so, in fact, that he was
often "plunged inte a kind of wonder at my vicarious
depravity”". However, the closest we come to any detail of
what these undignified pleasures may be is the revelation
that Hyde will perform any act of cruelty to others in the
service of their satisfaction, that he is capable of
"drinking pleasure with bestial avidity from any degree of
torture to another..." (pl08.)

One cannot be in much doubt about the nature of Hyde's
pleasures though, and the subtle adaptation of the Gothic's
symbolic geography would vividly convey them to a Victorian
readership. Jekyll lives in a square of "ancient, handsome
houses”" of which his is the only one not to have been
converted into flats or chambers and "wears a great air of
wealth and comfort". (p30.) Hyde's residence, appropriately
enough, is approached through a "chocolate-coloured” pall of
London smog and is located in a dingy street with a "gin
palace”, a "low French eating house" and other unappealing
Dickensian details. "The dismal quarter of Soho seen under
these changing glimpses, with its muddy ways, and its
slatternly passengers, and its lamps, seemed...like a
district of some city in a nightmare". (p&4&.) These are the
haunts of vice and it is clear that Hyde regularly entertaiﬁs
here as he has furnished his lodgings with "luxury and good
taste", keeping a closet filled with good wine, etc. (p&5.)

Given the unreasoning revulsion that is felt by every
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character who meets with Hyde in the course of the novel, it
is odd that he should be able to freely indulge his pleasures
in this district unless the inhabitants of it were immune to
the fear of him. One has to infer that Jekyll's
transformation leaves him quite at home here and that the
"reversion of the species" which Punter speaks of has a
distinctly "class” component.

fnitially Jekyll takes the transformative draught at will,
safely returning to the refuge of his original persona upon
the satisfaction of his passions. However, the more that Hyde
is allowed free rein, the more powerful he grows, and Jekyll
begins to find that the change comes upon him involountarily
and can only be reversed with ever greater doses of the
potion. Jekyll, 1like Ambrosio, finds his dark side taking
over, he feels the "throes and longings" of Hyde struggling
for freedom and eventually cannot sleep or doze for a moment
without waking up as Hyde. In both cases the temptation is a
total surrender to this darker side, a surrender which
Ambrosio symbolically makes (he sells his soul to the Devil)
and which Dr Jekyll only averts by suicide, taking Hyde to
the grave with him.

This dark side cannot be reduced simply to a matter of
lust, and has a wider application to the social limitation of
individual fulfilment, however the dynamic of suppression and
ever more violent expression confirms that, in Punter's
phrase, it is "erotic at root". Stevenson's reticence did not
stop Mamoulian, in an early (1932) film wversion from
envisaging Jekyll's darker side in terms of his barely

suppressed sexual desire for a prostitute, played by Miriam
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Hopkins. Connotations of this relationship between Man and
Monster have become inherent in any use of the device and,
despite the differences betweeen Frankenstein and Jekyll and
Hyde discussed above, the image of the monster lurking behind
Elizabeth (dressed in a white wedding dress) has become "one
of the dominant icons of the film wversions". (Levine and
Knoepflmacher(eds), 1979, p9%9.) While it is not horror films
of this period that I am concerned with (or literary
adaptations) the recurrence of this "doubling" effect between
characters in the modern horror f£ilm, such as Sisters(1972),
and Hellraiser(1987), is wusually indicative of a similar
concern with the relationship between conventional restraint
and violent gratification. The main development which is
evident here is a greater willingness to deal with female
desire in this way .(The Gothic tradition has dealt with it
in a number of othe ways, often using the iconography of
vampirism. )

In The Monk desire is insistently masculine and Lewis
evades the question of female desire by making the temptress
Matilda an emmisary of the Devil in female form. While Jekyll
and Hyde, in many ways, follows the pattern of the detective
story ("If he be Mr Hyde, I shall be Mr Seek", says the
lawyer, Utterson) climaxing with the revelation that the two
characters are in fact one, The Monk follows the processs of
masculine sexual desire from the inside. The awakening of
Ambrosio's desires is sympathetically presented, but then,
with their gratification, we are abruptly plunged into his
feelings of disgust that follow satiety and invariably extend
t+o the object of his desires. This pattern is repeated in an

upward spiral of sexuality corrupted into viclence. Miyoshi
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notes that it is "the unfailing energy of the sexual alcne
that sustains the pace of the story", which is substantially
true, although it does not necessarily justify his dismissal
of the book as an adolescent "sexual fantasy". (Mivoshi,
1969, p32.) The book is uneven, parts of it bearing out this
description, others justifying Robert Spector’'s defense of it
as a "fine psychological study" (Spector, 1984, plb5). It
remains both influential and controversial and its
importance, from the point of view of this discussion, lies
in its explicit dramatisation of some of the Gothic's sexual
concerns.

David Pirie talks of how "Psycho swept aside the devices
of the Gothic and replaced them with a sophisticated
manipulation of audience voyeurism" (Movie, No 25, p20), the
statement being curious in its implication that the treatment
of such concerns lies outside the scope of the Gothic. The
"sophisticated manipulation” is clearly a reference to the
medium itself but the question of voyeurism has long been
important in the Gothic and The Monk is notorious for its
implication of +the reader in the voyeurism of the central
character. (See particularly Napier, 1987, pl15-118.) However
Lewis is not alone in this and there are passages even in the
"foemale Gothic" which undoubtedly solicit a similar response
from the reader. Chloe Chard notes that the dramatisation of
lust and cruelty in the Gothic often involves focussing
attention sharply on the body of the heroine/victim and that
"the reader is implicitly invited to scrutinize her through
the eyes of a male spectator" (introduction to Radcliffe,

1986, pxvii). So, Adeline, in The Romance of the Forest, on
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her first meeting with the hero, is described as follows:
"Her beauty, touched with the languid delicacy of illness,
gained from sentiment what it lost in bloom. The negligence
of her dress, loosened for the purpose of freer respiration,
discovered those glowing charms, which her auburn tresses,
that fell in profusion over her bosom, shaded, but could not
conceal.” (p87.)

In The Monk this imagery of veiling/unveiling is a repeated
motif, closely associated with the overall pattern of
repression and release. The first temptation of BAmbrosio
occurs when a young novice confesses that (s)he is in fact a
woman and has entered the monastery inspired by a devotion to
him. Ambrosio, secretly flattered, orders her (Matilda) to
leave the next day but she draws a knife and threatens
suicide:

"The Friar's eyes followed with dread the course of the
dagger. She had torn open her habit and her bosom was half
exposed. The weapon's point rested upon her left breast! The
moon-beans, darting full upon it, enabled the Monk to observe
its dazzling whiteness. His eye dwelt with insatiable avidity
upon the beauteous orb. A sensation till then unknown filled
his heart with a mixture of anxiety and delight."(p65.)

Such scenes are repeated, invariably making similar use of
darkness/veils and the "dazzling whiteness" of the flesh.
After BAmbrosio's seduction, during his growing involvement
(via Matilda) with the demonic, he even acquires a magic
mirror which allows him to indulge his voyeurism in a manner
unprecedented before the advent of modern technology. A
"confused mixture of colours and images" gradually resolves
itself into a view of the "small closet" in which the
beautiful Antonia is preparing to bathe. (p271.) The reader
is encouraged to empathise with the hero in his voyeurism,
and in his early sexual encounters, although his readiness to

project the disgust he feels after the sexual act onto his

partner, and the increasingly sadistic nature of his desires,
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brings about a gradual disengagement of sympathy.

There is no doubt that Ambrosio is a handsome and striking
figure. Indeed, on his first appearance he is described as
"uncommonly handsome" and Lewis goes into some detail about
his physical appearance. (pl8.) His early religious fervour -
and there are strong suggestions that his sexuality has been
channeled into this peculiar outlet - gives him a certain
severity though and his religious oratory is such that every
hearer trembles for his past sins: "The thunder seemed to
roll, whose bolt was destined to crush him, and the abyss of
eternal damnation to open before his feet". (pl19.) This
handsomeness, coupled with an air of severity and command, is
very similar to the physical presence of Radcliffe's tyrant
figures and the "fiery and penetrating"” gaze virtually
completes the resemblance. The vulnerability the Radcliffe
heroine feels in the presence of the persecuting male has its
counterpart in the lustful rapaciousness of Ambrosio; these

two strands of Gothic fiction answering to each other from

opposing positions.

iv). H.G. Wells and the origins of science-fiction.

The science-fiction tendencies with which I am most
concerned (ie. those most closely allied with a tradition of
Gothic horror) can be traced back to Mary Shellev's
Frankenstein but begin to take generic shape in a series of
remarkable variations upon the Frankensteinian scientist

theme in H.G. Wells' novels of the 1890's:

The Time Machine 1895
The Island of Dr Moreau 1896
The invisible Man 1897
H.G.Wells referred to these early novels as '"scientific
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romances" and both The Time Machine and The Island of Dr
Moreau seem like re-castings of the Frankenstein story in, as
Bergonzi puts it "a post-Darwinian guise". (pl08.) He was,
however, disappointed that Moreau should be reviewed in
precisely these terms; The Times referred to it as an example
of "...the perverse quest after anything in any shape that is
freshly sensational" and Wells complains that it was dealt
with as "a mere shocker". (Both quotations from Bergonzi,
pp97-98.) Moreau is, indeed, the most clearly Gothic of the
three novels: in The Time Machine the debt to Frankenstein
and Jekyll and Hyde is partially obscured by its place in a
Swiftian tradition of social satire. However, it 1is not
difficult to detect the split between monster and creator
applied to the polarised social classes of Victorian society
through the dubious appropriation of Darwinian theory.

The island itself, in Moreau, is very clearly a place of
isolation, dominated by the obsessive/visionary doctor
himself who functions as a spiteful or negligent God to the
race of beast-men he creates. The character of the doctor
stands clearly in the Gothic tradition and the island
functions like a vast extension of Frankenstein's laboratory
with the "experiment" similarly expanded and given a
disturbing social dimension. But the device of an
undiscovered island, which simply does not exist as far as
cartography is concerned, also links back to an
adventure/exploration tradition which provided another of the
contributory sources for modern science-fiction, principally
through the works of Jules Verne. At least until the 1860C's

the remote and unexplored corners of this world served both
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as the destination of the picaresque "fantastic voyvage" and
as the "alternative society" of the socially satirical oxr
utopian variations on this theme. It was only after Verne's
From the Earth +to the Moon (1865) that wvoyages to other
worlds started to become a common literary convention, one
which was c¢rucial to the development of modern science-
fiction. But for some time after this the adventure mode
commonly remained earthbound, as is evident in the fact that
five years later Verne published 20,000 Leagues Under the Sea
(1870).

While The Time Machine is a social satire using the device
of time-travel to present an exaggerated extrapolation of
some of the most "monstrous'" features of Victorian society
and Moreau uses a tropical island as a novel variation on the
Gothic "place of separation" The Invisible Man locates its
Frankensteinian over-reacher in a contemporary English
milieu, capitalising on the contrast between naturalistic

descriptions of mundane locations and activities and the

bizarre incidents that disrupt this "normality". (The book
does, though, have a - very minor - egquivalent forxr
Frankenstein's "workshop of filthy creation".) Baldick

comments that, in this, his third variation upon the theme,
Wells has exhausted this particular vein in Victorian fiction
by giving his hero an "unaccountable" ambition of world
conquest, allowing it to "collapse into the predictable form
of the mad scientist cliche". The "cliche" has, however, had
a good deal of life in it, particularly in Hollywood films.
Many of these use it in the predictable ways that Baldick
implies but there are exceptions, subtle modifications that

have allowed it to be used in genuinely modern ways. The more
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interesting examples tend to involve a dramatisation of fears
about the bureaucratic secrecy of publicly funded
institutions of scientific research or of the abuse of
advanced medical technology. This theme recurs in most of
David Cronenberg's films made between 1976 and 1986, for
example, and is recapitulated in The Fly in a way which
remains remarkably close to the Shelley/Stevenson/Wells
tradition while giving this an ominously modern inflection
and an unprecedented visceral explicitness.

These three works by Wells illustrate the persistence of a
Gothic tradition as the basis for much modern science-
fiction. But there is another strand of science-fiction
writing which is also very inportant in its relation to the
modern horror film and this is best represented in a fourth
novel by the same author, The War of The Worlds(1898). This
story uses the same combination of naturalistic setting and
fantastic events that I have remarked on in The Invisible Man
but the lynchpin of the narrative seems to be a
straightforward reversal of the "quest" or "fantastic vovage”
idea. From Verne (1865) onwards voyages to other planets
(usually Jupiter or Mars) became more common but these other
worlds were usually found to be more primitive than our own
until the much publicised "discovery" of the so-called
"canals" on Mars in 1877: "The public responded
enthusiastically to the implication that intelligent life had
produced artificial waterways on Mars, and writers began to
capitalise on this enthusiasm as early as Percy Greg's Across
the Zodiac(1880)." (Hillegas, in Parrinder(ed), 1979, pl6.)

In The War of The Worlds the "quest" is inverted, making
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Earth the scene of a "monstrous" invasion from space - a
device which set the precedent for a considerable body of
science-fiction writing. This "invasion" strand is strongly
represented in the modern sci-fi/horror film with Carpenter’'s
The Thing(1982) and Romero's "dead" trilogy representing two
very different derivatives of it. Romero comes closest to the
scenario of this "invasion" fiction in its original form
while dispensing with the device of "invasion" itself, the
"zombies" evidently being the result of a scientific
accident. A number of Cronenberg's movies, borrowing from
Romero, have their "invasion" scenario arise from a
bacteriological plague arising from scientific malpract<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>