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The Gothic now speaks in many languages. In a single evening, one might play a
level of a Japanese survival horror game while plugged into a doomy 1980s soundtrack
from The Sisters of Mercy or the Cure, then stream an episode of any number of horror
series from America, or France, or Egypt, while flicking through a few stanzas of
‘Graveyard Poetry’ from the 1740s, before hitting the streets in un-glad rags in order
to watch the latest Korean or Italian or Thai or Australian horror film at the local
cinema. The global spread of the Gothic has been swift and overwhelming —as un-
containable as a zombie virus.

Some complain that the term ‘Gothic’ is now so ubiquitous that its original meaning

has been entirely hollowed out. But I prefer to see it as a collection of ‘travelling
tropes’ that, while they originate in a narrow set of European cultures with distinct
meanings, have embarked on a journey in which they are both transmitted and utterly
transformed as they move across different cultures. Sometimes the Gothic keeps a
recognizable shape, but more often it merges with local folkfore or beliefs in the super-
natural to become a weird, wonderful new hybrid (Lurckhurt 8).
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Dracula emerges from the very specific context of late-Victorian London, but Bram
Stoker’s masterpiece quickly reappeared in very free adaptations in Turkey and
Iceland, the meaning moulded to local contexts. The vampire has since become a
recognizable trope, wildly re-drawn as it arrives in Spain or Italy or West Africa or
South Korea.

As the Gothic ages, it has also moved beyond its origins in architecture and the
printed page to become fully transmedial, its tropes and motifs recurring in novels,
films, television, fine art, comics, fashion, computer games and the dark web of the
internet itself. Gothic plots often revolve around ideas of transgression, the
breaching of boundaries of life and death, good taste and bad, knowledge and belief,
and this restless transformation makes it a priviledged place for many to explore
foundational questions of self and other. No wonder the Gothic has become a place
where unspeakable stories might find voice, whether in the metamorphoses of man
into animal or the splitting of self and other. Unspoken or suppressed desires have
shaped the genre from the very beginning. The Gothic has provided space for the
expression of female desire, from Mary Shelley’s monstered creation to Sarah Waters’s
queer spectral visitors, and what is now termed the Trans Gothic builds on Susan
Stryker’s evocation, in 1993, of Frankenstein’s creature as a place to rethink the trans-
gressive trans body. The ‘transing Gothic,” as Jolene Zigarovich calls it, is ‘a
persistent venue for transgressive non-normative sexualities and gender identities.
(Luckhurst 8-9)°
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The protean creatures that populate the Gothic imagination shape the final quarter
of this book. As ideas of humanity shift, so the shape and size of our monsters alters:
sea monsters, krakens, wendigos, dinosaurs, kaiju (Godzilla and his prehistoric
chums), pixies and fairies that hover on the edges of perception (Luckhurst 9).
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The Gothic is endlessly transitive, always moving, shifting and changing as it goes.
It requires us to be flexible readers, supple in our definitions and our responses. Here
it comes, beetling along the street like that shocking Mr Hyde, who Robert Louis
Stevenson tells us, moves with the speed of a Juggeernaut, vanishing around the
corner so quickly that we cannot quite grasp the weird sense of transgression he leaves
in his wake. If this journey takes us back to the beginning, to ourselves, Gothic:'An
Illustrated History registers just some of the transformations undertaken as we hurtle
back to a place that we can never again quite call home (Luckhurst 9).
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The fragment device was used most influentially in 1773, when the siblings John
and Anna Aikin published the essay ‘On the Pleasure Derived from Objects of Terror’
along with a squib of a Gothic terror tale, ‘Sir Bertrand: A Fragment’, meant to
illustrate the key idea or sensation of ‘terror’ (Luckhurts 38).
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In a few short pages, the Aikins build the generic elements of the Gothic Romance:
its heightened tone, its fever pitch, its topography of ruins and spatial labyrinths, its
sacrifice of coherence for intensity and dream-like elaboration. ‘Sir Bertrand’ hurls
itself forward, barely in control of its own disorderly desires—but also breaks off at the
impossible prospect of a woman about to talk. The dash, the broken-off sentence, hint
at the unspeakable. Like the ruin, the fragment compels the imagination to complete
it—and the blank space beyond the dash is often more terrifying than any words could
be (Luckhurst 38).
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The reality of this source of pleasure seems evident from daily observation. The



greediness with which the tales of ghosts and goblins, of murders, earthquakes, fires,
shipwrecks, and all the most terrible disasters attending human life, are devoured by
every ear, must have been generally remarked. Tragedy, the most favourite work of
fiction, has taken a full share of those scenes; “it has supt full with horrors” —and
has, perhaps, been more indebted to its tender and pathetic parts (Anna Aikin and
John Aikin web).
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The inspiration of terror was by the antient critics assigned as the peculiar province
of tragedy; and the Greek and Roman tragedians have introduced some extraordinary
personages for this purpose: not only the shades of the dead, but the furies, and other
fabulous inhabitants of the infernal regions (Anna Aikin and John Aikin web).
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The old Gothic romance and the Eastern tale, with their genii, giants, enchantments,
and transformations, however a refined critic may censure them as absurd and
extravagant, will ever retain a most powerful influence on the mind, and interest the
reader independently of all peculiarity of taste (Anna Aikin and John Aikin web).
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How are we then to account for the pleasure derived from such objects? I have often
been led to imagine that there is a deception in these cases; and that the avidity with
which we attend is not a proof of our receiving real pleasure. The pain of suspense,
and the irresistible desire of satisfying curiosity, when once raised, will account for
our eagerness to go quite through an adventure, though we suffer actual pain during
the whole course of it. We rather chuse to suffer the smart pang of a violent emotion
than the uneasy craving of an unsatisfied desire (Anna Aikin and John Aikin web).
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A strange and unexpected event awakens the mind, and keeps it on the stretch; and
where the agency of invisible beings is introduced, of forms unseen, and mightier far
than we,' our imagination, darting forth, explores with rapture the new world which
is laid open to its view, and rejoices in the expansion of its powers. Passion and fancy
co-operating elevate the soul to its highest pitch; and the pain of terror is lost in
amazement (Anna Aikin and John Aikin web).
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In the Arabian nights are many most striking examples of the terrible joined with the
marvellous: the story of Aladdin and the travels of Sinbad are particularly excellent.
The Castle of Otranto is a very spirited modern attempt upon the same plan of mixed
terror, adapted to the model of Gothic romance (Anna Aikin and John Aikin web).
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The ‘EcoGothic’ understands Nature as no longer a pristine place outside history,
complicating the idea of the natural world as a passive backdrop or useful resource.
It hints at troubling ideas of who, or indeed what, might have power and agency in the
world. A subset of this new kind of fiction, the Botanical Gothic or Plant Horror,
starts with the occasional exotic plant, foolishly collected and relocated to a hothouse
where its ruthless instinct for survival threatens horrible death, as in Nathaniel
Hawthorne’s perverse tale of poisonous plants, ‘Rappacini’s Daughter’ (1844). Since
an awareness of ecological damage wrought on the planet by unchecked development
has grown, ‘Revenge of Nature’ narratives have become a strand of the Gothic, with

EcoGothic disaster narratives first appearing soon after the first World Earth Day in
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1970 (Luckhurst 80).
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In the EcoGothic, disturbance to the land or the deeps of the sea frequently awakens
ancient monsters, a violent, prehistoric Nature returning to wreak havoc on modern
civilization. The original Japanese Gojira (1954, see pp.217-21) was followed by a
succession of giant monsters, in 7remors (1990, with six sequels), The Relic (1997), set
almost entirely withi the confines of the American Natural History Museum in New
York, the gloriously sarcastic Lake Placid (1999, also with six sequels), or the unhinged,
squelechy South Korean horror 7he Host (2006, which has so far managed only one
sequel). In the most spectaculara instances, these ancient monsters are set on the
destruction of modernity’s most glittering prize: --- (Luckhurst 80).
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In the second American remake of Godzilla(2014), it is San Francisco rather than New
York that suffers the hit at the crescendo of the film, reflecting the shift of global power

to the transpacific.
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This strand of films isolates the disjunction in time between nature and culture, the
country and the city that is crucial to the Gothic sensibility. But we don’t need such
outsized allegorical prehistoric monsters to see this at work. Instead, we should ask
Which particular instances of the past each Gothic tradition is most afraid of seeing
return (Luckhurst 80-81).

TAUVHT2EBRIZY AL 7 Sz [GOZILLA =¥ 7 ] (2014 4) TiX, B 23 B =i
CELTLEIIBEBONEDIF=2—T— 7 TER Y7 T 22T, #HRDOHBEE
MERRKFHESNB ST ERRBMIN TN,

) L—EOBE X, T2y 7R ERVWERE UL, HE LSO H W EDORS
M7= 0 ZE0 EFTnd, UheEb, 272 RkiiE RA7-0ICbIbIHEENR
FERBROEREMZHFOHTLET R, AVIZ, ZhETOITY v 7 OEHT, AR
Brol-LZllbo b bBMEZK UM AT LW (Fy 7 —Z | 80-81),

WhonA AN —a— oY 7T 2a~Ehol-Z LI iERDO T —
TFUARKBINTWA L OERFITIFEHICELEL S, RiFoIT v 7IZFEBLTEX
AN

Folk horror and the rural Gothic explore spaces that seethe with specific, local
histroies. Modernity is unevenly distributed. This is why, in such a small island,
there is distinct Cornish Gothic (from Daphne Du Maurier’s Rebecca in 1938 to Mark
Jenkin’s film Bait, 2019), a Gothic of the Welsh borders (where Arthur Machen’s
writings still preside, and to which Iain Sinclair’s writings often return), a post-
industrial Northern Gothic (in contemporary writers like Jenn Ashworth, Benjamin
Meyers, Andrew Michael Hurley and Fiona Mozley), a Gothic of the Fens (in books by
Sarah Perry, Daisy Johnson and Michelle Paver, stretching back to Sabine Baring-
Gould) and a Gothic of occupied territories in Scotland, Ireland and Wales. This
regional specificity, the distinctness of of particular locales, generates a Gothic
grounded in the dark ecologies of place that resist the abstraction and homogenization
of modern urban space (Luckhurst 98).

TA—7 R T—EMBF Oy 7 TR FRIRBENRES HITSEM IS NG, &
BARMEIBHFIZENR > TNDDO TR, Z207H, HolXIFRBEDZRNNT, M=
— U= AHEDOIT 7 (FT7FR T2 -FT—UTDI1938FDEE L] R
v —2 « Dz X UEBOBE [A hBaidl, 20194F), U= — XL OBERMGDOT
Yol (T—Y— =T OFEEIZZA~BORED) BIEEROILTOI v 7 (¥
i FaTl—R SrPe B irs =K, T ED a4 =1 —,
TAFF - FRY) =R EOBRER)., 72X (7T REHOBHMtE) OT
w7 (HFITEANRNAL L e RT YV T=F =V b HT X — FTAT— T3V
V. IV e RS T =W BRAR), ELTRAYy FFUR TANT VR, Uz—
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DEHMENRH D000 2%, BRSO TEICH D 122/ OMMBECWERICH D 135
Tl & LT EADAERBRICIRE TALEAY vy I BEENLZDE (T vy 7 —R F 98),

Local superstitions might have been officially condemned by colonizing authorities
as primitive or backward, but the Gothic in fact subsumed these local versions of the
supernatural. The vampire came from far-flung villages on the eastern edge of
Europe. The zombie stumbled out of the forced labour and violent oppression of the
plantations of Haiti into North America through New Orleans, that cosmopolitan
centre of swirling supernatural beliefs, freely borrowing from the syncretic religions of
Haitian Voodoo, Santeria from Cuba or Obeah from Jamaica. The flesh-eating
wendigo came from Native American beliefs in North America and Canada, while the
weird, amphibious bunyip was seen in billabongs in the outback of Australia, the term
borrowed from the Aboriginal Wemba-Wemba language.

The travelling fragments of Gothic story have become a means of exchange. In the
post-colonial years, beliefs in witchcraft and malign supernatural powers have
perisisted in very different regions of the African continent, where the occult erupts in
the fissures of modernity and tradition, or along physically imposed borders—as in the
subtle presence of migrants-turned-spectres in Mati Diop’s French-Senegalese flim
Atlantique (2019). Zombies and witches harass populations in the border-zones
between Zimbabwe and South Africa, a region under constant pressure from refugees
and migration (Luckhurst 100-101).

5 DORF TR EIITRBERH D WVITRIB LD L L THERME R IZHFEI N
TER, Ty 7IIE D LESHOBERED W OLIRVAENTWS, Kl i
I—n y NEROELS BN PR TE T, YU MM FOTSF7 T —2a T
ITONTWsEHI @ & BRI IMEND LA XA ELEHTE T, A FORIM, F=2—N
DEE. DX v A OB E Vo7 S ESEREMEBHIZERY ANZRE G, BHEF) oK
EPRES KB Ti=a—F ) VU XE2RTILKRICA-Tz, ABVWEAY =T 4 T A
VAR T FORERBEOKRENOEEN, A— AT U THRHOEBHIZND L Wbi
TEHWREEBEDO A= v 7L, TRV =DV 2N = UNENLRD ALz
SETHAD,

Ty ITWREOWRIIBENT 5 O HICRMOFEL L 2 o7, FERHZE K-> To
SITELDHWE, 77 ) A RESH TIIRFCEEDOS A RAIEERNINELLNT
W, BRINVRTTVANYT 4 T AATOBRE 7 T T 4 v 27 2] (2019 4E)
SV TR BETIBROCED L O I2, BRELBEROIXZ £, H 5V IT5RHAICE
VIRONTERMER EOBERENREET D, YV ELBELIV AT LET 7Y
7 DEFEH, EROBRMNOOENIORIZELENTWAHIB THEREZE LD S (5
> 7 /~— K 100-101),
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Even to northern cultures there is always a further north that terrifies: Norsemen
feared the Sami for their weird magic; Saxons feared the seafaring Vikings for their
violence; the Danes feared the Norwegians; the Finns brooded on a dark Northland
full of man-eating savages. Christian geo-thelogy sometimes placed hell in the icy
north; sometimes it was the terrestrial location of Lucifer, the fallen angel (Luckhurst
147).

FEBROMEIZB T E X, BEA LW THE] dLiFsRiCho7e, ERAB T4 F T4 7T
NIFWREEEFE I —IANE, V7 VY NTEEDZD T 7 AF L T ORNE, T
= NI/ NI == A&, 74T FATIAZED I BHEANELITORBEWILEHH;
EBENTZ, ¥V R MROREMBE TIIHRIOKDO L S 2@zt Fic@rnsd Z &
bHDH, TOMITE ZIIRNPOELIERFELS 7 7 —OEGFTCbH o7 (T v 7/ —
AN 147),

79I N—ZAMIARICHLERLTRDO K S IZHE~NTN S,

In Japan, it is ill-advised to sleep with your head pointing to the north, as this is the
direction the souls of the dead depart. Margret Atwood has argued that Canadian
settler literature has been haunted by the idea of a malevolent north from its very
beginnings (Luckhurst 147).

AATIE, dIIFEEORMBHRLOFH A T, FFZEN BN VWbivd, BT X DEFR~
—HLy k7 MUy R, AT XORBEBRFILEVOAITIREBEILZ LN EZF
WZHDEFELONLTWDHEERTD (TyI7—R b 147),

It is in the darkness and cold of the far north that one encounters the transcultural
figure of the revenant, the returning dead, where the shamans of tribes across Siberia
and into Canada conjure ghosts or icy blasts of wind, while the Northern Lights,
traditionally believed by the Sami to be the souls of the dead, dance in the sky (Luck-
hurst 147).

AU OB BRI TR, B EED L S REICEBT 201%, ZOMILORERE &
BEORNTHD, TITEHIRY TEMON FTXOFED L ¥ —< BT —R FROE
2A5EIBAEFENREIL, H< o —IANEEORZLEFELOA TV A —1 T
NZETHD (FyI7—RZ K 147),
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This mythology of the far north still feeds directly into the contemporary Gothic
imagination. It is a zone that features Nazi zombies in the Norwegian film Dead
Snow (2009), vampires who exploit a month without sun to slaughter a whole northern
outpost in Thirty Days of Night (2007) and the bizarre sacrificial cults of northern
Sweden in The Ritual (2017) or Midsommar (2019) (Luckhurst 146).

BILIZE SO D ZDEAITBR TS v 7 OBBHITICE L 7ZRIVAAL TS, £D—
WX, /vy = —0OBE [OfIL—F > K- 2/ 7] (2009 4) OFF0/ v, 307
4 X+ FA 1+ (2007 F) T12HBKEHIHRODZ W LIZIET O RITHE EH TR 2K
ZRIRFHRIME, T4V F a7 WFIZZOER] (2017 4) RFI v FiF~—]
(2019 ) THPND AT =—TFT VALFDOBIRREREZHE S HEXQRETHRY EF 6N T
W% (T 7, n—Z K 148),

Yet what shadows these developments of the Gothic is not just the mythologies of
the north, but very real exploratins of the planet’s northern reaches. Mary Shelley’s
Frankenstein (1818) begins and ends in the Arctic ice, where the explorer Robert
Walton, trapped, listens to Victor Frankenstein unfold his awful tale (Luckhurst 148).

LNLRnb, 2TOLavy 7 ORRBICEVNELZ L LTWAHDIX, L5 DImH
Tl ERIUATON I HEROBILDOER TLH D, AT V— =) —D[7T7
rrovafAr] (18184F) X, HBEDENRI RoTERER N— ]« UL PR
T4 78— 7700028 0rDBEALWEREZM BEDKDRNTIHED
KD THKDD (77— 148),

T IN—ANMIT 4 VT L 74— F— (William Cuthbert Falkner, 1897-1962) @
INREFUZ LR G, RO X HIZERTWV S,

William Faulker ° s combination of daunting, high-Modernist narrative
experimentation with all the apparatus of genre horror makes him the unavoidable
central home figure of any account of the Southern Gothic, his work a potent hybrid,
rancid with the stench of unquiet history (Luckhurst 162).

NIBET DL R an LTV RALE, Py VELTORT—ITRLERHLDD
EMEHBEDETA =V —EROL IR 4 VT L« 74 —7 F—DERIT, B
JIECHEERIMIT Ly 7 OFLAMMHSLTEFS (T 7 —2 b 162),

In Sanctuary (1930) and Light in August (1931), Faulkner had begun to use Gothic
armature to address the abiding legacy of slavery and racism in the South.
Segregation was obsessively policed long after slavery was abolished, and after the
First World War the economic, political and violent social containment of the Black
population of the South intensified (Luckhurst 162).
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T N—A K 162)
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At the same time, low budget horror from entirely from entirely outside the studio
system, such as 7wo Thousand Maniacs (1964), the overt racial politics of George
Romero’ s inaugural mass zombie film Night of the Living Dead (1968) or the
backwoods lunacy of The Texas Chainsaw Massacre (1974), could speak even more
openly about the remains of genocidal legacies (Luckhurst 167).

F72. 2000 ADIEA] (1964 4F), Y a—v - m A nBEBICL 20O KREY >~ EBE
[FAR-A7 - F -V 77y R] (1968 4F) TRIN D AFIIKT DS »REBHA
W HOIWVITEEOWNTICZ] (1974 ) OBEDER L WoT-. N Ty REiTE
ST PP LRVMETFREDOR T —id, REEZKLVOIADEEIZODVNTRBOZI LD
NHIFIZFE-LTWD (Fy I "—Z K 167),

A7 —BE [2000 AOFEAN] 13— b« I— K2« bf ZEE - A TRATOAR
12012410 A 6 BB ST,
“I The Gothic Compass” ®—&FH%!E “Planetary & Cosmic Horror” T&H 5.,

We are used to melodramatic image of monstrous villains astride the globe. The
Gothic can conjure catastrophes that far exceed the Bad Place, the ruined castle or
abandoned city; calamities so vast that they encompass the world. From about 1750
onwards, Enlightenment thinkers had begun to theorize the development of world
history while explorers extended the mapping of previously unknown territories and
armies led the colonization of the planet.1 would annex the planets if I could; I often
think of that/ the imperialist Cecil Rhodes once reflected. Less than a century later,
when the Americans did reach the moon, the famous photograph taken by astronaut
William Anders on 24 December 1968, now known as 'Earthrise’, triggered not so
much triumphalism as an agonized new awareness of the fragility of the planet.
Perhaps it no longer matters from which compass point the disease spreads when we
watch a zombie infection track across the Earth, as in World War Z (2013), The
COVID-19 pandemic brought home the realities of a virus that can ride on the
intricate networks and interconnections of the global village, the microbe turning

modern globalization against itself. The Gothic thrives on this doubled or split
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consciousness (Luckhurst 201).

BYO X D RBEFRHEREZBEIZDTH AT RTIBRA A—VIFTTICHD X720
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ThTUH =AY LTz THIEROH ) & L THONDIFLERERIL, BbEIXFF
HEWI I LA, HIERIZIINRNEWN IR TNV BEZLD TR INEDZ L
Zigote, bLTH e BE [TV —/L K- U4+ —X] (2013 ) THANL TN D X 1T,
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EDHFMNDBIEE ST ED IMBETIERV O LR, FRlanF v A LAD
FATIZ, DANABADMMATE Ry FT— 7 RHREHOMEDOFKE N >E %2 5 £ FIH
THEVWIBEEL NBICHRS EEDT-, MEYPRRRD 7 o — A bZ#FITHR -7
D, VY ZIFIIOLICZEL L, HDIVEIRRELIEEREZ = ALF—JRICHKE
F5 (Fy s, —AK 201),
Matheson’s book was the loose basis for George A. Romero’s Night of the Living Dead
(1968), the first shuffling step in cinema towards millennial visions of a global zombie
pandemic. It was first filmed in Italy by Sidney Salkow, as The Last Man on Earth
(1964), and remade as The Omega Man (1971)and I Am Legend (2007).

Planetary horror goes for a deliberate scaling up of the Gothic effect, aiming to
overwhelm the reader or viewer. But there is a further stage that ramps up this
revelation: cosmic horror, associated most strongly with H. P. Lovecraft, who in this
his easy ‘Supernatural Horror in Literature’ set out a distinction between ‘fear-
literature’ of the ‘mundanely gruesome’ and ‘the literature of cosmic fear. (Luckhurst
201)
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If the Gothic teaches us anything, it is that humans are bad at processing difference.
Anyone or anything that is not like us (whoever that ‘us’ is) has long tended to be
deemed abnormal, deviant or monstrous. The fate of Frankenstein’s creature
emphasizes that these are always cultural and contingent norms: ‘my virtues will
necessarily arise when I live in communication,” he tells his creator. Sadly, even
Victor Frankenstein cannot rise above his ‘breathless horror and disgust’ the instant
his creation moves. The poor creature has set off on his journey to become the
marauding, mute monster of movieland. Since then, Frankenstein’s monster, along
with a panoply of nightmare beings, has served as a rallying point for those abjected
by social norms (Luckhurst 213).

ALy I MBAPEERLDIELE LIz, ZUE,. ABIZZREZZ T AN OBREE
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A OREMIZT—EHOEED L ) RFEELBRDAT, ESREN LI ThELOEBLORE
REMPUZR>TND (FyI7—RA b 213),

The monstering of difference has been embedded in Western thinking at least since
Aristotle argued in Generation of Animals (c.350 BC) that anything that did not
resemble its parents was a monster. His fascination with the endless cataloguing of
‘monstrous births’ suggests, however, that it is precisely the deviation that helps
establish the norm (Luckhurst 213).

FESDOEMR AT, Vi LTV R T LAR [EpRAEiRl (fditri 350 F25)
T, BIP TRV L DERAREY THD Lk~ L 0O EFEOBBIZHEDIAENT
Wb, —F., R TRYOMA) OBEEIEVRT LD &L LIEEORLOBRI NG
1. B THEINS ZFEENMENDL DL D (Fy 7 —A K 213),
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The Gothic works on these same scales of difference, running the gamut from Godzilla
to Gremlins. In David Lynch’s Twin Peaks we get both: a gentle giant and a
backwards-talking, dancing dwarf, ‘The Man from Another Place’ (Luckhurst 213).
Ty OHRTE [IPFI 06 7 LAaY ] $TOEREVEPBET, RIEOKE D&
WHARWLNTWD, T4y R VU FEBD YA B =2 A] TIEWEHEE, B
REANE MIFIET Y RAGEO/NN RIOBFHNOETZE] 5 (T v 7/ —A b
213),
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H. G. Wells was the great writer of degenerate horrors in the 1890s, having been
one of the first to train to teach the biological sciences under T. H. Huxley Darwins
‘bulldog’ and public defender. In 7he Island of Doctor Moreau (1896), the titular doctor
vivisects beasts into grotesque forms of men, only to see them fall back into their
animal state again. The disturbing splices and grafts of monstrous hybrids, built by
surgery in Moreau s House of Pain, entirely undercut any secure boundary between
human and animal, and even disturbingly suggest that these pitiful beastmen have a
greater understanding of morality than humans. When the book was adapted to
screen in 1932 as The Island of Lost Souls, with Charles Laughton playing an
insidious Doctor Moreau, the plot was driven more by the transgressive prospect of an
interracial or even interspecies sexual relationship between the ‘Panther Woman’ and
Edward Parker or between the blonde leading lady and Ouran, the priapic ape. The
film was censored in many countries, including Australia, where its NEN rating
banned its viewing by Aboriginal audiences (Luckhurst 236-237).
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— A K 236-237),

The constantly mutating alien of John Carpenter’s 7he Thing (1982) moves through
dogs, spiders and men by absorbing and transforming their genetic code, embodying
the plasticity of adaptive survival. 7The Fly (1986), in which an unfortunate scientist
mixes his DNA with a rogue fly in his laboratory equipment, was David Cronenberg’s
mainstream breakthrough after a long career making low-budget horrors that
emphasized the infinitely malleable human body and its openness to alien
transformation (as in Rabid, Shivers, or Videodrome). Grotesque bodily distortion
became the capstone effect of cult films like Stuart Gordon’s Re-Animator (1985, with
two sequels), Clive Barker’s Hellraiser (1987, with nine sequels so far) and Brian
Yuznas Society (1989). The trend latterly heads towards the grim cycle around
Hostel (2005) and the Saw franchise (started in 2004) that became known as ‘torture
porn’.

There are complicated reasons for the emergence of this kind of extreme Gothic—
not least in the constantly shifting line of cultural acceptability around graphic images
of sex and violence, and the economics of low-budget horror sequels, cycles and
imitations (Luckhurst 237).
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The Gothic romance appeared in eighteen-century England alongside the resurgence
of Celtic folkfore, and its rich array of doubles strongly influenced early attmpts to
evoke the supernatural.

The strongest superstition of this kind was undoubtedly that of the fetch, associated
with peasant culture in Ireland and Scotland. To encounter a fetch, a double of a
close relative or, more unnervingly, oneself, could be taken as a signal of luck, but
much more often as a portent of death (Luckhurst 268).
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The Gothic romance has, the critic Eve Sedgwick has pointed out, always been full
of stories of men pursued by other men. Is this hidden desire, which then turns into
its opposite: a persecution unto death? Sedgwick called this driver of the Gothic plot
'homosexual panic'. This perhaps maps too closely back from Oscar Wilde's version
of the double plot in 7be Picture of Dorian Gray (1890), but it also takes in all those
missing reflections and shadows in Geman Romanticism. Wilde's story veered close
to being explicit about the criminalized ‘love that dare not I speak its name’ that
brought Wilde to ruin when he was put on trial in 1895 (Luckhurst 272).
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In a slightly different mode Ira Levin's satirical novel The Stepford Wives (1972;
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filmed 1975) is laced with the Gothic. In the affluent village of Stepford, where
wealthy New Yorkers arrive to escape the terrors of the city, the bland women drift
through supcrmarkets in weirdly dissociated states, seemingly building on the
malaise that Betty Friedan identified in many women in 7The Feminine Mystique
(1963). The plot eventually reveals another conspiracy lurking behind the surface of
American privilege: the women are being replaced by exact robotic doubles, made by
a former Disneyland executive in charge of animatronics at the theme park. The
threat of feminism, it seems, is being neutralized by the production of robot women
passively compliant to their husband’s every desire. The Stepford Wives relies on the
uncanny effect of mechanical automata—another transposition of these devices, which
caused sensation when they were first displayed across Europe in the eighteenth
century, into the Gothic register.

Even later, the idea of the mechanical double is left behind by the emergence of the
exact biological clone. Michael Crichton's 1973 fllm Westworld features mechanical
robots in a staged environment for wealthy tourists, Yul Brynner playing the
memorably malfunctioning ‘Gunslinger’ (Luckhurst 274-275).
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The Gothic has all too frequently monstered its trans characters, its multiply
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interstitial, fluid, intersexed, transitional beings; but, as we've seen before, its
perverse dynamic can also flip these values, to make the monster a place of
identification (Luckhurst 276).
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Since George A. Romero's Night of the Liying Dead reimagined the zombie as a
horde of shambling dead in 1968, perhaps the key figure of the horrific double has been
the zombie. The monster is no longer necessarily a loquacious and seductive aristo-
cratic vampire, of vast age and singular wisdom, but an anonymous, shuffling mass
of everyday people like us. All that has happened is a slight shift in status, the
undead caught in the no man's land between thc absolute categories of the living and
the dead. In Dawn of the Dead (1978), the small group of human survivors on tne
zombies of drifting around the car park of a shopping mall. They spill aimlessly up
and down the escalators inside the mall and pound on the glass doors of the chain
stores, as if mildly impatient for the Black Friday stampede for bargains to begin.

Is there anything anything weirder in twenty-first-century Gothic culture than the
emergence of the zombie parade? The first took place in Sacramento in California in
2001, but they have since been replicated around the world, united through the
celebration of International Zombie Day (13 October). On these zombie walks, tens
of thousands of fans around the world dress up as their undcad sclvcs, choosing to
identify not with the small heroic band of human survivors in the standard zombie
plot, but with the masses who the standard zombie plague. This identification flips
two centuries of monstering the other, and instead embraces the other as a version of
the self-same. It turns out that after all these twists and turns in the labyrinths of
Gothic culture, what we most want to confront is the enigma of ourselves (Luckhurst
276).
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Luckhurst. Gothic: An Illustrated History Tli% Gothic D JA&FHIZ 7= BB &N T
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3 Gothic 7*% SF ~
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As a preliminary, we need a definition of science fiction. What is science fiction?
Many definitions have been hammered out. Most of them fail because they have
regard to content only, and not to form. The following may sound slightly pretentious
for a genre that has its strong fun side, but we can modify it as we go along. Science
fiction is the search for a definition of man and his status in the universe which will
stand in our advanced but confused state of knowledge (science), and is
characteristically cast in the Gothic or post-Gothic mould (Aldiss Chapter 1).
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In 1973, in Billion Year Spree, Brian Aldiss broke new ground by arguing that
science fiction began neither with American pulp magazines nor with H. G. Wells,
but with M. Shelley's Frankenstein (1818); Aldiss defined the form as a child
begotten upon Gothic romance by the industrial and scientific revolution of the early
nineteenth century (Stringer 599).
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Science fiction was born from the Gothic mode, is hardly free of it now. Nor is the

distance between the two modes great. The Gothic emphasis was on the distant and

the unearthly, while suspense entered literature for the first time (Aldiss “The Origins
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of the Species: Mary Shelley”.
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Sometimes the Gothic keeps a recognizable shape, but more often it merges with local
folkfore or beliefs in the supernatural to become a weird, wonderful new hybrid
(Lurckhurt 8).
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Gothic plots often revolve around ideas of transgression, the breaching of boundaries
of life and death, good taste and bad, knowledge and belief, and this restless
transformation makes it a priviledged place for many to explore foundational
questions of self and other (Luckhurst 8-9).
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Local superstitions might have been officially condemned by colonizing authorities
as primitive or backward, but the Gothic in fact subsumed these local versions of the
supernatural (Luckhurst 101).
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