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ABSTRACT

Gothic studies, the specialist academic field éxqtiores the Gothic text, has
developed substantially over the last twenty-fieang. The field often frames the
Gothic as a serious literature, involved in histatiscourse, and having special
psychological acuity; this thesis suggests thaktlage a number of problems with
these argumentative strategies, and that the agadew makes claims for the Gothic
that are discontinuous with how this popular gesnenderstood by most readers.

While Gothic studies is the study of a genre, aisly, it has seldom engaged
with theorisations of genre. Nevertheless, an wtdading of what genre is, and how
it alters reading practice, is crucial to underditag the Gothic text. This thesis
attempts to reconcile and develop a number of dispapproaches to genre through
Pierre Bourdieu’s notion of habitus. It argues tpatre is not a set of textual
conventions but a group of procedures that fatélitand modify both writing and
reading practices. Consequently, genres like thiGshould be seen as discrete
historicised phenomena, which retain a cohesivetioad sense of how they ought to
be performed before they hold discursive propertagher than arguing for the
literary value of the Gothic, this thesis underdtathe genre as a popular practice.
The consequences of this theorisation of the Gatlgexplored in case studies of
particular moments in three separate Gothic fields.

Firstly, the American Gothic of the mid-nineteegtdies, particularly Stephen
King's It, Joyce Carol Oatedllysteries of Winterthugrand Toni Morrison’8eloved
facilitates a discussion of the relationship betw&ethic and literary practices. The
Gothic text has its origins in ‘lowbrow’ popularltire, even as it sometimes aspires
to ‘highbrow’ literary performances.

Secondly, the English Gothic of the nineteen-siiseused to stage a
discussion of both the way that readers becomevadand immersed in the Gothic
text, creating a distinct subjunctive ‘world’, aafithe way that Gothics define
themselves in relation to each other. The discasgters to Dennis Wheatleylhe
Devil Rides Outwhich heavily influenced the field, as demongdain works by
Susan Howatch, Kingsley Amis, Robert Aickman and\Me Peake. Wheatley’s
depiction of the black mass became a key Gothicqutare, and can be read as this

particular field’s metaphor of its own practice.



Thirdly, New Zealand’s underdeveloped Gothic fiptdvides a venue to
explore the Gothic’s relationship with nation aradional literature, and how the
practice is involved in landscape. Frank Sargesstoses and his novellBhe
Hangover together with Janet FrameAsState of Siegare texts authored by
canonical New Zealand writers that participate iacal Gothic, although their
participation in popular genre has been little grused.

This thesis argues that the Gothic is a commonsariseal practice,
facilitated through the canniness of habitus.
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CHAPTER ONE:
SOME PROBLEMS IN GOTHIC STUDIES, AND A THEORY OF THE GOTHIC

What is the Gothic? Appropriately for a genre $@mbften revels in ambiguity, even
the word has always held an approximate, mutablgested meaning. This chapter
attempts to answer that question, providing aqeréiof the specialised critical
approaches to the genre that have developed owdaghthirty-five years, and
offering a theoretical response to them. The follgachapters explore the genre in
the context of the United Kingdom in the nineteedtiss, the United States in the
mid nineteen-eighties, and finally, in New Zealamthe nineteen-thirties through
until the nineteen-nineties. Each of these histbfimoments’ provides a venue to
examine the genre’s performativity, its relatiomsta criticism, literature and national
identity, all of which are issues raised as consaqas of the theorisation of the genre
suggested in this chapter. The argument of thiptelhand the case studies that
follow hope to address the concerns about Gothidies raised by Chris Baldick and

Robert Mighall, that it often abandons genuinedrisity and that

the assumption of Gothic Criticism [is] that theoi@ic’ is to be
defined not according to observable features ahthand setting
but according to the realms of psychological dépim which it is
supposed to originate (dream, fantasy) or the pdggical
responses it is believed to provoke (fear, tefrorror). Gothic
Criticism is frequently unable and unwilling to tiigyuish its
supposed object from the generality of fearful orrible

narratives:

Gothic studies has been reluctant to define tlecbbf its investigation. It is
emblematic of this problem that tlxford English Dictionanhas only very recently,
in March 2008, introduced a draft addition descjihe sense of the word ‘Gothic’

in which it is critically used, denoting a genrefigfion, not limited by historical

! Chris Baldick and Robert Mighall, "Gothic Critiais" A Companion to the Gothied. David Punter,
Blackwell Companions to Literature and Culture (@xf Blackwell, 2000) 216.




origin, that involves the suspenseful, the sensatjdhe supernatural or macabre. In a
sense that exceeds that given by@D addition, it could mean a cultural

production in one of a number of different mediattimvolves these qualities. This is
the primary sense in which this thesis uses thelwewcompassing genre labels such
as horror, weird stories, dark fantasy, and tleediure of the macabre.

The word is expansive, and t@&D includes earlier relevant senses that do
not entirely separate themselves as unique. IsnMalpole’s use of the word as
subtitle toThe Castle of Otrantdut this is rightly ascribed to his medievalisather
than to the supernatural and sinister inclinatibias might encourage us to label a
text as Gothic in a twenty-first century contexawever, it is easy to see how, in our
present use of the term which does not distingoettveen Walpole’s wilful
anachronism and his brightly haunted imaginatibasé two separate senses collapse
into one another.

That the meanings attached to the word are chategsabardly a new
observation; Alfred E. Longueil noted in 1923 thatitical terms, like other
speculations, have their ups and downs. So it Bas with the adjective “gothic?.

In a literary context, the term denoted barbarisith @ lack of decorum in the early
eighteenth century; however, Longueil attributesintte calls the ‘re-neutralizing’ of
the word to Bishop Richard Hurd in his 176&ters on Chivalry and Romance
where he argued for the value of the ‘Gothic roneafi®Vhen Walpole and Reeve
used the term, it was already in a recuperatecesasswve will see, Gothic studies has
emphasised the need for the recovery of the term.

As more Gothic texts were written and consumedpteeent meaning of the
word began to emerge, denoting the supernaturatisemtalism, morbidity and
spectral obsessions present within the texts. Lelhgelieves that this sense had
displaced earlier meanings to a significant degsethe end of the eighteenth
century? Michael Gamer suggests that it is not until théyegineteenth century that
‘Gothic’ denoted a genre; thus the sense of tha thscussed here was not really

2 Alfred E. Longueil, "The Word 'Gothic' in EightearCentury Criticism,” Modern Language Notes
38.8 (1923): 453.

% Longueil 456.

* Longueil 458-60.



present when what we think of as the ‘original’regenth century Gothic was
forming> Longueil notes an instance of the phrase ‘Gothiagination’ used in 1804
to describe a wild or ghostly imagination, a usagedissimilar to how we might talk
about the Gothic toda¥yln this construction, the Gothic escapes the oesfiof text
and describes a quality of vision and thought.

Further complications emerge when we note that iGaiind Romantic have
been closely related. Wordsworth famously railediagt frantic novels and sickly
and stupid German tragedies in the Prefadg/twal Ballads(1800), a polemic
intended to differentiate its contents from theteamporary vogue for the Gothic;
nevertheless, the collection still included the aime ‘The Rime of the Ancient
Mariner’, and nearly included ‘Christabel’ as welLa Belle Dame sans Merci’ and
‘Isabella, or the Pot of Basil’ both embrace thelttn Shelley published two Gothic
novels while he was at Etdrand apparently avidly devoured the semi-literaogh:
bluebooks which were popular at the tiffiBoth Frankensteirand John Polidori’s
The Vampyremerged directly from the Romantic field. ByromBelf as much as his
writing has become the stuff of Gothic stories;desthe Byronic hero.

Associations abound. TH2ED reminds us that the word might connote the
supposed savagery of vanished Northern Europdaasiror the sophisticated fakery
of Gothic Revival architecture. These associatamesnot central to an understanding
of the literary Gothic; yet they contribute to @@nse of its meanings. There is no
shortage of atavistic barbarism in the texts, &edarchitectural movement exhibits
the medievalism that delighted Walpole and hisofw#rs. It is no coincidence that

buildings in Gothic Revival style might make idsaltings for Gothic narratives;

® Michael Gamer, Romanticism and the Gothic: GeRexeption and Canon Formatjd@ambridge
Studies in Romanticism (Cambridge: Cambridge UR02@9.

® Longueil 459.
" Gamer 123-4.

8 Anne Williams, Art of Darkness: A Poetics of GatiiChicago: U of Chicago P, 1995) 3.

® Peter Haining, Introduction, The Shilling Shocke&wries of Terror from the Gothic Bluebooks!.
Peter Haining (London: Gollancz, 1978) 13.




indeed, Robert Aickman’s story, ‘My Poor Friend'sits Westminster as haunted by
strange, bat-like childref?.

Another addition to th®ED entry notes gothic subculture, a phenomenon
distinct from the literary productions of Walpokeckford and Radcliffe, that
nevertheless shares a preference for theatrichlizgrrerie and melancholia. Writers
like Poppy Z Brite and Caitlin R Kiernan make tlo@cection explicit, locating
Gothic tales inside gothic subcultural mili€u.

Through these disparate usages, the Gothic gadhmstext for itself, a
diffuse canon that includes cultural productionsezding the literary. These
associations add to the potential meaning of thm,tbut complicate it at the same
time. The word sometimes makes it seem as if Ruskiarchitecture somehow
naturally relates to subcultural fashion. For aglas it has been a term that describes
a literature, the Gothic has been unstable andénaer held the ‘critical incisiveness’
that some have felt that it ouglitwWhile this ‘fuzziness’ is perhaps inherent in any
theorisation of the Gothic, it has had a substhntegative impact on recent critical
discussions of the genre.

Gothic studies has expanded enormously over théhiaky-odd years. There had
been substantial works written about the genréezaflbut Gothic studies as we have
it now developed in the later nineteen-seventia works such as Sandra M.
Gilbert and Susan Gubar’s pioneering 1979 widik Madwoman in the AtfiEve

1%1n Robert Aickman, Powers of Darkngg®ndon: Collins, 1966).

™ As in Poppy Z. Brite, Lost Sou({sondon: Penguin, 1994): or Caitlin R. Kiernank$§New York:
Roc, 1998).

12 Robert L. Platzner and Robert D. Hume, "'Gothicsvis Romantic': A Rejoinder," PML86.2
(1971): 271.

13 See, for instance: Edith Birkhead, The Tale ofderA Study of the Gothic Roman¢kondon:
Constable, 1921); Montague Summers, The Gothic QAddistory of the Gothic NovelLondon:
Fortune Press, 1938); Devendra P. Varma, The GBtaioe: Being a History of the Gothic Novel in

England: Its Origins, Efflorescence, Disintegratiord Residuary Influendgondon: Barker, 1957). A

useful sketch of some of the earlier criticism barfound in David Punter, The Literature of Terilr:
History of Gothic Fictions from 1765 to the PresBaty (London: Longman, 1980) 15-18.




Kosofky Sedgwick’sThe Coherence of Gothic Conventi¢h880) and especially
David Punter'sThe Literature of Terro(1980)'* From these beginnings, a
significant scholarly industry has developed: egedr brings numerous monographs,
collections, and journal articles. Courses arehligugpnferences are arranged, and the
field has developed a distinctive identity. The 20&ernational Gothic Association
Conference was attended by more than 220 acadesmidsas | understand it, many
who submitted abstracts were unable to be accomiedaath a slot to present their
papers. At the same time, the popular appetit&tithic texts continues, if anything,
to grow. By 1997, it was possible for Mark Edmundso declare, somewhat
hyperbolically, that ‘Poe is lord (if there is add in contemporary culturé®

In part due to the sheer volume of critical workdgwced in the last fifteen
years, there is no obvious consensus as to howuglet ®o understand Gothic
fictions, although a generaénseof the Gothic has nevertheless emerged. Criticism
suggests that the Gothic text will typically artetie serious concerns; about the place
of women, about our minds and identities, aboutassof race, oppression and guilt,
all manner of cultural anxieties touching on ttmeits of our experienc¥.Very
recently, it has been suggested that the genmt ismirely humourles¥, but in the
vast majority of critical literature, the Gothicasggrave business indeed.

Gothic criticism, at least within its first twenfixe years, promoted the idea
that the Gothic was being resuscitated as a legi@irarea of study. In the seventies,
there was a perception that the Gothic was ‘meaéiterature of surfaces and
sensations’, and that any work involving the Gotifisubstantial literary worth had

somehow transcended the gefirBunter noted the genre’s ‘difficulty in establisti

4 The Sedgwick book seems to have been more genexalilable, and thus influential, after a new
edition in 1986.

15 Mark Edmundson, Nightmare on Main Street: AnggBdomasochism and the Culture of the Gothic
(Cambridge, MA: Harvard UP, 1997) 155.

16 See for instance Williams, Art of Darkne3®resa Goddu, Gothic America: Narrative, Histang
Nation (New York: Columbia UP, 1997).

7 Avril Horner and Sue Zlosnik, Gothic and the Coffiian (New York: Palgrave Macmillan, 2005).

18 G.R. Thompson, Introduction, "Romanticism and@uhic Imagination," The Gothic Imagination:

Essays in Dark Romanticisrad. G.R. Thompson (Pullman: Washington State19r74) 1.
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respectable credentiafs’ Sedgwick hoped that her work would ‘make it eafdethe
reader of “respectable” nineteenth-century nowvelsrite “Gothic” in the margin®
This sometimes became an allegation of a preferfemcealist fiction amongst the
‘Twentieth-century keepers of the House of Fictj@d that Gothic fictions had
become a ‘skeleton in the closet’ for the acadéhTihe view that powerful critics
have somehow suppressed the Gothic exists in poguidies of the genre t3.
However, claims that the genre was marginalisaativileged discursive spaces such
as the academy or prestigious criticism may narigely true. Tzvetan Todorov and
Robert Kiely were publishing on the genre in thdyeaineteen-seventies, and interest
in individual authors involved with the Gothic reimed as strong as ever.
Nevertheless, within the nascent field of Gothidlgts, the belief that the genre
needed recuperation seems to have created a @ed#hin critical discourse to

argue for the conventional ‘worth’ of the genrelddek and Mighall suggest that:

the Gothic literary tradition has attracted toattmsans and
champions who have advanced ever bolder claimissfoalue,
attempting to cast upon it the reflected gloriefitefary
romanticism and of the political traditions of theench
Revolution... In our view, Gothic Criticism has abandd any

credible historical grasp upon its object, whichas tended to

19 punter, Literature of Terra03.

2 Eve Kosofsky Sedgwick, The Coherence of Gothicv@ations(New York: Methuen, 1986) 4.

2L williams, Art of Darknesd.-2.

%2 David Pirie, A New Heritage of Horror: The Engli€tothic CinemgLondon: | B Tauris, 2009) 9-
13.

% Robert Kiely, The Romantic Novel in Englat@ambridge, MA: Harvard UP, 1972); Tzvetan

Todorov, The Fantastic: A Structural Approach tdgtarary Genretrans. Richard Howard (Cleveland:

P of Case Western Reserve U, 1973); or see, ftarios the enormous amount of work published on
Poe in the seventies, including Daniel Hoffman, Poe Poe Poe Poe Poe PGarden City, NY:
Doubleday, 1972), which was nominated for the NetidBook Award.

11



reinvent in the image of its own projected intdiled goals of

psychological ‘depth’ and political ‘subversioft.

In other words, the Gothic was ‘recovered’ by htiting values to the texts that
emphasise its legitimacy and likeness to provoeaserious canonical literature, in
tune with the critical concerns of the time.

The development of the notion of a ‘female Gothias been instrumental to
the development of Gothic studies as a whole. labkrezgerald argues that the
uptake of Gothic texts was an important strategydminist critics, and that ‘feminist
literary criticism also rescued Gothic studi&sThe coining of the phrase ‘female
Gothic’ has been attributed to Ellen Moers. Thentésund general scholarly
attention with the publication dfiterary Womenn 1976, although it was in
circulation slightly earlief®

The observation that Gothic texts have a spedatioaship to female writers
and readers is not a new one, most famously sugyestorthanger Abbey’ More
recent work has highlighted the appetite readel®tf sexes had for the original
Gothics, being read perhaps as often by men as w&hievertheless, the Gothic
had its beginnings in popular texts, and populardn in particular has tended to
enjoy a largely female readershipwhile notions of a female Gothic do not hold the
critical power they once might have, their assedargumentative strategies
continue to exert considerable influence on thie fie

Moers’ work remains astute and readable. She béyinkescribing what she

means by the term ‘female Gothic’:

4 Baldick and Mighall 209.

% Lauren Fitzgerald, "Female Gothic and the Instinalization of Gothic Studies,” Gothic Studigd
(2004): 9.

% Fitzgerald 8.

27 Jane Austen, Northanger Abhdenguin Classics, ed. Marilyn Butler (1818; Lomd@enguin,
2003) 103-6.

2 Gamer 40.

2 Clive Bloom, Bestsellers: Popular Fiction sinc€®@@Basingstoke: Palgrave Macmillan, 2002) 9-10.
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Female Gothic is easily defined: the work that womeiters have
done in the literary mode that, since the eighteeentury, we
have called the Gothic. But what | mean — or anyelee means —
by “the Gothic” is not so easily stated except thhts to do with
fear. In Gothic writings, fantasy predominates awelity, the
strange over the commonplace, and the supernatueakhe
natural, with one definite auctorial intent: to se&

For Moers, the femaleness of the Gothic text ismeined by its author’'s gender, and
the Gothicness, although complex, is determinethbyauthor’s intent to frighten.
Moers relates fear not to the mind but to the baahy this, she believes, is how we
can distinguish the Gothic from the tragic. Inste&triggering a psychic catharsis,
the Gothic ought to make our hair stand on endcamdlesh creep! She does,
however, allow the genre a concern beyond the cegboassociating the Gothic with
a ‘vague paranoia of the modern spirit’, with Friamdorocesses involving repressed
incestuous desires, and with a certain therappotiential®” In making these
connections, Moers proposes many of the themegdmiinhue to interest Gothic
criticism.

Earlier critics were not blind to the potentialgr®us concerns of Gothic
narratives. Mario Praz, Devendra P. Varma and Ghiempson all discussed the
Gothic within the framework of RomanticistYet these sorts of claims were
balanced against others. Varma took the genreusdyidout also described it as
‘tinged with whimsicality and passion, often chaatnd full of wonders... a key to an

imaginative vision of a thrilling world... stimulagnto the cramped fancy of the

%0 Ellen Moers, Literary Wome(London: The Women's Press, 1980) 90.
31 Moers 90-1.

32 Moers 91, 105-9.

33 Mario Praz, The Romantic Agonrans. Angus Davidson (Oxford: Oxford UP, 193@)pmpson,
"Romanticism and the Gothic Imagination" 1-7; Var@s41, 206-31.
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age’3* Susan Sontag described the Gothic novel as ot 6brigins of Camp taste’
in the eighteenth century, and thus as contairdrigrge element of artificé€®. These
earlier versions of the genre limit it in two sificant ways. It is regarded as being of
primarily historical interest, in that it is relatéo the eighteenth century and
Romanticism. It is also seen as being escapistraudhentic, as not immediately
involved in the world. Moers reframes the Gothiaasnely political intervention,
believing that ‘young women novelists and poettoday... are finding in the trauma
of inexperienced and unassisted motherhood a nitteubled fantasy and black
humour [and] are on the lookout for Gothic predsoes...*® Moers insists that the
genre is vitally contemporary, politically loadgubychically engaged, even involved
in the body. Moers invention of the female Gotmewed retrospectively, becomes a
turning point in the field, allowing new valueslie attached to the genre.

Gilbert and Gubar capitalised on Moers’ argumeghificantly modifying it
in their landmarkrhe Madwoman in the AttigVhere Moers confined her discussion
to a conservatively selected group of texts, evmrsmg to consider whether it is fair
to classifyWuthering Heightss a Gothié/ Gilbert and Gubar tied the Gothic to
women’s writing in a much wider sense. Their cdntrataphor, the woman writer as
the madwoman locked in literature’s attic, is nichliggestive, and of course, draws
on the horrors (and fantasies) of entrapment thandeature in the Gothic. The
genre is placed at the core of an approach toeenéh century female writers and

their works. They argue that in the female Gothic:

heroines who characteristically inhabit mysterigustricate or
uncomfortably stifling houses are often seen asucag, fettered,
trapped, even buried alive. But other kinds of woylkwomen —

novels of manners, domestic tales, lyric poemse show the

34varma 210.

% Susan Sontag, "Notes on Camp," A Susan SontageR@¥éelw York: Farrar, Straus and Giroux,
1982) 108, 109.

38 Moers 97.

37 Moers 99.
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same concern with spatial constructions. From ARadcliffe’s
melodramatic dungeons to Jane Austen’s mirrorekbyzar.
imagery of enclosure reflects the woman writer’sxaliscomfort,
her sense of powerlessness, her fear that sheitglaéibn and
incomprehensible places. Indeed, it reflects hewgrg suspicion
that what the nineteenth century called “woman&ef is itself

irrational and strang®.

Gilbert and Gubar situate their own work as a dgwelent of Moers’, although here,
their argument is a very substantial expansioreofideas. Without necessarily
loosening the meaning of the word Gothic so thaattrally includes Austen’s text,
Gilbert and Gubar nevertheless suggest an asswotidts discussed above,
architectural and subcultural styles have becorsecited with the term, Gothic; but
here, rather than seeing this association devalgugh common usage outside the
academy, criticism attempts to achieve somethimgjasi, promoting a new way of
understanding the Gothic. Whatever the Gothic wasfoers, it did not include the
novel of manners, which is devoid of the authang&nt to frighten. By arguing that
the confined woman is a key identifier of the feen@lothic, even when this trope
appears in types of literature that, until thatnponad not been understood as Gothic,
Gilbert and Gubar significantly expanded the po&iscope of all discourse on the
Gothic, and attached further political value to it.

Through this deft rearrangement, Gilbert and Gualbarable to read
Northanger Abbews if it is actually a Gothic rather than a paroflyey understand
Catherine’s famous comic discovery thus: ‘Cathediseovers in the old-fashioned
black cabinet something just as awful as a lostusanipt detailing a nun’s story.
Could Austen be pointing at the real threat to womeappiness when she describes
her heroine finding laundry lis?’* In terms of developing a feminist position from
which to explore the text, it may be a useful ragdin terms of understanding of
Austen’s sly relationship with the Gothic, it is mmpediment. Gilbert and Gubar

% Sandra M. Gilbert and Susan Gubar, The Madwomaineiri\ttic: The Woman Writer and the
Nineteenth-Century Literary Imaginatioviale Nota Bene, 2nd ed. (New Haven: Yale UP, 2@334.

% Gilbert and Gubar 35.
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deliberately misrecognise Austen’s gag while malkiregr own, reading an object
that is inauthentically, jokily Gothic as loadedhvunironic Gothic threat.

This interpretation does not sit easily with Catie's realisation the next
morning, where she distinguishes between Gothiagmand the banal real:

Could not the adventure of the chest have taughivlselom?... To
suppose that a manuscript of so many generatiarksdmauld have
remained undiscovered in a room such as that, 'empso
habitable! — or that she should be the first tospss the skill of

unlocking a cabinet, the key of which was openlitd’a

The list imparts hidden knowledge, but only thro@gtherine’s ability to recognise
her own folly. Austen expects both her readersharcheroines to spot a sham. The
‘perfect happiness’ that awaits Catherine at Wamdsthope, does not include much
by way of laundry duties. Gilbert and Gubar’s regdileemphasises Catherine’s
agency, her ability to learn. More significantly,terms of the present discussion,
Gilbert and Gubar go on to argue that the Genaral by extension, Henry Tilney,
are genuinely villainous, working towards Cathesrgall’ into the humdrum of

everyday life. They conclude, without their tonguegheir cheeks, that

Northanger Abbejys, finally a gothic story as frightening as any
told by Mrs. Radcliffe, for the evil it describesthe horror
described by writers as dissimilar as Charlott&iRsrGilman,
Phyllis Chester, and Sylvia Plath, the terror agiétleathing that
results when a woman is made to disregard her @ssopal sense
of danger, to accept as real what contradicts @ergption of her

own situatior

This constitutes a significant re-reading\wrthanger Abbeg conclusion, where

there may be a hint of Austenian prickle in thefpet happiness’ promised, but also

40 Austen 164.

1 Gilbert and Gubar 143.
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an unequivocallefenceof the General’s supposed ‘parental tyrariiy’agree with
Gilbert and Gubar that Austen gives a prim redtesbe excesses and errors of
(patriarchal) power within the genteel English skss but it is unnecessary to
radically re-read her texts to see this.

Gilbert and Gubar’s argument substantially expahdsscope of the Gothic,
which is no longer confined to the brightly colodirgarratives oVathekor The
Monk or the sombre, haunting tonesitfe Mysteries of Udolphe all texts carefully
set in exotic spaces and times, distinct from thedience’s lifeworld. Instead, the
Gothic now includes the dishwater dullness of tergday, of domestic labour.
Gilbert and Gubar suggest that a woman’s home besdrar own Gothic castle.
Heroine and authoress, stand-ins for the femalgsuim general, are assaulted by
moribund domesticity and the enforcement of suffiogagender roles; this domestic
drama is projected into the struggle of the heraiitkin the gloomy walls of the
haunted citadel. Without explicitly confronting Mseearlier definition, Gilbert and
Gubar formulate an inversion of it while claiminglpto develop the notion. For
Moers, the female Gothic, while retaining an impattcontemporary relevance, was
explicitly not about the everyday, but was instead a type ofvibetre ‘fantasy
predominates over realit{®

Gilbert and Gubar generally explore examples that@mmonsense’
Gothics, central to any twentieth-century conceptbthe field, and readily
identifiable by readers as such, including Radekffomances and the Brontés’
works.Wuthering HeightandJane Eyramight represent transformations of the genre
in that they are not set in times and places ditam their contemporary audiences.
However, they are novels where dark secrets, mumsassions and eerie milieu are
central to their action, and contain frightful cightening sequences. Yet with their
treatment oNorthanger AbbeyGilbert and Gubar begin to efface the difference
between the Gothic and the not-Gothic; the boundtamts to blur.

More interesting than this single act of critidakhse is the style of
argumentation it introduced to the critical fiekdaa early point. Gilbert and Gubar

take things not recognised as typically Gothica@adry list, a happy ending), and

42 Austen 235.

43 Moers 90.
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‘find’ the Gothic within them. A single trope is @agh to mark a text as having
significant Gothic dimension, rather than the whelading experience it provides.
This process of loading an object or scenario Witkat, effectivelycreating
something that can be understood as Gothic, is whaxpect when we read a Gothic
tale, not Gothic criticism. This practice has deypeld, largely unremarked, as Gothic
studies has grown. In this formulation, the Gothinot just a popular and
recognisable type of text; it has become a termishappointed through critical
argument, present in texts that the common, nodeamgc reader is unlikely to
recognise as such. Popular audiences are notlitierarof whether a production is or
is not Gothic; critics are.

At the same time as enabling critics to discover@othic in all manner of
texts, Gilbert and Gubar reduce the specificitgsothic scenarios and tropes, so that
all houses are potentially Gothic spaces of encdostet, inUdolphqg cited by
Gilbert and Gubar as exemplary in its dungeonisthdepiction of threat to the
female subject, only about a third of the actioours within Udolpho itself, and
Emily St Aubert desperately wants to return toli@me in La Vallée, ‘the retreat of
goodness, wisdom and domestic blessedrfédé#vertheless, for Gilbert and Gubar,
Udolpho represents Emily’s home, even though, itake Radcliffe’s text as a
whole, the castle exists as a counterpoint to tmeeh Gilbert and Gubar’'s argument
does not account for wHydolphomight feature a transposition of values acrossehe
sites. Something similar occurs when Gilbert anth& suggestdolphois a
narrative of female powerlessness, the madwomamsrince'® While Emily’s
experience in the castle does frighten her, shéaetly be considered mad. In fact,
the nun Agnes is much more obviously touched byrmaasl and misery; the
comparison of hysterical Agnes with sensitive buident Emily emphasises Emily’s
decorum, rationality and sanity. Emily feels ‘extre concern’ and ‘compassion’ for
Agnes as she dies, but does not identify with*h&ather than engaging with the
entirety of a Gothic text, Gilbert and Gubar egtdbh critical procedure where any

4 Ann Radcliffe, The Mysteries of Udolpho: A Romanbeerspersed with Some Pieces of Pgetry
Oxford English Novels, ed. Bonamy Dobree (1794;dam Oxford UP, 1966) 672.

5 Gilbert and Gubar 619-20.

46 Radcliffe 640-3.
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single element might be extracted from a text drwhvé to hold Gothic potential.
Texts are not treated as organic wholes. The ¢dlsdain-home, becomes the home;

Emily, the un-madwoman, is made into a madwoman.

The female Gothic was instrumental in attractingaviacademic attention to the
genre. Punter, unlike Moers and Gilbert and Gutganained actively involved in
Gothic studies, and capitalised on the seriousaedontemporary relevance that
had recently been attributed to the genréhe Literature of TerrarHe notes that the
term ‘Gothic’ was becoming unmoored from a histalticcircumscribed period as he
was writing, beginning to denote a wider literamdition?’ In fact, this ‘new’ usage
is simply another term for the tradition H.P. Lokeft had described as the ‘weird’
half a century earlier in his essay ‘Supernatur@irbr in Literature’. Nevertheless,
Punter’s observation gives an indication that asijgeacademic field was
developing.

Punter deployed both Freud and Marx to examingémee?® He argues that
the Gothic text attempts to tell us truths aboatworld and ourselves even as it
depicts outlandish fantasies and that ‘Gothicdittbecomes a process of cultural
self-analysis*® The genre is given a definite function, and iscdesd in terms that
suggest that critical scrutiny will yield result®shy of the effort, just as any other
work of literature might. A contemporary review edtthat Punter ‘forces us to re-
examine the Gothic in a more serious, thoughtfulmea than hitherto>® Indeed, as
postmodernism’s fascination with applying serionalgsis to popular cultural forms
developed over the course of the seventies, Pentgrrk must have seemed timely.

By 1982, Linda Bayer-Berenbaum could observe thedissance’ the genre
had experienced over the previous ten years; thkicoad ‘become a household

word’. Moreover, she felt ‘Gothicism has gainecease of academic respectability as

47 punter, Literature of Terrdrs.

“8 punter, Literature of Terrax-x.

9 punter, Literature of Terral08, 425.

0 Gisela Casines, "Elements of the Gothic," reVioé Literature of Terroty David Punter, Science
Fiction Studie®.3 (1982).
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it has grown in popularity’, linking renewed acadeilinterest in the genre to its
recent popular manifestations, especidle ExorcisandRosemary’s Baby The
Gothic, if it ever needed to be, had been more thanperated, and had acquired a
critical milieu, a growing body of associationsgas$ and values. The critics of the late
seventies and early eighties succeeded in devel@pposition that allowed later
critics to undertake further work in the field, aheir argumentative strategies
continue to influence criticism.

Critical discussions of the genre can be charasdrby a handful of themes,
which can be traced back to the arguments thablegtad Gothic studies as a field.
The Gothic text is thought to have a direct inteneshe ‘real world’, a significant
historicity and a genuine political engagementsTrhight result in the examinations
of the oppression of the female subject discussee, Ibut could equally apply to the
Teresa Goddu’s argument that the American Gothacsise in which the States’
troubled racial history has been scrutinidedr Sedgwick’s claims for the genre’s
relevance to contemporary manifestations of hombah@nd even the AIDS
epidemic>®

At the same time, the notion of the Gothic as agehunusual psychological
depth and engagement is common. Sedgwick link&tihic to hysterical and
paranoid psychological states, a continuation efitieerest expressed in the
repression of the female subject in Gilbert and &ulbodorov had already discussed
Gothic fictions in terms of Freud’s uncantiyEreud’s essay is of course relevant to
the field as it is, in large part, a discussiomoé of Hoffman’s macabre tales and its
supposed ability to generate an uneasy reacticaniot dissimilar vein, George
Haggerty argues that the Gothic is an ‘affectiverfg> although it is worth noting

that form is not much emphasised in Gothic critigiprobably due to the legion

*! Linda Bayer-Berenbaum, The Gothic Imagination: &gion in Gothic Literature and Art
(Rutherford, NJ: Fairleigh Dickinson University Bse 1982) 11.

52 Goddu.
%3 Sedgwick xii.
% Todorov, The Fantasti¢t1-57.

% George E. Haggerty, Gothic Fiction/Gothic Fofidmiversity Park: Pennsylvania State UP, 1989) 13.
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manifestations of the genre. Arguments for the pelagical interest of the Gothic
extend beyond obviously Gothic texts; for Anne Vaiths, Freud’s case studies are a
type of Gothic® Gothic studies links the genre to real-world stiffig and trauma.
Where Walpole’s preface totranto explicitly framed his text as escapist, a reaction
to the literature of ‘common life’ where ‘the greasources of fancy have been
dammed up®’ Gothic studies points towards the real; therétle kense that the
genre might be entertainment.

Accompanying these critical themes is a tendengyitadlege trope as an
identifier of the Gothic text. Isolating tropesinavider textual arrangements allowed
Gilbert and Gubar to make their expansive argum&adgwick was explicit about
her use of this method. Discussing tropes suchesdil, live burial and the
unspeakable, she notes that her approach ‘hasbegply these thematic names to
fictional elements at every level, with the gretdasticity that is consistent with

»58

maintaining a steady sense of their underlyinggares’™ Later Gothic criticism has

embraced this approach. Punter writes that

we live in a world peopled by ghosts, phantomscsps. There are,
Derrida assures us from within a long traditiorecpes haunting
Europe, or haunting the West; there are, AbrahaiTamok affirm,
phantoms haunting and distorting the process daflpsggical
transmission down the generations. There are, idteaf
postmodernism assert, perhaps only simulacra; reredaby the
flickering glow of the new technologies, our bodiasish from our
apprehension, leaving only media constructs, appasi of desire,

hungry revenants whose appetite is matched ontpdiy impotence?

%6 Williams, Art of Darknes®39-48.

" Horace Walpole, The Castle of Otranto: A Gothiar${1764; London: Oxford UP, 1964) 7.

*8 Sedgwick 5.

%9 David Punter, Introduction, "Of Apparitions," Sprett Readings: Towards a Gothic Geograpéty.
Glennis Byron and David Punter (Basingstoke: Pakgiacmillan, 2002) 1.
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In Gothic narratives, ghosts typically hold a fietirealnesgrior to being potential
containers of metaphorical meaning. Punter, howeseirawing on theoretical
discussions that understand wraiths as exclusimelphorical in nature; as if there
were little difference between a ghost tale andekwf criticism. Derrida’s (and
Marx’s) spectres are not the same thing as theiGsfiteral presentations of the
ghost-trope. Alexandra Warwick complains that regdiof this nature confuse
‘linguistic with phenomenal reality® The boundary between the Gothic and Gothic
criticism becomes ever thinner. At the Internatidgathic Association conference in
2009, one of the keynote speakers entirely abamtiang distinction between critique
and Gothic authorship, presenting an addresswimele entertaining and critically
relevant, took as its subject an urban legend padwative science invented by the
speaker, but presented as facfiial.

As Gothic studies has developed as a field andheéfits interests, the range of texts
considered as Gothics has expanded consideraldpnie cases outside of the
academy, but especially within it. As early as 1981 extract from Martin Amis’
London Fieldsvas anthologised in a collection declaring thespnee of the ‘new
gothic’.% Amis is not generally received as a Gothic wriker, it is possible to see
how the common reader might think the attributiaim; fAmis’ satire is vicious and
London Fieldds a grotesque narrative. Likewise, it might reg¢rs unreasonable to
read a critical volume entitle@othic Shakespear83However, critical discussions of

the Gothic have now extended to Waugh'slandful of Dust* cyberpunk writer

80 Alexandra Warwick, "Feeling Gothicky?" Gothic Siesi9.1 (2007): 9.

®1 Sarah Kember, "Metamorphoses,” Monstrous Media®pleSubjects, International Gothic

Association Conference, Lancaster University, 22 2009.

%2 patrick McGrath and Bradford Morrow, eds., The Neathic: A Collection of Contemporary
Gothic Fiction(London: Picador, 1993).

83 John Drakakis and Dale Townshend, eds., Gothik&ipearesAccents on Shakespeare.
(Abingdon: Routledge, 2008).

% Horner and Zlosnik 96-101.
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William Gibson®® the Oprah Winfrey sho®? the Vietnam Waf! colonial tin
structure<? and the language of theory its&liCertainly, some of these things might
legitimately be understood as Gothic texts, buematogether, they represent a radical
expansion of the term and rely not on a commonseaisgorisation of the texts, but
on critical arguments that claim they contain Go#lements unrecognised by the
common reader. Using this strategy, the Gothicbeatdiscovered’ in almost any
text, and the area that Gothic studies conceral usth becomes potentially
enormous. A genre with roots in the popular and#eegnisable is now thought to
appear in forms utterly unrecognisable to the nmeemlist. Given the expansion of
the term to include such a diverse range of téxis unsurprising that critical
definitions of the Gothic have tended to remairsldut this lack of precision is now
close to rendering the term near meaningf@ss.

Examining a specific instance of these claims ssigg@ow troubling the
methods of Gothic criticism have become and hawiiio longer able ‘to distinguish
its supposed object In ‘Kitschen Witches: Martha Stewart: Gothic Howsife,
Corporate CEQ’, an article recently published ia well-knownJournal of Popular
Culture, Emily Jane Cohen uses the critical rhetoric ef@othic to describe Stewart
as a paragon of the American domestic traditiothlegsly persecuted by the media.

Apparently ‘the vortex of publicity surrounding gstart] is the peculiar legacy of a

% David Punter and Glennis Byron, The Gottixxford: Blackwell Publishing, 2004) 119-20.

% Edmundson 57, 73.

67 Jeanette Idiart and Jennifer Schulz, "Americarh@dtandscapes: The New World to Vietnam,"

Spectral Readings: Towards a Gothic Geograptg. Glennis Byron and David Punter (Basingstoke:

Palgrave Macmillan, 2002).

% |an Lochhead, "Corrugated Iron Gothic," Gothic NZe Darker Side of Kiwi Cultureeds. Misha
Kavka, Jennifer Lawn and Mary Paul (Dunedin: Otagty 2006).

9 Edmundson 40; Punter, "Of Apparitions" 1.
O Warwick 6.

"1 Baldick and Mighall 209, 216.
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contemporary form of American Gothi® Martha Stewart, of course, is the all-
American, billionaire doyenne of a particular braridhome entertaining and tasteful
living; " she is also famous for serving a short prison tefated to charges of insider
trading. The thrust of Cohen’s argument is simpleugh: she demonstrates the ways
in which Stewart is Gothic by suggesting hlive a number of Gothic things she is.
For instance, she claims that Stewart is a figune 8 like a witch, but who is also

like Hester Prynne, heroine ©he Scarlet Lettef* She believes Stewart has been
subjected to a kind of witch-hufitfurther, she argues that Stewart is involved with
the domestic realm, the hearth, a locus of Frendt®n of uncanniness, which is
often associated with the GotHftThus, through association and likeness, strategies
common in the field, Cohen argues Stewart is a iGttbusewife.

Just as Punter muddles metaphorical spectres keitli bnes, when Cohen
suggests that Stewart is witch-like, she does re@mMartha has entered into a
compact with the devil and suckles a familiar frarsupernumerary teat. While this is
the kind of witch historically described in Gothexts, Cohen actually means
something relating to the renovation of the witgjufe in the latter half of the last
century’’ Stewart is like a witch because she is a powevéithan, capable of
brewing up mysterious, magical concoctions; oeast cooking for a dinner party of
twelve without breaking a sweat. While there arg¢hias which feature such
transfigured witches, such as Anne Riddayfair Chronicles by not acknowledging

the way the values and ideas attached to the w&g&chtrope alter through history, a

2 Emily Jane Cohen, "Kitschen Witches: Martha Stéw@othic Housewife, Corporate CEQ," The
Journal of Popular Culturg8.4 (2005): 651.

3 Movers and Shakers: The 100 Most Influential Fégtin Modern Businesd/ltimate Business
Library (Cambridge, MA: Basic Books, 2003) 317.

" Cohen 651.
S Cohen 659.
8 Cohen 653-4.

" See Diana Purkiss, The Witch in History: Early Modand Twentieth-Century Representations
(London: Routledge, 1996) 8-9, 30-8, 42-3.
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phenomenon which occurs with any popular motifigufe, Cohen’s argument loses
precision.

More confounding, however, is the way that in teepsame paragraph that
Cohen asserts that Stewart is a witch, she alsthas@a Hester Prynne-like quality to
her® Hester Prynne’s persecution has an obviously mevain tragic dimension,
whereas Stewart was found guilty of perjury andmlesion of justice in the wake of
a far-from-ethical insider trading scandal; it igust that Hester suffers, while it is
just that Stewart was jailed. Cohen reduces thept®xity of Hester’s situation to an
imprecise trope, the persecuted woman. Regardfdssaotenuous the comparison
may be, Cohen’s argument hinges on the iddkerfiess Stewatrt is like a witch, and
like Hester Prynne. Yet she is not actually eitbfethese things; even if we agree that
witches and Hester Prynne are ‘Gothic things’, Stvwe onlylike a Gothic thing.
However, if we follow Cohen’s argument, Stewlaecomessothic by her likeness.
Similarity becomes substance.

Another problem emerges: how is it possible to bster Prynne-like and
witch-like at the same time? Hester might be a eny@tis and strong woman, but she
is not a witch. We can be certain of this becahseetis an actual witch depicted in
The Scarlet LetteMistress Hibbins, and she is a figure of an ehtidifferent order
to Hester. It is not so much the implicit contraaiin in Cohen’s claim that is
interesting, but what it suggests about the wayeiatonceptualises the Gothic.
Cohen uses the figure of the persecuted outsiétester Prynne, and the figure of
the witch almost interchangeably; to her, theyampatible ways to suggest that
Martha Stewart ‘is Gothic’. In this argument, tHescome the same thing; categories
are blurred and shades of meaning important toiGatrrative are lost. We can no
longer tell one Gothic thing from another.

Cohen’s second claim for Stewart’s Gothicnessas she has been hunted
like a witch. Witch-hunts are common enough in Gotlarrative, but again, Stewart
was not actually accused of souring the milk armb&mg the horses. Stewart is only
like a witch, and the media attention gathered by redris onlylike a witch-hunt.

The trope might be transferable, but the imagimag¢ixperience is utterly different.

The other concern here is that just as thereiguag much more like a witch than

8 Cohen 651.
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Hester available imhe Scarlet Letteithere were phenomena a great deal more like
witch-hunts present in contemporary American celttine Satanic child abuse panics
of the eighties and nineties, where bizarre anehodiccult allegations were made, and
crimes that never occurred were confess€d @ohen’s argument works through a
rearrangement where a weakly metaphoric witch-sBupplants a practice that is
much more similar to witch-hunting.

The real heart of Cohen’s article is the Gothicridsdomesticity. She argues

Whether we accept the transhistorical terms of diseu
psychoanalysis so often used to account for th@iGdhe
Unheimlich or uncanny, tends to revolve around the hearth...
infernal images routinely pervert the ideal of detieebliss®

Freud’s essay does have a kind of canonical stathsn Gothic studies, but Cohen
makes a peculiar leap here. Because Freud invihtedsearth in his discussion of the
uncanny, it seems that the home is now an intafigiGothic site, and Stewart,
associated with homemaking, becomes an exemptarsofAs a notion, the Gothic

has apparently become contagious:

as the production of gadgets, appliances, and padkiod
increased in industrialized nations, the home, tineably linked to
the marketplace, no longer could claim transcensiattis.
Americans still paid lip service to it as spiritwanter, but the
women who relied on new shortcuts — ranging frondeno stoves
to chemical leavenings and Jell-O unwittingly cdmited to the
decline of their own standing, for the consequess lof craft skills
rendered their tasks unrewarding and made householes
appear worthless to others. Wives became commsditisorts,

" See Bill Ellis, Raising the Devil: Satanism, Newligions, and the Medié_exington: The UP of

Kentucky, 2000); David Frankfurter, Evil IncarnaRRumours of Demonic Conspiracy and Satanic
Abuse in History(Princeton: Princeton UP, 2006).

8 Cohen 653-4.
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mechanical dolls gussied up to confer status oin theners,

bearers of the real purchasing poier.

Perhaps this is so, but it is not necessarily umgamd certainly is not Gothic in any
way that might be understood by a common readdre@e metaphor shifts again to
another, more recent Gothic trope, the Stepfore wihere a woman is replaced by a
robotic doppelganger of herself. It is worth notthg shape of Cohen’s argument.
She tells us a story about a supposedly Gothicdig¢ine Stepford-Witch-Martha-
Prynne composite), caught in a Gothic narrative (tch-hunt), elaborating a Gothic
theme (the uncanny). This is an artialeoutan allegedly Gothic manifestation, yet it
gives us many of the things we would expect to find Gothic tale. This is not a
localised problem; Cohen’s article is just a gogdmeple of a common discursive
approach. The problem this mode of argument pressiihat the Gothic becomes
unlimited. What does it mean to label somethingh@& And if we cannot adequately

describe what the Gothic positively is, can we edefine what it iiot?

It can suggest a lot of things when a text is llgldehs Gothic, but perhaps the first is
that it has been placed in a category. Regardfdssvo the term is defined, the
Gothic refers to a category of literature, or, wider sense, a category of cultural
production including film, the visual arts, videoges, comic books, even music and
fashion. When we think of texts as belonging taegory, it enables us to think of
them as having something to do with one anothematisrally belonging together.
George Lakoff notes that we tend to organise caiegmto hierarchies so that some
are superordinate, others subordinate, and they éohierarchical chaiff. This is
significant for the way the study of the Gothi@rganised. Subcategories of the
Gothic are identified to pragmatically define are&study, and to usefully suggest
‘family resemblances’ between texts; each, in i&yyalso represents an expansion of

the genre.

81 Cohen 658.

82 George Lakoff, Women, Fire, and Dangerous Thilgsat Categories Reveal About the Mind
(Chicago: U of Chicago P, 1987) 31-8.
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The first of these subcategories, before the adveattemale Gothic, is the
Southern Gothic, a term that appeared shortly &etkner began to attract
recognition. The earliest attribution of a ‘Gothfahction to Faulkner’s work | have
found is in a critical essay from 198%in 1937, his work is referred to as a ‘kind of
Gothic creation®* The term ‘Southern Gothic’ was in wider criticaleuby the early
fifties.®> This subcategorisation is significant, as it se@ise the first usage of the
term ‘Gothic’ to describe twentieth century writindyhere Walpole and Reeve used
the term as a subtitle to describe the differeri¢ber texts, and Radcliffe and
Hawthorne used the term ‘romance’ in a similar vwtag, Southern Gothic emerged as
acritical appellation. Looking back at the emergence ot¢h@ reminds us that as
natural as these subcategories seem, unlike thmalriGothic, they remain critically
constructed. In turn, the difference between thatl8an Gothic and the subgeneric
labels that follow is that Southern Gothic emergkeavly out of an ongoing critical
discussion rather than from a single critical dextian intended as originary.

As Gothic studies developed, further subcategdoksved. Now we read of
‘imperial Gothic’, ‘postcolonial Gothic’, ‘suburba@othic’, any number of national
Gothics, ‘cybergothic’, even ‘postfeminist Gothf€'What was once referred to as
‘the’ Gothic — the works of Walpole, Lewis, Radtdifand so forth — has become just
another subcategory, the ‘original eighteenth agn@&othic’, sitting alongside many
others. The peculiar side-effect of the creatiothete subordinate categories and the

8 Harlan Hatcher, "The Torches of Violence," The &figlournal3.2 (1934): 92.

8 Stark Young, "Golden Apples,” The English Jour®@l9 (1937): 697.

8 In the early fifties, critics remained carefulewplain themselves when using the term, hintinigsat
newness. In 1951, a critic wrote in regard to #mmeption of Carson McCullers, that her work was
‘another late flowering of Southern Gothic, a ke tradition powerfully exemplified but transcedde
in the novels of William Faulkner and now goingseed in the baroque fantasies of Truman Capote’;
Dayton Kohler, "Carson McCullers: Variations onlaefme," The English Journd0.8 (1951): 415. In
1952, in reference to Eudora Welty's ‘Clytie’, Guille Hicks wrote, ‘This might well be called
Southern Gothic’; Granville Hicks, "Eudora Weltgbllege Englisi 4.2 (1952): 70. This phrasing
also suggests the term was still in the proce$einiy constructed. By 1963, the Southern Gothic,

more-or-less as we have it now, is described bysténd. Eisinger, in Fiction of the Fortié@Shicago:
U of Chicago P, 1963) 235-89.

8 See, for instance, the organisation of the pripaedagogical Punter and Byron, The Gathic
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placement of texts within them is that the suparat# category that is simply
‘Gothic’ has been emptied of texts. Through thigpgntategory, very different texts,
that appeared in very different times and placas,be read as alike, especially by
critics who emphasise the tropological constanc@athic texts, or those who favour
a psychoanalytic approach. This has become a wséar critics who wish to expand
the genre’s scope.

Lakoff observes a further property of categoritahking: when we think of
the complement of a category, that is, all theghithat do not belong to a category,
we have no clear mental image of what this mighamdf, for instance, we talk
about a chair, we might mean a rocking chair oaramchair or a desk chair, a number
of configurations are included in the category; Wwathave no real idea what a not-
chair positively i€’ This is the difficulty we face when we study thetfiic; we are
unable to articulate what the Gothiist Lakoff’'s account of the way category
functions is a good description of the way thatlsostudies often conceives of the
genre. Because we cannot say with certainty thathdstewart is not Gothic, it has
been possible to argue that she is.

Compounding this problem, as Avril Horner and Siasiik recently noted,
the Gothic ‘is both temporally and culturally infled — what terrified the eighteenth-
century reader will not frighten the twenty-firgirtury cyberspace surféf Indeed,
the twenty-first century reader might be hard pedg® recognise the eighteenth
century Gothic at all. The gentle supernaturalismh lzgalistic fixations of Reeve’s
The Old English Bargrfor instance, are not what the contemporary netieks of
when they think of the Gothic. As Fred Botting sestg, the Gothic, and especially
the contemporary Gothic, has undergone a transiaiu®¥ If the Gothic is not what
it used to be, then we need to acknowledge thegeadnility of the term, and it is not
adequate to simply return to the eighteenth-certxis as some kind of ur-Gothic

blueprint. Carolyn R. Miller argues that ‘a gertnattseems to occur in two rather

87 Lakoff 52.
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distinct times and places will not really be “trare” in an important sens€ The
Gothic is both dynamic and limited, in that it iferent to what it once was, yet it is
possible to trace its development through contisualthough sometimes quite
substantial, movements. So, while the way | usddira ‘Gothic’ includes the
eighteenth century texts from which we take thetdrdo not mean to privilege these
texts in the wider field. Precise terms for the ldgtand the particular emphases of
the genre that accompany them, come and go. Ailagion of a genre like the
Gothic needs to account for its mutability.

Theorisations of genre from the later part of theritieth century have
engaged with the historical and changeable natugerres; yet one of the peculiar
things about Gothic studies is that while it isedf defined by a genre, it seldom
engages with genre theory. It is difficult to acebfor this failure to connect; it may
be a consequence of genre theory simply not hab@eg prominent in much
twentieth century criticism. Todorov observed twerttieth century’s antipathy to
notions of genre, suggesting it is ‘consideredya sif authentic modernity in a writer
if he ceases to respect the separation of gefir@avid Duff has made the related
observation that, until very recently, for ‘modditerary theory, few concepts have
proved more problematic and unstable than thaeofey.. If the death of the author
has been a familiar refrain of modern literary tlyeso too has the dissolution of
genres®? Genre had been a central concept in criticisnr poidhe twentieth century,
although the idea that a text might be so radidafiiyvidual as to be genreless first
emerged out of Romanticism. Nevertheless, there baen numerous theorisations

of genre throughout the last centdfand just as ‘Gothic’ has significantly altered as

% Carolyn R. Miller, "Rhetorical Community: The Cutlal Basis of Genre," Genre and the New

Rhetoric eds. Aviva Freedman and Peter Medway (LondonloFay Francis, 1994) 68.

91 Tzvetan Todorov, Genres in Discoursans. Catherine Porter (Cambridge: Cambridge1980)
13.

2 David Duff, Introduction, Modern Genre Thepgd. David Duff (Harlow: Longman, 2000) 1.

% Good recent introductions to the field include REDuff, ed., Modern Genre Theofiiarlow:

Longman, 2000); and John Frow, Genrae New Critical Idiom (Oxon: Routledge, 2006).

30



a descriptor, so has the term ‘genre’. The terinaas using it here is not far from its
contemporary popular usagf.

Attempts to theorise genre and genre systems agdlyishought to stretch
back to Aristotle’sPoetics where comedy, epic and tragedy are discussed and
defined. Duff attributes the twentieth century’sve@way from genre as a critical
notion to the action of Romantic and modernist giai> presumably due to the
value both placed on authenticity and originalitys also easy to see how New
Criticism, with its focus on the individual textiddhot embrace genre as a critical
tool. In many ways, Benedetto Croce’s influentilajeation to the usefulness of genre
remains; ‘Error begins when we try to deduce theression from the concept,” which
is to say that it is a mistake to allow genre défasstion to make meanind. What is
the purpose of discussing genre if it cannot hslpead a text? Indeed, the very
notion of ‘text’, so prevalent in cultural studiesits against genre. ‘Text’ allows any
book, indeed, anthing, regardless of the medium in which it appearstaed
‘reading’ experience it offers, to be regardedamsély equivalent with any other, in
that anything might be ‘read’ using a similar agguio. ‘Text’ potentially effaces the
differences between diverse sorts of cultural petidua.

Earlier twentieth century approaches to genre wésan informed by a
structuralist sensibility. Vladimir Propp, for iastce, discovered what he believed
was a kind of narrative grammar arranged arouret afsstructural invariants
(‘morphemes’) in the Russian folktaleThus, Propp links genre to the elements of
narrative that occur within it. Northrop Frye takesimilarly systemizing approach in
The Anatomy of Criticispbut expands his project much further than Prgpp’s
outlining four complementary critical approachediterature. While Frye develops a

critical system meant to encompass literaturevas@e, he emphasises types of

% Duff notes the confusion associated with the taspecially whether or not genre and form are the

same thing; Duff, Introduction 17.
% Duff, Introduction 4-5.

% Benedetto Croce, Aesthetic as Science of Expnessid General Linguistitrans. Douglas Ainslie,
2nd ed. (London: Macmillan, 1929) 36.

97 Vladimir Propp, Morphology of the Folktgleans. Laurence Scott, 2nd ed. (Austin: U of BeRa
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literary production, and suggests ways in which igmmalities and connections exist
between texts. This is his system of mode (thestegof the subject matter), symbol,
mythos (the plot-form and the associated trappaidbat form) and genre (by which
Frye means formal aspects of a text, whethenitriden as prose or poetry, drama or
lyric, and so forth). Frye believed that genreicistn would have to be ‘based on that
aspect of symbolism that relates poems [or othes]t¢o one another® Gothic

studies has emphasised this approach.

While Gothic narratives are unconfined by modeeamnrg in the sense Frye
uses the terms, his discussion of mythoi has cerelide potential for Gothic studies.
Each separate mythos creates an expectationrgaiiers that they will encounter ‘a
certain kind of structure and moot’Frye treats only comedy, romance, tragedy and
satire in his essay, but this could be expandeactade the Gothic at the cost of
spoiling Frye's carefully balanced total syst&fhlt would be reductive to suggest
that the Gothic reiterates a single plot form; maseful are his evocative descriptions
of the fictive ‘worlds’ created within the mythdgothics rely on atmosphere as much
as action, and this is what Frye describes. HateRdauss uses the phrase ‘horizon
of expectation’ to describe the consciousnessgifen historical period®* Frye’s
descriptions achieve something similar in termghefmythoi he treats.

Jauss rejects Frye’s ‘archetypal’ approach, inséegding for a view of
literature and genres grounded in history and histbreception'® In this, he is
typical of more recent genre theorists, who, nothghistorical ‘careers’ that genres

have, argue for their historicised basis, seeimgeyas intimately involved with the

% Northrop Frye, Anatomy of Criticism: Four Ess4$957; Princeton: Princeton UP, 1990) 96.

% Frye 92.

19 Frye actually describes Gothic romance as a spédifd of gloomy comedy, detached from the
world. While this captures something of the moulshirt of ‘original’ Gothic, it does not adequately

treat the real variety of Gothic texts; Frye 185-6.
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192 Hans Robert Jauss, Toward an Aesthetic of Reaeptams. Timothy Bahti (Minneapolis: U of
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real. Todorov articulates a vision of genre as gmegrfrom contemporary culture,
following Bakhtin in arguing that, with some exdepts, ‘genres stem from speech
acts’, and that ‘Genres are the meeting place letweneral poetics and event-based
literary history’!®® Todorov acknowledges that not all speech actsgni# rise to
genres, and sees those acts which do as beingabpespresentative of the
ideological moment from which they arise. Howees, conceptualisation of genre,
which demands that a given genre display ‘histdisictested codification of
discursive properties?* cannot comfortably be extended to include the moois
diversity of the Gothic, which has now achievedibstantial discursive incoherence;
it is the label ‘Gothic’ itself that connects Ratfel, Faulkner and zombie films, as
much as a shared set of concerns.

Frederic Jameson, like Todorov, is interestedhistoricised view of genre,
and critiques and rearranges Propp and FriigmenPolitical Unconscioudie
suggests that a historical understanding of geagib with understanding its cultural
function. Romance, for instance, supposedly alliisvsonsumers to formulate ideals
of good and evil in terms of identity and othernes reifies the expulsion of the
evil other!®® Thus, argues Jameson, genre can be consider@&kt@ngeme... a
historically determinate conceptual or semic commliich can project itself
variously in the form of a “value system” or “phslaphical concept”, or in the form of
a protonarrative, a private or collective fanta$y.Jameson presents this as a
clarifying revision of what he sees as Frye’s eBakst claims for the ‘spirit’,
‘essence’ or ‘worlds’ of the mythoi. For Jamesdmstorical reality’ is ‘disguised and
diffused’ inside the romance gerifé.In Jameson’s view, the force of political and
economic history is inescapable, even in escagns$s t Of course, historical

193 Todorov, Genres in Discourd®-20.

104 Todorov, Genres in Discourd®.

195 Eredric Jameson, The Political Unconscious: Naeais a Socially Symbolic A¢t.ondon:
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107 3ameson 149-50.
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circumstance will provide a horizon of expectationthe style and content of any
text, but text is more than a distorting mirrorchap to the world.

Jameson’s argument supposes that all genres aiscarex finally, involved in
the world. However Frye suggested a more compliexioeship, claiming that
literature is ‘a body of hypothetical creations @his not necessarily involved in the
worlds of truth and fact, nor necessarily withdranom them, but which may enter
into any kind of relationship to them, ranging froime most to the least explicif®
Frye allows that genre relates in varying degredhe historical real, although
admittedly he does not emphasise this. Jauss comden he claims ‘literary works
are variously permeable of events in historicalinga®® Jameson favours a set
relationship between text or genre and the histbreal, and does not seem to allow
for variability within this relationship. Howevesis Jauss recognises, ‘Literary genres
do not exist alone, but rather form the variousfioms of a given period’s system, to
which they connect the individual work®® The way in which romance (and by
extension, the Gothic) relate to the historical matrmay well be different to how
other genres, which co-exist with them, relatd.to i

Jauss’ own contribution to genre theory is to insisa slightly different
approach to historicity, focussing not on the pditand economic situation that
provides the historical context of a genre, butgad ascribing a history to the genre
itself: “The historicity of a literary genre standst against a process of the shaping of
its structure, its variation, extension, and cdroet; which can lead to its ossification,
or can also end with its suppression through agemwve.*** For Jauss, genres change
over the course of time, and relate to their ovatdnies as well as their historic
circumstance. This is an apt observation in refatioGothic texts, which may
equally address or evade their historical miliaut, frequently engage with their own

genre.

198 Frye 92-3.
109 3auss 12.
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Derrida would agree with this, noting that gencdgdend to ‘remark’
themselves as participating in their particularrgefi* However, Derrida insists on
the contaminated nature of all genres; while tihere genreless text, neither is there
ever really a text of a single genre. Derrida ssggggenre texts abide by the ‘law’ of
genre, and that contrarily, ‘lodged within the hexdrthe law itself, [is] a law of
impurity or a principle of contamination*> Texts playfully transgress the laws of
genre with the law of impurity, and consequenthgre is no pure instance of genre in
text.

Together, these theorisations loosely represenkeyapproaches to genre.
Frye and to some extent Propp emphasise undermstanttiat have genres as almost
ahistorical essences, constant forms that throw shadows on the walls of a cave.
Derrida complicates this view by suggesting thenstancy and mixed nature of
genre. On the other hand, Todorov, Jameson, arsd dague for a historicised sense
of genre. While these later theorisations seem roomngincing, it would be useful to
develop a view of genre that began to bring togetese claims. Such a view would
account for the changeability of genres and thistohic aspect, but also the way that
genre texts refer inexactly to the historical motrtbat produces them. At the same
time, it would explain genre’s ability to seem egliy ‘natural’ to writers and readers,
as if it were indeed a spirit or essence. It maghb answer Derrida’s claims for the
impurity of genre by suggesting that readers ate @bexclude texts frorsubstantial
membership in a genre category. Pierre Bourdieareeptualisation of ‘habitus’ can

achieve this.

Bourdieu relates an experiment performed in thesmaf researchinBistinction
Respondents commented on a series of photograph&aurdieu noted that ‘the
effort to recognise culminates in classificatiotoia genre, or, which amounts to the
same thing, in the attribution of a social use,different genres being defined in
terms of their use and their usef¥. This is a common observation in Bourdieu’s

112 Jacques Derrida, "The Law of Genre," Critical ling7.1 (1980): 64.
3 Derrida, "Law of Genre" 57.

114 pjerre Bourdieu, Distinction: A Social Critique the Judgement of Tasteans. Richard Nice
(Massachusetts: Harvard UP, 1984) 42.
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writing on art and literature, which understands the ‘possible principles of
division into complementary classes of the univerfseepresentations... is in the
nature of a social institutior’® The struggle for interpretation is also the sttadgr
classification, and this classification is histesexl and related to use and users. In
other words, as much as it is a categorisationegsralso related to practice. Perhaps
the Gothic is something thatdenerather than something that simjpdy This recalls
Derrida’s argument that a text participates in argavithout simply belonging to
it.'*® The act of categorisation is part of a more suttistbpractice.

My suggestion is that the Gothic is a cultural picgcthat is institutionalised
yet adaptable, not dissimilar to activities suchpéesying a game of football’ or
‘going to church.” Bourdieu usefully theorised thasis of practice, and his notions of
habitus and field hold the potential to bring tdggtmany of the claims that disparate
genre theorists have made. | should note that Bewsdlown approach to cultural
productions emphasised the role of cultural andmjim capital, best expressed in
Distinction There, Bourdieu argues that classes define tHeessthrough their
consumptiort*” and that consequently literature and art provigigoctunities for
them to define themselves. However, the suggetit@ainthe Gothic is a form of
practice draws on a different aspect of Bourdi¢isight, explicated ifhe Logic of

Practice Bourdieu believes that practices

have as their principle not a set of consciousstaon rules, but
practical schemes, opaque to their possessorsngaagcording to
the logic of the situation... Thus, the proceduregractical logic
are rarely entirely coherent and rarely entirelyoimerent.*®

The procedures of practical logic are what Bourdiails habitus. Habitus describes

15 pierre Bourdieu, "Outline of a Sociological TheofyArt Perception,” The Field of Cultural
Production: Essays on Art and Literatued. Randal Johnson (New York: Columbia UP, 1223,
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17 Bourdieu, Distinctior83.

118 pierre Bourdieu, The Logic of Practj¢eans. Richard Nice (Stanford: Stanford UP, 196R)
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systems of durable, transposable dispositions..ciples which
generate and organize practices and representdtiansan be...
adapted to their outcomes without presupposingiaaous

aiming at ends or an express mastery of the opesatiecessary in

order to attain therht®

It is significant that Bourdieu places ‘practiceglaepresentations’ together, allowing
habitus to include artistic practice and consunmptio

Bourdieu developed the notion of habitus to degccénniness, commonsense
knowledge, the fuzzy logic of doing, the ideal geigmatic and adaptable way that
people undertake practices. Bourdieu’s theorisatfdmbitus is often seen as an
attempt to mediate between the deterministic stratism suggested by thinkers like
Lévi-Strauss, and the existentialist freedom oihagepostulated by thinkers like
Sartre'® It is ‘an acquired system of generative schenfest $shapes us as it shapes
our behaviours, yet does not function as an absashutictural constraint; it is ‘a
present past that tends to perpetuate itself duture by reactivation in similarly
structured practices® The durability, transposability, partial coheremeel opacity
of habitus can help us understand how some geamdsgspecially the Gothic, are
perpetuated, operate and are popularly received.

Habitus explains how it is that the common rea@eriostantly recognise the
Gothic text, but has much more trouble explainingdbjectively “regulated” and
“regular” without being in any way the product dfeglience to rules, [the principles
that constitute habitus] can be collectively ort¢rated without being the product of
the organizing action of a conductdt”Habitus still allows for individual style,

manifesting within individuals belonging to a padiar group or class similarly,

119 Bourdieu,_Logic of PracticB3.
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without being homogenoué® This helps to account for the different responses
individual readers will have to a single GothictteMore significantly, it helps to
explain the plethora of Gothic texts extant thatextremely similar without being
identical.

‘Gothic habitus’ is a shared way of understandind ‘@oing’ things we
describe as Gothic. This Gothic habitus is pathef'ensemble of... dispositiorfé*
that constitute a person’s wider habitus, althomgtome people, it will be more fully
developed than it is in others. These people are da perhaps authors of the genre,
and are involved in it in a more significant wagnhother readers are. Understood as
habitus, the Gothic describes a way of writing,aywf reading, a way of thinking
about stories, a way of imagining; and this desicnipstretches to include our ability
to make blackly humorous jokes, or to dress upegaiely on Halloween. The
Gothic is not as formal as a contract, is nevatadmite as a law or code or language,
is not quite as informed, personal or idealisti@aasesthetic. It is something between
the ceremonial and the ludic, and ought to be wstded not as a set form, nor as an
accumulation of texts and tropes, but as a hissacpractice which is durable yet
transposable: a habitus that orchestrates the j@enf various texts and variant
readings over the course of time.

Habitus accounts for how the Gothic is transmitied forms a tradition. The
Gothic text is a source of the Gothic insofar as gart of the process of performing
the Gothic, and because it is the means by whielp#ést of the Gothic, as a practice,
remains present and perpetuates itself into thedufext represents an ‘event’ in
Gothic practice, a lived experience as much agp@orunity to reflectively interpret;
it is a device used to enact the Gothic, a kinfbéh to which values are attributed.

Understanding genre as habitus, and the readingvatidg of texts as
practice, gives us a sense of how tradition int&$awith the individual talent, which
is useful in a field as repetitive as the GothieitNer habitus nor individual agents are
wholly responsible for the Gothic text, but botle assential to its creation. With this
recognition, we see the Gothic, and perhaps a hbotibther major genres also, as

endlessly iterated yet perpetually transformingp@sular epistemologies, as
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imaginative social practices grounded in habituge Gothic, so long associated with
the uncanny, operates through a sort of canniness.

The idea that popular genres constitute a kindabfths is not one Bourdieu
himself emphasised. For him, reading a text waachiof decoding, and only the
culturally competent reader could extract meanthgs went beyond the sensible
properties of a work®® Bourdieu’s approach to genre seems to have reliddast in
part, on this kind of lingual metaphor of genreadsnd of generative grammar or
langue and the manifestation of that genre within a text kind oparole requiring
deciphering:®® Elsewhere, Bourdieu refers specifically to litgrgenre as an
‘instituted means of expression’, which in dialeatiith individual ‘expressive
dispositions’ demonstrates the ‘real logic of attior habitus:?’ Thus, Bourdieu
seems not to regard genndtselfas habitus, but as a form open to manipulation by
the action of agents informed by their habitus.

Habitus raises the question of agency, and whilargyment does suggest
that authorial intent is important in determiningether a text is Gothic, that intention
is not the defining feature by which we recognise Gothic within a text. Nor is it
my aim to argue for a relocation of our interpretact from text to audience; but to
suggest that one of the most important contexeghich we should read the Gothic
text is in relation to the historicised notion, tested and incomplete as it will be, of
the Gothic within its time.

One of the useful differences between the ideaatite and that of category
is that it is much more difficult to argue one gree into another than it is to
manipulate categories. For instance, football resyeecognisable as an event
regardless of the circumstances in which it matsfdscould be played by teams of
professionals in a stadium, with rigorous rulegpitild be played by children in a
playground, with much looser rules; it could simpbs/watched on a television, yet
the watchers would still conceive themselves asqgyaaiting in football. Indeed,
drunken men singing a team song on the streetdfirga game are still, in some

way, involved. Regardless of the variant arrangdemehspace, time, action and
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game rules, all of these agents remain recognisabbjved in football. Nobody tries
to manipulate categories to suggest a game ofdesia game of football on the basis
they are both game-like.

If the Gothic is a part of our habitus, then iaidiscrete and recognisable
cultural phenomenon that we can observe becaisa iteal thing, rather than a

theoretical construct.

Thehabitus a product of history, produces individual and
collective practices — more history — in accordanith the
schemes generated by history. It ensures the gmtesence of past
experiences, which, deposited in each organisindaridrm of
schemes of perception, thought and action, teguidgmantee the
‘correctness’ of practices and their constancy tivee, more

reliably than all formal rules and explicit norrfs.

The Gothic’s limits are defined by the ability ¢t audience to recognise a particular
text as Gothic. While the genre is constructedpfiears as totally ‘natural’ to
participants: ‘the regularities inherent in an oy condition... tend to appear as
necessary, even natural, since they are the blatsie echemes of perception and
appreciation through which they are apprehen@dhus habitus explains why
Frye’s mythoi should feel natural, as if, as Jamedaims, they suggest that genres
are a kind of spirit or essence; simply, this is wative experience of genre.

The Gothic remains an inexact formulation. The Ziness’ of habitus
suggests the elusiveness of the genre when wesaniglyhe way that discussions
about doubling, the uncanny, the spectral and @#&ssrsay something about the
Gothic but never wholly capture it. The Gothic,iscdete practice, is ultimately
irreducible. However, as the Gothic is a histogdigultural phenomenon it cannot,
despite substantial critical effort, be construdtedugh argument. Gothic habitus,
which exists in the main outside the academy, gaasipractical action; its mode of

logic tends to ‘common sense’, and typically pragiithe ‘regular’. While the Gothic
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is transposable, it maintains a ‘correctness’ ¢ixatudes instances like Martha
Stewart, tin sheds, and so forth.

Gothic habitus suggests readers will read a Gaoglxicin a particular way.
Having identified the text as participating in tBethic, they read with a set of vague
expectations, looking forward to the Gothic’s faarilpleasures, while simultaneously
hoping to be delighted by the novelty, the distisging features of the particular
text. The way in which expectations are met orulistd mediates, in a very practical
way, the reading experience. Jauss believes ‘Tlyeimsanhich a literary work, at the
historical moment of its appearance, satisfiegasses, disappoints, or refutes the
expectations of its first audience obviously pr@gd criterion for the determination
of its aesthetic valué®® When readers natively understand a text, they idianely
grasp the implied play of assumption, anticipatod emphasis that moves
throughout it, identifying the new while acceptithg conventional. This amounts to a
perceptual shift. Some things will strike readesystaange and unique, while others
will elude their notice. Gothic habitus allows reeslto negotiate the implicit
emphases that contribute to the text’s creatiomedining, and allows us to
understand and interpret the weirdness of Gothiwewotions. Marina Warner
observes of spirits that ‘Nobody, except perhapiild... finds it strange... that lost
loved ones should return with arms stiffly heldtbgir sides and wrapped head to
foot in the shroud in which they were buriédf- To draw strong meanings from the
conventional appearance of a ghost in a criticadlireg of a ghost story misses the
point that a ghost appears in a certain way bedhases the way that ghosts
conventionally ‘are’.

Bourdieu notes

one only has to suspend the commitment to the ghatés
implied in the feel for the game in order to redtloe world, and
the actions performed in it, to absurdity, andrdiadpup questions

about the meaning of the world and existence wpadple never
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ask when they are caught up in the game — theiquesif an

aesthete trapped in the instant, or an idle spedtit

This begins to describe the position that has atb@othic criticism to make
increasingly absurd claims for the genre. To dgvelathentic readings, we need to
strike a balance between our critical ‘play’ wittettext, and the limits of legibility
suggested by the habitus that was at work in #ld fn which the text emerged and
was received. Genre texts rely on their audienaleilty to recognise them as being
involved in a particular genre, to appropriatelydifip their reading position, and to
distinguish thedifferenceof their particular take on generic practice.

An instance of the failure to connect scholarlyastigation with popular
reading practice, similar to Warner’s observatibthe unstrangeness of ghosts,
might be the kind of critical attention the figuwkthe vampire occasionally attracts.
To suggest various psychoanalytic constructs mtia to biting and sucking, the
penetrative properties of fangs and the orifice-filature of the mouth® reduces the
vampire to a generalised trope. For most readeeghlebotomic habits of vampires
are a given; mouths are a fact of the face, anglsfaave the undead from having to
use a straw. As much as the trope has been felishisere is also something
unremarkable about bloodsucking. Even if we actiggitvampires are important
because of the method by which they feed, thatiyhdrsgtinguishes what is
significant about an individual vampire in a speciéxt. Far more interesting is the
play of likeness and difference between these agpéigures.

Gothic habitus is an acquired, but non-speciahstdedge. Readers usually
recognise texts as Gothic with little difficultysgecially if those texts have arisen
within their own, contemporary field. This seemingistinctual, although actually
learned, classificatory ability does not rely oa textual knowledge we might

suppose. Readers need not have much knowledge Gfdthic canon as it is
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critically understood in order to appreciate thesavampire romance they happen to
be consuming. Frye claims that ‘the skill develofredh constant practice in the
direct experience of literature is a special skie playing the piano*** This is the
skill that is taught within the academy. Gothicgtiee is instead cumulatively
acquired through cultural participation occurriaggely outside of the academic

environment. Bourdieu suggests that

So long as the work of education is not clearlyitngonalized as
a specific, autonomous practice... without specidliagents or
specific occasions, that exerts an anonymous,sgifiedagogic
action, the essential part of thredus operandhat defines
practical mastery is transmitted through practio&ithout rising

to the level of discoursg>

Very different sorts of knowledge allow us to agped ‘literature’, on the one
hand, and the Gothic on the other. Where literatidgscursive, the Gothic is
practical; where literature is taught and its krexge is sanctioned, the Gothic is
acquired and Gothic knowledge operates at the l&valactical sense.

These binaries are not, of course, absolute. Thki€e taught within the
academy, but it is taught in academic terms, amoh fan academically conceived
version of the Gothic ‘canon’. There is an integd&etween popular and
institutional conceptions of the Gothic that netxlbe carefully addressed.
Different authors have different relationshipsiterbture and discourse. It is only
recently that Stephen King was institutionally séad On the other hand,
Dickens, an occasional Gothicist, has been involvital pedagogy at almost
every level for some time. Angela Carter emergech the academy. Dennis
Wheatley, on the other hand, is entirely ignordusTnstitutional attention is
dependent not on the import of the texts as Gathiatson their ability to double
as literature or as meaningful cultural artefastfurther point here is that the

Gothic does, in fact, involve ‘specialized agemtsd ‘specific occasions’. Horror
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buffs and successful authors have an impact ofigltk and conventions bring
fans together. However, this institutionalisatiggerates at a far less formalised
and sanctioned level than the academy does. Riwdnethe formality of the
lecture theatre and scholarly papers, the Gotltiallsethe unspecialised
enthusiasm of Isabella Thorpe and Catherine Moitatidcussions.

Gothic habitus, a general disposition, certainlggloccur within agents who
have acquired the ‘cultivated disposition’ thatyigically the result of both a class
background and appropriate schooling, which gieeslers the ability to categorize
‘by authors, by genres, by schools and by perifadghe handling of educational
categories like literary analysis’; Bourdieu natieat this disposition leads to a
‘tendency to acquire equivalent categories in ofietals’.**° In other words,
academic readers happily extend the categories@msl of knowledge native to the
academy to the Gothic text, without accountingthar different sort of practice they
are engaging in. The bearer of significant cultoradymbolic capitals has the ability
to define cultural productions outside of theitdief experience. Bourdieu frames
this as part and parcel of the advantage the elltapitalist has when engaging with
texts regardless of whether that text qualifieSigsary’ or ‘sanctioned’. As much as
this allows the academy to seemingly legitimatedfirte the field, this relationship
must ultimately be understood as an impediment.

Too often, Gothic studies is unable or unwillingacount for non-academic

reading practices that might produce variant regglof Gothic texts. Critics typically

adopt the viewpoint of the ‘impartial spectator’ avkeeks to
understand for the sake of understanding and widst® assign
this hermeneutic intention to the agents’ pracdicd to proceed as
if they were asking themselves the questions he laiskself about

them®®’
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Bourdieu rightly asserts that there is an inteireghaintaining ‘disinterestedness’, the
hallmark of academic or ‘purely’ aesthetic engagethi& If our methods of
understanding have been developsithin the world of letters, and the Gothic, with
exceptions, existsutsidethe world of letters, then we will need to modofiyr
approach to the texts; they will not literary in the same manner that self-conscious
literature is. The Gothic’s critics, as much as aggnt, have acquired Gothic habitus,
but instead deploy reading strategies approproatamnonised literature. This does not
represent insufficient competence, but insteadsapplication of strategy that
replicates insufficient competence, generatingillasory comprehension based on a
mistaken code’®®

‘Literature’ and the Gothic are different gameshaligh the two often
converge, as in ‘The Turn of the Screw’Beloved On other occasions the two
remain separate, as in the semi-pornographic vamnpimances of Christine Feehan.
In cases where a text is involved in multiple gesrwe need to orchestrate and
ordinate our readings to produce a balanced uradetistg of its involvement in those
disparate practices. The critics who championedabihic in the seventies and
eighties felt they had to validate their enquiryasgued for the Gothic’s worth and
interest as literature, together with that notiasft®n highbrow connotations, even
though Gothic texts are frequently tasteless, psp@nd even trashy. Although
Gothic criticism often distinguishes between ‘highls’ and ‘lowbrow’ texts, as
Lawrence W. Levine has suggested, at least in therfan milieu, notions of
‘popular’ or ‘lowbrow’ culture cannot wholly tregihe way in which some fields are
organised:*

By describing the Gothic as a discrete practicenwéonger have to argue for
its literary worth; or its worth as cinema, music, or so foiithe Gothic text is not

always literature, but that is not necessarily laezgudgement. A text might be valued

138 Randal Johnson, Introduction, "Pierre BourdielAdn Literature and Culture," The Field of

Cultural Production: Essays on Art and Literat@@. Randal Johnson (New York: Columbia UP,
1993) 20.

139 Bourdieu, "Outline of a Sociological Theory of Aterception” 216.

140) awrence W. Levine, Highbrow/Lowbrow: The Emergemné Cultural Hierarchy in America
(Cambridge, MA: Harvard UP, 1988) 30-1, 36.
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as ‘literary’, and it might be valued as ‘Gothitfiat a text is valued as one does not
preclude it from being valued as the other, buséhgssessments are separate things.
The obvious demonstration is that Bookers and Farktare awarded to one kind of
book, and Stoker awards are given out to anothereMpect something different

from a Gothic experience than we do from a liteexgerience.

Indicative of this difference is the manner in whpractitioners of the Gothic
describe the genre, as opposed to academic cfiephen King believes that horror
text works on two levels, presenting its audiendé e ‘gross-out’ and the only
slightly more sophisticated tapping of their ‘phobiressure points** Similarly,
Lovecraft's essay, ‘Supernatural Horror in Literafyoutlines his vision of the
‘weird tradition’, a term he uses in the same isala, transhistorical way that modern
criticism uses ‘Gothic’. His thesis is that ‘theeotest of the really weird is simply this
— whether or not there be excited in the readepfopnd sense of dread, and of
contact with unknown spheres and powét$Both authors suggest the Gothic is a
practice that relates to affect and sensationtilogéhe phenomenon as much in
readers as in texts. While we expect academic apdlar discourses to differ
substantially, what is striking about these appineads just how distant they are from
some of the ideas that emerge from Gothic criticistmch sees the genre as
thoughtful and discursive.

Draculais an interesting case. Gelder notes the criticakensus in the
nineties that the destruction of the vampire Ligcg revolting act, leading us to think
of the Crew of Light as villainous and misogynistit Similarly, Anne Williams’
reading of Lucy’s dispatch fails to engage with anyion that Lucy has become a
gualitatively different order of being, a vampisie is read as a woman, only human,

brutalized by men** For Williams, the Count himself became a ‘Motherd@ess’

141 Stephen King, Danse Macaltsondon: Futura, 1982).

1424 P. Lovecraft, "Supernatural Horror in Literatyir€he H.P. Lovecraft Omnibus 2: Dagon and
Other Macabre Taled ondon: Grafton, 1985) 427.

143 Gelder 76-7.

44 \williams, Art of Darknes424-7.
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figure*** and thus, in terms of her argument, heroic. Pertagse are fair re-
readings, and meaningfully discursive, but happeroincide with the rising
popularity of Anne Rice’¥ampire Chronicleswhich place the vampire in the role of
protagonist rather than monster, transformingaitrfran agent of the devil into a
Byronic hero. Rice’s vampires are more recognisabilpan and heroic than Stoker’s
Count. Gothic criticism of historical texts somegisirisks failing to unpick itself from
its own contemporary Gothic habitus, from the Go#s it appears now. At the same
time, this confirms Bourdieu’s claim that ‘so loag there is a generatifi@abitus
somewhere at work, one will never cease to “discavew data’>*® While Gothic
criticism fails to account for the importance oft@io habitus in the readings
produced by a text’s intended audience, it alsaresblind to the force of
contemporary habitus acting upon it. A further plméisy here is that the force of
critical discourse can enter the field itself, tlesitributing to its ongoing
rearrangement. It is important to distinguish bemecholarly, ‘authentic’ readings,
and critical readings based in a more current @dthbitus that seek, for whatever
reason, to intervene in a popular practice.

At the same time, Gothic criticism privileges tlregleest Gothic texts as
foundational to the field. Habitus, however, gidesproportionate weight to early
pastexperiences*’ For most consumers of the Gothic, their earlipeeences of
the genre will have had little to do with eightdenéntury texts, but instead come
from their own reading and viewing experiences, g are most likely to
emphasise popular Gothics of the day.

Because Gothic practice is different to literarggtice, it offers a different
mode of experience for its participants, a typplesure that, while present in more
generalised literary production, remains very rexsaple. Mikita Brottman

celebrates

the intoxicating moment... when | learned that booisld take

you to horrible places — horrible, that is, ithelling way: places

145 \williams, Art of Darknesd 34.
146 ; ; ;
Bourdieu, Logic of Practic8.

147 Bourdieu, Logic of Practic4.
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on the other side of the looking glass where uninsge
nightmares came true, where little girls like maeveept in cages,
had their heads chopped off, were cooked and daten

breakfast... The nastier the stories, the more tlikem*

Christopher Lee, star of many of the Hammer hormmiakes a similar point

introducing a collection of macabre tales:

You will note that | have carefully avoided desardpthe work of
[Wheatley, Bloch and Bradbury, amongst othershasror’
stories, for this is a term | dislike, just as $ldie it being applied
to the kind of films | make. My very good friendhet late Boris
Karloff, was similarly opposed to the word, as vahbfelt we
were out to excite and thrill our audiences pleaisly; not horrify
them. There is too much horror in the world fotaisieed to re-

enact it on the screéft’

Both Brottman, a consumer, and Lee, a producdretaothic, insist that the Gothic
is thrilling and pleasurable, explicitly disconnegtit from the real. These are
relatively recent responses to the Gothic textitherte is no doubt th&torthanger
Abbeys Catherine Morland enjoyed Radcliffe. Indeed, Kehilney readUdolphoin
two days with his hair standing on end, but dessithis as the pleasure of a good
novel*° The Gothic is a practice meant to bring aboutrtaiekind of delight.
Gothic studies fails to address the gulf betweetignaants’ reports of Gothic
experience and its own rhetoric, stressing theajembility to plumb the horrifying
depths of human experience rather than the enjoydestribed here.

There is an enormous difference between the expaziGothic readers report

and the reading experience we might expect giverirightful and traumatic material

148 Mikita Brottman, The Solitary Vice: Against ReadifBerkley: Counterpoint, 2008) 24.

149 Christopher Lee, Introduction, Christopher LeesssNChamber of Horrored. Peter Haining
(London: Souvenir Press, 1974) 11-2.

150 Austen 102-3.
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represented in Gothic texts. Where literature pri@siserious, discursive engagement
with its subject, the Gothic typically encouraggdayful approach.

Johan Huizinga’s articulation of play remains usd®lay is ‘present
everywhere as a well-defined quality of action tkatifferent from “ordinary”
life.” ™! It ‘is “played out” within certain limits of timand place*? Play itself is not
serious, but it can be performed very seriouslgty Bles outside the antithesis of
wisdom and folly, and equally outside those ofttrahd falsehood, good and evil....
The valuations of vice and virtue do not apply HéraIf we accept Huizinga’s claim,
we can see how the Gothic and other playful gemresent an unusually slippery
aspect for modes of criticism that seek to link texthe ‘real’ of history and
psychology. Huizinga describes ancient poetry asgoe play-function, but notably
excludes modern literature from his argument, ssyog that the play of language in
contemporary poetry is less accessible than it &dder literary forms>* hisHomo
Ludensappeared soon after the zenith of elitist, modeicultural production, at a
time where literature was seen as more seriousglagful, a perception which, to
some extent, persists today.

We read both Gothic and literary texts for pleashug the pleasures on offer
are distinct. The individual reader may find moedue and pleasure in a text’s
Gothicness than its literariness. In terms of thgimal Gothic, a reader like Catherine
Morland suggests this. Today, we identify theseleemas ‘fans’, and they happily
devour and endorse both literary and subliteraxisteo long as they provide the
opportunity to play out a satisfyingly Gothic exiegice.

Brian Sutton-Smith discusses the various meaniefsby play*>® Play can
be imaginative, which is generally feted as crea#ind improvisational but can

become phantasmagoric, deluding, and irrationak pbtential is a constant theme

1513, Huizinga, Homo Ludens: A Study of the Play-Edain Culture International Library of
Sociology, ed. John Rex (London: Routledge & KeBanl, 1949) 4.

%2 Huizinga 9.
133 Huizinga 6.
1% Huizinga 119-20, 134-5.

15 Sutton-Smith, The Ambiguity of Plagambridge, MA: Harvard UP, 1997) 9-11.
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for the Gothic, which, while generally a safe foofrplay, gestures towards
derangement. Play can also involve competitiveiies) and ‘genre’ fictions
frequently have playfully agonistic elements. Datexfiction demands that we pit

our wits against the narrative to see if we cankvaut whodunit before the detective.
Likewise, Gothic texts frequently promise to oveelvh us, horror cinema tries to
make us hide our eyes; yet often enough, we disdbaé our nerves are indeed steely
enough to consume the text without lasting adveffset or to keep watching. We
imagine that we pit ourselves against the textdeeslikely to be truly disturbed by
consuming Gothic texts tend to simply avoid theptirg out of the game. The

Gothic reading experience encompasses playful ypleas

Victor Nell has examined the experience of readangleasure with
surprising scientific rigour. Nell found that commreeaders generally understand
‘ludic reading’ as a form of escapism, and thatéhe substantial alteration in a
reader’s consciousness when they read for pleasudé readers read to achieve a
state of absorbed interest, or even ‘reading trarefere they read to experience a
form of discourse. In this way, the Gothic may téoards the escapist, but it is
escapism of a specific, familiar sort. The expeareeaf reading is more important than
the meanings it produces in any conventional sédse.of the curious consequences
of this is that ‘difficult’ texts tend not to womkspecially well as an aid to achieving
an absorbed experience; stereotype, cliché anaddesplex prose are not necessarily
viewed as a problem by the ludic reader, but irtstgaarently enable the rapid,
potentially entrancing reading experience sodtfht.

Nell’'s work holds provocative implications for Iy studies in general, but
is especially relevant to criticism of popular tdture. How are we to understand texts
that appeal through the experience they offer ashnas through the interpretive
opportunity they provide? Criticism ought to do mdinan merely interpret Gothic
texts, and should address the Gothic experienek. iTthis approach to Gothic
experience might suggest Sontag’s famous declardtioplace of a hermeneutics

we need an erotics of aff! together with all its unresolved difficulty and

16 v/ictor Nell, Lost in a Book: The Psychology of Riéeg for PleasuréNew Haven Yale UP, 1988).

157 susan Sontag, "Against Interpretation,” A Susam&pReade(New York: Farrar, Straus and
Giroux, 1982) 104.
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provocation. The pleasures on offer in the Gotéxt tiffer from the pleasures of
literature, and are not to the taste of some rsaadéthough how we are to usefully

articulate these differences remains criticallybing.

The corollary of habitus, the ‘field’, presents ayof understanding how participants
organise the texts they are consuming. The actibligation creates an artefact that
takes a position in the ‘Gothic field’, the spagenhich the Gothic ‘game’ is played
out. The field is ‘a patterned system of objecfmees (much in the manner of a
magnetic field), aelational configuration endowed with a specifiagity which it
imposes on all the objects and agents which enteriti™**® Field relates to Jauss’

horizon of expectations, being a

space of possibles, which transcends individuahtsg¢and]
functions as a kind of system of common referenkehvcauses
contemporary directors [that is, producers of Jagven when they
do not consciously refer to each other, to be dbjely situated in
relation to the others... [part] of the same systéimtellectual

coordinates and points of referent®.’

Over time, the position of authors and text maytsarode, expand their
influence or be forgotten. Texts relate not jusbtizer texts, but also to other
positions in the field. Bourdieu suggests the phtésfeel for the game”... gives a
fairly accurate idea of the almost miraculous emteubetween theabitusand a
field’.**® Individual readers and producers will find theivrotrajectory through the

field over time, and each individual will have easégy or orientation towards*ft*

138 Bourdieu and Wacquant 17.

139 pierre Bourdieu, "Principles for a Sociology ofl@tal Works," trans. Priscilla Parkhurst Ferguson,
The Field of Cultural Production: Essays on Art aitdrature ed. Randal Johnson (New York:
Columbia UP, 1993) 176-7.

180 Bourdieu, Logic of Practicé6.
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Texts, through readers’ attribution and reattritof value to them, continue
to shape the field, although they will shape tle&dfdifferently at different times. As
Gelder observes, ‘To reaBifacula] is to consume the object itseliyacula, and, at
the same time, to produce new knowledges, intepoais, differenDraculas’*®? If
the Gothic is a popular practice, then this corgimaproduction and revaluation is a
traceable, historicised process we can see ocguaround texts within the field,
especially texts that prove to have a durable psseCommon readers, horror fans,
writers, publishers, librarians, booksellers, rexges and academics all contribute to
the ongoing and contested allocation of culturgiteds and knowledges to Gothic
texts, and it is this which forms the Gothic fie@ther fields, including the literary,
overlap with the Gothic field but each retains grée of autonomy. A demonstration
of the separation and overlap of the Gothic amddity fields might be seen in the
ongoing contestation of Poe’s position, a writeog# texts tend to be valued in very
different ways, often at the same time. These diettiangeable over time, responsive
both to internal changes and also the shiftinguarice of other intersecting fields,
form another important context in which to undemnst&othic texts.

The notion of a Gothic field, contained within llistinct from the wider field
of power, the field of the historic real that ind&s all others, reminds us that the

Gothic does not relawdirectly to the world of the real. Bourdieu claims:

The important fact, for the interpretation of warlssthat this
autonomous social universe functions somewhatdigesm
whichrefractsevery external determination: demographic,
economic or political events are always retrandlateording to
the specific logic of the field, and it is by thigermediary that

they act on the logic of the development of wofKs.

162 Gelder 65.

183 pierre Bourdieu, "Field of Power, Literary FielddaHabitus," trans. Claud DuVerlie, The Field of
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Practices cannot be ‘deduced’ either from presenditions that may have provoked
them or from past conditions that may have conéduhe habitus, but instead from
the interrelationship of the tw§?

A historicised understanding of the Gothic fieltbals us to rediscover the
newness that was once attached to certain textse Wammer films and he
Exorcistcoexisted and both claim a Gothic status, therdatiust have seemed really
new to audiences whose idea of horror involved &Ebpiher Lee in a cape. Reagan’s
exorcism was shocking not just because of her abjeas an appealingly monstrous
yet vulnerable moppét’ but because the story represented another ‘tuitmeof
screw’. When we study a Gothic text, we ought tdarstand the way the Gothic was
authored and read, the way the Gothic pagormedwithin that text’s originary
field. The positioning of texts within fields regents more than simple intertextuality
or historicisation; while it acknowledges that soimes one text relates specifically
to another text, or obviously engages in contempatecourse, a text can relate to a
more general way of doing and understanding textuags.

One of the methodological problems the study ofG¢hic presents is that
the sheer mass of cultural production that invothesgenre, even within a focussed
timeframe, will exceed the ability of any researdweexplore in total. Choosing to
treat one group of texts over another will shapeundalerstanding of the Gothic, yet it
simply is not possible or even useful to read ewamngle Gothic text produced at a
given moment. The chapters that follow sketch tlsegmarate fields, or, as | will
argue, two fields and a group of texts which oughtonstitute a field, but have not
quite succeeded in doing so. They do not attemgeétime canons, but instead to
survey some of the qualities of the fields. Formeaiea sketched, | am sure there is
another view, another version, available. Neveet®l have tried to show how texts
lie in relation to one another, identifying thoskigh lie at the centre of the field and
those which are outliers, noting those texts tltdred beyond the Gothic field and
those that are more uncomplicatedly Gothic. Dersigiggests that

184 Bourdieu,_Logic of PracticB6.

1% Barbara Creed, The Monstrous Feminine: Film, Fe&minPsychoanalysid ondon: Routledge,
1993) 31-42.
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By orientating and organizing the coherence ofsystem, the
center of a structure permits the play of its eletsénside the total
form... the center also closes off the play whicbgpéns up and
makes possible. As center, it is the point at wiiehsubstitution
of contents, elements or terms is no longer passii the center,

the permutation or the transmutation of elements foribidden-®°

Of course, although Derrida does not treat theondtiere, the centre itself might alter
over time. Some texts will be central to the Gotiti@ given moment and embody its
core values; others are less central and displagintgperformances of the genre. All,
however, take positions in the field as a condibbbeing understood as Gothics, and

this is what the following chapters demonstrate.

If we wish to reconstruct a contemporaneous readiragtext, we ought to
acknowledge that our own Gothic habitus influenm@sreading, and attempt to
assemble a sense of the Gothic as it was perfowrthoh that text’s originary field.
The following chapters explore the potentials af thethodology across three
‘moments’ within the twentieth century Gothic. Aafthe chapters could have been
more substantially developed as a history; howetes, are presented as case studies,
necessarily brief. The primary aim of the thesma@s an investigation of a possible
theorisation of the genre and the suggestion eins@guent methodology.

There is no shortage of critical work on the Amani&othic of the nineteen-
eighties, but this has generally insisted thatibek is literary and discursive,
missing its cruder elements. Chapter two asks hew3othic relates to literature in
the valorised sense. It uses the American fiektdge a discussion of the intersection
and convergence of literary and Gothic fields, emduggest the ways that critical
theorisations of the genre can enter the fieldfitse

The English Gothic of the nineteen-sixties providepportunity to examine
the genre’s playful and ritualistic aspects. Thereery little critical work that

attempts to describe this moment in the Englisk fiwhich is curious, given its

186 Jacques Derrida, Writing and Differenteans. Alan Bass (Chicago: U of Chicago P, 1978).
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proximity to the beginnings of Gothic studies. Cleaphree suggests a particular
relationship that exists between Gothic texts it readers.

The final chapter, a consideration of the New Ze@l&othic, explores how
the practice of genre relates to place and natigeehture. It takes in a longer
historical period, from the nineteen-thirties thgbithe nineteen-nineties. There has
been only a little work on this field, and what leen done displays problems typical
of Gothic criticism. This chapter uses the notidbthe New Zealand Gothic to discuss
how genres relate to New Zealand literature iniQagr.

By examining the Gothic as it manifests at différgmes and in different
places, | hope to test the usefulness of the apprtwathe genre proposed here. | am
aware that there is a certain irony in rejectirgukual theorised readings of the
Gothic on the basis that they do not engage wethgtinre as it is popularly practised,
only to re-theorise the genre in another way. Nindess, enough has been written
about the Gothic in the grave language of trauregclmc rift, epistemological
distress and so forth. This thesis aligns itsethvidotting’s contention that ‘Gothic
fiction, despite the efforts of its critics, doast tie outside polite, rational and moral

culture’**” and attempts to show exachgwit lies within the bounds of our culture.

157 Fred Botting, "The Gothic Production of the Unctinss," Spectral Readings: Towards a Gothic
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CHAPTER TWoO:
DISCOURSE AND PRACTICE IN THE AMERICAN GOTHIC OF THE NINETEEN-EIGHTIES

Stephen King's story ‘The Raft’ first appearedhie pornographic magazitzallery,
before it was republished in his 1985 collectiorslodrt fictions Skeleton Crewit
narrates the story of Randy, Deke, Rachel and Liad/dour university students who
swim out to a raft anchored fifty yards from th@shof the secluded Cascade Lake.
Deke and Randy are close friends, Deke an athigtiicsand Randy in pre-med. We
do not learn what Rachel and LaVerne are studyinty, that Rachel is a blonde,
nervy city girl, and La Verne is a brunette. In aage, these details are incidental.
The narrative is not really interested in represgnpeople, but in destroying them;
unluckily for the friends, the lake is menaced byamorphous, hypnotising black
blob that devours them, one by one.

Rachel dies first. Deke is next, gruesomely pulietiveen the planks of the
raft and consumed. LaVerne and Randy remain, searédold as night falls.
Huddling for warmth, the pair begin to have sex, dlas, the thing envelops
LaVerne’s hair which hangs down in the water anascones her. Randy is left alone
and hopeless for a day before he throws himselfdanonster.

King's narrative is interested in describing undsuatilations of the human
body. Deke virtually explodes as he is sucked tginaine half-inch gap in the raft's

planks:

Blood was pouring from Deke’s eyes, coming withtstarce that
they had bugged out almost comically with the fatte
haemorrhage... Blood streamed from both of Deke’s. ddis face
was a hideous purple turnip, swelled shapelesstivgthydrostatic
pressure of some unbelievable reversal...

! Stephen King, "The Raft," Skeleton Cré¥985; London: Futura, 1986) 307.
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As Deke dies, we learn he ‘voided a great jet 0bt| so thick it was almost solid.’
LaVerne is reduced to an abject state as she exedvn the blood that shoots out of
Deke. “Ooo0g! she cried, her face twisted in half-mad revulsi@®ooog!Blood!
0Oo000g blood!Blood!” She rubbed at herself and only succeeded in Sntegr
around.? Once Rachel is caught in the blob, her arm iscedio something that
‘looked a little like a rolled roast of beéf.’

How should we interpret a story like this? Tonydit#rale believes one of
King’'s major themes is the betrayal of innocenbe,fall from grace, and argues this
is a useful frame in which to read ‘The Raft’. Mstghle’s reading makes the blob

primarily a metaphor for a youthful fear of adultitb He believes that:

In its ambiguity and destructive hunger, the daréle
(reminiscent of the spiral imagery et Sematanybecomes a
symbol of the mystery of adulthood — capable of mmeszing at
the same time as it plunders — and Randy in pdatigains acute
insight into this realm before he perishes.

The narrative is accorded value because it seeseyteomething about what it is to
be a young person, and offers us ‘insight’. ‘ThétReecomes a coming-of-age story.
Heidi Strengell suggests another reason; when Realidythe monster to ‘go to
California and find a Roger Corman movie to auditior’, this apparently gives
‘postmodern substance to the validated nightmacké&® In this reading, the tale’s
engagement with the intellectual zeitgeist is reammugh to examine it. In another
reading, Linda Badley notes that King changes togusapitalised letters to denote

2King, "The Raft" 307.
¥ King, "The Raft" 307.
* King, "The Raft" 298.

® Tony Magistrale, Landscape of Fear: Stephen KiAgigrican Gothi¢Madison: The Popular Press,
1988) 84.

® King, "The Raft" 317; Heidi Strengell, DissectiBtephen King: From the Gothic to Literary
Naturalism(Madison: U of Wisconsin P, 2005) 21.
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that Rachel is screaming while she is eaten bylibie ‘Help it hurts please help it
hurts IT HURTS IT HURRRRRZ-Badley argues that ‘King reclaims the discounted
or discredited language of the body, especiallybibdy in pain®

‘Insight’, ‘postmodern substance’, and the reclaorabf discredited
languages are all appropriate reasons to praidefend a work of literature.
However, none of these readings manages to dititessost immediately obvious
elements of the narrative, namely that it is prilgamn explicitly sadistic and
sexualised depiction of the death of four youngptedMagistrale privileges an
allegorical reading over a simply representatiamad, completely avoiding the tale’s
matter. Strengell takes a throwaway joke and udesattach the weight of discourse
to the text. Badley, at least, addresses the sudxstaf the narrative, but avoids the
obvious point that this spectacular mutilation r&ten to be relished rather than
abhorred. By finding qualities we expect to finditerary fiction in this genre
exercise, these critics, while attempting to chamgi{ing, become mere apologists,
entirely evading what the text is about.

This particular set of readings rehearses oneeoptbblems endemic in
critical writing about the Gothic; by treating thenre text as if it were no different to
‘serious’ literature, a misgauging occurs. Thesalirgs avoid the guts of the matter,
as it were, misunderstanding not only the functibthe story, but the style in which
it represents its characters. Often, readers &eahé characters that inhabit Gothic
texts, or more precisely, we fear for them on adi@l basis, so that it &s ifwe fear
for them. However, common as this phenomenon nlighit has never been a rule,
and ‘The Raft’ depends on readers agreeing thaigége four destroyed is an
entertaining proposition. To this end, we are diséa from the characters; they are
sketches rather than portraits. Our sense of theacters as substantial, as deeply
mimetic, is reduced. Deke is dull, a jock and dagstderer. Randy is well-named,
envious of Deke’s success with women. Rachel arvkktrze are ciphers, developed
in even less depth than the boys. If ‘The Raft’@varshort story in the literary sense,

the sort that Michael Chabon has uncharitably desdras the ‘contemporary,

"King, "The Raft" 298.

8 Linda Badley, "The Sin Eater: Orality, Postliteyaand the Early Stephen King," Stephen Kiad.
Harold Bloom, updated ed., Bloom's Modern Criti¢adws (New York: Chelsea House, 2007) 112.
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quotidian, plotless, moment-of-truth, revelatoryrgt,® this would probably be a
failing. Instead, this distance facilitates thegstg of the brutalisation of the
swimmers. We are unencumbered by the readerly comge might experience if we
were deeply involved with these figures. The siergn entertainment, and the
primary pleasure it offers is the spectacular desiwn of the unfortunate students.

Given the principle of ‘The Raft’, it is unsurpmgj that King’s success has
afforded critics like Harold Bloom the opportunttydeclare the death of the ‘Literate
Reader™® This is exactly the assessment that King’s adescagsist, and this
resistance tends to take the form of simple cordtiad. King, they claim, is
practising literature. The argument of my first ptea suggests a third way; in ‘“The
Raft’, King is performing the Gothic rather tharaptising literature. The American
Gothic of the nineteen eighties included literasygell as semi- or non-literary texts,
and King was a key figure in its development.

This chapter examines works by King, Joyce Cardae®and Toni Morrison
in the context of critical engagements with the Aican Gothic. It briefly describes
significant strands within that criticism, beforening to King'slt, Oates’Mysteries
of Winterthurnand Morrison’sBeloved It provides a useful example of a wildly
successful popular Gothic that has little to ddwtiite American Gothic as it is
critically described; nevertheless, in a limitedl apecifically Gothic way, it engages
with the postmodern zeitgeist of the eighti¢'s. success strongly suggests that the
Gothic is a discrete practice from literature. Hgere this argument is complicated by
discussions oWinterthurnandBeloved Oates’ and Morrison’s texts perform the
Gothic as it has been critically rather than popyldescribed, thus conflating the
literary practice with the popular practice of thethic. Morrison orchestrates this
conflation carefully irBeloved while it creates substantial difficulties within
Winterthurn

Rather than undermining the argument that the Gasgha distinct strand
within our habitus, separate from our literary pice; the chapter attempts to

° Michael Chabon, Introduction, "The Editor's NotekoA Confidential Chat with the Editor,"
McSweeney's Mammoth Treasury of Thrilling Taled. Michael Chabon (N.p.: Penguin, 2004) 6.

19 Harold Bloom, Introduction, Stephen Kingd. Harold Bloom, updated ed., Bloom's Moderi€i
Views (New York: Chelsea House, 2007) 3.
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demonstrate the analytical usefulness of the distin, while addressing the
commingling of the two practices. One of the poenserging from this discussion is
that Gothic criticism misrecognises the contempoathic as a natural rather than
historically constructed category, and tends tal tbés back into earlier texts.
Similarly, literary engagements with the Gothic ediempt to refashion the practice
so that it conforms more closely to the contempocaitical vision. The American
Gothic of the eighties is a useful milieu in whichexamine this relationship, as it has
developed, at least in some ways, conterminoudly @othic studies as a specialist
field.

American Gothic Studies and the Field

The American Gothic has received substantial alitdtention since the early
eighties. A handful of key critical gestures pdrsidiscussions about it. These
include the attempt to posit the Gothic as a magode of American cultural
expression, and an insistence on linking it to‘teal’, understanding the genre as an
expression of specific historical anxieties. Consgrly, attempts are made to relate
Gothic texts to the troubled racial history of Biates. The Gothic is thought to
articulate the ‘dark side’ of the cultural momerarh which it emerges. However,
there is little interest in historicising the natiof the Gothic itself. Instead, the genre
is represented as vaguely ahistoric, although tiseaso the critical urge to locate its
origins, often with Charles Brockden Brown, wittesfal importance being accorded
to the works of Poe and Hawthorne in the nineteeattury.

Foundational texts in Gothic studies by Moers @iltdert and Gubar were
most interested in the British Gothic of the laighéeenth and first half of the
nineteenth centuries; Puntel’gerature of Terrordoes, however, include a chapter
devoted to the nineteenth century American Gothumter uses the notion of national
Gothics to organise much of his discussioitlire Literature of Terrqryet when he
turns his attention to the Gothic of the lattermtieth century, he abandons this as an

organisational method, treating American and ofikenatures side-by-sid€.Perhaps

" David Punter, The Literature of Terror: A HistarfyGothic Fictions from 1765 to the Present Day
Digital Print on Demand, 2003 ed., vol. 2, (Harldwngman, 1996) 119-44.
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this reflects the later twentieth century’s globation of Western culture; in any case,
the notion of a national Gothic encourages crticts look to history, both of nations,
and of the Gothics written within their borders,igfhtends to create the sense that a
national Gothic has ‘roots’.

Critical discussions of an American Gothic predhtedevelopment of Gothic
studies. Justin D. Edwards locates this within ieeSledler’'s 196Q.ove and Death in
the American Novelvhich Edwards believes ‘revolutionised’ the stadyhe Gothic
and was the first to argue for a truly separate Aeae Gothic traditiort? This
attribution relates to Edwards’ definition of thetBic, but it is debatable. Harlan
Hatcher, writing in 1934, described what was esakliya thriving contemporary
American Gothic, in which he includes the writinj~aulkner, Robinson Jeffers and
Sinclair Lewis amongst now-obscure titfésAs noted in chapter one, the Southern
Gothic, necessarily native to America, held curyelng the early fifties. Nevertheless,
if we understand Fiedler's work as addressing thth(G, it anticipates the later
critical interest in finding the Gothic in unexpedtplaces; Fiedler treats Twain’s
Adventures of Huckleberry Firas well as Poe.

However, Fiedler's work seldom uses the term ‘Gotland many of the texts
it treats do not substantially participate in tle@ig. While the Gothic is also often
interested in love and death, it is a mistakedattthe genre and these twin themes as
substantially similar; this underlines the problesttendant on thematic definitions of
the Gothic. Nevertheless, the critical urge toudel Fiedler’s prestigious work within
Gothic studies suggests that Gothic studies isyhappromote the Gothic as being
central to American literary discourses.

Donald A. Ringe’s 1982merican Gothidelieves it is the first monograph to
give a ‘sustained treatment of [the American Gashidevelopment®* The
forthrightness of the claim suggests that Gothidisis as we now have it was

beginning to cohere as a field, and specificalat the term ‘Gothic’ was increasingly

12 Justin D. Edwards, Gothic Passages: Racial Amtyiguid the American Gothi¢owa City: U of
lowa P, 2003) xvii.

13 Hatcher 91-3.

4 Donald A. Ringe, American Gothic: Imagination @eason in Nineteenth-Century Fiction
(Lexington: UP of Kentucky, 1982) v.
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being used to identify the area of enquiry. HowefRenge’s interest is limited to the
nineteenth century, and his version of the AmeriGathic is a closed canon, a style
that peaked even before ‘The Turn of the ScrewigRiattributes discursive, literary

worth to the nineteenth century texts, concludhng t

No one today could express through [the Gothicsd the broad
philosophic themes of Poe or the great moral ohémwthorne.
The American Gothic reached its peak in their wékker their
passing it ceased to play a significant role inan&merican

fiction.®

For Ringe, the Gothic had once been a major stoéd@gnerican cultural production.
Harry Levin’s monograph on Hawthorne, Melville ahde had already argued that
the ‘cherished [American] Renaissance was insgseHuropean romanticism’ and
that romanticism, including its predilection foetlsothic turn, sat at the centre of the
American canon® However, Ringe reminds us that American writéks frenimore
Cooper and Hawthorne complained that a genuinelgraan form of romance, and
by extension, the Gothic, was problematic becauserfa was far too workaday,
upbeat, and lacked a sufficiently dark past to dvaw/

In The Scarlet Letterthis complaint is dramatised in the distincti@ivibeen
the banal Custom-House of the framing narrativetaechaunted world of the
Puritans. Olden Salem affords a stage on whicimaetethe Gothic that Hawthorne’s
present does not. More recent engagements witArtiexican Gothic do not share
this concern, and contemporary readers would nd¢rstand America’s history of
Indian massacres, slavery and wars as pedestrithnrdroubled. Nevertheless, the
distinction between our perception and a nineteeethury understanding is

interesting. Hawthorne’s present, which failedffora him the Gothic possibilities

!5 Ringe 189.

% Harry Levin, The Power of Blackness: Hawthornee Rdelville (New York: Alfred A. Knopf,
1970) 19.

" Ringe 1-2.
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he required, becomes available for later GothicBtgh BelovedandWinterthurn
have nineteenth century settings.

Ringe argues that the Gothics of Poe and otheteenéh century writers
came from a desire to imaginatively throw off theckles of a rational American
tradition® He links the origins of the American Gothic striynp the influence of
European Gothic¥’ and in this follows Levin, identifying the Gothés an imported
tradition.

Ringe’s assessment is at odds with much of theeakivork that has followed,
which emphasises continuity between the AmericathiGof the nineteenth and
twentieth centuries. Mark Edmundson, writing atehe of the twentieth, makes this
notion explicit, claiming that ‘Poe is lord (if treeis a lord) in contemporary
culture’? for Edmundson, the Gothic we have today is Poe#his, and he
acknowledges his approach ‘shuttles between tkeeslghteenth and the late
twentieth centuries with only a few stopping poibéesween?*

The ahistoric nature of this approach is faciliabg criticism that emphasises
an organic relationship between the American Gahit the nation that produced it,
so that the very forces that produced the natisa pfoduced the subgenre. This
invokes history, while softening its specificitylal Lloyd-Smith describes what he
believes are the unique conditions which lead ¢od#velopment of a distinct

American Gothic as opposed to earlier British antbean Gothics:

Rather than a matter of imitation and adaptatiabsstuting the
wilderness and the city for the subterranean roanascorridors of
the monastery... certain unique cultural pressurd#\haericans to
the Gothic as an expression of their very diffe@ntditions.
Among these American pressures were the frontier

experience, with its inherent solitude and potéri@ence; the

18 Ringe 6-7.
¥ Ringe 10.
* Edmundson 155.

21 Edmundson xvii-xviii.
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Puritan inheritance; fear of European subversiahanxieties
about popular democracy which was then a new exat; the
relative absence of developed “society”; and veggicantly,
racial issues concerning both slavery and the Ka&iwericans?

Lloyd-Smith connects the uniqueness of the Amer{@athic to ‘real-world’
conditions to account for why it is distinct.

Gothic criticism often discusses how media repregems of the real, and the
‘real’ itself, are involved with the American GothiTeresa A Goddu argues that
Gothics are not escapist but ‘intimately conneetétl the culture that produces
them.?* Mark Edmundson and Toni Morrison both insist theekican Gothic is
linked to ‘real’ phenomena too. Edmundson describessothic as including the O.J.
Simpson trial, the Timothy McVeigh case, and theabbmber* Morrison links the
Gothic with Puritanism and the sermon, and disause Gothic and romance as a
‘head-on encounter with the very real, pressintphisal forces and the contradictions
inherent in them®

Charles Crow neatly summarises what many criticslevagree is the

function of the American Gothic when he writes that

The Gothic is a literature of opposition. If thetinaal story of the
United States has been one of faith in progressaockss and in
opportunity for the individual, Gothic literaturarttell the story of

those who are rejected, oppressed, or who haef4il

22 plan Lloyd-Smith, American Gothic Fiction: An Imduction Continuum Studies in Literary Genre
(New York: Continuum, 2004) 4.

2 Goddu 2.
24 Edmundson 12-3.

% Toni Morrison,_Playing in the Dark: Whiteness ahé Literary ImaginatioiCambridge, MA:
Harvard UP, 1992) 36.

% Charles L. Crow, Introduction, American Gothic: Anthology 1787 - 1916ed. Charles L. Crow
(Malden: Blackwell, 1999) 2.
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Like Crow, Goddu favours a definition of the AmenicGothic which is negative; her
definition ‘depends less on the particular setafventions it establishes than on
those it disrupts?’ She emphasises the especial importance of is$uaseoand
slavery to the American Gothic. Goddu’s Gothicas imited to text since she
believes that ‘gothic tales are enacted in theyalar terrorism of the Ku Klux Klan
and that accounts of those terrors can evoke ineth@er a response similar to that
provoked by a gothic talé®

The notion that the American Gothic is intimatiglyolved with racial
discourse is also emphasised by Edwards, who atgaagenre deals with fears of
miscegenation, and is especially interested in umpieng any notion of fixed
identity?® Edwards purposely treats Gothic fictions and fthtve discourses of the
human sciences, particularly biology, anthropolagy] nineteenth-century theories

of heredity and evolution’ as being simifdFor Edwards,

gothic discourses are alive and well — not jusimme Rice’s
novels and Tim Burton’s films — but in media rendgs of the
September 11, 2001 terrorist attacks, in our palitdiscourse, in
our modes of therapy, on TV news, on talk show$ sisc
Oprah...**

Edwards’ appreciation of the American Gothic iseshby any number of critics.

27 Goddu 4.
2 Goddu 2.

% Edwards, Gothic Passagesii-xxvii.

30 Edwards, Gothic Passages

31 Edwards, Gothic Passagesii.

32 For additional instances, see Eric Savoy, "Theekrthe Tenant: A Theory of American Gothic,"

American Gothic: New Interventions in a Nationalriddive, eds. Robert K. Martin and Eric Savoy

(lowa City: U of lowa P, 1998); Idiart and Schulamerican Gothic Landscapes"; Cohen.
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In the United States, the sixties and seventiesskad a dearth of magazines
publishing the Gothic and, with some exception, fieajor houses were interested in
publishing horrifying text§® For much of the twentieth century, the short teld

been the Gothic’s habitual form. However, the medenties saw the advent of the
novel-length horror blockbuster with the emergeofcking. This marked a new and
distinct period. ‘Horror’, as practiced by King,dzeme a distinct strategy, a discrete
sort of fiction within the field. Gothics becam@atentially lucrative category for
publishers. This led to the development of a suibistiaimid-list’ of specialised horror
authors® King's success with longer horror narratives emagad the new horror
writers to produce novel-length works.

The later seventies and early to mid eighties $mAptiblishing hey-day of
horror fiction in both hard and paperback; oneiinfed estimate suggests as much as
ten times the amount of horror was published inetdudy eighties as had been a few
years earlier, with many publishers starting sednarror lines® Fiction that was
being marketed as speculative, which includes seiéintion and fantasy as well as
horror, accounted for ten percent of the novel mtirk America in the mid-eighti€,
and horror was the fastest growing of these caieg®rA number of specialist small
presses were established, and a rich and probablpapulated horror magazine

market developed, which published tales, noveltatle works, and serialized longer

3 Michael A. Morrison, "After the Danse: Horror AetEnd of the Century,” A Dark Night's
Dreaming: Contemporary American Horror Ficti@as. Tony Magistrale and Michael A. Morrison
(Columbia: U of South Carolina P, 1996) 19.

34 Steffen Hantke, "The Decline of the Literary Harharket in the 1990s and Dell's Abyss Series,"
The Journal of Popular Cultudd .1 (2008): 57.

35 Morrison, "After the Danse" 11.
% Hantke 56-7.

37 J.N. Williamson, Foreword, "Certain of What We Not See," How to Write Tales of Horror,
Fantasy & Science Fictiged. J.N. Williamson (London: Robinson, 1990) 1.

38 Morrison, "After the Danse" 9.
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narratives’ This expansion of the Gothic field is better urstieod as a popular
interest in a particular mode of entertainmenteathan an expression of cultural
crisis. The growth of the field has little to dotlwthe sorts of values attached to the
Gothic by academic criticism.

Andreas Huyssen argues that modernism can be uooérss constituting
itself by excluding elements of a consuming masti; which led to the ‘Great
Divide’ between high culture and loff While Bourdieu finds this divide, or, at least
a real degree of stratification, to be presentiryel 980s Franc& Huyssen argues
that postmodernism, which he locates as an espegiaerican phenomenon, is
interested in bringing together mass culture amboized arf? These two basically
irreconcilable views provide a useful frameworknhich to examine the American
Gothic of the eighties, as King, Oates and Morrigmactise it. If King can be
understood as representative of the ‘culture inglygorever excluded from literary
canonisation by critics like Bloom, then Oates’leyof experiments with popular
genres is an attempt to bridge Huyssen’s divisldoveds a more proficiently
managed effort to do the same.

Yet for all Huyssen and his successors’ carefutesiasm about the
possibilities opened up by postmodernism, he reesbbasically interested in ‘art’ as
high culture has historically understood it. Tlesimanoeuvre typical of academic
appreciations of popular culture since the eightidsch appear to embrace new sorts
of text but refuse to shift their reading strategi® meet them. The end result is that
rather than a genuine bridging of a supposed diwide practice is appropriated in
the service of another. This difficulty becomesdewit when we compare the way that
Oates in particular writes about the Gothic witl tay that King and the mid-list

authors who followed him do.

39 Morrison, "After the Danse" 19; Janet Fox, "Ovewiof Horror, SF and Fantasy: A Long-Range
Market Study," How to Write Tales of Horror, Fantasd Science Fictigred. J.N. Williamson
(London: Robinson, 1990).

0 Andreas Huyssen, After the Great Divide: Modernistass Culture, Postmodernig@®loomington

and Indianapolis: Indiana UP, 1986) vii.
*1 Bourdieu,_Distinction

*2Huyssen 188, 194, 197.
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Oates has had a substantial career inside theragatkaching at the
Universities of Detroit and Windsor, before moviogPrinceton in 1978’ The
academic environment she inhabits naturally infon@isappreciation of the Gothic.

In her article ‘Frankenstein’s Fallen Angel’, whiappeared at the tinWinterthurn

was published, she presents a reading of the Gatissic, arguing that it is a ‘novel
sui generisif a novel at all... a unique blending of Gothiabilist, allegorical, and
philosophical materials'* She strongly emphasises the literary values ofekie its
intertextuality withParadise Lostits serious moral engagement with a world beyond

good and evil, and claims that

a literary antecedent féirankenstein.. might be, surprisingly,
Samuel JohnsonRasselasrather than a popular Gothic work like
Mrs. Radcliffe’sMysteries of Udolphowhich allegedly had the

power to frighten its readefs.

Oates situates Shelley’s text as high literatwathar than as a popular text. For her,
Frankensteiricontains no characters, only points of viélit is a work that offers
discourse before it offers mimetic efficacy or affee power.

Like most modern readers, Oates is unlikely toffreghted byUdolphg but
she expresses scepticism that the éeetrheld affective power. Regardless of how
many readers were genuinely affected by Radcldfges clearly favours the
reflective pleasures of literature rather thanaifie, immersive experience. She
believes Shelley’s text ‘is meant as prophecy to@ntertain*’ Oates underlines her
interest in the discursive properties of the Gottinen she attacks Moers’ reading of

Frankensteinwhich ‘reduces a complex philosophical narrativéttle more than a

“3 Greg Johnson, Understanding Joyce Carol Qalederstanding Contemporary American Literature
(Columbia: U of South Carolina P, 1987) 5-6.

*4 Joyce Carol Oates, "Frankenstein’s Fallen Ang&fitical Inquiry 10.3 (1984): 543.
5 Oates, "Frankenstein’s Fallen Angel" 549.
“® Oates, "Frankenstein’s Fallen Angel" 549.

" Oates, "Frankenstein’s Fallen Angel" 550.
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semiconscious fantasy, scarcelytarary work at all. Did Mary Shelley’'s womb, or
her brain, writeFrankenstein?® For Oates, the only relevant capital is literary.

Toni Morrison has also articulated the reasoné&rinterest in the Gothic,
considering the American romanceRfhaying in the DarkShe is especially interested
in images of blackness and whiteness as they acddawthorne and Melville, even
claiming that ‘No early American writer is more iorpant to the concept of
American Africanism than Po&”This interest seems to predict the arguments Goddu
and Edwards would develop shortly afterward, ligkine darkness of African
American skin to the sorts of darkness which haseihated the Gothic. However,
Morrison’s project is wider, in that she desiragaeading of American literature as a
whole in the light of the ‘Africanist’ presence America. The Gothic is involved in
this project, but is not a privileged site withinHowever, it seems fair to say that,
like Oates, Morrison’s approach to the genre is/itdiscursive, that both writers
tend to look back to the nineteenth century to antieir considerations of the
Gothic, and that both see the Gothic as relatimapgty to the real. These notions are
developed in bothVinterthurnandBeloved

Morrison’s and Oates’ claims exist in stark conttasappreciations of the
genre produced by populist writers. The 1987 cttbedHow to Write Tales of
Horror, Fantasy & Science Fictiohrings together pieces by a number of established
genre authors and editors, framed as advice toigpvriters. It provides a
surprisingly comprehensive statement of the vahsd by a group of populist
practitioners of the contemporary Gothic. Unsuipgly, the values it attaches to the
Gothic, typically described as ‘horror’ or ‘darkifasy’, are very different from the
historicising, academically sanctioned traditioret€3 and Morrison draw on. This
partly reflects a difference in purpose Hsny to Writeaims to practically instruct, but
it also demonstrates real differences in the way plopular writers, and by extension,
their fans, conceived of the contemporary GotHiow to Writestresses the
importance of contemporary rather than nineteeatitury productions to
understanding the field.

Consider William F. Nolan’s advice:

8 Oates, "Frankenstein’s Fallen Angel" 554 n.5.

% Morrison, Playing in the Darg2.
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In the no-TV, no-video, no-comics world of Charl@iskens,
readers were conditioned to deal with complex, deoien-wordy
opening pages in books and stories... Not so todayickQgaudy
images flash across the TV screen to grab ourtaiteri-or a short
story or novel to compete in this modern world. miist engage

the reader’s attenticinstantly°

This approach might not engender texts of lasiiegdry worth, but it does make the
point that Nolan believes the populist author’s kvoas little to do with canonical
literature, and instead competes with a varietjnotlern media. Nolan is suggesting a
difference in approach considerably deeper thartivein@r not a text has a punchy
opening or not; although in written form, the Getmight have nothing to do with
literature at all. Conspicuously absent is anyngldie genre has a special relationship
with the real.

How to Writeoffers a view of fiction that could not be moré&elient to
Oates’, in particular. One writer feels that Gotharrative is primarily affective
("You want to set spines a-shivering, souls a-sigki and sometimes stomachs a-
spasming’!), that readers want to be scared, aastdathat they need is for the text to
be ‘believable®* Another feels that the ‘primary purpose of danktéesy is to tell a
story that will... give the reader a chill, a shivergood scare... If that doesn’t
work... then the story doesn’t work.This, we should remember, is a quality Oates
finds difficult to even postulate in Radcliffe’sxte Another contributor casts the tale

of terror as a retelling of the ‘struggle betweewd and evil’, a contention which is

¥ Wwilliam F. Nolan, "InvolvingYour Reader from the Start,” How to Write Tales of HoyiFantasy &
Science Fictioned. J.N. Williamson (London: Robinson, 1990) 50.

*1 Mort Castle, "Reality and the Waking Nightmaretti®g and Character in Horror Fiction,” How to
Write Tales of Horror, Fantasy & Science Fictied. J.N. Williamson (London: Robinson, 1990) 29.

%2 Charles L. Grant, "Stepping into the Shadows," HoW'rite Tales of Horror, Fantasy & Science
Fiction, ed. J.N. Williamson (London: Robinson, 1990) 64.
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the polar opposite of Oates’ post-Nietzschean repdf Frankensteirt® The
collection’s editor worries that ‘the expressi@@sious noveandserious writel have
‘loaded implications’ for demotic genre write¥sindicating an anxiety about how
genre writers are viewed by the literary establishtn

Where Oates praises the complexity and literaryityuzf FrankensteinHow
to Writés contributors tend to laud ‘originality’ abovd.at But what is this
‘originality’? In a form where writers are advisemlembrace formulaic techniques,
such as always having a gripping opening or cdse&umbracing the quotidian to
maximise its contrast with the monstrofisiow can the advice-givers possibly be
demanding actual originality? In fact, originalitythis context seems to denote an
awareness of the horror field, and the abilityaonfulate a congruent but distinct
strategy, a novel spin on things. The collecti@rigphasis is overwhelmingly on the
contemporary; the one book the aspiring writethefsupernatural must read is
apparently Peter Straub’s 19@host Story’ This advice seems very close to a
description of the ‘game sense’ central to the fiaming of the Gothic field.

The values espousedhtow to Writeare not the same as those that King puts
forward in his substantial study of the fielllanse Macabrgbut they are similar.
King argues that game-sense is important to uratstg the Gothic field; he
believes that fans develop a degree of sophisticathen they continue to engage
with horror texts, ‘a feeling for the depth andtte® of the genre®® If this were high

53 Robert R. McCammon, "Innocence and Terror - Thartef Horror," How to Write Tales of

Horror, Fantasy & Science Fictipad. J.N. Williamson (London: Robinson, 1990) 67.

** J.N. Williamson, "Plotting as Your Power Sourgdgw to Write Tales of Horror, Fantasy &
Science Fictioned. J.N. Williamson (London: Robinson, 1990) 26.

% See, amongst others; Robert Bloch, "Introductiéow to Write Horribly for Fun and Profit," 9;
James Kisner, "Freedom of Originality in Fantakiiction - and How to Use It"; Ramsey Campbell,
"Avoiding What's Been Done to Death"; all in HowM¢rite Tales of Horror, Fantasy & Science
Fiction, ed. J.N. Williamson (London: Robinson, 1990).

%6 Nolan; Castle 30.
5" Kisner 52-3.

8 King, Danse Macabre67. See also 40, 42, 48 for instances where Hiscusses the value of

something like a game-sense in understanding threrhiield.
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culture being discussed, we would think of thishessformation of a genuine
individual taste and aesthetic competence. Kingelt aware that horror readers are
notindiscriminate consumers of grue, and acknowledgest of the horror writing
produced at the height of the horror boom was ‘digtmt bad’>® However, he also
believes that a discrete knowledge, or, in the seused by this thesis, habitus, is
required to understand the genre, expressing &tistrthat when mainstream film
reviewers engage with horror films, they ‘don’t knwhat they are seein§”

Unlike How to Write Danse Macabreliscusses older, ‘classic’ Gothic texts
in addition to contemporary ones. King is engagetdust with the contemporary
state of the field, but also with how it achievhkdttstate. King also devotes a
substantial part of his discussion to horror fisuggesting that he sees the Gothic as a
practice that reaches easily into other mediaglitee, on the other hand, cannot do
this without potentially undermining its literarse

King tends to resist allegorical readings of hgrewguing that sometimes
meanings araotthe most important thing in a text, asking, ‘to giyndelight the
reader is enough, isn't if*While King makes his argument lightly, its impliizans
are substantial; he does not deny the importanceflettive, thoughtful, meaningful
reading, but suggests the primary mode in whiclndnaeaders and writers operate is
more concerned with immediately pleasing the readiren critics like Bloom
complain that King’s writing is not of literary glitg, they perpetrate a category error,
as King is not aiming for literary quality in talkke ‘The Raft’. As King himself
reflects, in relation to another of his simple grasit narratives, the autophagous
shocker ‘Survivor Type’, ‘I guess Faulkner nevemebhave written anything like
this, huh? Oh, well®®

This confusion of purpose is one that even Kiraglgocates promote.
Strengell writes in the conclusion of her monograpfKing, ‘Indeed, the horror

genre has always been plagued by its fascinatitmttve grotesque... | have

*9King, Danse Macabr282.
9 King, Danse Macabr247.

®1King, Danse Macabr20, 29.

2King, Notes, Skeleton Cre{@985; London: Futura, 1986) 611.
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attempted to show more reasons for King’s popwyldhian the visceraf® Aside from
the perplexing suggestion that grotesquery plagoe®r, a concern that amounts to a
feeling that horror might bleorrible, Strengell’s tone is apologetic, as if the onlywa
to accord value to King is to demonstrate thattosk is, at heart, literary. King’s
defenders tend to argue that what is good abouekis is goodiespitethe fact that

he often writes horror. What if a substantial mdrKing’s value is that he is good at

writing horrors?

Skeleton Crewin which ‘The Raft’ appears, was, according ®New York Times
the seventh bestselling work of paperback fictoAmerican in 1986, a remarkable
achievement given it is a collection of short stseriMore significant, however, lis
which was the bestselling work of hardcover fictthat yea* Popular interest in
King was such thdt’s release garnered King the coveifahemagazine, while the
book itself went through six printings in less thaypear, with more than a million
copies in circulation. This is remarkablejs a long book — my edition is 1116 tightly
set pages, printed on the kind of stock generalenved for paperback Bibles — and
even by King’s own admission, is ‘very badly consted’®® It does not have the
coherence oPet Semataryand does not manage the suspenddisdry. Indeed|t’'s
horrors are crude, and its narrative sometimesuiisgab

Regardless of whethérrepresents the best of King, it became somethiirag o
phenomenon. In addition to capturing the populagmation |t is one of the very
few King books reviewed in the vaunthiéw York Review of BookReviewer
Thomas R. Edwards is positivdt Seems almost serious when compared with a

“respectable” adult best seller like James Clag#lhirlwind. ®® Edwards’

% Strengell 264.
% Edwin McDowell, "'Fatherhood' and 'It' Top Sellefs86," New York Timeslanuary 5 1987.
% Stefan Kanfer, "King of Horror," Tim&ctober 6 1986.

 Thomas R. Edwards, "Gulp!" rev. ofiy Stephen King and Whirlwindy James Clavell, The New
York Review of Booksl8 Dec. 1986: 58-60.
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comparative reading reminds us that King is a gppeeise, rather than a good
instance of a bestselling author. Where Edwardisfidlavell basically execrable, he
discusses King in explicitly literary terms; he atinthat King ‘is not quite a
“serious” writer’ but describes him as ‘neo-Wordsthean’ and discusses King’s
constructions of childhood, adulthood and powet, #s much as Edwards
understands the text as participating in literaturé discoursdt speaks more
eloquently to the Gothic field than it does to liberary.

It's narrative straddles two periods, the late fifteand the mid-eighties,
relating the struggle of a group of school frientig, ‘Losers Club’, against the
monstrous It. Every twenty-seven years, It attabkspeople of Derry, especially the
children, a pattern of violence that concludesoms catastrophe that kills many.
Derry is under It's spell, somehow forgetting anaging what happens under It's
sinister influence. Each of the Losers is markeidbgusome difference that sets them
apart from their peers and encourages the towrlegto attack them when they are
young. Bill had a stutter and lost his brotherttm [1957; Stan is Jewish and kills
himself rather than return to face the monster;dBley is abused by her father and
later, her partner; Eddie is a hypochondriac; Baes fat; Mike is the town’s only
African American, and Richie is at first a sociadiywkward wise guy. The twinned
narratives begin to alternate rapidlylbseaches its climax with the Losers battling It
in the sewers of Derry in both the present ancptst.

There are many ways in which we can kess discursively involved in
contemporary, real-world fears. In the seventigseighties, a range of perceived
domestic threats, especially to young people anuevg replaced the Red Scare of
the early fifties. Cults, networks of pederastdaBists and serial killers were thought
to be ‘out there’ in America. Philip Jenkins noRsagan’s America frequently
espoused ‘a florid imagery of dangerous, conspiiatoutsiders [that] became
thoroughly integrated into political rhetoric... pexated by themes of external threat,
national vulnerability, subversion, and internatagence® The monster It is alien
but entirely integrated into Derry, the ultimatsigter and outsider simultaneously,

representing an especial threat to children.

7 Philip Jenkins, Decade of Nightmares: The Endhef$ixties and the Making of Eighties America
(New York: Oxford UP, 2006) 11.
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The cult of the serial killer developed throughthg later seventies. There
was nothing new in serial killing, but the notiointlee serial killer we now possess
developed as the crimes of Ted Bundy and John W&way came to light, and serial
murder began to be regarded as a serious threaahy American$® Gacy,
notorious for molesting and killing a large numbé&boys and young men, and for
occasionally hosting parties dressed as a clowreddRogo’, is an especially salient
figure forlt, where the monster, which takes many forms, mibsh@ppears as
Pennywise the clown. It operates much like the popronception of a serial killer,
the stranger who lures children away to their death

Despite popular concerns about cults and killéis, kind of violence
remained extraordinary in America. Howeugrmlepicts violence of a more familiar
sort too. Henry Bowers and his friends, who butlg t.osers in 1958, appear to be
It's agents; but they are also the epitome of & hreed of young criminal that
Jenkins argues eighties America feared, far markent than anything it had seen
before®® This might be a reiteration of fifties anxietidsoat juvenile delinquents, but
it is an anxiety that had recently been renewedtetime ofit’s publication. Jenkins
also argues that in the late seventies and eayhties, the physical and sexual abuse
of women was recognised through the efforts of feshiactivism, but that many
claims massively exaggerated the extent of abusizasdhe family became figured as
a site of epidemic patriarchal violen@dt features extended presentations of
Beverley’s abuse at the hands of her father anéhisvand.

Repressed memory theory was current in populaodise. Believers thought
traumatic memories might be effectively forgottewl ahen recovered, a claim that
led to bizarre allegations being made by ‘survivargl nonexistent crimes being
confessed t&" The Losers have largely repressed their earbemtatic experience of

It, and the narrative is arranged so that it degiweir process of remembering. Only

8 Jenkins 143.
% Jenkins 137. See also Ed Magnuson, "The Curséobéit Crime," TimeMar. 23 1981: 16-30.
0 Jenkins 117.

! Erankfurter.
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as they enter the sewer in the eighties do thedsdegin to recall what happened
beneath Derry in the fifties.

These links between the text and the real mighbesedacademic modes of
reading, where the Gothic provides a discursivesjpawhich to explore dangerous,
repressed subjects. Regardless of King’s statéstaase to using Gothic texts as
allegories, It does fulfil a partly allegorical eplbecoming a symbol that accumulates
meanings; It is hate, fear, sex, madness, an aacel®r homophobic and racist hate
crimes. At the same time, It is a killer clown,iarg spider, a monstrous eye. While It
takes many forms, they do not quite discursivelyare; what, really, have all these
things to do with one another? Examined individyadhy of these points might
suggest thdt is interested in examining ‘real world’ fears. Takegether, and given
that they are ideas that are only presented r#thersubstantively explored in the
text, they suggest thétis using real world fears to another elds a book about It
before it is about any of these individual discestsThis rejection of discursivity is
enacted irit, when Mike, the African American Loser, drunkenipcks a
sophisticated New York woman who enquires ‘if arggamDerry understood THE
BLACK EXPERIENCE."

This is typical of King’s approacihe Dead Zon&inges on political
assassination, but is not readligoutpolitical assassination. Terrible things emerge
from the Native American burial ground et Sematarybut it is more concerned
with the menace of a zombie cat than the enactofgrastcolonial anxieties. King
believes horror texts search for ‘phobic presswiatp’, but his discussion stresses
that the purpose of exerting pressure on thesdgmithe generation of affect. Horror
IS meant to give us ‘the creeps’ before it exploavey we might have a particular
phobic reactior® For King, the things we fear are the tools offtberor writer, not
the purpose of horror fiction.

It is careful to distinguish between exceptional tiwrsuch as the thing that
lives beneath Derry, and more banal, ‘real’ forrhgiolence. Richie considers the

difference:

2 Stephen King, 1{1986; London: New English Library, 1987) 868. @alg in original.

3 King, Danse Macabr&8-20.
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Hadn't he sat in radio studios... reading news aapyut such
fellows as Idi Amin Dada and Jim Jones and thatwy had
blown away all those folks in a McDonald’s just dothe road
apiece?... monsters were cheap! Who needed adicle+hovie
ticket when you could read about them in the pagrethirty-five
cents or hear about them on the radio for free? evdn had Its
own sorry charm, because It came frOutsideand no one had to

claim responsibility for It

Richie at first identifies real world horrors aswoarable to Gothics, but then revises
his comparison. It has charm, a quality obviousigsing from the real killers Richie
considers, and he attributes this charm to It cgnfiom outside of the real; thus,
nobody can be held accountable for it. It's appealvell as its horror is based on its
otherness. Because no person can be blamed fewit dt is placed beyond history,
politics, the real. Richie seems to experience mard of strange affection for the
monster because he understands mtaselating to the familiar world of human
nastiness. For Richie, this creates charm, buiiders, it facilitates entertainment
and escapism. Whatever issues It might raise géer is directed away from them.

A similar observation is made when young Mikeduls the tyre marks left by
a cycle and makes up a story in his head aboutrest®osnatching and killing the
child who rode it, which, as it turns out, is expaethat has happened. He reflects that
his story is ‘Just like aAlfred Hitchcock Presents! Mike shivered and looked
around uncertainly. The story was somehow a litttereal... He decided he didn’t
like the story. It was a stupid story.Mike decides he does not like the scary story he
has invented at the moment it shifts from the reaflficction to his real. It is possible
to enjoy the story so long as it is understoodam®hal; once it touches the real, its
spell vanishes.

The horrors oft are carefully stage managed, and ultimately anstcained
by their need to entertain. Real horrors are ptegem tempered with the unreal. The

monster idike a serial killer, but does natpresenta serial killer. Where the popular

" King, 1t 580-1.

®King, 1t 271.
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mythology of serial killers dwells on the sexuarekents of their crimes, none of the
child victims inlt are molested by the monster, as the text cargfoiiyts out*® that
would be too mucht explores how the Gothic might function in a wordreasingly
framed in monstrous terms.

The text also carefully positions itself in relatito literature. The leader of the
Losers, ‘Stuttering Bill' Denbrough, is a wildly stessful horror writer, with a
similar career arc to King’s own; King often writebout writers. Irit, Bill’s vocation
is used to provide both a critique of the litereyd and, more importantly, a
statement of the differences between literaturethedsothic. Despite his success,
Bill feels excluded from the literary field. He lefts on his unhappy experience at a

university creative writing workshop:

There’s one guy who wants to be Updike. There’stasrcone who
wants to be a New England version of Faulkner ¥ belwants to
write novels about the grim lives of the poor iarik verse.
There’s a girl who admires Joyce Carol Oates kelsfthat
because Oates was nurtured in a sexist societig Staglioactive

in a literary sense.” Oates is unable to be cléas girl says. She

will be cleaner’.’

Bill's instructor, a minor poet, is sent up for msistence that all narratives are
allegorical and political, and this is presentea akifficulty for Bill, who is interested
in writing genre fiction. Consequently, Bill is duded by his fellow students and
institutionally persecuted by his teacher, espbcaiter he attempts to distance

himself from the politicisation of literary practién class:

‘[...] Why does a story have to be socio-anythingtties...
culture... history... aren’t those natural ingredieintany story, if

it's told well? [...]" [...] They are thinking, he reiaks, that maybe

®King, 1t 498.

"King, 1t 132.
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there is a sexist death merchant in their midshehn... can’t you

guys just let a story besaory?’"®

Bill sells his first story to a pornographic mageeidrops the course, and sells his
first novel at the age of twenty-three.

Despite his plea to limit political discourse, Bilbwn position is hardly non-
political, representing a degree of conservatisthdiscomfort with late sixties
campus radicalism. However, Bill's outburst alsggests something beyond the
rejection of his classmates’ politics; he distirgigs between ‘story’, which he
believes lies beyond the political, and ‘naturgradients’, which contain a degree of
historic and political verisimilitude, but remaialsidiary to ‘story’. Story seems to
suggest more than simply narrative, but the egtwéthe reading experience offered
by a text. For Bill, the discursive aspects of mimeepresentations and allegorical
interpretations, when didactically stressed, distirstory itself.

Bill's concern relates to reading practice, anguggestive of the difference
between literary and Gothic habitus. He arguesgbate genre texts ought to be
enjoyed in an oddly suspended, unreflective spaceading practice quite different
to the thoughtfulness and ironic distance thatatemarks of literary reading. It is an
argument for the pleasure of the text before itgips. Given that Bill is a character
very much like King, this seems close to being @ath@rial instruction that seems
likely to find approval amongst readers. King'snaéives typically endorse altruistic,
worldly pragmatism over ideologically driven conter

The broadly satiric pokes at Bill's classmatesiateresting in that they focus
on their desires, not to write, as such, but tavbeers; the difference is that they want
a sanctioned role within the world of letters rattie@n to actually produce stories, or
even to find their own voices. King does not attduekwriters he names, but instead
the student’s engagement with those writers; gadates’ reconsideration by
feminists, King seems to be lampooning the critigi®ates that was grounded in
feminist concerns and sixties idioms, while remagntlear that Bill, and by
extension, King himself, are very different sortsvoiters. This echoes the concerns

voiced inHow to Write

8 King, It 133. Ellipses in original except where indicated.
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It is keenly aware of the sort of book it is, and hbmight be received. Patty
Uris, wife of Stan, the Loser who kills himselfmat than return to Derry to confront

the monster, expresses her distaste for Bill’'sdromriting early init:

It had not just been a novel [...] it had been adrrwok. She said
it just that way, all one word, the way she wouddvér said
sexbook. Patty was a sweet, kind woman, but nobtgarticulate
— she had wanted to tell her mother how much tbakihad
frightened her and why it had upset her, but hadren able. ‘It
was full of monsters,’ she said. ‘Full of monstelssing after
little children. There were killings, and... | dokhow... bad
feelings and hurt. Stuff like that”

Patty’s critique is non-academic, but familiar; tethic simply is not nice. Patty is
framed as the sort of dull, middle class conseveattoman who might be
sympathetic to the mode of censorious morality espd throughout the eighties and
epitomised, albeit in a different context, by tlerdhts’ Music Resource Center.
Readers will dislike Patty’s objection, becausgaitries a judgement of the very
activity they are engaged in. However, this reactsocountered, to a degree, as the
objection leads Patty to a reflection on her Jemgsls, and the occasion years ago
when she was refused entry to her prom’s afterygmgrther anti-Semitic peers. This
extends into a wider survey of Patty’s fear tha&t ishoften denigrated for being
Jewish, and then her reflection returns to Bilkk®k: ‘The book by Denbrough — the
one she had tried to read and then put aside -ab@# werewolves. Werewolves,
shit. What did a man like that know about werews®?

The irony is that Bilhasbeen chased by a werewolf when he was younger, as
this is one of the forms that It took to menaceltbsers. Patty, however, believes that
she knows where the real werewolves are; theyhareeople who suddenly reveal
their hidden anti-Semitism and attack her. Pattgisception of a werewolf is,

implicitly, allegorical. Bill Denbrough’s werewolge on the other hand, are more

¥ King, It 51. Ellipses in original except where indicated

8 King, It 54.
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literal than that. Patty’s resistance to the gealates to her inability to shift into the
non-allegorical reading practice that Bill argues her Gothic habitus is
underdeveloped. However, the text does not uplbtatty for her inability. By linking
Patty’s dislike of the genre to the bullying andadimination she has been the victim
of, It proposes that an inability to enjoy the Gothic mige grounded in genuine
distresslt is aware of its position within the wider field aiiltural production,
acknowledging that it will meet criticism both fromithin the literary field, and from
popular moral crusaders and their followers.

It simultaneously demands to be excused from thetreomis of a literary
reading while carefully acknowledging its relatibisto literature. This is a
carnivalesque reading practice, but not in a $gri8akhtinian sense of the
carnivalesqué' Where Bakhtin uses the carnival to denote a perigdversion and
disruption from the norm, this really only descglibe carnival’s myth of itself.
Carnival is not a time of equality or misrule, altiygh we might claim that it is,
because this claim is part of the fun of carnicaknival is a time of different rules,
not absent rules. However, with this proviso, taerection of Gothic habitus to the
carnival remains an interesting one, and the Amaer{8othic often features the
carnival or circus as a trope, as in Tod Brownirkgsaks Katherine Dunn’$Geek
Loveor the sequence in Truman Capotetber Voices, Other Roomgere Miss
Wisteria pursues Joel through the carniltabometimes invokes this imagefyand
of course, It most often appears as Pennywiseltinenc

Beverly reflects on how often the Losers laugheer die summer of 1958,
and links laughter to fearYou laugh because what’s fearful and unknown is als
what’s funny, you laugh the way a small child wdmetimes laugh and cry at the
same time when a capering circus clown approach&sSimilarly, Mike imagines It
calling the Losers back to Derry in terms of sorhiéd©iood monster offering to play

with them: Bring your jacks and your marbles and your yo-y€Both of these

81 See Mikhail Bakhtin, Rabelais and His Worthns. Héléne Iswolsky (Bloomington: Indiana UP
1984) 7-11.

82 See King, 1423, 25, 847.
8 King, It 1065. ltalics in original.

8 King, It 880.
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reflections cast It as having a gaming, childispesg. Quite aside from the
association with Gacy, the clown is representativime carnival’s spirit of
performance and playfulness, a darker sense ofrmibishared by the Gothic. This is
what readers like Patty Uris miss, reading the &d#xt as serious when it is playful.
As Pennywise, It becomes a representation of theggdiure of the Gothic itself.

Specifically,lt’s carnival seems to recall Ray Bradburgemething Wicked
This Way ComexKing discusseSomething Wickedt length inrDanse Macabrge
noting its meditation on childhood and claimingtttidhe essence of evil, Bradbury
suggests, is its need to compromise and corruptitiate passage from innocence
to experience that all children must mak&This theme occupids, and indeedt’s
action is drawn fronsomething Wickedvhere a pair of twelve year old protagonists,
Will Halloway and Jim Nightshade, struggle agathst monstrous freaks hidden
within the travelling carnival that arrives in themall town t is a rereading of
Bradbury’s classic, where instead of having théddheroes involve an adult librarian
to help defeat the villainous Dark, the childho@ides wait to become adults
themselves, with Mike, significantly, becoming laréirian. For readers familiar with
Bradbury’s work, the likenesses between the twistean only serve to highlight a
particular contrast. Bradbury’s work is often thigkh a yolky nostalgia for boyhood,
and when Edwards describes King as neo-Wordswartheis noting that King
celebrates childhood as an almost numinous staweekkr, where Bradbury’s freaks
present cartoonish danger, It and the populacesofyfare vicious killers. The terrors
of Something Wickearre childhood things, but the horrorslioére basically adult.

It refers to other Gothics, too, but often this @daaming of heritage or even
an in-joke for horror fans rather than a substamtiatation to compare. When ‘Bill
thoughtAnd whatever walked in Community House, walkedeafra nod to the
opening and closing of Shirley Jacksomlse Haunting of Hill Housat does little
more than remind us thHtdeliberately casts itself as a Gothic.

This intertextual referentiality might be seenygsdal of a postmodern
artefact. However, this is not really literary pusternismjt’s narrative is basically

legible and determinate, and in as much as it $sipte to within a supernatural

% King, Danse Macabra63-79, 370.

8 King, 1t 887. Italics in original.
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horror story, the text tends to popular, repredental realism. Despite King’s almost
obsessive inclusion of popular cultural referetits,text is not a postmodenovel.|
have argued that the text involves itself in histadiscursive issues without actually
discussing thenper se instead using them as the ‘natural ingredierftsstory’.
Similarly, It has postmodern elements, but these achieve Gathier than literary or
discursive significance.

Writing in the eighties, Umberto Eco suggested tha

the postmodern attitude [is] that of a man who $oaevery
cultivated woman and knows he cannot say tolHeve you
madly,because he knows that she knows (and that sheskitnaiv
he knows) that these words have already been wiilgyeBarbara
Cartland®’

Eco’s playful definition underlines two significaatements of the postmodern
‘attitude’. Firstly, that postmodernism can comate things when we want to say
something important, in this case an expressidava&. Secondly, that the woman this
postmodern paramour loves is very cultivated, agrdcbnsiderable cultural capital is
part of the problem her lover must resolve. Inf&co specifically frames a popular
writer as a part of this problem, and while Kingirsexceptional rather than a typical
popular writer, the general distinction betweeteatind demotic cultural locutions
remains. This loosely agrees with the implicit aamgence of Huyssen’s analysis, that
postmodernism typically features elite culture’sliision of the popular, rather than
the other way around. Postmodernity, as it is frhmighin academic or elite culture,
tends to the discursive, and even as it approgriaee popular, remains distinct from
it.

It's postmodern turn is limited, in addressing itselGothic practice rather
than literature or pressing discourses. This istrabgiously apparent in It itself,
which is multiple, fractured, and inconsistent,dtioning as a kind of metamonster.
Where readers are familiar with a single monsttoyse being treated as a focal point

in Gothic narrative (we gasp, it's a vampire! gighost!) It is, amongst other things,

87 Umberto Eco, Postscript, The Name of the Rase in Peter Bondanella, Umberto Eco and the
Open Text: Semiotics, Fiction, Popular Cultg@ambridge: Cambridge UP, 1997) 101.
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a werewolf, a monstrous bird, an enormous disendabelye, a mummy, a large
plastic statue, voices in the moon, violence peaped by other characters, the
‘deadlights’, a giant spider, and, most frequerflgnnywise the clown. It is
ambiguous in the way we expect narrative, charawteetting to be in postmodern
literature. Literary postmodernism often forcesausonsider the constructed nature
of the text itself, but this is not the functionlt$ shifting identity. It's fluidity
suggests the interchangeability of monsters in Batarrative, but the sustained
mimetic illusion engendered by the text is nevaetaermined, and readers are never
forced to consider It as a construction. It’s nplitity draws from postmodernism,
but does not create a postmodern effect.

The nature of It is one of the central concerntheftext; Mike investigates the
monster’'s appearances throughout Derry’s histoeydidcusses the monster with the
other Losers, saying ‘It's become a part of Desgmething as much a part of the
town as the Standpipe, or the Canal [...] Only s a matter of outward
geography... Somehow It's gotten insid&The monster has become a part of the
psychic geography of the town. At the same timeamsidering the specific instance
of It, Mike’s suggestion is also a claim for thefshg role of the monster in the
Gothic, because It is every monster, all at onég.ckim echoes the shift from
exterior threat to interior menace that McGrath Bairow feel Poe achieved for the
genre®® As much as It is a giant spider or Pennywises él$o the disposition of a
town that turns a blind eye to vigilante activiégtacks on African Americans,
homophobia and hate crime.

Mike knows that It exists within and without thedimidual. It deranges and
even possesses the childhood bully turned escapatid Henry Bowers and others,
but It exists outside of the individual subject.t¥dhen the Losers track It to its lair, It
is revealed as an admixture of Tolkien’s Shelolihat it is a giant spider, and
Giger’s aliens, in that it is surrounded by its oggys. It is also like Lovecraft's gods,
formless and alien, and King appears to refer teecoaft’'s weird prehistory when he

8 King, It 499.

8 patrick McGrath and Bradford Morrow, Introductidhe New Gothic: A Collection of
Contemporary Gothic Fictigreds. Patrick McGrath and Bradford Morrow (LondBicador, 1993) xi.
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depicts It's arrival on eartif. These associations do not give us a final versfdp

and in the sewers it has no certain form, simuttasly manifesting as the mysterious
‘deadlights’ as well as the spidery thing. The menss explained by Bill's research
variously as a ‘manitou’, a ‘tallus’ an ‘eylak’,laup-garou’®* These are all names
for the shape-changers of various cultures, battélling that these names seem to
carry no cultural association for the text. They motions that contribute to It, but do
not define it.

The text, which takes It's name, is permeated byntlonster itself. It exists
beyond Gothic precedents, cultures and easy ca¢sgand has no single name. King
has discussed his desire to bring together ‘alhtbesters’ at onc& and It is the
device that manages this feat while still allowihg book to function as a coherent
Gothic. One of the things that shiftsaway from a specificalliterary
postmodernism is that despite It's legion formgsthdo not create the discontinuities,
complications and ambivalences we might expect.

Mike writes that it is as if he has ‘fallen ints®ory’, but not a ‘classic
screamer by Lovecraft or Bradbury or Poe’, befeftecting that ‘The gothic
conventions are all wrond®Just as we expect postmodern literary texts ofithe
to playfully address their own conventioitsgirectly addresses Gothic convention,
but this is Gothic rather than literary play. Hdtejoes not really encourage the
reader to assume an ironic distance in order totreg the complexities of the text,
anddoes not fracture the Gothic reading experiena@der to play postmodern
literary games. Instead, Mike’s insistences addifessort of textt is, but also
suggest a further turn of the screw, a promisertbat horrors are to come.

Beverly imagines It in different terms to those éoypd by Mike. It has
already menaced her, taking the form of a voiceleneer head and seeming to coat
her bathroom in blood, like some menstrual accidemd later, she thinks that for

many/[girls her ageex must be some unrealized undefined monsterrefayto the

OKing, It 744-5.
L King, It 664.
92 Kanfer.
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act as It:** It becomes the mystery of sexual maturity, ans teading is emphasised
by an episode in the book far more troubling thay @ the conventional horrors it
offers. After the young Losers have repelled keythecome lost in Derry’s extensive
and uncharted sewer system; Bill is worried thaatetrer special bond the friends
had is fading, and it is only that special bondhpps bestowed by a mystical force
that opposes It, that has allowed them to achiesedmarkable. Beverly has an idea;
she has sex with all of the other Losers. The ctarsare all eleven, or thereabouts.
Beverly’s idea works, and after pages of excrucgatescription, the Losers escape.
While the episode seems inessential to the logibeharrative, the encounter in the
sewers is a confrontation with hatefulness andié&eess, but also an encounter with
sexuality.

Beverly's reading of It is close to familiar psydbgical, sexualised readings
of the Gothic. This interest in psychological rewgi of the Gothic extends to the
Losers’ final confrontation with the monster, whievhile enacting something called
the ‘Ritual of Chid’, features elements of contenapptherapeutic practice as well.
Bill's adult confrontation with the monster occasadly reads like a counselling
session. It confronts Bill with a ghoulish visiohhaes younger brother, Georgie; Bill
still feels responsible for Georgie’s death, bujrég rejects this guilt, crying out at
the illusion, You're no ghost'Georgeknows | didn’t mean for him to die! My folks
were wrong! They took it out on naad that was wrongi® This is some way from a
confrontation with a monster that involves placingtake in its heart or removing its
head.

It pre-empts the ways in which it might be refledipsead. Bill interprets It
as a mythical beast, Mike links It to historic evdind Beverly understands It as
sexuality; all are interpretations of the monseaders might accept, and the latter
two, in particular, are readings Gothic studieshhgmbrace. McGrath and Morrow
claim that Gothic forces have shifted from withthe human psyche to within it; It
exists both within and without the populace of Deftothic studies argues that the

Gothic is a tour of hidden psychologies and sexealilt offers therapy and early

% King, It 1065. ltalics in original.
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sexual experiencét does not need criticism to draw these points biit ®he text
tends to interpret itself, rendering the discurgwessibilities it opens closed before we
approach them, pushing the text away from litepaactice. This directs readers’
attention away from any real-world issues the teight raise.

The text’s disinterest in discursivity is exem@diin Henry Bower’s final
attack on Mike. Henry, a coarsely drawn rednecls arece the town bully, but by
1985, he is an escaped lunatic in It's thrall. lygoursues Mike with a knife,
shrieking long strings of almost caricatured raalsise at the Loser, “You nigger
boogie night-fighter jungle-bunny apememor™ °’ There is no doubt Henry’s
speech is suggestive of real racism, but its ematipower is undermined both
because he is a slobbering idiot, and, within #igyfrigid moral arrangement of
King’s narratives, Henry is unambiguously and iregliably a baddie. Henry is
beyond the pale, pathetic in a way his victim it Ag Henry’s assault proceeds, we

encounter one of the text’s crudest shocks:

There was a loud, vibrating ka-spanggg! sound,&tad Uris’s
head popped up from behind the desk. A spring cogkeed up
and into his severed and dripping neck. His face hvad with
greasepaint... Great orange pompoms flowered whereytés had
been. This grotesque Stan-in-the-box head noddaddrad forth
at the end of its spring... Its mouth opened anduaaling,
laughing voice began to chankifl him, Henry! Kill the nigger,

kill the coon. %8

Of course there is a racial element in the violdmgieg directed towards Mike, but
this is so clearly stated that the tools of créticiare utterly unnecessary. This is too
simple to constitute an examination of racisms ibnly a ‘natural ingredient’ in the
‘story’. In fact, there’s an odd reversal at woeed, in that the more familiar critical
procedure, where we might look at a monster in thié@nd see that it represents a

racist fear becomes pointless; here, Henry’s racsomly a cover for It.

9" King, 1t 907.

% King, 1t 908.
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Where American Gothic studies typically directsaghe reallt insists on the
authority of the Gothic field to create a separatednival space in which we are
directed towards the fearful, horrible and forbiddeut largely divested of their
complicating politicslt engages with the kinds of genuinely discursivasdihat
were becoming involved in the field, and retoolsrthto its own, popular, specifically
Gothic ends. By making It not a single monsterdiupossible monsters, the book
achieves a novel expression of the Gothic, resglthe problem of dull reiteration
that Eco proposes, adopting postmodern techniquieshiinning the discursivity and
cultural capitals native to postmodernism. Rathanttroubling his readers with the
complexities of the real, or even necessarily @lgrthem to genre polemics the text
is engaged in, King directs them, time and agaith¢ ‘story’, the simple experience
of reading. Readers are returned to the businetse @ontemporary Gothic; in this

case, Stanley Uris’ dripping head wobbling imprdiain a spring.

Mysteries of Winterthurn

Much of Oates’ enormous body of work tends to tlaeabre, but her ‘Gothic quintet’
stands apart from the loosely realist and contearya@mphases of much of her work.
The quintet consists of the nov@sllefleur(1980),A Bloodsmoor Romang&982),
Mysteries of Winterthur(l1984),My Heart Laid Bargoublished in 1998, but
originally drafted in the early eighties, ambde Crosswicks HorrofThis last remains
unpublished, although an extract was publishethia Partisan Reviemm 1983. Each
of these Gothics is set largely in the nineteeetitury, and plotted so as to feature a
series of unfortunate events. The novels oftengrestussy, nineteenth century
narrative voices.

Like King, Oates has never enjoyed an uncontestedipn within the literary
field, but unlike King, her work is without excegi literary in its ambition.
Certainly, her publications participate in theritey field, but often reviewers are
reluctant to accord them literary value. Typicatlu# critiques levelled at Oates is a
piece by James Wolcott, ostensibly a review &@loodsmoor Romangentitled
‘Stop Me Before | Write Again: Six hundred more pady Joyce Carol Oates’ that is
really a general consideration of Oates’ style laedprodigious output. Wolcott is

concerned by Oates’ obsessive presentation ofngeleby what he sees as the
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careless, even reckless nature of her prose, ahdrxyccasionally po-faced tone. He

argues.

The novels of most so-called serious writers atgllyg exercises
in craft and care, bk Bloodsmoor Romanszems a freak of
circumstance, a speck of inspiration that someh@tamorphosed

into a word-goop with a ravenous case of the edties

Wolcott explicitly links Oates’ oeuvre to the filithe Blob if we believe his review,
Oates'’ fiction is like the thing beneath the rafthe King story, consuming,
voracious, monstrous. In this understanding, Oatesk is not careful and
considered enough to be accorded the title ‘litereat

In general, Oates scholarship has been hinderdaebgheer volume of her
work, which eclipses even King’'s enormous productibhe author of two Oates
monographs admits to finding it impossible to readrything Oates has written, let
alone everything she has reddiGiven the pragmatic difficulties of Oates
scholarship, it is unsurprising that the Gothicngei has benefited from only a
handful of critical treatments. While Oates migbtteerself few favours with the
sheer scale of her publication (fifty-five novetsdanovellas, thirty-two short story
collections, eight collections of poetry, and asethirty-four other publications as |
write this, with more forthcoming), and despiteticel scepticism, she nevertheless
maintains considerable standing within parts ofwioeld of letters, and has,
apparently, been considered for the Nobel Prizeeweral occasion§* Her value
continues to be negotiated.

As discussed above, postmodernism was a signiffeatre of the period’s
literary zeitgeist, which often attempted to bridge divide between high and popular

cultures. Wolcott identified Bloodsmoor Romangand by extension, the whole of

% James Wolcott, "Stop Me Before | Write Again: $iundred More Pages by Joyce Carol Oates,"
rev. of A Bloodsmoor Romangby Joyce Carol Oates, Harpe®sptember 1982: 67.
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the Gothic quintet, as involved in this bridgingemhhe writes that Oates is ‘using
pop literature to unmask pop literature — subvgrtive conventions of feminine
fiction to reveal how those conventions shroudedtthe appetites of women in
layers of silk and fluff*°? This ‘subversion’ is what we expect of the posterod

text, but the space between popular and elite mutiacomes especially relevant to
Oates, in that the critical arguments that surrcuerdrelate to whether or not her
work qualifies as literature in the valorised semseas something less. This concern
is played out through the Gothic quintet, as th& fiovel in the cycleBellefleur, was
promoted more aggressively than Oates’ previoukwargeting an audience of
‘ordinary people who might not follow serious lidure’; although this might simply
be the result of acquiring a new publisher who keen to give the book a substantial
‘push’.*®®* The Gothic quintet tries to be both popular fintand serious literature.

Mysteries of Winterthurrthe third instalment in the quintet, is a novel by
turns entertaining and frustrating. Tremendousiyglex, it is a meeting of Gothic
practice with the postmodern literary novel of gighties. However, Oates’
postmodern turns and tics undermine her performahtiee Gothic, leading to a text
that perhaps succeeds as literature, but remalmssatonfused as a Gothic. The
wider implication of this is that the literary feetannot simply appropriate the Gothic
for its own ends without carefully orchestratingtldo as well as literary
performances.

Winterthurnis divided into three sections, each relatingitivestigation of a
crime by Xavier Kilgarvan, detective extraordinaifée cases are recounted by the
novel’s voluble, opinionated narrator or ‘editdhijs figure is unidentified, despite
Brenda Daly’s ill-founded assertions that it isdite, Xavier's cousin and eventual
bride!** The three sections are sequential but basicafiyeatained: ‘The Virgin in

the Rose-Bower; or, the Tragedy of Glen Mawr Man@egvil's Half-Acre; or, the

102\wolcott 68.
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Mystery of the “Cruel Suitor”, and ‘The Bloodsta&d Bridal Gown; or, Xavier
Kilgarvan's Last Case’.

It is difficult to summaris&Vinterthurris dense and indeterminate plot. Its
style, a pastiche of pedantic nineteenth centurguage, foregrounds its constructed,
textual quality. The plots are ostensibly detectigeratives. Detective fiction is a
more recent development than the Gothic, but itdea®loped its own habitus and a
field in much the same way, and engenders a gabctdures that revolve around a
crime and its solution. However, while referringie genreWinterthurnbreaks the
approximate, fuzzy rules of detection by refusimgtovide satisfactory solutions.
The title is appropriate in that as much as theitea detective fiction, it also
describes mysteries in the sense of things thatrasolvable, or even strange rites.

Winterthurnalso demarcates itself as a Gothic, through tkel@e nature of
the crimes involved, the frequent incursion of shipernatural, along with depictions
of weird sexuality, morbid states and sadism. Inigalar, its feminist concerns
locate it within the newly minted ‘tradition’ of éhfemale Gothic. In her 1985
afterword Oates explains that she wanted ‘to erghistorically authentic crimes
against women, children, and the pd8r'For her, the Gothic is an extension of the
real world, rather than an escape fronf5tAs closely as this rehearses the arguments
of Gothic studies, however, Oates’ polemic inteméiare not played out in the text in
any uncomplicated way.

The first case, ‘The Virgin in the Rose-Bower’, tres on the death of Abigail
Whimbrel’s child. Abigail goes to stay with her s, Georgina, Thérése and
Perdita, at Glen Mawr Manor. Abigail is assigned tHoneymoon Room’, and
although she locks herself and her infant boy rtlie night, she is found raving the
next morning, her child mauled and dead. The yalitkéavier, poor cousin of the
Kilgarvans of Glen Mawr, investigates. While sonemidens of Winterthurn attribute

the terrible assault to Jupiter, the old dog, aartanfestation of giant Norway rats,
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others believe that Glen Mawr is haunted or accluirgavier’s investigations lead

him to the conclusion that Georgina has been ttinviof incest, abused by her

father Erasmus. He believes that Georgina has hittdtemummified remains of the
many babies, born or miscarried, that have beemserjuence of Erasmus’ abuse in a
locked sideboard in the attic of Glen Mawr, and thase have returned as spirits,
manifesting through an extensive trompe I'oeil piag of the Madonna, the infant
Christ, and numerous sinister cherubs, on the wélise Honeymoon Room.

This sequence of weird events and revelations lestal a set of parameters
for the action that occurs in Winterthurn. We & o believe that the town is
somewhere the dead might violently return, a prapost uncommon in the Gothic.
However, the manner in which the apparent plottiswdated creates substantial
ambiguities, which multiply later in the text, rexung readers to carefully weigh the
information presented so as to ascertain what basred. While the solution
described to the first case seems to be the ordyilple option, nobody other than
Xavier sees the dead babies, and only Abigail jsafled as seeing the painting’s
devils in flight, although Xavier does detect ‘atwrithing’ within it.'°’ A further
complication is that Xavier discovers that Georgsthe mother of the dead babies
through a vision, hardly the ratiocinative clatitye detective story normally requires.
Nevertheless, the reader is likely to accept Xavi@sion as ‘true’; at least, until
Xavier has another vision during his investigatiohthe axe murders that come later,
suggesting Ellery Poindexter is the murderer, whidtimately, is unlikely. Xavier is
presented as a psychic detective, but his psydtiityas far from infallible.
Winterthurnoffers the reader a solution to the first caséigaontingent on Xavier’s
extraordinary powers of perception, which we laliscover to be flawed.

Despite these ambiguities, ‘The Virgin in the R&s®wer’ is a narrative that
clearly signals its genre. It frames itself asradie Gothic, thus inviting feminist
readings."® and seems to consciously aim at describing theezos Gilbert and
Gubar found in their critical articulation of therge. Chief Justice Erasmus
Kilgarvan is an archetypal patriarch, determining law. Both Georgina and Perdita

are at least metaphorically madwomen, Abigail éiligrso, and they are all trapped in
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confined spaces of one sort or another. Indeedigdenseems to be described with
reference to two Gothic ‘heroines’ of very diffeté&amds, both, in their way
‘madwomen’: Emily Grierson of Faulkner’s ‘A Rose fiémily’, and Emily
Dickinson.

Like Emily Grierson, Georgina once had a suitor,®diillemot, and like
Emily, her father has ruined her chances of a midtc®imilarly, the discovery of the
dead bodies that Georgina has been hiding coinerdasher own death. More
explicitly, Georgina is the poet ‘Iphigenia’, wheis Dickinsonesque poems,
complete with dashes and odd capitalisations, wbidi find an audience after her
death. It seems that Dickinson has acquired a Gathiibution, and is sometimes
included in genre collectionS Details of Georgina’s education loosely echo
Dickinson’s. Where Dickinson was the reclusive ‘wanmn white’, Georgina is the
‘Blue Nun’, although this strikes an odd note. Wiame the faux-tragic heroine after
a notorious brand of table wine? Oates’ postmodensibility is as baffling as it is
sly. Nevertheless, ‘The Virgin in the Rose-Bowerbagly signals what sort of text
Winterthurnis.

Complications ensue in the ‘Devil’'s Half-Acre’, vehi relates an older
Xavier’s investigation into a series of murder® todies of five young, lower class
women are found in the Half-Acre, seemingly ritstaially slain. Winterthurn’s
suspicion falls on the Jew Isaac Rosenwald whorésted, tortured, made to confess
to a crime he obviously never committed, and thenmsarily lynched by the Klan-
like Brethren of Jericho. Xavier, however, is carogd that young man-about-town,
Valentine Westergaard, is responsible for therighi, and pursues his investigation
until he is able to force the arrest and proseoutioValentine. Xavier is shocked
when his own brother Colin, who seems to be inlittkwavalentine, confesses in an
open court to helping Valentine ritualistically rder the young women. Valentine
confesses to his crimes, but claims he was possegshe spirit of the ‘Bishop’, a
local madman of note from the eighteenth centunyieldl out in the Devil’'s Half-
Acre. In the light of this claim, and much to Xavéehorror, the jury finds Valentine

‘not guilty’.
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Again, both of the narrative’s principal evils, ¥atine and the Brethren of
Jericho, represent various forms of patriarchal grownlike the first case, the
solution to the second is simple in the sensettigateader is left knowing what
occurred and which character was responsible fasing the action. Valentine
Westergaard does indeed seem to be responsilileefonurders of the Half-Acre.
The complicating factor here is the issue of Vafeis culpability; there is a sense
that the reader is expected to reject the juryrslicethat Valentine was not himself,
in fact was possessed, and thus not to blame éomtirders. Xavier fumes over the

verdict:

He took no solace from the fact that, in such gitie New York,
Boston, and Philadelphia, the verdict in Westerdiadavor had
been greeted with incredulity, and outright scoffor closer to
home... sentiments were quite the reverse; antMinéerthurn
Gazettespoke for the great majority, in hailing the vetdis a
stirring vindication of the American tradition afdl by jury, —
nay, a tribute to the American virtuesa@immon senseandfair

play, andChristian compassiaft*

Claiming that one is possessed is hardly a crediélence, and the satire here
is on the supposed ability of provincial juriestioé era to protect powerful or popular
figures in their community. Nevertheless, the diffty remains that Winterthurn has
already been presented as a place where ghostanalictures spring into demonic
life. If the supernatural is accorded the statuseefity it so often is in the Gothic text,
then Valentine’s ludicrous defence seems at |dastple. After all, inThe Exorcist
a narrative of possession current at the time,amaat hold Reagan culpable for the
death of Father Merrin.

While the narrator’s tone ironically disapprovedioé verdict, and is thus in
agreement with Xavier’s point of view, the positioihWinterthurn’s ‘great majority’
has to be admitted as a tenuously possible contéathe same time, this majority

allowed and even endorsed the lynching of IsaaeReald, and thus are hardly an
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appealing group for readers to position themsdbessde. Perhaps this complication
can be read as a clever pricking of readers whiveddsterminate narrative glosses
over the messiness of real crime, who want to s&eg done without questioning
what something as certain as justice might be inrarertain world.

This seems an adequate reading if we understénterthurnas literature.
However, it creates difficulty for readers who &gng to enjoy it as a detective
fiction or as a Gothic. This is not necessarilyuastion of insufficiently competent
reading either. Detective fictions require a saltiGothics use ambiguity to create a
Gothic experience. I, we cannot tell what sort of monster It is, bus thllows the
deployment of any number of bizarre frights. Thisbéguity is carefully managed so
that it is unlikely to break the reader’s involveme the text by demanding careful,
reflective reading practices. A more famous instascThe Turn of the Screw’,
which stages a series of woozily uncertain scendsaa indeterminate ending to
further trouble its readers. It is possible to rde& James novella without breaking
out of an immersed reading experience, but if weadd wonder about the substance
of the Governess’ fears, we are turned to the tadn@othic possibilities of madness
and haunting; the ambiguity is used to a certadh and engenders a specifically
Gothic mode of reflection. ‘The Turn of the Scrasvimportant to the practice of the
Gothic narrative in the last century not becausestubbornly indeterminate, but
because its indeterminate fusing of madness ansugernatural is useful to Gothic
performance.

The ambiguity associated with Valentine is of dedtént order, recalling
playful postmodern literature rather than a speaily Gothic purpose. We are not
provided with information that would allow us tosass whether Valentine’s
subjectivity was invaded by something else, whelli®agency was compromised,
and whether it is fair to hold him culpable. Readsre placed at a considerable
remove from Valentine, and our reflection turnsiasto possible Gothic horrors but
to Valentine’s allegorical role, representing tlar@rchal tendency to use positions
of social authority to victimise women while evaglipunishment.

If we choose to accept a reading that interpretentme’s defence as a sham
and insists on his responsibility for his actioasother problem quickly emerges. In
rejecting this supernaturalism, we need also torrsicler the events of ‘The Virgin in
the Rose-Bower’: perhaps Abigail Whimbrel killed leevn child? Perhaps it was the

Norway rats after all? In this case, given thatgsliwas presented as actually seeing
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the things which killed her baby, and Xavier halsstantiated Abigail’s perception as
a solution, readers will need to reconsider thaatronship with the text. If we cannot
trust these claims, then it is apparent that thi@eal voice is fabricating events,
misdirecting us. In turn, this means we cannot §mpmerse ourselves in the world
of Winterthurn but must read sceptically, critically, weighingdgudging the claims
of the text. We become aware of the text itsedfaitifice. This is typical of
postmodernism, but does not allow readers to irevtthemselves in the immersive
experience of the Gothic; it is a different readangctice. We withdraw our
commitment to the drama of Xavier and Valentinal seassign our interest to the
play of the text itself.

Literary rather than Gothic ambiguities multiply‘Devil’'s Half-Acre’. Even
more troubling than Valentine’s evasion of any gament he may or may not
deserve is the refusal of the narrator to clarihetiner Xavier, in fact, ever escaped
from the pit of quicksand he fell into while lookjrior clues in the Half-Acre. If
Xavier is dead, it seems to have made remarkatlly dlifference to his status as a
character, although it is only after the incidenthe quicksand that he starts lapsing
into alcoholism, amnesiac states and odd fugues naéirator is unable to explain
Xavier's escape, ending his or her consideratio®imatter by saying that Xavier

survived,

at least in a manner of speaking. As to whetheshioek off the
chill wisdom derived from the sudden and irrevdesghifting of
the planesand violation of théabric of Realityitself: that is
another matter entirely: and the reader must fasmown

judgment'*?

Indeed. Although the text toys with the idea thawidér's death might have occurred
in literal terms, it is basically allegorical intnae. This kind of textual play refuses to
present a fictional ‘real’ which readezan become immersed in, instead promoting a

reflective distance from the text.
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Creighton believes ‘it is hard to overestimate teasingly playful this book
is, with its shifting ontological level$:® using the rhetoric of play, which is often
invoked to explicate the quirks of postmodern teRtay operates by suggesting a set
of ‘rules’ even if these are fleeting and changeahhd demanding that players are
invested in those rules. Play is not a nebuloufgrored space, but a space apart,
which operates differently, but legibly, as a nésgjed area of shared action.
Winterthurnplays within the ‘rules’ of literary postmodernisehuffling through
ontological levels, but in doing so, underminesdhbaity of the reader to immerse
themselves in a text the Gothic requires.

In Winterthurnthe distinctions between planes of textual ‘reabrg effaced,
creating a pervasive dreamy quality, where it ipassible to pick exactly where the
quotidian shaded into horror, where one plane efigdr another. It is something of
a critical commonplace to label Gothics oneiriaj aometimes this is accurate. A
handful of Gothics, especially texts likdranto andVathek are indeed dreamlike as
a consequence of their persistent strangeness.\owaost Gothics, particularly
those that are contemporary wit¥interthurn carefully delineate the movements that
occur between ontological states, what Oates talsshifting of the planes’. When a
text likelt or Pet Sematarghifts between ontological levels, it points towdrd
incursion of dark forces into the narrative’s ‘fe@neiric narrative sequences are
clearly motivated and demarcated; in contréétterthurris play is, in terms of its
performance of the Gothic, aimless and unclear.

A similar problem emerges when we consider the tioglof Xavier and
Valentine. Xavier believes Valentine thinks of has his doppelgénger, having
discovered a poem to this effect in Valentine’smsd** In the chapter ‘A Romantic
Interlude’, Xavier wonders if it was he, not Valerd who committed the murders.
Perdita, who has always been attracted to Xaveems to express an attraction to
Valentine and his actiort$> suggesting that the doubling of the two charadsen®t
simply a psychological state experienced by thedete and his quarry, but a wider

textual effect. As Xavier and Perdita walk out, ¥avseems to experience the
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murderous sexual urges that Valentine has. Theleamer a deserted and ill-kempt
area of Juniper Park, similar to the bleak landscazghe Half-Acre itself, indeed,
virtually a double of that cursed place. This présngavier to reflect ‘with a thrill of
horror: “Here, in such a setting, amidst such naiety secrecy, and anonymity, — what
should not befall us?vhat has not already occurred, not once, but nuiebsitimes-
2?7 1% This is not the Devil's Half-Acre, but the placerhade to substitute for it, as
the gloomy climatological paraphernalia of the Go#re rolled in. The sense of
place drives Xavier towards violence: as the lowgaie, Xavier looks on Perdita and
‘feels a wave of vertigo, as if he had drawn neaa mirror, and his own breath had
begun to cast a pall of steam over it, obscurimgnitage: “It is |, in enchanted guise;
she is my own soul...*’. At this moment, he is filled with an explicit @go assault
and even rape Perdita.

This is not Xavier Kilgarvan, the amiable young nvamare familiar with.
Xavier’s identity seems to be compromised and csgduthrough the conceit of
doubling Xavier with both Valentine and his cousma place which is also a double,
while he experiences an uncanny compulsion to tegrezther character’s actions, a
character who himself may have been overwhelmetidgpirit of another figure.
This is a complex arrangement, a massed doubletgities not so much produce
affective uncanniness as tease interpretation. Bediterature, it seems fair to argue
that Oates is playfully querying the conventioriabfaracter’ in fiction, and even the
necessary interrelationship of detective, villaml aictim in the detective narrative,
all of which must work together to facilitate theader’s pleasure. However, as
before, when read as a Gothic, the text’s treatroktite double pushes it into
dysfunction.

When Gothic texts present doppelgangers, theyyareally problems within
the world of the text rather than queries abouti@ity. Freud’s essay on the
uncanny discusses the double as an instance afrthatmlichsensation; Poe’s
‘William Wilson’ uses the double as an allegoryaadlivided conscience and as a
narrative conceitJekyll and Hydeloes something similar. In each of these instances

the doubling is an important element in the teghteal to narrative, affect, or
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argument. Here, however, the multiple doubling dugsachieve an especially
uncanny effect, nor is it any more importanWanterthurnas a whole than any of the
other postmodern manoeuvres within the text. Whieneture is a practice that, for
much of the twentieth century, has developed irsingdy sophisticated ways of
including quirky and fractious textual strategiagtinm the remit of its ‘game’, Gothic
practice has been more interested in other forrmoweélty, producing texts which are
more intense, perverse, gorier, and so forth. Xavaoubled experience is a literary
gag, but as a Gothic, is a confusing, throwawagoeff

Winterthurnconcludes with ‘The Bloodstained Bridal Gown’. Xey now
approaching his middle years, investigates thenaxeler of Perdita’s husband, the
Reverend Harmon Bunting, his apparent lover, Amd&wladexter, and his mother,
Mrs Letitia Bunting. Amanda and the Reverend awmibin the rectory, dead, and in
each other’s arms. Perdita is found, bound andeghggher own bloodstained bridal
gown upstairs, claiming that she has been raptthuajh she refuses Dr Hatch’s
examination, and the text is careful to avoid hgwerdita identify her assailant.
Jabez Dovekie, the red-headed iceman, is suspefctbd murder, but when Dovekie
is arrested, the police beat him to death befongeXas able to question him. Xavier
becomes convinced that Amanda’s cuckolded huslilaty Poindexter, is
responsible for the murders and presses aheadisithvestigation, becoming
increasingly distraught and obsessive. Xavier ssiffemental collapse, but his
recovery allows the novel to end on a note of catigeal happiness, as Perdita,
entirely recovered, weds Xavier, and their friemtigrese and Murre Pitt-Davies join
them in a double marriage ceremony. This odd cammtuis presumably a joke at the
expense of the romance Gothics popular throughausikties, exemplified by
Mistress of Mellynwhere regardless of whatever horrors had beeowised, a
happy marriage was called for to provide an ending.

The complications of the earlier two episodes bexafysurd in ‘“The
Bloodstained Bridal Gown’. We must presume thati¥ais not dead in any literal
sense, and that despite the fact he might alsoalbentine, or Perdita, or, perhaps, the
‘Bishop’, he remains identifiable as Xavier; itaasier to think of the character as
‘Xavier’ rather than simply Xavier at this pointh@& investigation fingers three
suspects, Dovekie, Poindexter, and Xavier himbeif none of them offers
satisfactory solutions to the mystery. Oates nimtéer afterword that the ‘special

puzzle of “The Bloodstained Bridal Gown” has towlith the detective’s inability to
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solve the crime when various clues and motivesstiike the attentive reader as self-
evident'''® Indeed, the scrupulous reader can be reasonatijrcthat it is Perdita
herself who is responsible for the murders, enrdoyelder husband’s sexual coldness,
his refusal to let her go bicycling, and his attésitp wrest the royalties of the
Iphigenia poems from her. However, it is interegtinat when Joanne V. Creighton
discusses the novel, she cites her correspondeattt©wates, rather than relying on
the text itself, to establish Perdita’s guilt. DiésDates’s faith in the ‘attentive
reader’, even elite academic specialists find thedwes unable to determine the action
of the text; in confirming Perdita is the murder@reighton mentions another critic,
Cara Chell, who identifies Xavier as the murdenstéad:'®

In any case, although there is no way we can asneshat has happened
beyond the mere sketch of Perdita’s actions, oregnasp that she is indeed
responsible, another possibility emerges: that &alimself has been involved in the
murders. However, there is little clue as to thieeeixof his involvement. He claims to
his friend Murre that he was indeed the murdeldrpagh whether or not the reader
will credit this confession is uncertain. If thgsso, it certainly means that the voices
of both the narrator and the central character baes carefully arranged so as to
deceive the reader.

Further compounding this doubt, we cannot tell wKawier’s perceptions, as
reported by the narrator, are clouded by his compsiam of liquor and opium, and we
can only guess when he has entered amnesiac ar fiigies as this is not signalled
outside of the Hotel Paradise sequence. Theressharaes a number of disguises,
combs the whorehouses of Riviere-du-Loup, and subsuto an alcoholic breakdown
in the depths of the notorious brothel. At thismpKavier receives information that
allows him to locate Poindexter and (accidentalk®him in a fight.

Winterthurnends in interpretive fog. Xavier, the detectivas brought no
satisfactory resolutions to these mysteries. Tits ¢ase is resolved not by
ratiocination but through vision; the second ivedlbut it is unclear if justice has
been served; and in the third case the detectivéendhe murderer, and may have

been involved in the murder himself. Worse, Xavias hounded an innocent man,
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and is at least partially responsible for his deattd the dead man becomes a
scapegoat, not that another was needed after #ike deDovekie, to enable Perdita to
escape justice, just as Valentine did before. Athese points only become apparent
on reflection after close reading, and given thate® found it necessary to clarify the
basic events of the narrative in her later aftedyéor many readers these points may
not be apparent at all. While this doubtless regrtssa further literary ‘subversion’ of
detective fiction, it also represents a frustratbhe pleasures of detection narrative.

Xavier becomes imprecise, filling the space of arabter and even
overflowing it, without necessarily being one. Hoeg one of the more puzzling
claims that Oates makes comes from her journakiwséine cites in the 2007
afterword, saying how she wants to stay with ‘cangeXavier Kilgarvan forever.
Where will | find a character quite like my “detaet’ after this?*%° This suggests
that Oates experiences the familiar, althoughoatliyy under-examined phenomenon
of gaining pleasure from the imagined presenceatfasacter, the illusion of an
intersubjective experience. Yet most readers witl iXavier hardly more than a
cipher. Cologne-Brooks suggests ‘Perdita and Xagem explicit narrative
constructs rather than “life-like” in the realisgnse™*

How is it that Oates should find Xavier such a ceitipg figure? Part of the
puzzle is that Xavier is elaborately dispersed &scaal construct. He is doubled by
Perdita, Valentine, and even the ‘Bishop’, makinggem uncertain that he is
confined to the figure that the text labels ‘Xati€haracters become provisional
only, and ‘Xavier’ is involved with ‘Perdita’, ‘Va&ntine’ and others. Valentine’s
claim that the ‘Bishop’ possesses him is, in allambiguity, replicated amongst many
of the characters, possessing or possessed byrX@de it is only ever an illusion
to see a textual character as possessing somekiself, the illusion is a familiar
one; we have the sense that textual characteisnaly ‘exist’, even when we are not
reading about them at that moment. This sensgecesdly important in detective
fiction, because it allows us to attribute motit@gharacters and postulate their

120 Oates, "Author's Afterword (2007 Edition)."
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undescribed actions. Yet Winterthurn the reader’s ability to do this is impaired by
the text’s refusal to describe where the boundafebharacter lie.

Our sense of Xavier as a sovereign figure is furtiheudged as he assumes a
number of disguises in the course of his third stigation, meaning that other
characters treat him as if he were someone otherXavier. These self-
concealments become especially important as Xawiers the Hotel Paradise,
wearing a red wig and beard, assuming the signs$ ofien used to describe the
suspect Jabez Dovekie, who he still believes mag halped Poindexter in executing
the murders. As Xavier becomes delirious with liguoental illness and sheer
confusion, he realizes he may not be able to fimddexter, who himself might have

any number of identities in Riviere-du-Loup:

Might the person Xavier sought not be “Old Bull"®»+‘Red”? —
or “Buck”? — or “The Fox”? Might he not be “Troub®e— or
“Gnasher”? — or “Zach”? — or “lIronlocks”? — or “Bit®? — or

HKOOCh”?lzz

Xavier, his identity diffused, concealed, disintgrg, is seeking a man he has
misidentified, whose identity is here multiple arcarnivalesque place where
‘gentlemen’ substitute one identity for anothedutging in, or inflicting, ‘a night’s
savage sport?® Riviére-du-Loup, river of the wolf, alludes to thelfish pleasures
available, without entirely discounting the meanaigoup’ as a kind of mask; the
Hotel Paradise is the centre of a vicious carni&alwith the massive doubling
present in the second mystery, the degree to whditiidual identities are blurred
becomes uninterpretable, significant as a lite@mesophic play on the effaceable
nature of the self, but lacking the specific megsaithat doubling has in the Gothic.
Xavier, whatever that textual signification finatlgnotes, becomes concerned
that he is only a mirror, reflecting action: “l amdeed a mirror suspended above an

abyss,” he thought, “possessed of no content, @filetting nothing save

122 0ates, Winterthurd54.
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motion...”*?* The same image appears in an earlier descripfiXader too* If we
understand Xavier as this mirror, then the imaggyests that we read the images
perceived on his surface more than we read Xakiarself'. He appears as what he
reflects, the abyss and whatever presumably marstiong that moves within it, and
has thereby become monstrous himself, or at l#sstmage of a monster. Certainly,
this is congruent with his decision to marry Pexgdihe murderess.

The image of the mirror and the abyss recalls @n@olus aphorism from
Beyond Good and EyilHe who fights with monsters should be carefst llee
thereby become a monster. And if thou gaze lormantabyss, the abyss will also
gaze into thee'*® Appropriately enoughyinterthurnis a text that wants to be
assessed beyond the conventional notions of god@wdhwe find in King’s
narratives. Indeed, given the precarious accedsawe to the ‘real’ oWinterthurn
via a sketchy, unreliable hero and deceptive namrate have little other option than
to read sceptically and withhold immediate assesssra what is wrong and what is
right, and even what has occurred.

However,Winterthurris abandonment of conventional morality complicates
Oates’ claim that the Gothic quintet engages Withreal and explores genuine
historical injustices?’ Much as the novel makes efforts to represent tiisto
wrongs, it often strikes a very peculiar tone imngdoso. For instance, this is how we
learn of the plight of Hortense, the second Mrg&iil/an:

Miss Hortense Spies... so sweetly docile, so unfgljinlevout a
young Christian woman, who in her virgin artlessniead rejected,
it was said, any number of gentlemen her own agthey seemed
insufficiently “fired by idealism,” — she of thelfisoft bosom and

hips, the wavy chestnut-red hair, the childlikeiatidn to
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comfits... shading, alas, by degrees into a slovattlyed harridan
with bruised eyes, her fair skin raked by her owilsy her manner
oscillating betwixt a leaden despondency and dl siwieking
hysteria... Dr. Hatch, finding evidence of fresh kag, scratches,
and cuts on those parts of his patient’s body & hia professional
duty to examine, confessed himself perplexed btiuation, for,
it seems, the young Mrs. Kilgarvan had takepuaishing herself
even to the point of whipping her soft body withding crop! —
which morbid practice, she had dully explained, $wathing
more than she deserved: being foul, sinful, angloofore worth
than a piece of barnyard filth.” Dr. Hatch firmlgwchurred;
pointing out to the wretched woman that so mistngater body,
and thereby rendering herself ill-suited for theesm duties of
wifehood and motherhood, was in itself a sin, antndisplease
God greatly: whereupon the patient began to sobd han
husband, who had been pacing nearby... fell of asudto such

despondency, he began to shout and curse at'fier...

It is hard to miss the critique of nineteenth ceptuores and their facilitation of
institutionalised patriarchal violence. It is easygrasp the central irony of the
passage, yet the number of voices Oates orchestoateeate this effect complicates
it.

The narrator is ostensibly the editor of the mysteralthough in passages like
this one, he or she appears to have access taugnally wide variety of sources of
information. The editor is able to attribute thergtof Hortense’s rejection of her
earlier suitors, we presume, to community gossiggsested by the editor’s
observation that ‘it was said’ she had turned tlea @way. At the same time, the
editor is able to dramatically recreate the verygie scene of Hortense’s
examination by Dr Hatch, describing the actionha&f tharacters and even Hortense’s
speech, events that could only be known to a loimiember of people. The conceit of

‘editorship’ is strained here. The narrative vagsimultaneously an individual and

128 0ates, Winterthurd4-5.
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the voice of a community, encompassing many vidws. editor frequently does
emerge as an idiosyncratic character, althougm afftis is used as a way to
emphasise received nineteenth century fin de siadies.

The narrator does not question Hatch’s ludicroagmosis, although it is so
wrong as to be blackly funny. Rather than ironicglliestioning the awful conspiracy
of silence enforced by Erasmus and Hatch, the twatriecomplicit in maintaining it,
even as the contemporary reader questions it. Qaesdy, the reader is encouraged
to take on the role that readers always do in tigeetiction: we become the
detective.

Unlike the irrational and insoluble problems thatv}er confronts throughout
Mysteries of Winterthurrthe problem that confronts the reader is easgdolve —
Erasmus has viciously abused Hortense. Her voisspsrted as saying that she is
foul, sinful, filth, but really it is Erasmus’ digidinarian voice that is enfolded in her
speech, which is in turn carried to us throughrtiiator’s voice. What begins to
complicate the reading here is that one of thespiess available when reading
detective fiction is ‘out-thinking’ the narrativdiscovering that one is right in one’s
suppositions. Here we have the pleasure of sebimggh the falsehoods offered to us
by the editor, Hatch, Erasmus and even poor Hogtémg this is a dubious pleasure
indeed, revealing a degree of abuse that can haedmusing.

Hortense elicits the reader’s sympathy, but théiteposes limits on the
extent of that sympathy. The first and most sigaifit limitation is that Hortense is a
minor character, more important as a way of eshirlg the monstrousness of
Erasmus than as an independent figure. Horteneeigental, a detail of the novel’s
psychic landscape rather than its action. Likewa#though the reader is encouraged
to read counter to the version of events giverheynarrator, Hortense is still
described in terms which are unlikely to renderdseespecially sympathetic. A
‘sweetly docile’ and ‘unfailingly devout... young Gstian woman’ who rejects
suitors for their lack of ‘idealism’ is too prissy appeal to readers of a text that
prefers to celebrate the murderous Perdita. Oatess Hortense’s situation, but then
fails to take it seriously.

A further complication emerges in the prurient viayvhich Hortense’s
beauty and injuries are described. The narratoroggpes Hortense in a way that
might be endorsed by Dr Hatch, directing the readstention to ‘those parts of his

patient’s body it was his professional duty to eikah There is more than a hint of

105



innuendo, and, reading against the narrator’s ¢laiensee the doctor as a co-abuser,
again protected by his profession.

Dr Hatch prescribes a course of treatments thaasgdeefully sadistic as they
are inefficacious. He confides to an acquaintamt¢keeaCorinthian Club, that he

cannot understand Hortense’s transformation

save in terms adn hereditary malaisan virulent union with
female pathology of an undefined sdtbr did his customary
methods of treating such disorders, involving varegpuches,
vigorous daily purges, — by way of Epsom saltsateves, and
cold-water enemas — and bloodletting, — by way @fra
subspecies of leech affixed to the female genitab@pear to be

having much salutary effett?

The doctor is puzzled, but we are not; we recogHesteh’s treatment as worthless
and injurious, and that his doctorly ethics arediegsly compromised by his priggish
Club mentality. Our ability to detect the ‘real’es@rio is affirmed, but this merely
confirms our view of the incompetence and sexisminéteenth century medicine.
The abuse Hortense suffers carries something ofiéight of the real, but the
narrator’s spry tone gives it an appalling comielgy. It is not just leeches that
torment Hortense, but a rare subspecies of leethodgh the image presented is
unsettling, it is mitigated by an emphasis on thsuadity of the practice. The passage
horrifies, but it does considerably more thast horrify. By involving comedy with
horror, the seriousness of Hortense’s situatidessened. The text presents ‘real
world’ abuse, but presents it @astertainmentThis undermines Oates’ attempts to
haveWinterthurnfunction as a polemic female Gothic.

Because the abuse of Hortense entertains as miuichpoals, it becomes
difficult to tell if we are to read her as a regmetation of a victim of ‘real’ violence,
or as something else, a figure that has more teittoromance than realism. This
ambiguity both reinforces and problematizes thessbsochistic frisson present in

the quoted passages. Hortense has been rakedsyanai her ‘soft body’ has been
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whipped with a riding crop; this is as consisteithvgadomasochistic practice as it is
with abuse. It might even be possible to read DicHla archaic treatments in this
context. If the text were interested in only présgnhistorical abuse, then why
consistently frame it in terms which emphasisejusitthe gendered nature of
Hortense’s treatment, but its sexualised naturganod divest it of its horror by
emphasising its playfulness, its comedy? Is thliemiction of real abuse, a
sadomasochistic fantasy, or a joke?

In It, Beverly frantically battles to exit the housesé® can escape her abusive
husband, Tom3® The scene is entirely conventional, both in iggBtg and its moral;
it demonstrates that Tom is violent and cruel, Baderly must leave him. It touches
on the debilitating psychology of victimhood, bsithardly as complex as Oates’s
depiction of Hortense. Nevertheless, by preserdgingnventional view of the scene,
King achieves things that Oates does not. By reduitie complexity of his
representation of domestic abuse, King clearly dirgs the moral position of his
text. By placing this violence at the centre of thapter’s narrative, rendering it in an
earnest mannelt, directs readers to the fact of domestic abusdgeweiaining its
immersive quality as a text. At the same time,abese Beverly suffers is not the
carnival violence that occurs on ‘The Raft’ or fifeantasmagoric menace of It's
child-mutilating forms; the tone is distinct. Kimgaintains distinctions between these
heavily and lightly mimetic forms of violence. Gmetone hand, all of this means that
King's readers do not have to take responsibibityedhgaging with the moral
problematic of Beverly’s relationship themselvesitas has already been determined
for them; on the other, clarity can be a politisalue. Tom’s assault on Beverly is not
entertaining in the way that Randy’s death on #ieis.

By contrastWinterthurnoften operates inside an ambiguous space, seeming
to make the polemic gestures familiar from conterapotheorisations of the female
Gothic, yet simultaneously undermining these gestudutside of Oates’ afterwords,
there is nothing in the text itself which signatsahseriously we ought to take this
material. Oates’ text weirdly recalls Gilbert andliar’s tone-deaf readings of

Northanger Abbeyunable to identify how jokes function inside Gotpractice.
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This difficulty of tone and seriousness becomesiauere troubling when we
consider Oates’ source material. Each of the naeshas some real precursor, and
Oates claims the ‘fictional cases are meant to aeart of dreamlike (or nightmare-
like) relationship to the original$* Even this claim is oblique and teasing, as she
does not divulge the historic events referred t,nevertheless appropriates the
authority of history for her text. ‘The Virgin imé Rose-Bower’ is drawn from a
newspaper report about the discovery of some mueanibetuses; the lynching of
Rosenwald in ‘Devil’'s Half-Acre’ is based on thebia murder of Leo Frank at the
hands of a Klan precursor in 1915, and presumatstyeshing like the Jack the Ripper
murders; and ‘The Bloodstained Bridal Gown’ bearsilarities to the Lizzie Borden
and Hall-Mills murder casées?

We are happy enough to read about axe murder iGoligic text; indeed, axe
murder is exactly the sort of thing Wepeto read about when we pick up a Gothic.
However, anti-Semitic lynchings, spousal abusesanfibrth hold a different quality,
carrying the charge of the real. An interestingidgsion to make here is that a joke
about axe murder is not necessarily going to bensif/e to most people; a joke made
about lynching or spousal abuse is far more likelgffend. While some of the
violence thaWinterthurndepicts is usually treated as ‘serious’, and sdenarry a
political and emotional charge, other instanceg@gnce in the text are
comparatively much less disturbing, even carnivples|t is impossible to read
Rosenwald’s death as anything other than terrjdePerdita’s murder of three
people is loaded with very little opprobrium, angte apparently aligns itself with the
loosely feminist agenda of the text. Where Kingebalty separates mimetic violence
that refers to the real from the Gothic’s carniv@lsruelty, Oates does not make this
distinction. This lack of clarity demands that reexdadopt literary rather than Gothic

reading practices to negotiddinterthurris complexities.
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Oates describes her quintet as ‘(post-Modernisthi@movels***and in

examining why a ‘serious writer’ such as herseltlgoengage with genre, she
ponders, ‘why choose such severe restraints, seldiedately confining structures?’
before describing genre as a ‘formal disciplingttbauses a ‘radical re-visioning of
the world and of the craft of fictio®* Oates misrecognises genre as a ‘severe
restraint’ and a group of ‘structures’ rather tlaanthe set of practices that permit a
particular game to be played; genre is couchedpaskdem rather than a shared and
enabling set of methods. If the Gothic genre caddseribed by the notion of habitus,
then it is a practice which, despite the playfuldmi@tions of the media in which it
appears, will, when it is successfully performedain a core of experience and
practice, a coherence not radically altered byetnergence of a literary practice like
postmodernism. This, however, is not to say thatmpodernism is not capable of
disrupting Gothic performances to such an exteatttthey become ineffectual. Oates’
phrasing suggests that a postmodernist Gothic ismproblematic conflation, but
when she uses postmodern literary practices toamge the Gothic, she creates
substantial incoherence in her text; her postmotiens are not a refreshening
modulation of a genre, but an elitist misunderstagadf it. Mysteries of Winterthurn
in common with the rest of the published novelthef Gothic quintet, offers only the
pleasures of literary fiction rather than the pleas of the genres; it is a literary
pastiche rather than a performance of a populatipea

Beloved

Given the problems attendimdysteries of Winterthura blending of Gothic and

literary practices, Toni MorrisonBelovedpresents an interesting counterpoint. Like
Winterthurn Belovedis a clearly literary work that involves itself @othic practice.
Unlike Oates’ novel, howeveBelovedmanages its simultaneous performances more
carefully. The novel embraces a fragmented, posémostyle, that many readers

might find difficult, but has nevertheless achiewastselling success. It engages in
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the complex, often distressing discourses of Afriéanerican slavery, material that
requires the care and seriousness of literary ipeadiut often veers into the Gothic’s
cruel grotesque. Despite its self-consciously diifti style and material, unlike
Winterthurn whenBelovedengages with the Gothic, it does so in a moreesstal,
coherent fashioh®

Belovedcentres on Sethe, a fugitive slave who has esdapedthe Sweet
Home farmstead in Kentucky, and settled in Cindinies with It, the action occurs
mainly across two timeframes, in this case the engteen-fifties and the mid-
eighteen-seventies. The novel gradually revealsligestrous details of the largely
failed escape attempt from Sweet Home in the egghfdties, and the haunting of
Sethe in the eighteen-seventies. It emerges thaltbst-made-flesh that haunts her is
Beloved, her own child, who Sethe killed when slaes waced and confronted by her
former owner, the monstrously cruel ‘schoolteach&ne rationale given for the
killing is that Sethe would rather her child diathendure the conditions of slavery.
While the act causes schoolteacher to give upvargesship of Sethe, so that her
freedom is guaranteed after her time in jail, soainotivates the dead child to return.
Beloved becomes malignant by gradual degrees, pgSethe into delirium. Her
living child, the painfully shy Denver, must suppber strange family until the
women of Cincinnati’'s black community exorcise gist. The story is told in
looping narrative arcs, a mesh of tale and remenderzor as the text describes it,
‘rememory’. The narrative mode is every bit as cam@sWinterthurn although the
story being related is much simpler.

This brief synopsis should suggest tBatovedis involved in discourses of
race, performing precisely as Gothic studies claimsAmerican Gothic ought. It is,
however, worth noting this particular critical leflemerged in the wake Beloveds
publication and success. Without a firm grasp enGlothic itself as a historical
phenomenon, it is easy to mistake contemporaratrans on the genre for more
permanent arrangements. In particular, Edwards'@Goddu’s arguments, which posit
the Gothic as an engagement with history, and &sdpeéfrican American history

and slave narratives, can be understood as reBeilogedoack into earlier texts.
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Nevertheless, this also suggests the powerfulstatBeloved which has contributed
to the reshaping of critical understandings ofghere.

There is no doubt that the text has been extraartly successful. Although
there was consternation when the novel failedke the 1987 National Book Award
for fiction,*® Belovedwas later awarded a Pulitzer. In fact, this wasize that
Morrison actively lobbied for, framing her campaigrterms that constructed the
prize itself as holding a racist bias, while simokously insisting it held real canon-
forming value; famously, forty-eight black littéeairs signed an open letter to the
New York Times Book Reviemanding that Morrison be given the recognitibn o
an award®’ By claiming the Pulitzer, Morrison symbolicallyfigured the prize
itself, becoming the live black woman who answehexse bugbears of the eighties,
the dead white men of the canon. At the same tingePulitzer confirms the novel’s
status as genuinely literary, although, as Jamé&n§lish argues, ‘prize-winning’ is
not necessarily the same thing as ‘elite’ withia Bounds of the cultural fiefd®

In addition to the prestige the text accumulaBelpvedwas also a bestseller
that sold ‘stunning’ quantities in trade paperbackgrmat largely limited to specialist
booksellers and thought to appeal to ‘a more aftiaeidience’. Unusually, it was
concurrently produced in a mass-market paperbaitioedavailable in ‘airports,
supermarkets and cigar stor&5. While it is one of the few Morrison books not
promoted through Oprah Winfrey’s Book Club, it hakg¢ourse, benefited from
having Winfrey produce and star in the 1998 filwiés made into. John Young
discusses the position occupied by Morrison’s warld in particular her ongoing
relationship with Winfrey, essentially a marketsmgangement, arguing that by
‘constructing an audience built through populatensibly low, culture for her

serious novels, Morrison explodes the high-lowdkvihat still holds for much of
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postmodern art*’ This reading oBelovedas a media event as much as a text
suggests that it achieves whdinterthurnfails to do, successfully bringing together
elite and demotic cultures.

The publication oBelovedcemented Morrison’s entry into the literary canon;
English, not entirely enthusiastically, suggestd ttoday, one must regard Morrison
as America’s most esteemed novelist, Betbvedas her most indispensable bodk.
Despite the extent of Morrison’s success, therearersceptics. Unlike Oates and
King, who have no shortage of public detractorsydon’s position in the literary
field is apparently almost unassailable, at leéstially. However, Craig Seligman

offers another perspective when he writes

Toni Morrison doesn’t have admirers, she has bet@\Critics
compelled to say something less than glowing aboatof her
books wince at the pettiness of noting cracks énntftountains, as
though they might as well be knocking Shakespea#he. has no
detractors — or at least so it might seem if youieger been at a
literary dinner party where mention of her broulgbtvls and
groans: “ToniMorrison?’ It’s jarring to hear an author about
whom next to nothing unkind has been written diseisso fliply:
“Who canread her?*%?

The distinction is that one admires literatureheathan believing in it. Seligman’s
difference between admirers and believers is en¢etine, and suggests that
Morrison’s oeuvre is being used by her supportesway that is not properly
literary. Belief here suggests a non-literary, @tkgnic engagement with her texts.
Seligman’s dinner-party guests do not read Morrisecause her writing is not for

admirers such as themselves. However, it seem$/ivaison’s position within the
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literary field is such that objections must be edisn private, rather than entering into
the discursive space of publication. The reasoihigr more than Morrison’s
prestige, is her race, more specifically, her pmsias a champion of African
American culture. As the living black woman thoughbe able to contest the
prejudices entangled in the works of all those dehie men, it is easy to see how
even well-intentioned criticism of Morrison’s liaty prowess might appear as
politically retrograde. Morrison’s political powées in the cultural capital she is
accorded. An odd disconnect occurs here, whetrearjudgements of her literary
production, the basis of that capital, are, if @akan’s account is to be believed,
publicly withheld as a political necessity.

Seligman notes that one of the few prepared tclaBalovedon its
publication was Stanley Crouch, an African Americaitic. Crouch’s withering
review makes two principal objections to the notd. picks up on the statement the
novel makes in the space where a dedication miginé msually appearSixty
Million and more, a dedication to lost slaves, which, of courdsg aecalls the
approximate number of Jews murdered in the Holdcaltiough Morrison

multiplies that figure by teff** Crouch seethes:

Beloved above all else, is a blackface holocaust novelittem in
order to enter American slavery into the big-timartyr ratings
contest, a contest usually won by references twarks about,

the experience of Jews at the hands of N4Zis.

Crouch’s second concern relates directly to theeh®gtatus as literature. While
acknowledging that Morrison is a talented writer fimdsBelovedo be ‘protest pulp
fiction’, ‘a melodrama lashed to the structural ceits of the miniseries’, stuffed with
pat homilies and gooey sentiment. He concludes despite Morrison’s disavowal of

her own nationality, she is ‘as American as P.TrnBe.**

143 Toni Morrison, Beloveq1987; London: Vintage, 2005) n.pag.

144 stanley Crouch, "Aunt Medea," Notes of a Hangindge(New York: Oxford UP, 1990) 205.

145 Crouch 206, 209.

113



For Crouch, Morrison’s success and position infigsld are symptoms of
what is for him a wider discursive problem, but ¢trigicism remains interesting. Like
Seligman’s dinner party critics, Crouch is uncomeid that Morrison is producing
literature in the valorised sense. Morrison ‘laaksue sense of the tragit?® Instead,
it is a ‘pulp fiction’. Miniseries are for the mass Homily and sentiment are
middlebrow crowd-pleasers. This strand of Crouchitsque attacks Morrison for
producing a potentially popular work; yet all oée elements suggest tBatioved
despite its fragmented style, might afford readleesopportunity for the immersed,
affective reading experience typical of populagriitture and the Gothic.

Crouch also attacks the authenticityBafloved it is a blackface show, a
melodrama, a circus performance worthy of Barnumskif. These are popular,
spectacular rather than mimetic forms; like thelBotthey are entertainments, and
their ability to tell us the truth is not what thase valued for. For Crouch,
unsurprisingly, these are inappropriate ways td @éh the real horrors of slavery.
The term ‘blackface holocaust’ is especially ingdirgy in terms of whether or not we
ought to frame the text as a Gothic. If the Go#utually dealt with all the ‘Other’,
abject, traumatic things that some critics beligwmes, we would be overwhelmed
with Gothic texts set in Hitler's death camps. bo#tely, we are not. Were we to
read of this kind of suffering, described in therte and tones that the Gothic uses,
where violence can be a form of entertainment, walavquite rightly be appalled. In
King's terms, the atrocities of the Holocaust apé especially useful ‘natural
ingredients’ for the Gothic, as they demand a ssness and reference to the real that
would stymie the Gothic’s playful need for excesd ascape. This is not to preclude
the possibility of such a text, only to suggest thiea do not have a substantial number
of them, and that there is a reason for this.

Some genres are basically immiscible, and Croua$sessment of the novel
suggests that this is the problem wiBtdloved His critique does not explicitly label
the text a Gothic, but really, he is arguing thhas something like the Gothic, and the
concerns he raises relate to characteristics tiypidhe contemporary Gothic:

pulpiness, melodrama, a carnivalesque performugtiMis objection is that the Gothic

146 Crouch 205.
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is an inappropriate form in which to explore thsaditer of American slavery. Is the
novel literature or something else, a more expigbpular practice?

This uncertainty is demonstrated in Ann Snitow\aew of the novel foil he
Village Voice Literary Supplememhere she expresses concerns about the central
role played by Beloved as a character and meta@matow worries Beloved is too
lifeless, too abstract, and fails to symbolise waia ought to, and then suggests that
‘Usually in contemporary fiction, the grotesquerixed with irony or zaniness, not
with passion and romance. Morrison rejects irongsh@ice that immediately sets her
apart.'*’ As a practice, the Gothic tends towards the imiversoment rather than
ironic reflection. This sets Morrison’s text apfidm Oates’s problematic Gothic.
Where Oates demands her reader assume a distameadalienated position, for
Belovedto function, readers need to emotionally engadk $ethe. This is intended
as an intense reading experience, although Crojelets to the melodrama and
sentimentality that achieves this intensity.

While Snitow notes the passion and romance ofdkg which is to say its
affective and involving nature, by placing Morrisimside the frame of ‘contemporary
fiction’, a synonym for literature, she misses thiatrrison has actually aligned
herself with King’s earnestness. Without unambiglpiabelling the text as a
Gothic, Snitow identifies the text as grotesque suglgests a reading strategy,
familiar from the contemporary Gothic, togetherhwét problem that might emerge in
deploying that reading strategy, to wit, the dapitbf Beloved herself. Snitow’s
reading suggests that the novel is a Gothic, bettbat fails to present a satisfactory
ghost.

However, Snitow later altered her assessment ditkteIn a note

accompanying an anthologised reprint of her revedve, writes:

| criticized Morrison for writing a clunky ghostubmaybe the one
taking that ghost too literally was myself... We neget half a

chance to love Beloved, and her name becomes apdrbitter

147 Ann Snitow, rev. of Belovedy Toni Morrison, Toni Morrison: Critical Perspises Past and
Presenteds. Henry Louis Gates Jr., and K. A. Appiah (Néwk: Amistad, 1993) 29.
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irony, an irony which tempers every bit of Morris®n

romanticismt-*®

This might be an act of critical capitulation arahtrition in the face of a book that
has acquired such prestige that it is no longetinfor Snitow to maintain her
earlier judgement. However, this revision also s a shift in reading strategies.
Snitow abandons her initial assessment of the gitdbe same time she abandons her
reading of the text as non-ironic. If an abstramby makes a poor ghost to place in
the middle of a Gothic, it creates no problem imaak of literature. Snitow’s
reconsideration reordinates the genres in the éexphasising the work’s value as
literature over its value as a Gothic; her firgtdimg raised concerns that might
trouble the romantic or Gothic reader, while hexosel drives towards a literary
interpretation. The critic shifts between one motieeading and another. Snitow
simply misrecognises the outcomes of different irepdtrategies as interpretations
rather than options. In fadelovedis a text that requires both Gothic and literary
reading strategies, and to successfully engagethéthext, readers need to shift
between these two modes, sometimes quite rapidly.

Morrison employs a purposely oblique narrativeestgtended to challenge
readersBelovedbegins in a disorienting fashion, but immediatebrks itself with
the paraphernalia of the Gothic:

124 was spiteful. Full of a baby’s venom. The wonrethe house
knew it and so did the children. For years eachphadip with the
spite in his own way, but by 1873 Sethe and heghiwn Denver
were its only victims. The grandmother, Baby Suggss dead,
and the sons, Howard and Buglar, had run away éyitfe they
were thirteen years old — as soon as merely loakiragmirror
shattered it (that was the signal for Buglar); @snsas two tiny

hand prints appeared in the cake (that was it fowatd)1*°

148 gnitow 26n.
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Over the next couple of pages, we experience fusdiigas of the haunting, details of
Howard and Buglar’s flight, thoughts about wintethe relatively new state of Ohio,
Baby Suggs’ death and her love of simply staringo&turs, and more. Readers are
confronted with a mass of information, without stiéfnt context to bring it together
into a coherent, representational whole. What &?1(2’he address of the house).
What sorts of people are these? (Slaves, now eékat is happening? (The house is
being haunted and the family is fragmenting). Is Baby Suggs, the baby who is
haunting the house? (No; she is the mother of etlead husband, although the text
is initially not just obscure but deliberately neiatling about this distinction). The
answers to these questions come later.

Remembering that Morrison is a Faulkner scholarcaresed@eloveds
opening echoes the first partTie Sound and the Fyrwithout being quite so
radical. Faulkner’s simpleton, Benjy, has limitestqeptive and reflective powers,
which leaves his readers struggling to make meamilogrison’s opening demands
the text be read as literature; readers must wodugh the text carefully,
reflectively, as if trying to assemble somethingttis broken. This is not the
opportunity for untroubled immersion typical of pdgr fictional modes.

However, we are also reading the typically Gothimalevolent ghost,
shattered mirrors, eerie traces of the dead’s agéMe are baffled and removed from
the immediacy of the actions depicted, but alsegmeed with something more
familiar — a haunting. We might not understanddbgails of the action teasingly
presented, but the familiar Gothic trope, a hauhtaase, is offered. It is recognisable,
a consolation, the beginning of a reading. Morrisapening depicts events that
disquiet Sethe’s family while plunging readers imtterpretive disorientation; events
in the text are echoed in the reading experienbe.paradox is that readers can gain
some kind of surety about what the text is depichiy fixing on the thing, the
haunting, that creates the disorientation.

Even in its first five sentenceBelovedsignals to readers that it is involved in
both literature and the Gothic, and uses theseptactices in separate yet
complementary ways. Readers are pushed into arljteeading strategy, while being
led through a difficult passage by a distinctly Bottrope. This kind of deft
oscillation between frames of reference is freqyaequired in the novel as

rememory follows rememory.
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Another instance of this technique appears earfgemarrative when Sethe
pays for the inscription of her daughter’'s tombstarith the word ‘Beloved’ by

having sex with the engraver:

The welcoming cool of unchiselled headstones; tlesihe
selected to lean against on tiptoe, her knees opea as any
grave. Pink as a fingernail it was, and sprinkleth\glittering
chips. Ten minutes, he said. You got ten minutésld' it for
free... She thought it would be enough, rutting amitrey
headstones with the engraver, his young son loakmghe anger

on his face so old; the appetite in it quite rfé.

As is typical inBeloved the scene conveys a lot of information brisklye \&arn
where the name ‘Beloved’ comes from, literally anmogial as much as a name.
Sethe’s love for her dead daughter is made visa@dgre her guilt and distress. Sethe
may be free, but the engraver, presumably whiteappy to use the former slave’s
body as a commodity. The engraver’s son is inteceist the sexual act he views, but
anger remains in his gaze; is this racist prejudicgomething more specific, disgust
for Sethe’s act of infanticide? The second integiren is not available at first
reading, but relies on readers returning to thegges once they have assembled the
story. Considering what, exactly, motivates thizegat becomes harder to separate
the violent structures of slavery and racism froeth®'s murderous act, and, indeed,
from the sexual act she is then engaged in. Thegpent effects of slavery are
dramatised in a particular instance.

The density of ideas held in the passage reqaiceseful, literary reading
practice. At the same time, it is hard to miss Bethe is having sex on a tombstone,
‘her knees wide open as any grave’. This is haaddybtle image, sexualised and
deathly, the connection being drawn between the bvand the tomb hackneyed, the
schlocky shock-stuff of the Gothic. Crouch is riglmioments like this are melodrama
rather than simple mimesis. However, what is irgiéng here is how quickly

Morrison shifts between the things native to thehio(‘rutting amongst the

150 Morrison, Belovedb.
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headstones’) and those native to literary pragtive transformation of ‘young’ to
‘old’ to ‘new’ within the engraver’s son).

Within this brief passage, Morrison directs readmrvay from the appalling
and then back towards it again. No sooner do wésége on the headstone than we
are directed towards the quality of the stonefitsielscribed in terms that make it
seem pretty, even capable of human touch. We atandied from the immediacy of
the situation through the image of the fingerraiiterary, metaphoric turn. From
there we are directed to the unpleasant power dgnla@tween the characters. ‘Ten
minutes’, demands the engraver. The man is a kietch, an incidental villain,
Sethe his victim; yet surely she must have apprectim with this proposal, needing
to degrade herself in an attempt to expiate hdt; gutting, after all, is animal
sexuality, not human. Humanness leaches out gaeario, a turn both Gothic and
literary.

The engraver is typical of many characterB@hoved in that his ability to
inflict abuse is more important than the depictoddmotive for that abuse. Morrison’s
decision to reduce the mimetic depth of many ofdin@racters troubles Crouch, who
feels she refuses to engage with the human contpleixine situations she
presents>* In Morrison’s defence, popular genres frequentiidon the romance,
encouraging their readers to invest their intereatparticular character or characters,
as a stake in the game of the narrative. A corpithat other characters in the
romance will be less developed, and readers aesiag against them. There are
goodies and baddies, and readers relate differemthyese figures, although this
relationship is sometimes complicated or even s®ain the Gothic. Nevertheless, in
the romance, it is often enough for baddies to kirhp wicked. When we reathe
Scarlet Letterwe do not complain that Chillingworth is not &lé more fleshed out.
This potentially reduces the discursive complerityomance texts, but is likely to
trouble only those readers who require these texterform as something other than
romances.

Yet Crouch’s objection remains: can we ever worktlgh American slavery
in simplified, populist, even blockbuster formaB&lovedattempts exactly that. It is a

popular romance, but it is also a literary novedtslavery. It is hardly surprising

151 Crouch 205-6.
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there is an unresolved tension in the orchestratighese dual functions. Crouch
assumes that certain material can only be propledyt with in elitist forms. This is
intended as an argument for a sufficiently soptestid style of engagement, but it is
also an argument against a popular audience. Tiedlary of claiming that American
slavery ought not to be discussed in a middlebmmfis that middlebrow readers
ought not to engage with this discourse. Thesearsadight not be as talented at
parsing texts and passing judgement as culturalatags like Crouch, but to dismiss
this audience entirely is dangerously snobbishtjpostaking.

Although a tension between the Gothic’s schlock taiedcomplexities of
literature is present in the teelovedsucceeds. This tension is evident in the
opening, and in Sethe’s encounter with the engrdmex wider sense, it is present in
the narrative arrangement of the novel, which, &bdnsciously literary in its
fragmentation, still functions as Gothic narratides promising dreadful action, but
delaying its arrivalBelovecs narrative loops diffuse the action of the story
throughout the text. The event that lies at thereenf the story, Sethe’s act of
infanticide, repeats and resounds in slow moti@aders are submerged in its
echoing consequence, without perceiving the evselfi Nevertheless, most will
have assembled a sense of the infanticide somebifoee the event is substantially
depicted; we first learn that a baby has had isathcut on the novel's fourth page.
The killing itself is teasingly held back, in typicGothic fashion, so that readers
proceed almost processionally towards the worstthieabook has to offer. It is only
two-fifths of the way through the narrative thatidéa Lord asks Denver about her
mother being a murderer; and even then, the sulestrthe question is withheld for
two pages, as we instead read that Denver becoysteribally deaf when she hears
Sethe answer the question. Her mother’s respordesiured. Details of the killing
are withheld for a further fifth of the teXt

Unlike the bulk of the novel, which is told frotnet perspective of the former
slaves Sethe, Paul D, Denver and even Belovedathlescene is presented from the
perspective of the slave hunting party, in parcuschoolteacher, although the
narrative voice seems to include perceptions anaanes held by some of the

others. The speaker is not a single man, but tiee\ad the group. However, this

152 Morrison, Beloved, 50, 121-3, 174-7.
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voice is modified by the names it uses to desdhibse characters; ‘Nephew’,
‘schoolteacher’. These are not the appellationsttieagroup itself uses, but the
distancing identifiers used by the slaves themselVhis is a slightly awkward
modification of the voice, but it depersonalisessinfigures; just as Stamp Paid, Baby
Suggs, Sethe and her children are only ‘niggerthéowhite men, so too are the
identities of the white men undermined throughrthelationship to the slaves.

It is not just schoolteacher’s identity that isait; it is anything resembling a
human reaction to the scene too. He looks at Skdrdhleeding dead baby in her
arms, that blood covering Howard and Buglar, an8ethe stares at him, reflects that
‘something was wrong with her... if his other nephawld see that look he would
learn the lesson for sure: you just can’t mishacdéatures and expect success.’

The observation that something is wrong with Settabsurdist understatement.
Nephew, at least, is shaken, whereas schoolteaoheworries about who will now
help make the ink and press his collars. Schodiras no more the mimesis of a
human being thalt’'s escaped lunatic Henry Bowers, or his sometinmepamion,
Patrick Hockstetter, who has killed his brother &adps dead things in a fridge at the
dump. This particular villain may be written inlgghtly more sophisticated register,
but like King’'s monsters, schoolteacher is not seima human as a baddie. This sort
of variation in depth of representation fifislovedstraddling literature, where the
presentation of human experience is valued, an@ttkic, where a simply euvil

villain can usefully facilitate the genre’s horrokorrison flattens the moral
problematics of the narrative; she is interestetthénshades of right and wrong played
out in Sethe’s predicament, but schoolteacheryigdntrast, an unambiguous and
absolute evil, presented in the terms the conteampd@sothic reserved for
irredeemable madmen and serial killers.

The difference between schoolteacher and HenryPaitiick is that as much
as being a character, he represents a crystallisatithe ideology that facilitates
slavery, in much the same way that Beloved carehd as the manifestation of
Sethe’s trauma. Henry and Patrick are only the tagamt. Schoolteacher carries the
charge of the real; readers know that this ficti@@aount is more than fictionally

true, as it relates to historical violence. Thigwiedge is confirmed for readers when
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Morrison notes in her foreword that Sethe’s act®based on the case of Margaret
Garner, an escaped slave who killed her childifarlar reasons. Wheri often
directs readers away from the reBgloved like Winterthurn encourages readers to
connect the text with history.

However, as much as the scene of infanticide athie charge of the real, of
the moment when Margaret Garner took her own chiiég, it also bleeds into the
unreal. Nephew looks on as Sethe’s eyes changee$ihe whites in them had
disappeared and since they were black as herstiénlpoked blind*®* The image is
arresting, strange, awful, a female Oedipus as raadfiedea, blinded and bloody.
Recalling that this is the sort of text where gh@gipear as human and red lights
flicker around old houses, we take it as a litaount of the scene rather than poetic
hyperbole. Although the infanticide points to higtosiolence, it also gestures away
from it, shifting the killing onto a different ontmical plane, occupying the space of
folktale or legend rather than realism. Madhu Dubegading is useful here, arguing
that the novel’s blend of the supernatural andtbee recognisably real is indicative
of a uniquely ‘black cosmology>® Dubey’s reading gives a coherent account of the
text, allowing forBeloveds strangeness; however, as much as this repregents
distinct, African American way of seeing the worikds also the stuff of horror
movies.

The death of the child is typical of the way thatrbr is presented iBeloved
Sixo is burnt alive; ‘His feet are cooking; thettl@f his trousers smoke¥?® Halle is
driven mad as he watches the gang rape of his Wife.infant Denver drinks the
blood of Beloved, spilt on her mother’s breast, wkke is fed in the wake of the
killing. Snakes menace Paul D while he is virtudllyied alive, chained to a group of
other slaves. Where writers like King are happgédscribe gore in colourful terms,
Morrison typically prefers to focus on the awfuv@mtiveness of human cruelty.
Morrison is aiming to appal, and historically auttie as this violence might be, it
shades into Gothic guignol. This is not just videnit is extraordinary violence, in
the vein of shockers like ‘The Pit and the PendulomThe Raft’. The difference is
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that, unlike ‘The Raft’, where violence is dissde@from the real and becomes a
form of escapist entertainment,Beloved no matter how weirdly Gothic the
brutalities depicted become, readers are unlileelijnd uncomplicated entertainment
in these scenes.

The pleasures of the Gothic are complicated tgthet that they disappear in
these instances. However, the novel provides @loghic satisfactions. Margaret
Atwood'’s review inThe New York Times Book Revieoted that ‘the supernatural
element is treated, not in &mityville Horror, watch-me-make-your-flesh-creep
mode, but with magnificent practicality, like theagt of Catherine Earnshaw in
Wuthering Heights Atwood goes on to say that ‘Students of the soigtiral will
admire the way this twist is handled. Ms Morrisdenls a knowledge of folklore...
with a highly original treatment®’ Atwood values the work as literature, but
describes its ghost as being of particular inteigest certain audience, marking it as a
discrete pleasure. She admires the depiction a\el for its newness, displaying the
kind of game-sense possessed by Gothic readers.

Of courseBelovedis not simply a Gothic in the way that a book likes. For
all its sadismBelovedoffers consolations too. Both food and sex arelralted
throughout the novel, whether this is the celebyatoeal provided by the inhabitants
of 124 at their party, or the sensual, in fact gdaixualised corn enjoyed by the
Sweet Home men after Sethe and Halle have conswedrtiair marriage in the
cornfield. Baby Suggs preaches on the pleasurérediody>®

While it does more than the Gothic need€Beloveds a savvy engagement
with the field. The American Gothic of the lategleiies and early nineties was
interested in the ‘mad’ or serial killer as a viitldigure *° Morrison’s novel deftly

157 Margaret Atwood, rev. of Belovethy Toni Morrison, Toni Morrison: Critical Persgizes Past and
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engages with both concerns. Schoolteacher is @isléeas any movie slasher, and the
text is carefully structured around a set of hgini§j set pieces.

However, by involvingBelovedin literature at the same time as the Gothic,
Morrison opens her text up to critiques that emérga the tension created by the
commingling of genres. For Atwood, these separedetjges are reconcilable; for
Crouch, they invalidate the text. This smudgingsothic and literary practice is
common enough in canonical literature, but becMisgison deploys it in a
politically charged context, using Gothic stratsdier polemic ends, it is hardly
surprising it becomes a point of objection foricatlike Crouch. Yet it is because
Belovedparticipates in both the Gothic and literary piccthat it became a resource
for arguments made later, within Gothic studiesemghdepictions of slavery and the
slave narrative became virtually synonymous with Almerican Gothic. However,
looking to the novel within its originary contexte are reminded th&elovedwas
never a typical Gothic of the period, and as muh & innovative, it also an outlier.
While it has accumulated literary prestige, seetyingluencing the development of
academic Gothic studies, it has not necessarilynfegured the field itself.

Conclusion: Headless Bride

It, Mysteries of WinterthurrandBelovedappeared within four years of each other,
contemporaneous products of Reagan’s America. Hexyvelespite their closeness in
space (all of the writers resided in the Northeast) time, the texts represent very
different engagements with the GotHig.in many ways the archetypal horror
blockbuster, represents a popular understandi@pttiic practice. Nevertheless, it
engages with the postmodern zeitgeist, deconstigids monster, but ultimately
using this rearrangement for Gothic ends rather geuinely forming a bridge
between literary and popular cultures.

WinterthurnandBelovedboth attempt to participate in the Gothic and
literature with varying degrees of success. Odieghic quintet, extending to some
2,600 pages, mimics the sheer length of the hdtomkbuster popular at the time.
Beloved a much slimmer volume, nevertheless featuresgaeitess of theme and a

breadth of appeal that has something to do wittbitpeess of the blockbuster.
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The way that Oates uses the GothitMimterthurnseems to draw on Gilbert
and Gubar’s theorisation, where the genre becontas avith which to expose
historic wrongs. However, Oates playfully rearratfee genre, a manoeuvre typical
of literary postmodernism. She layers doublingsrugoublings, introduces weird
tonal quirks, and refuses to clarify the rules bhycl she plays the Gothic game.
Oates introduces wry literary conceits, yet inwaing the procedures of the Gothic,
Oates succeeds in disrupting the sense of her extrBelovedmore successfully
straddles the popular Gothic and the literary ndwet in doing so, has attracted
critical concern over the immiscibility of thesenges. This is a problem that, it
seems, many of Morrison’s readers have been alvlegotiate for themselves.

These are texts that hold diverse interests. Bgling them side-by-side, |
have suggested that it is useful to think of Gofhrerctice as historically specific, but
also that within that frame, individual texts wainploy the Gothic in distinct ways.
The Gothic is not an absolute state or categony vaaneed to consider the
arrangement of the field and the texture of theéi@aar instance when we study it.
Another point that emerges from placing these takisgside each other is that some
texts will involve themselves in multiple genreslatiscourses, while others single-
mindedly pursue the Gothic.

Genre ordination, the way in which readers, throoghitus, instinctively
recognise one practice within a text as more sicamt than another, is useful here.
This ability to make distinctions correlates to ability to succinctly judge what a
text is ‘about’. Any description df would have to mention that it is about a group of
childhood friends who battle a monster under theess of Derry; it is unambiguously
a Gothic. Whatevewinterthurris complexities refer to, the difficulty we have in
trying to articulate them suggests it is about lligoe literary practice before it is
about anything els&elovedmight be about the aftermath of slavery or it migé
about the haunting of a former slave; either desiom seems fair. That we could
choose a thematic or a mimetic emphasis in desgyithie ‘aboutness’ @deloved
suggests the novel might be read as a work oétilee especially interested in
African American history, or as a ghost story.

The difference is demonstrated in a pair of pass&gen Morrison’s text.

Paul D relates a ghost that was thought to haengjtbunds of Sweet Home in better

days:
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“Reminds me of that headless bride back behind Swee
Home. Remember that Sethe? Used to roam them wegdkar.”

“How could | forget? Worrisome..*#°

Headless brides are the stuff of folklore, of st@gomfortably familiar Gothic
manifestation. A different view of haunting comesnii Baby Suggs, who complains
of a more general haunting, saying there is ““Nbbase in the country ain’t packed
to its rafters with some dead Negro’s grief.®* A decapitated bride might be
worrisome, but hardly relates to real dangers énstlime way. Sometimes a ghost
stands for historic atrocity; sometimes it is siynph entertainment.

For Gothic studies, the position of prestige Belovedhas claimed, even
more than the text itself, has facilitated the d@wment of arguments that conflate
slave narratives and historic racism with the Areaani Gothic in general. This has
resulted in an emphasis apparent in some schqpeitsdtt is not reflected in the field
itself, a desire to connect the genre to a hisdbhenerica. While these critical
attempts might not always hold up, it is worth ngtthat each of the three texts
discussed in this chapter refer to America’s pakgther that is the mid-to late
nineteenth century @eloved the late nineteenth and early twentietohterthurn
or the nineteen-fifties and the violent episodegtvispan back centuries in King,
Oates and Morrison present the past as sometlkaghe ‘old, weird America’ that
Greil Marcus postulates invisible RepublicThis notional version of America has
‘dissolv[ed] a known history of wars and election® a sort of national dream, a flux
of desire and punishment, sin and luck, joke ardoino*®* This is a past half-
remembered, but half-imagined too, a historic tkeat is neither exactly historic nor
real. These Gothics are contemporary texts whimmérthe past for their present
needs, occasionally engaging with it in a potelytidiscursive mode, as with Baby

Suggs’ negro-haunted houses, but often simply usega source of the ‘natural
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ingredients’ with which to construct a reading exgrece. When we spy the headless

bride in the woods, it is a Gothic entertainmentenmagined than real.
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CHAPTER THREE:
RITUAL AND SUBJUNCTIVITY IN THE ENGLISH GOTHIC OF THE NINETEEN-SIXTIES

The black mass is the inversion of the Christiassrthought to be performed by
witches and diabolists. Its history does not skréiack nearly as far as the Christian
mass. Although it has doubtless been performe@@naccasions since the Middle
Ages, the first black mass for which we have sutigthdocumentary evidence was
celebrated in Hampstead, on Boxing Day, 1918, bytsigue Summers. Itis a
satisfying coincidence, given what follows in thigapter, that Summers was one of
the Gothic’s earliest critics. He would autfdre Gothic Quespublished in 1938, a
culmination of a longstanding interest in the geilvie have record of Summer’s
mass because it was observed by a non-participaatple James, who was ‘bored to
tears’ as Summers performed homosexual acts wittutlh named Sullivan while he
watched!

Summers claimed to be a Catholic priest, althdhghe is some doubt as to
the legitimacy of his ordination. Priestly involvent is a necessity for the black
mass, which ought to be officiated by a Catholergyman so the host may be
transubstantiated before it is blasphemed. In demdhe mass de-emphasises
interpretive meaning in that it is an assault alibdy of Christ rather than a
mutilation of the symbol of Christ’s love and séice. Thus, it is not conceived of
primarily as a representational act but an actuakwef spiritual violence. While
Summers’ black mass apparently made for tiresomwing, textual representations
of the black mass typically embrace the pageansanduality of the Catholic mass it
perverts, involving music, incense and spectatis.dignificant that Summers had an
audience for his performance, and that the masastehave been a pretext for illicit
sexual fulfilment. The representations of the bla@ss discussed in this chapter are
staged performances that act out sexual desirear@niypically observed by a
voyeur.

Although seldom represented now, the black masgiéntly featured in the

English Gothic of the nineteen-sixties. In thattesm, it was so frequently conflated
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with the witches’ Sabbat as to be much the sanmgtfiihe mass infers Satanists and
Satanism, while the Sabbat infers witches who migid either pagan or Satanic
beliefs; | use the terms interchangeably in thesptér. The Sabbat, or at least
elements of that black celebration, features imeddhe texts discussed in this
chapter.

If the Gothic can be understood as a practice, wghtdescribe it as loosely
ritualistic. This chapter extends the argumenteffirst, that the Gothic is a way of
reading, by suggesting that reading the Gothiciteah action that incorporates
elements of both play and ritual.

Roy Rappaport describes ritual as ‘the performariceore or less invariant
sequences of formal acts and utterances not gnéineloded by their performers’,
recreating convention beyond the will of any sinigigividual? This conception of
ritual practice is not far from the way that habitnforms action more generally,
although it emphasises a formality that habitusy edaptable, is not confined to.
Gothics present and re-present similar textualgmores and offer similar reading
experiences; they may be more variable than thalisin Rappaport describes, but
their variability is significantly limited; and waay not need to extend Rappaport’s
description much to include the way that we usen@dexts to create a particular
reading experience.

The texts examined here not only describe thelntedormance of the black
mass, but are, in addition, themselves opportuiteritualised, albeit imaginative,
performances undertaken by their readers. Readdrtha genre itself return to
similar modulations of the same material. Readigardly ceremonial, but readers
repeat the same act and engage in a similar exigetian experience limited by the
possibilities of genre; in this way, reading thetlf$ohas a ritualistic aspect. The
black mass can be read as an emblem or analoghe Glthic reading experience,
becoming a metaphor in which the genre seems tesept its own practice. This
chapter argues that ritual is not strongly disagsand consequently, neither is the
ritualised reading experience offered by the GotHmwever, these textual rituals can

help us understand how the Gothic’s playfully Histéc texts function.

2 Qtd. in Adam B. Seligman, Robert P. Weller, MichaePuett and Bennett Simon, Ritual and Its
Consequences: An Essay on the Limits of Sincé@tyford: Oxford UP, 2008) 11.

129



More than a key trope, the black mass was a proeedharacteristic of the
English Gothic of the sixties; narratives were cinoed so as to lead towards its
performance. Bourdieu notes that artistic fieldem®nter into ‘classical periods’,
where the art produced presses ever closer toe'peoh’, exhausting the potential of
a particular approach, and, conversely, ‘periodspfure’, where artists produce
work that is ‘out of joint’ with what has precediéd While Bourdieu would never
have included the productions of popular culturthimian ‘artistic’ field, the
observation holds true for the Gothic field. Thesistent presence of the black mass
in the Gothic of the time suggests that the Endiisld had entered into a classical
period, a recognisable era, a category of textsameconsider together. The field
itself suggests this category, rather than beingngosed critical notion of a national
Gothic of a certain period.

However, we should also recognise that, despitafgignt likenesses, texts
representing the black mass that were present c@mtly in the field were not
homologous. The ways in which the black mass wed bsld likenesses but also
significant differences, and considering thesenédsses and unlikenesses provides a
useful lens with which to focus on the ways induatlitexts engage with Gothic
practice. This approach implies the limits of cami@nal tropological approaches to
the genre and attempts to recognise the Gothih&saical field, as a historicised
practice, and as an experience rather than a digewspace.

Dennis Wheatley was central to the English Gotliihe nineteen-sixties.

Now almost forgotten, Wheatley was once a househaide and his bestselling

books played a central, definitional role in theddi His Gothics, or, in his terms,
‘black magic stories’, depict the struggles of fiearless heroes against powerful
Satanic cabals, and usually narrate the performaiite black mass in one way or
another. His version of Gothic practice, here repnéed byl'he Devil Rides Outvas

so popular and thus influential that it had to bafoonted and accepted or refigured
by writers attempting their own iterations of trenge. Susan Howatch’s derivative
romanceTlhe Devil on Lammas Nightas another bestseller and nicely demonstrates

the force of Wheatley’s definition of the field.

% Bourdieu, "Outline of a Sociological Theory of Aerception” 225.
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Neither Wheatley nor Howatch produced work that waderstood as
literature in the valorised sense. Kingsley Amigyies an interesting point of
contrast, in that the writer and his work held ¢desable, specifically literary
prestige. His novelhe Green Matis a comic Gothic that features the dark rite in
fragmentary form. Without naming it as such, ififala similar function as
Wheatley's mass. The black mass is drawn from @opslbliterary or extraliterary
Gothic practice, but, somewhat surprisingly, iduded with a little modification,
inside a text understood to be literary.

Robert Aickman was a well-regarded anthologist amithor of ‘ghost stories’
now virtually unknown even inside Gothic studiekisTis a shame as, like Amis,
Aickman is a writer of substantial quality, espégiwhen compared to many of the
authors working in the field. Unlike Amis’ noveljégkman’s stories are unmixed
Gothics. The Sabbat-like revels he depicts recondighe Wheatleyan Sabbat, and
while they make ‘sense’ in terms of Gothic habdnsl narrative, they are not
strongly discursive. Nevertheless, Aickman loadsShbbats central to two of his
tales, ‘Ringing the Changes’ and ‘Bind Your Hawith potential meanings that
might be mistakenly understood as requiring thé agfditerary practice that demands
reflection and interpretation.

Finally, Mervyn Peake’'3he Gormenghast Trilogyn many ways an outsider
work in the field described here, provides a coypumt to these representations of
the black mass. Peake presents a world stultifyedielad ritual, but, curiously, the two
potentially efficacious rituals in the texts ardtbblack masses. However, while
Peake’s performances of the Sabbat are similasnmeswvays to the others, there are
substantial differences, suggestive of howThkgy, despite its considerable status
within the field today, exists partly outside oét&othic practice of its first popular
readership.

Not all of these texts originated in the sixtiest they are all texts that found
their audiences at that time. The recurrence oblaek mass reminds us of the
repetitive sameness of Gothic practice, but alsat, individual differences remain,

and that these differences amount to acts of posi@king in the Gothic field.
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The Devil Rides Out

A brief summation of the year's fiction appearaibecember 1961 edition of the
Times It concludes that

No survey of any year’s fiction would be completéhaut paying
tribute to that solid middle-rank of literature whj although it
commands little reviewing space and no highbroyweet forms
the bulk of the best-seller lists week after wéldiere have been,
for instance, new novels from Mr. Howard Spring, Mrank
Swinnerton, Mr. Dennis Wheatley, Miss Georgette éteand Mrs.
Agatha Christie. They were the work of professientiiey were
reliable: they were what the reading public wanfdtey were the

books that people actually bought, borrowed and ned 961*

Genre writing is acknowledged and simultaneoussynissed; the separation between
literary fiction and genre writing could not be ater. People actually read genre
fictions, but literary productions, not being geadrread, remain, by inference, the
property of an elite few.

Although far from canonical in a literary sense, 1969 Wheatley was an
institution. He had sold 27 million books worldwided about 70 percent of those
had been within the British market. All of his 58dks were in print. A new Wheatley
in hardcover would typically sell 30,000 copiesd graperback sales of his back
catalogue stood at more than a million books a.y&aile Wheatley wrote thrillers in
a range of different subgenres, at the end ofittiees it was his ‘black magic’ stories
that were far and away the most popular. While twege moderately successful
when first published, they developed their mosssattial audience in the sixties.
WhenThe Satanistvas published in paperback in 1966, it sold moaa th00,000
copies in the first ten days. By 1973, five of #negght black magic titles had sold

more than a million copies. The first of these Was Devil Rides Ouwvhich,

* "Novels of the Year," The Timd3ecember 28 1961: 11. The novel referred to ibgnly Vendetta
in Spain not one of Wheatley's black magic stories; Iwagdbhan and Jan Alexandersson, Four
Decades with Dennis Wheatledp AST Dossier 1 (Képing 1973).

132



although originally published in 1934, by 1973,deal by the Hammer film of 1967,
had sold more than one and a half million copiesking it the most successful of the
group”’

Wheatley’'s black magic stories provide a good exXaropthe way that texts
persist and accumulate influence in a genre fggdhing non-literary, genre-specific
canonicity. They also remind us, given their sulbesed disappearance, that any
position of prestige is historically constructedampermanent. Despite his success,
Wheatley has received little attention from witkive academy, and even within
specialised, genre-enthusiastic venuesTike Penguin Encyclopaedia of Horror and
the Supernaturahere is little interest in acknowledging his wamkany deptt?.

Simply, his work has become deeply, embarrassingtgshionable. Wheatley’'s
imperialist, racist and fascist ideologies arelijke repel casual readetsyhile his
texts do not provide an especially good venue dadamic criticism; all surface, they
do not reward careful, deep reading. Neverthel&$gatley’s influence, which this
chapter will outline, coupled with the sheer numdiielnis books sold, indicate that he
occupied a central position in the field, and timnatapproach to the Gothic became a
defining one for the practice.

The Devil Rides Outarrates the story of a group of friends locked rattle
with the wicked Satanist Mocata, ‘a pot-belliedidd@eaded person of about sixty,
with large, protuberant, fishy eyes, limp handsl amimost unattractive lisp’, based on
the notorious occultist Aleister Crowl&Mocata hopes to start a conflict on the scale
of the First World War by performing the appropeidevilish rituals. Led by the aged

yet spry Duke de Richleau and garrulous Americax\R& Ryn, the friends combat

®"Pooter," The Time49 August 1969: 19. Hedman and Alexandersson720,

® Hugh Lamb, "Wheatley, Dennis (1897 — 1977)." Tleadiin Encyclopaedia of Horror and the
Supernaturaled. Jack Sullivan (New York: Viking, 1986).Whesgtlreceives a single paragraph, while

other, much more obscure writers receive seveiggga

" In The Devil Rides Ouit requires little effort to discern the reactiopand hateful elements of the

text; the Satanists form a parade of crude ratéaéstypes, Mocata himself is queerly foppish, @hil

the heroes seem to espouse fascism as a tenaibieapeblution.

8 Dennis Wheatley, The Devil Rides Q934; London: Mandarin, 1996) 11; Ellis, Raisthg Devil
145-6.
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Mocata in three substantial set pieces: a blaclsnmaa secluded field in Wiltshire,
the defence against Mocata’s psychic assault at#tely house, Cardinals Folly, and
the pursuit of the occultist to a Satanic templaonthern Greece. They succeed in
rescuing their friend, Simon Aron, and the waywgetibeautiful medium Tanith

from the Satanist’s designs, and also recover Ftaughter of their friends Richard
and Marie Lou, who had been kidnapped by the distbdlhe text came to define
procedures central to the practice; arrangemensamétive and trope, strategies for
reading as well as writing that are proprietaryh® field.

The first thing to acknowledge abotiie Devil Rides Ous that it is a ripping
story. It is written in language that facilitatée trapid, effortless reading that Nell
associates with reading absorption or trahEspecially in the initial confrontations
with the Satanists and the events that lead upeig Bmon and the Duke’s arrival at
Cardinals Folly, the narrative is lurid and fastga. In addition to the set pieces,
there are a number of effective sequences; theehtqat describes Rex and the
Duke’s pursuit of Tanith, for instance, is a gemlynwell-staged chase scene.
Bourdieu claims that ‘practice is inseparable fri@mporality, not only because it is
played out in time, but also because it plays atfiaally with time and especially
with tempo.*° Wheatley’s narrative is urgent, and his booksnagant to be read
quickly.

Just as Wheatley’'s tempo is distinct, so too iddng. The text depicts events
so terrible they have the potential to send peojad. The Duke cautions Rex that
asylums are full of people who have fallen victoridemoniac possession brought
about by looking upon things that they were neveant to see’, such as the satanic
rituals depicted in the text.However, Wheatley’s protagonists do not experiénce
any real way the crises and collapses that so émrtyutrouble characters who
struggle against the forces of darkness in Gotarcatives. If they experience psychic
distress, it is probably caused by evil powerdyeathan being a product of their own
psyche; this is the case with Tanith’s involungayrney to the Sabbat, or the ordeal

of defending Cardinals Folly. Even when de RichiBerourage fails as he observes

° Nell 78.
19 Bourdieu, Logic of Practic@l.

" Wheatley 134.

134



the Wiltshire Sabbat, this failure is temporaryxRemply treats him as if he has been
physically wounded, and the Duke soon rallies. &4 as being impermeable, the
central characters have an unusual degree of agimegymay be attacked, but none
of them are ever victims, as sudline Devil Rides Ous remarkably free of trauma
and its sequelee. The morbid psychological statéshwditen interest the twentieth
century Gothic are excluded here in favour of timel lof emotional fortitude found in
adventure stories. The effect is remarkalblee Devil Rides Outtains a cheerful
tone even as it depicts the appalling. While theatize facilitates a game of shocks
for its readers, testing our ‘nerves’ and our &pildb consume potentially repellent
representations, it remains an entertainment. Haolwes not haunt or linger the
Devil Rides Outthis encourages ludic reading of the text antreative teases out
horrors.

The centrepiece of the narrative is the Wiltshiabl&t. The diabolic mass is
threatened at Simon’s house in London, and agavicgsita prepares to sacrifice
Fleur in Corfu, but is treated most extensivelyiitshire, where it is represented in
instructional detail and drawn out over four chapt®ex and the Duke cunningly
follow the hundred-odd assembled cultists to thathering point in the depths of the
Wiltshire countryside. The narrative focus shiftsnh Rex and de Richlieu’s pursuit
and observation, to Tanith’s independent arrivefpke returning to the two men.
This arrangement allows Wheatley to extend hisrgesan of the gathering,
reiterating the same events from different charatperspectives. This is unusual in
a thriller, which relies on the ongoing releas@@iv information to maintain narrative
interest. This repetition of representation dekldngsclimactic action of the scene,
where the Duke and Rex rescue Simon by driving taiinto the midst of the ritual.
Just as significant is the opportunity it provides reader to ‘view’ the salacious
activity of the Satanists a second time.

Rex and the Duke observe the Sabbat as it unfRlels watches while the
Duke describes the process of the ritual priotdanfolding. “First, they will make
their homage to the devil. Then they will gorgentiselves on the food that they have
brought and get drunk on the wine; the idea bdiag éverything must be done
contrary to the Christian ritual...*® Soon afterward, de Richlieu informs Rex that

12\Wheatley 114.
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‘the baptism... will not be until after they have $éad — just before the org}’If the
object of the scene were only to shock, then sumetgrise would be an aid; the
Duke’s outline of the ritual’s process instead neetimat the reader cannot be caught
off-guard. For Rex, this information is a warnibgit for the reader it is a promise
that prurient pleasures await.

Wheatley proceeds to describe in remarkable diaihctions that his
protagonists witness from their hidden vantage tpdithe Gothic reader looks
forward to gleeful blasphemy, then this is amplgyided, in the sort of sardonic style
thatThe Monkmanages so well. A cross is half stomped into hvedod and inverted
in the ground, the Christian host is profaned weg too dreadful to be narrated, and
the Duke informs us that the satanic priests ataga stillborn baby or perhaps
some unfortunate child that they have stolen andlered’. Rex is chilled by the
sound of a human skull rattling around in theirldean** Ostensibly waiting for their
chance to liberate Simon, the Duke and Rex arewrgsyand readers participate in
this voyeurism too.

Even Tanith, who, if she were undelayed, would Haeen a participant,

becomes a watcher. She

saw the Satanists strip off their dominoes and deretl afresh —
almost retching — as she watched them tumbling @ach other in
the disgusting nudity of their ritual dance. Oldddane D’Urfé,
huge-buttocked and swollen, prancing by some satsower with
all the vigour of a young girl who had only jusached maturity;
the Babu, dark-skinned, fleshy, hideous; the Anaeriwvoman,
scraggy, lean-flanked and hag-like with empty, lagdreasts;
the Eurasian, waving the severed stump of his arthd air as he
gavotted beside the unwieldy figure of the Irisihdpavhose
paunch stood out like the grotesque belly of a €gngod?

13 Wheatley 116.
14 Wheatley 117-20.

15 Wheatley 132.
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The reader will remember that Madame D’Urfé is [eferand that the cultists are
dancing before the Goat of Mendes, who masquel@ibtalagasy, earlier described
by de Richlieu as ‘a “bad black” if ever | saw on&The human body is textually
mutilated, obsessively and grotesquely raciali¥éteatley is simultaneously at his
most politically vile and aesthetically Goya-likehe physically grotesque meshes
with the crudely sexual and racist. The Irishmatyed as a ‘bard’ and somehow
acquires a second racial classification; the In@drorrible seemingly because of his
race; and Madame D’'Urfé is repulsive because haradity is framed as
inappropriate to her age. The dancing crone iddfin terms of a younger,
presumably sexually appealing, woman; even assstieniigrated, the reader is
presented with a contrary image. As the sexuafith® Satanists is excoriated,
titillation is offered.

In fact, this prejudice is not Wheatley at his stoAnother black magic story,
Gateway to Hellexplicitly connects a ‘Black Power’ movement wiétlglobal satanic
conspiracy. Wheatley’'s heroes rescue Nella Nathgoung Jewish American, from a
Sabbat in Chile, where she has been tricked inticcgeating and raped. Nella holds
strongly anti-racist beliefs, but barely has timexpress them to a disapproving
Simon and Richard before she is summarily murdaretmutilated by the cultists
she has escaped from. The unspoken logic of thestéxat Nella’s death is
acceptable, even just; she was foolish enough ttabhgerous. It is hard to read this as
anything other than an especially nasty exercisthorial projection.

The racism inThe Devil Rides Ous complicated, if only a little, by the make
up of its company of light, most of whom reappeaGateway to HellDe Richlieu is
French, Rex American, Marie Lou Russian, Simon adam Jew, and while Tanith’'s
father was English, her mother was Hungarian, &iedagas raised in Yugoslavia;
only Richard is apparently uncomplicatedly Englistare than this, the saint who
intervenes at the close of the final confrontatiothh Mocata is seemingly Tibetan
(and more importantly, Aryart).Regardless, a binary opposition is set up between

Richlieu’s company, who are cultured and moneyad,the Satanists, who might

% Wheatley 11.

"Wheatley 315.
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masquerade as civilised, but reveal their savagiettye Sabbat. Their race becomes a
symptom of their lack of civilised qualities.

The Duke complains to Rex that ‘there is littlefelience between this modern
Satanism and Voodoo.We might almost be witnessing some heathen cergimnon
an African jungle*® The Satanists become ‘a trampling mass of bestiahal
figures’ dancing to music where, ‘Instead of melaitlyvas a harsh, discordant jumble
of notes and broken chords which beat into the metida horrible nerve-racking
intensity and set the teeth continually on edgé/fusic and melody are as much
cultural constructions as they are mathematica$.ohlkee breakdown of music
suggests a breakdown of culture, more specificaflyyestern cultural norms. The
Satanists feast, with no ‘knives, forks, spoonglasses’, but instead drink straight
from bottles and eat using their hariighis is hardly a transgression on the scale of
devouring an infant, but emphasises that Satarsamderstood to represent the
collapse of civilization, specifically, of a consative Englishness.

There is a complication in this reading of the SdbbDespite its ‘savagery’,
Wheatley has gone to substantial effort to depicuti practice as anything but
atavistic. Earlier, de Richlieu tells Rex that & Were to hypnotise a person before an
audience of ‘ignorant natives’ it would seem likagit to thenf Knowledge of the
occult iscivilisedknowledge. Furthermore, if hypnotism is a demaigin of the
power of the human will, then the ability to leveéas simply an extension of the same
power; this sort of chopped logic is frequentlydise ‘prove’ the Duke’s claims.

Later, a similarly pseudoscientific rationale i$eoéd for how blood can be used as a
source of energy in ritudf. For the Duke, the only reason we might view magic
‘magical’ is simply because we are ignorant ofatgkings. To doubt, as a reader, is
to place oneself outside of de Richlieu’s worldvjand it is he who carries the

authority of the text, his version of the world tgiborne out by the narrativEhe

18 Wheatley 115.
¥ Wheatley 121.
D' Wheatley 118.
2L Wheatley 27-8.

2 \Wheatley 117.
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Devil Rides Ougenuinely tries to construct a certain epistemiokdgredibility, or,
at least, thsenseof such. Black magic, so often associated withstirgs of
superstition supposedly banished by post-Enlightarirthought, is presented as
entirely rational. This is a neat inversion, whecepticism becomes unscientific, and
magic is no longer a primitive belief. Yet in terwisthe Sabbat, described as a site
where civilization collapses, this creates an @igsion.

Perhaps the Duke’s understanding of the partitgdanotivations goes some

way towards an explanation of why this should heDsoRichlieu believes

‘Some of them are probably epileptics, and nedtlgnast be
abnormal. This revolting spectacle representseasel of all their
pent-up emotions, and suppressed complexes, engenae
brooding over imagined injustice, lust for powettdy hatred of
rivals... That is the only explanation for this tbte exhibition of

human depravity which we are witnessiAg.’

The Duke ascribes ressentiment, the symptom o&Blibe’s ‘slave morality’, to the
Satanists; yet it is the powerful Duke who categggithe Satanists as different, and
lesser, placing them in a position where ressemiirseems structurally inevitable
rather than an individual failing. Even as the 8estig attempt to use the civilised,
scientific knowledge of the occult, they remainlexed. The company of light, all
privileged, are free of ressentiment, and thusénlogic of the text deserve their
place as masters; furthermore, because they atensabey are able to wield the
powerful and civilised ‘science’ of the occult in appropriate way; apparently some
are born to rule. Wheatley’s racism shades intoeskimd of fascism.

This sort of reading is useful in that it describfes prejudices and politics of
the text. It allows us to see the black mass asimghul, and helps us place it within
a wider discursive tradition. It seems to confilme approach to genre text that
Jameson espouses, suggesting that the text cordirdheeinforces a hegemonic

worldview for its readers. However, while this softreading is politically necessary,

% Wheatley 120-1.
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it is also very limited in its ability to undersththe text’s wider interests and practice.
While an accusation of xenophobic fascism is dernmabk, it is also too easy.

Regardless of Wheatley's ideology and the racispuglices of the tex@The
Devil Rides Ouis not a book about race. It is a book about Sstsnisenre habitus
allows the native reader to effortlessly grasp, thigoritising certain readings and
elements of the text over others. A critical faglwio account for the reading strategy
presumed by author and audience risks overemphgsidiat is less significant in a
text while missing more important elements. Crugjal reading that emphasises the
political implications of the Sabbat attribut@ganingto the ritual; yet the ritual’s
ability to hold meaning is not what is most impattabout it. By attributing meaning
to the Sabbat, we miss the fact of the Sabbat.iRather than a gathering of devil
worshippers it has become a demonstration of rpoigics.

At the same time, the black mass can go some wegrtls explaining why
Wheatley’'s black magic stories developed a neweaestip in the sixties. The black
mass becomes legible as a salacious, nightmarisioueof some imaginary hippy
gathering. While the Satanists are villainous,dhsra vaguely progressive air about
them; they listen to unconventional music, danciaénude, participate in
unconventional sexual practice, and glut themseadwegarious intoxicants. This, after
all, was the age dflair, Oh! CalcuttalandOzmagazine, ‘an era of personal
liberation, in the view of some critics, one of mlanarchy?* Without suggesting
that the Satanistgpresenthippies there is a relevancy, a practical senslectio
performance that would have been harder to gra#ieithirties.

Seligman, Weller, Puett and Simon note that theohave tended to
emphasise either the social function or the culteneaning of ritual, but that either of
these understandings presumes ritual is basicafigraous and coherent with the
world, representing things as thase. This has never been the case, they argue.
Ritual does not represent either culture or so@stthey are. Instead, ritual can be
seen ‘as a subjunctive — the creation of an aadefit were truly the casé’ Ritual is

a response to a tragic reality that does not alggtif with our hopes and wishes,

24 Kenneth O. Morgan, "The Wilson Years: 1964 — 19F8om Blitz to Blair: A New History of
Britain since 1939ed. Nick Tiratsoo (London: Weidenfeld and Nicaols©997) 149.

% Seligman, Weller, Puett and Simon 20.
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rather than a reflection of our world and culturteg; farmer performs a rite to

‘ensure’ the bounty of the harvest not becauseitbeepresents the order of things,
but because sometimes the harvest fails. Integdgtithe Duke’s analysis of the
Satanists’ motivations closely accords with Seligretal.’s understanding of the

need for ritual to console our anxieties and disagments. The Satanists perform

the mass as a response to the disappointmentiofiles. Moreover, Seligman et al.
argue ritual ‘must be understood as inherently remulsive — semantic content is far
secondary to subjunctive creation.’ Ritual ‘canbetanalysed as a coherent system of
beliefs.?®

These claims for the nature of ritual have sigaificimplications for any
analysis of Wheatley’s black mass. If ritual tetal®e nondiscursive, then attempts to
understand the black mass ought to appreciateTthis.does not necessarily mean
that discursive meanings, like those discussedalmannot be attached to it, only
that such meaning is secondary to the performahtteeaitual itself.

In fact, The Devil Rides Ouends not to focus on the meaning of the black
mass, but only on its performance. While the Duleigdes a commentary on the
action, this commentary only ever extends the detsan of the action and provides
his reaction to it. He is the only figure able éxplain’ the Sabbat, but, unusually,
given his verbose theorising of most occult pragtiee does not do so. If communion
forms the most significant part of the Christianssiave might presume that the
desecration of the host might be the most meanlipgiu of the rite, but given the
extensive description accorded the rite as a whiakedealt with surprisingly quickly,
receiving only three sentences. The Duke desctiteeact as ‘the most appalling
sacrilege’, but it is left at that as the celebsatomp the host into the groutidThe
action itself is emphasised over anything it migigian. Far more description is given
to the Satanist’s nudity, gluttonous feasting aadaihg. Again, these are actions that
hold sensual qualities for their performers thated the simply discursive.

Of course, when we read depictions of these agtwe are not performing
them, or even observing them other than in a fieticense. However, if ritual creates

a subjunctive world, we are participating in thesethat the subjunctive world being

% Seligman, Weller, Puett and Simon 26.

2" Wheatley 120.
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created by the Satanists is much the same as Ibjumnstive world we are
experiencing as readers. On the one hand, weRkkeand de Richlieu, are simply
‘watching’ the black mass; on the other, throughreading, we are enacting it on an
imaginative level. While de Richlieu and Rex fregthgremark on how they are
variously appalled and repelled by what they aegngg this is an unlikely reaction
for the reader. Witnessing the performance of thekkbmass is perhaps the primary
satisfaction of the black magic story; readers @itbnot wish to be thrilled and
titillated by it are unlikely to have engaged wiltie text in the first place.

Before Wheatley’s readers attempt to assemble ses#iwhat the ritual
might mean, they experience the subjunctive worlithe ritual itself. The Sabbat
offers a tawdry, intoxicated vision, full of weiwiblet lights and blue candle flames.
The Satanists burn incense made from ‘Thorn, dpphes, rue, henbane, dried
nightshade, myrtle and other herbs... Some are hasmalgart from the stench, but
others drug the brain and excite the senses toiambafury of lust and eroticism’
explains the Duké® It is intoxicating, a darkened carnival apart frim real. The
subjunctive space created offers readers the iraagaexperience of a morbid but
heavily eroticised world, where Gothic practices acted out. In this way, the
subjunctive created by the black mass is approxinaiuivalent to the subjunctive
Wheatley's text proposes to his readers, and preseose elements of the text which
are characteristic of Wheatley’s Gothic practice.

Chapter one raised concerns about the usefulnesspefas a key to
understanding the Gothic genre. The Sabbat iso@ ttsut more than that, it is a
procedure, played out in the narrative, and iraitteof reading. The Sabbat works
towards a climax; however, that climax is interegby the intervention of the Duke
and Rex, who drive the Duke’s car into the centrime rite, switching its headlights

on as they descend into the valley:

At the first flash of those blinding lights whictrsck full upon
them, the Satanists rushed screaming for cover..ir Meniacal
exaltation died away. The false exhilaration ofdlehol, the

pungent herbal incense and the drug-laden ointnvemth they

% Wheatley 116.
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had smeared upon their bodies, drained from thdmy Woke as
if from an intoxicated nightmare to the realisatadrtheir

nakedness and helplessnéss.

Spiritual darkness is dispelled by the light of Dwke’s headlights, which break the
spell of the subjunctive the ritual works towar8giritual and actual darkness are
conflated, so that evil can be apprehended thrdluglsenses. A notional darkness
becomes actual for a short time. This literalizatonfirms the subjunctive nature of
the Sabbat, creating a world where it is as if dass reigns, a spell that is broken by
the light.

As we will see, the Sabbat is usually interruptetble it reaches a climax.
This interruption creates a mesh of effects. Istirates the reader’s interest before the
whole of the ritual has been played out, and thamtains that interest. This is the
experiential equivalent of the way that narratieéds back information, deferring the
readerly pleasure of revelation until a later pofttthe same time as teasing the
reader’s prurient interest, interruption affirmse gpower of the black mass itself by
hiding its culmination, suggesting that there issthing more, unseen, obscene, and
blasphemous that the ritual is proceeding towdrdsthat remains unperformed.
While the potential power of the black mass is lzedeed, it is also safely occluded.

While the mass is being celebrated, the Satanestsrbe an undifferentiated
mass, their everyday identities and individualiipsumed into the subjunctive world
created by the ritual. Simon, a willing participamecomes lost amongst them, his
individual identity subsumed into the subjunctiverig created by the group. Rex and
the Duke are outside of this subjunctive world,resping revulsion, but
voyeuristically looking on; they retain their ingival identities. Tanith is caught
between the role played by Simon, and the one gdlayehe Duke and Rex, as she
risks shifting from observer to participant, becoghswept up in the performance of
the rite, her journey to the Sabbat being drivemyptevil powers’>°
These three relationships to the Sabbat sugges ebthe strategies available

to its readers. Like Rex and the Duke, we seenb$erve the black mass as voyeurs,

2 Wheatley 135-6.

% Wheatley 131.
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and still have the option of disapproving of itf ike Simon, the act of continuing to
read means that we are participating in this psiiyerat least fictionally. Having
committed to reading a black magic story, the réageocession towards the black
mass is inevitable, as with Tanith’s processionas it. Yet, just as Tanith is
compelled towards it, readers are allowed to egpeg the Sabbat without having to
see themselves asntingto experience it. This facilitates a ludic, nondisive
reading experience; readers are not encouragestitusly reflect on what the Sabbat
means or why it might be a source of vicarious gea They do not have to take
responsibility for it. As much as the Satanistsategea subjunctive world for their own
ends, readers are creating a similar world for $edues to participate ifhe Devil
Rides Oudepicts distinct kinds of ritual, but also is gyportunity for a distinct kind
of ritualised reading.

Seligman et al. construct a binary distinction keswthe ritualistic and the
sincere. Sincerity, in their usage, marks an approa the world that emphasises the
individual subject, authenticity, and the neede¢bat ‘real’ thought and feeling,
existing in contradistinction to ritual, which engsisses the communal, the
conventional, and the performative. They argue fHa¢ sincere mode of behavior
seeks to replace the “mere convention” of rituahva genuine and thoughtful state of
internal conviction3! This theorisation of ritual is close to Bourdieukhich argues
that ‘one cannot speak adequately of ritual unbegsunderstands that ritual is
essentially behaviour that is both ‘sensible’ ardadd of sense intention and that
scientific intention is essentially the projectdiscovering sensé”

Where the sincere is meaningful, the ritualistisignificant. InThe Devil
Rides Outthe black mass, a largely unreal practice, mestbarded as insincere.
More important than any ‘meaning’ we might extrfrotn the rite is the simple fact
of participation. The individuality and agency bétparticipants is apparently
diminished in the mass, and their regular senskevhselves is recovered only as the
car’s lights dispel the subjunctive darkness. Lilsmythe Gothic reader’s self and
discursive ability is not emphasised in this immerseading experience; we keep

reading without pausing to really consider the ms=df. Indeed, when we read the

31 Seligman, Weller, Puett and Simon 103.

32 Bourdieu,_Logic of Practic#8.
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black mass, we tend to put our day-to-day valuet) imoral and aesthetic, to one
side, bracketing our sincere individuality in favai participation in the text.
Reading the black mass is emblematic of readingstbidic itself, where the reading
experience itself exceeds the meanings carrielaeinext.

Part of what makes Wheatley’s black mass so usefine Gothic is that it is
largely invented. The rituals performed by occtstike Crowley were not
understood by their participants as being blacksessand it was not until the
foundation of the Church of Satan in San Francisdbe later nineteen-sixties that it
seems the black mass was performed with the retyutaruniformity characteristic
of ritual. Instead, its celebration was limitedetmcentrics and dabblers like Summers.
The black mass, as it is presented e Devil Rides Outs an invention, although an
invention with considerable precedent in Gothieland literaturé® As an imaginary
ritual, the black mass can be whatever the Gohxtrequires it to be. Thus the
Sabbat provides an opportunity to stage thoserectaod experiences required by the

contemporary Gothic.

The Devil on Lammas Night

If The Devil Rides Ous a good bad book, then Susan Howatch’s Td#3Devil on
Lammas Nighis, comparatively, uncomplicatedly poor. Never#iss| it was still in
print some seven years after its original publaratin part due to Howatch’s success
with a number of thick historical blockbusters weit shortly afterward® The Devil

on Lammas Nighjoes some way towards demonstrating the forceithatatley’s

first and subsequent black magic stories exerted the field at the beginning of the
seventies. There is reason to think that Howatelwdfirectly from Wheatley; but
more interesting are the substitutions and reaa@emts she makes, and their
apparent modest success, suggesting that it wampetent and timely performance
of the Gothic.

¥ For an account of historic depictions of the blatiss, see Medway.

3 Philippa Toomey, "Sex, Lust Greed," The TinleNovember 1980: Saturday Review 10.
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The Devil on Lammas Nigig The Devil Rides Oubr readers who prefer
their Gothics in the mode of Victoria Holt's comptaively demure, romantic 1960
governess-Gothidylistress of MellynAs with the Wheatley, the black mass is central
to Howatch’s narrative. The plot involves the ef$oof a group of Satanists, led by
the charismatic Tristan Poole, to inveigle theiyw#o Colwyn Court, ancestral seat
of the financially troubled Walter Colwyn. The Saitis masquerade as the seemingly
innocent Society for the Propagation of Nature Bodait use the occult means at
their disposal to bring about a number of deathsrayst the Colwyn family and their
friends, nearly scuppering the budding romance éetw\Valter's son, the young
doctor Evan, and Nicola Morrison. Where Mocatatisrapting to bring about a
conflict similar to the Great War, Poole representkreat to domestic romance rather
than world peace.

The Satanists pursue the Morrison family fortunkink Nicola’s father (he
swerves his car to avoid hitting a cat that Tridtas bewitched), and her stepmother
(she is swept off a cliff by a flock of stampedsiteep, driven towards her by a
demonically possessed horse). The absurdity igemtional, but makeghe Deuvil
Rides Ouseem comparatively serious.

Howatch’s central plot-proposition, where an othiseaeligible young woman
becomes involved in a satanic cult and must be vechérom such by her suitor, had
already been used by Wheatley. Evan and Nicolasaree owes much to Rex and
Tanith’s; the bridegroom may not claim his briddilushe has been recovered from
the Satanists. However, the scale of the actidrhimDevil on Lammas Nigig
considerably reduced, despite the eventual reveldéhiat Poole is an incarnation of
the devil himself. This reduction in scale distirges the differing orientations of
Wheatley and Howatch'’s texts. Wheatley’s text pgyttes in the thriller genre at the
same time as the Gothic, whereas Howatch’s paatiegoin the paperback romance,
an earnest descendent of comedy. Frye’s concegdtiah of comedy usefully
describes the issues Howatch’s narrative worksutfiroComic narrative resolves
when the young lovers are wed, and in doing sogbaibout change in the social
order. Frequently, comedy also expels a scapegpaeffrom that society; while its

theme is integration, it also indicates what itds possible to integratg.

% Frye 163-86.
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It is established that Nicola must partner Evang Whs recently returned from
Africa, and that Evan ought to take control of @@wyn estate from his weakening
father. Poole is an interloper, and his diaboliwenis such that he has manipulated
Colwyn pereinto accommodating the Society for only a peppercental! Tristan
has a hypnotic power over almost all of the womemiicounters. He is marked as

desirable, yet foppish and foreign:

the impression of the conventional English busimess so
meticulously created, was blurred by his hands\emce. He had
beautiful hands, the fingers long and tapered,camdrary to the
habits of many conventional Englishmen he worag an the
third finger of his right hand, an intricate un-#isQ ring...
When he spoke... it was hard to decide why [his Jabeuld
fall short of conventional English standards, Htdraa time... a
listener could detect the inflections of a foreigmethe
occasional ambiguous vowel sound or choice of wordie was
closer to forty, cosmopolitan, experienced and irmsoeably

sophisticated®

Poole is not as grotesque as Mocata, but carrgeesaime set of prejudices about
foreigners and cosmopolitan men as Wheatley'simillslocata is French, and
popular with women; however, he does not conformntdenglish notion of
gentlemanliness, with Simon informing us that ‘Heesl the most lovely needlework,
petit point... he will smother himself in expensiverfumes and is as greedy as a
schoolboy about sweets’; but he also disappearsiivet East End for days on
alcoholic benders where he indulges terrible, nasseVices’ The Devil on Lammas
Night, as much a paperback romance as a black magy; st@areful not to attribute
too much foppish bizarrerie to a potential sexw@atner of the heroines. Tristan’s
allure needs to be available to the reader as rasi¢h Nicola, Gwyneth (Walter’s

unworldly daughter) and Lisa (Nicola’s stepmother).

% Susan Howatch, The Devil on Lammas Ni@t270; London: Pan, 1974) 24-5.

3" Wheatley 153-4.
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The threat posed by the diabolists is appropratee stakes of each narrative.
Thrillers require that potentially explosive paddi situations be negotiated,;
paperback romances operate on a smaller scal@ranaterested in the
complications of personal relationships. In terhthe other genres the texts
participate in, the threat posed by the devil aisdagents is similar, in that the
fundamental narrative requirements of those gesmeshreatened by diabolic agency.
In the case of both texts, this simultaneous ineaignt in different genre practices is
carefully orchestrated, so that the potentially peting requirements of variant genre
procedures do not appear as wildly inconsistetiipagh admittedly Wheatley is
probably the more successful of the two in this.

In The Devil Rides Outhe black mass is more than simply a mass, having
been conflated with other ritual functions. Iti¢ended to provide an initiatory
‘ordeal’ for Tanith, and to infernally baptise Sim& The Devil on Lammas Night
black mass is similar in that it is also intended\écola and Tristan’s wedding
ceremony. Howatch reorientates the mass so thtlitdes the ultimate threat
possible in a paperback romance narrative, couplittythe wrong partner, a threat
that is averted when the mass is interrupted.

Howatch’s presentation of the black mass has muclinmon with
Wheatley's. As with Mocata’s ritual, there is faagt and participants burn herbs that
emit noxious, intoxicating fumes. The list of indrents that feature in the incense
strongly suggests that Howatch drew directlyTtve Devil Rides Owds a source.
Agnes, Poole’s lieutenant, describes the ingrediastRue, myrtle, dried nightshade,
henbane and thorn-appf&.This is almost identical to Wheatley’s list, alttyh thorn
and apple have been compounded into thorn-apptigtara. Where Wheatley has his
Goat of Mendes trample a cross into matchwood, Hadwamits herself to having a
tapestry of the same scene hanging behind the*altar

Two members of Howatch’s company of light obsehesdgathering prior to
the Sabbat, and the Sabbat itself, from hiddenaggnpointsThe Devil on Lammas
Nightis voyeuristic, but less so than Wheatley. As Jim&w spies on the Sabbat, we

3 Wheatley 85, 91.
% Howatch 187.

40 Howatch 202.

148



learn that while ‘she was not prudish’, she ‘thaujlat human beings usually looked
better with clothes than without them... [although¢ $ound herself riveted to the
spot with an appalled fascination.” She wonders tmvelderly, the obese and the
ugly could reveal themselves in such a way witogtialm’?* Again, the reader is
placed in a voyeuristic position alongside Janéwhere the Duke’s appalled cries
only emphasise the provocative, forbidden natuth@fvorship, Jane’s response
represents a flatter rejection of what she sees.

Jane embodies common sense; she is a stark cdotrestmuddled and
ineffectual husband, Cambridge professor Bernandike) dreamy Nicola and
Gwyneth, and vain Lisa, she is not susceptibleristdn’s charms. While she spies on
the Sabbat, she resists the lure of its subjunetivéd. The objection to the coven’s
nudity again rests on the unappealingness of bwalres, although their grotesquery
is not on the scale of Wheatley’'s deformations,iadtrracialized. More importantly,
Jane’s objection does not involve the shock ancahartrage of the Duke’s response.
In the black mass, ritual nudity ought to be eratid shocking rather than pathetic.
Where Rex and the Duke participate in the Sablvatigh their outraged
spectatorship, and are thus accessories to theaabhbjunctive world, Jane resists,
refusing to participate by not accepting the teainthe game. Rather than being a
celebration of transgression, this part of the &aismerely embarrassing. Jane’s
resistance to the Sabbat’s creation of a subjumeterld implies a reader likely to
resist this world tooThe Devil on Lammas Nightsimultaneous practice of the
paperback romance genre limits the Gothic’s traessive tendencies; the book
promises horrors and salaciousness, but carefuilislits shocks.

It is the black mass’ facilitation of orgiastic sémat Jane finds most unsettling.
She does not weep when Matthew, Nicola’s fatheLjga, her stepmother, die; but
she is reduced to tears thinking of Nicola partgipg in unconventional sexual
practices? As in Wheatley, the participants in the mass @ated as an
undifferentiated mass, anathema to the pairingscarefully delineated social roles
comic narratives require. The orgy is particuldhgeatening as it disregards the

principles of comic narrative.

1 Howatch 204.

42 Howatch 190.
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No access is provided to the consciousness of alitlé heroine at risk of
becoming lost in the polyamorous mass. This iskertiie case of Wheatley’s Tanith,
who almost leads us into the Sabbat. Just as dgets the erotic frisson of ritual
nudity, so too the reader is directed away fromritle of becoming swept up in the
mass. Indeed, the mass itself occupies only a teyepbefore it is interrupted. The
ability of the ritual to create a subjunctive woiddimited in comparison to
Wheatley’s Sabbat.

In The Devil Rides Oultt is the Duke’s wealth of occult knowledge that
allows the company of light to battle the Sataniétien de Richlieu and Rex disrupt
the ceremony, they visualise occult symbols, thaoevoss at the Goat of Mendes,
mutter psalms and use physical light as a weapamstgspiritual darkness; all of this
comes from the Duke’s instructiohhe Devil on Lammas Nightblack mass is also
interrupted through the savvy use of occult practlane has already sent Evan to
Foyles to purchase ‘a really good book on witchtf&fwhich has confirmed her
suspicions that witches are at work. Her frantm@tegion of the Lord’s Prayer helps to
interrupt the mass, rupturing the delicate subjueatmosphere the witches are
attempting to create. Evan’s cry, ‘In the name oflGSTOP!** also contributes to
the cessation of the ceremony, but it is Timotlacson that kills Poole. Plucky
young Timothy, shut up in Colwyn Court by the Sagrdiscovers the wax doll that
Poole has previously used to incapacitate Evanoffiyninspects the doll:

Stories began to flicker across his memory, fokklbanded
down from one generation of schoolboys to anoth&his was
how you won a fight with the school bully even thgbithe was
much bigger than you were. You stole a candle frimenschool
pantry, melted it, moulded it into the bully’s imreggricked it in
the groin with a pin, muttered ‘I hate you’ threaés... The
bully would lose all his strength and lose the fighimothy had

3 Howatch 167-8.

44 Howatch 208.
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never tried the experiment himself but everyongchbol was

positive that it worked®

Timothy removes the splinter from the Evan doll kesman image of Tristan,
prays to God, and skewers its heart, causing T¥studden death. Timothy’s action
aligns him with Jane’s common sense. Wheatley'sdwecontribute to the creation of
a Gothic world through their horrified reactiondjile Howatch's, always sensible,
resist the subjunctive of the black mass.

There is a significant difference between the we knowledge functions in
the Howatch and the Wheatley. De Richlieu fliethi British Library to research the
techniques of his enemies, and the knowledge tleatsahim to battle Mocata is
hieratic, occult, and elite. The knowledge thabwai Jane and Timothy to defeat
Poole’s coven is available in good bookshops asdgmharound at public schools.
This is a significant modification of Wheatley'ctaique. Mocata needs to be
combated by specialists, whereas non-specialistecawith folklore and the
procedures of practical logic can stop Poole. Thpsthex on Poole is a
demonstration of the sort of knowledge that emeagg®f Gothic habitus, and is, in
this way, an action informed by common sense,tdeast, the Gothic version of
common sense.

Bourdieu argues that an emphasis on language ankeheutics ‘leads one to
conceive action as something to be deciphered, wheads one to say, for example,
that a gesture or ritual aekpressesomething, rather than saying, quite simply, that
it is ‘sensible’ 6ensor, as in English, that it ‘makes’ sen&®By the seventies, the
black mass, a textual manifestation of Gothic hethihad developed to the point
where it could be described as ‘sensible’, as cthédactions typically taken to
circumvent it.

The subjunctive world of the black mass, and kig®esion, the Gothic offered
by The Devil on Lammas Nightelates to the real in a slightly different way t
Wheatley's text. In the late sixties, Wheatley'sa®asts could potentially be read as

countercultural freaks. Howatch’s coven membersigwer, are unambiguously

45 Howatch 201-2.

¢ Bourdieu, Logic of Practic86-7.
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linked to free-loving liberals and hippies. Tristara re-reading of Mocata, but an
entirely contemporary one, drawing on then-curesntieties relating to cults and
their leaders. The Scientology cult had been ingattd by the British government
and was decried in the papers in the sixties; dtieeokey objections raised was the
cult’s claims to provide mental health care, whemas completely unqualified to do
so. A report inThe Timesoted that ‘Its practitioners, medically unqua&ldi practised
“dangerous (hypnotic) techniques” and not only adstéred the wrong treatment but
also poisoned people’s minds against orthodox nreglicand that Scientology’s
founder, L. Ron Hubbard, falsely claimed to be atdd*’ Tristan claims to be a
psychologist, but is not, in fact, a qualified do¢imuch to Evan’s outrage. Indeed,
Tristan uses hypnosis to control people and brivapghis endé® Although Tristan
never claimed to be a psychiatrist, that the disitam is highlighted suggests Tristan
is being likened to Hubbard.

Another point of reference appears in English reépgrof the Manson family
murders. Manson’s control over female cult memleais his polygamy were
emphasised, as were his links to the Haight-Ashhippy scene, and allegations that
he was involved with black magfe Tristan’s accent is un-English because he spent
time in California, and it was there that he chahfyjem man into Beast. His
promiscuity exceeds that of the typical romantid,ca that he has a coven of no less
than twelve women under his control. The zeitgeishe sixties opened up another
way of readingr'he Devil Rides Owds a nightmare representation of hippie culture.
Howatch’s book embraces this alternate reading.

However,The Devil on Lammas Nigig not substantially an expression of
contemporary cultural anxieties about cults andngopeople. These ideas are used
not because the text wishes to seriously investitiegm, but because they provide a
sense of plausibility for the plot. Despite the nolpabilities of the narrative (a
possessed cat, a death caused by stampeding sHeeg@)ch refers to the real, but
only as a source of credibility. More importantrihraference to contemporary cult

leaders is Howatch’s extensive borrowing from WiesatlThat Wheatley’s text

*"Henry Stanhope, "How Cult Deals with Its Critic§Hie Times26 July 1968: 8.
*® Howatch 152.

9 See Michael Knipe, "Cult Leader Sent His Girl Rds out to Beg," The TimesDecember 1969: 4.
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should provide so much for Howatch'’s suggests tveepful position that Wheatley
held. Wheatley’s version of the black mass had tmeca resource available to others

participating in the field.

The Green Man

Kingsley Amis’ 1969 novel' he Green Matas a Gothic appeal very different from
Wheatley’s. It is, on the one hand, a ghost stang, on the other, a typically Amisian
comic novel, and as such, occupied a position edtgge in the literary, as opposed to
the Gothic field. In fact, it was marketed sepdyate both fields; originally in
hardback by Jonathan Cape, it was released aseajaa@g in the Panther Horror
imprint in 1971. WhileThe Green Manloes not feature the black mass, it features
elements that seem to be drawn directly from iithide the ghost story nor the comic
novel requires the appearance of a wicked occultiphantasmagoric sexuality, but
these details are central to Amis’ narrative. Tihahould include these elements is,
again, indicative of the power of Wheatley’'s defomnal position in the Gothic field.
The Green Masuggests that the literary text depends on cordesmp Gothic
practice to inform its performance when it takeghastly turn.

The novel participates in both the Gothic and ditgifields. ItsTimesreviewer
noted that ‘I quite enjoyed it at first, becamendiounscared, was thoroughly
disappointed by the end, and only began to refiah hour or so after | had put it
down.”® This response suggests a process that, over tingecof the reading
experience, responds in turn to the different getire text is involved in. The
reviewer moves from pleasurable Gothic affect, anigrs into a period where he is
dissatisfied by the text; he notes his initial gm@nt fading as he becomes
‘unscared’. The novel has failed to do what a Gotught. Then, on reflection, the
reviewer seems to find another way of appreciating Green Manlt is this act of
reflection, which occurs separately from the aateaiding the text that marks the
reattribution of genres. His reading has beconeflaative, literary consideration of

the book rather than an immediately affective Go#xperience. It seems a fair

0 Michael Ratcliffe, "Two's Company, but One's a\@dg' rev. of The Green Matby Kingsley Amis,
The Timesl1 October 1969: Books v.
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assessment of a text that vacillates between baoqtight comedy, sharply edged
satire, and ghostly irruptions.

Maurice Allington, a chronic alcoholic and seriabmaniser, owns an inn in
Hertfordshire, the Green Man, which is said to hertted by the ghost of Dr Thomas
Underhill, a man of holy orders and wicked reputearf the later seventeenth century.
Over the course of a catastrophic few days, Maisriegher dies, he seduces his
doctor’s wife, Diana, and then coaxes her into laiping him exhume the body of
Underhill, and also into bed with himself and hisendoyce. He experiences
hallucinations, psychic attacks, odd episodes wtiere freezes, the appearance of
Christ, amnesiac spells and eventually the mamifiest of the green man itself, a
monster formed of forest stuff and animated by UWhitlss magic. It is a polygenous
text, and provides more than a simple Gothic.

While Amis is best known as a literary writer ohaic novels,The Green
Manis an informed contribution to genre writing. Amvas one of the first
academics to specifically address genre fictiotssrwork of popular criticism, the
short 1960 survey of science fictiddew Maps of HellWhile New Maps of Helis
primarily interested in science fiction, that gerggin Amis’ descriptions, closely
interwoven with what he terms ‘fantasy’, somethahgse to what would now be
labelled Gothic. Amis believes Ray Bradbury is § geoponent of this ‘fantasy’
writing, and notes the macabre turn which fantegnsed to have taken. Amis feels

that cruelty and disgust

run riot in a good deal of modern fantasy, moremfh what is not
an overtly sexual form... Stories about evisceratoymutilation
in general, once fairly common in science fictidriree mad-

scientist school, are now a settled ingredienaofdsy>*

The Green Mais overtly sexual, but does not dwell on gore. ét&wless, the
blending of the sinister with the sexual suggestssAwas consciously participating
in ‘fantasy’, or the Gothic field. Just ake Time'sreviewer noted the distinct

pleasures of the Gothic and literature availabldétextNew Maps of Hell

*1 Kingsley Amis, New Maps of He(l1960; London: New English Library, 1969) 57.
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recognises these too. Amis argues that theredalalifference between the pleasure
sought by the genre fan reader as opposed tat¢harii readet? which is another
way of acknowledging the differing expectations amading strategies readers use.

The Green Mampens with a review of the eponymous establishritent the
Good Food Guidethat praises its ‘genuine English fare’, andddtrces Maurice as
the proprietor, who is prepared to tell his gudisésstory of the inn’s haunting; we
learn ‘there is, or was, at least one ghosThis is a very different presentation of a
supernatural, Gothic manifestation to that presemé&Vheatley. The ghost is treated
as a story, rather than as a real thing. It isuagbattraction rather than a threat. This
introductory framing of an apparition as fictivalpto have it proven ‘real’ later, is
not uncommon in Gothic narrative. Like the blackssiat is one of the ways in which
Gothic fictions incidentally examine themselvesftsig from a representation we
recognise as banal, real, in which ghosts are @slpry, to an extraordinary space
where they become real within the story. These iGothrratives suggest the reader’s
shift into the subjunctive.

The review acknowledges that the ghost is a saefrgcgerest for readers, an
entertainment, almost a part of the inn’s hospjtaRather than immediately
involving the reader in the creation of a Gothiadieg experiencéd he Green Man
opens with a description of the reader’s relatigmsh Gothic narratives. Shortly after
Maurice has described the travails of innkeepirggdes into ‘the routine’,
recounting the purported ghostly history of his $®to a pair of American guests.
Maurice reflects ‘I usually enjoyed telling all ghibut tonight it seemed silly, fully
vouched for by written evidence and yet at the same a blatant piece of stock-in-
trade.? Maurice’s sensibility tends to realism on thisasion, seeing his Gothic
narrative as daft, theatrical, a charade.

Yet the narrative soon becomes more certainly @pthilminating in events
that mirror the black mass, without actually beihat rite. Underhill's ghost becomes

more active, and Maurice, seemingly in his thidiljs up his grave and removes a

52 Amis, New Maps of Hell.2.

3 Kingsley Amis, The Green MafLondon: Jonathan Cape, 1969) 9.

54 Amis, Green Mari7.
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silver talisman the dead sorcerer requires. Themwet in the dead of night, and by

way of thanks Underhill presents Maurice with anomraphic phantasmagoria:

A group of naked women flashed into apparent excgein mid-
performance of some sort of slow, writhing, vaguehental
ballet. Their voluptuousness was extreme, andthisoretical, like

the fantasy-drawings of a prurient but talentecbstoy.. >°

Maurice voyeuristically watches an orgy unfold brefbim, accompanied by strange
music and overpowering scents, although he is ufmable that a pair of glowing
red eyes seems to float behind the action.

Underhill's show draws on elements of Wheatleyablsat beyond the simply
orgiastic. The phantasmagoria seems to call fbemtonstrous green man, with the
chants that raise the monster blending with theggnaphic illusions. Maurice
becomes entirely deluded, believing he is beingikstsby small birds, but is able to

dispel the illusion by throwing his crucifix at Uedhill>®

— just as Rex attacks the
Goat of Mendes by throwing a crucifix at it. Ontéas appeared, the green man
attempts to snatch Maurice’s daughter Amy on Uniflerbehalf, just as Mocata
snatched Fleur for his ceremony in Corfu and Peaborcelled young Lucy so that
she could assist in the performance of the Sahlydike the black masses in
Wheatley and Howatch, the pseudo-mass in Amistisnerrupted, and the dreadful
force the mass builds towards is released intméneative.

Despite the similarities, Underhill's phantasmagasi distinct from the black
mass. Where one is a ritual, Underhill’s illusi@me intended as an entertainment.
However, Richard Schechner argues that ‘Westenkéns have too often split ritual
from entertainment, privileging ritual over entémtaent’ and instead believes
‘entertainment and ritual are braided togethertheeione being the “original” of the

other.®” This is relevant here in two ways. Firstly, it gegts that there is a basic

%5 Amis, Green Mar221.
6 Amis, Green Mar224.
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homology between the black mass and Underhilisitins. Secondly, if we see
Maurice and the other Sabbat voyeurs as representdithe Gothic reader, we are
reminded that there is a ritual element in our sggecship of these entertainments.

The Duke and Rex are like successful Gothic reatteyking on as the Gothic
is performed, unreflectively reacting to the hosr¢or are they delights?) presented,;
they are caught up in the Gothic moment. Both Ma&uand Jane fail to become
caught in the subjunctive worlds created in théguarances they witness, suggesting
the delicate boundaries of the Gothic performaNaurice and Jane’s involvement is
limited by their sincerity, in Seligman’s senselué word, their reference to their own
subjectivity rather than to the subjunctive’s temzieto involve and overwhelm its
participants and viewers.

Maurice’s resistance to the supposedly pleasuraplesentations before him
is strongly coloured by his real experience. Herleasntly persuaded Joyce and
Diana to join with him in a threesome, but becommesginalised during the sexual
encounter, as the two women discover a passioon®mnother that excludes
Maurice. When Underhill presents Maurice with domnsof two blonde women in
lesbian embrace, which Maurice takes to refer sonlie and his lover, he describes it

as ‘an outstandingly abortive attempt to ententaén®®

The earlier visions presented
to him are simply not to his taste, but Mauricé’gf objection comes when
something that recognisably relates to his owrohyss presented. He views
Underhill’s visions as escapist, not as properlgtheg to his life. Where Maurice is
able to provide a Gothic entertainment for his Ailcar guests with a ghost story, it
remains diverting rather than relevant to them; &thdl’s cave of dark pleasures fails
to hold Maurice’s interest in part because it isghocrafted, but also because it
touches on the real, recalling Maurice’s life, tispsiling its escapist potential.

The text itself shifts between escapist fancy emgbged discourse. Typical of
this style is Maurice’s audience with ‘the youngma figure that seems to represent
Christ, who provides him with advice as to how hghthdefeat Underhill. Christ is

little concerned with notions of good and evil, aletlares that unjust suffering is

%8 Amis, Green Mar222.
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‘simply the run of the play>® He desires Underhill's defeat not because thesserc
is wicked but because it suits his aims in somengogame he is playing.

In this view of the cosmos, the Church can hacthym a morally privileged
position. Nevertheless, Christ endorses the powtredocal vicar, the Reverend
Tom Sonnenschein. Sonnenschein is a figure ofcfueer, modish, a Marxist who
rejects Church doctrine. He claims that the imnibytaf the soul and hell are both
Victorian inventions, and drinks Bacardi and Permdtth ice’® presumably a bizarre
variation on a Sazerac; Amis uses drinks througtmdenote character. Christ

advises Maurice:

Use the Church where appropriate. Oh, | don’'t nggaand listen
to that posturing idiot Sonnenschein making metolne a sort of
suburban Mao Tse-tung. But remember that he’sesipof the

Church, and as such he has certain techniques dtdpiosaf?

Maurice tricks Sonnenschein into exorcising theand the nearby woods, even
though the priest does not believe that the rivfi@xorcism holds authority.

We tend to think of this kind of ritual as requgisincerity, a ‘genuine and
thoughtful state of internal conviction’ to be efitious>? but this is not necessary in
the world ofThe Green ManThe text accepts Seligman’s thesis, that rituaply
requires performance more than sincere beliekipiigécepts. Again, this is a useful
point when we consider the Gothic text. We commihie performance of the text
through our reading act, even if we most likelybéigeve that diabolists can call up
ancient spirits and animate forest matter, or threlpower of the Church to enact
spiritual good questionable. This is not so muguestion of ‘suspending our
disbelief’ as becoming involved in another sorgame, which entirely distracts us

from it.

% Amis, Green Mar203.
0 Amis, Green Mari78-82.
1 Amis, Green Mar206-7.
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Sonnenschein himself emphasises his interpretiligyadnd his engagement
in political discourse. This is exactly what Chidssmisses. Sonnenschein’s ability to
produce meaning is irrelevant, but he still hasla in the game that is being played.
Beyond the subjunctive world of crude pleasureseditl createsThe Green Man
creates a wider world where spiritual forces areanflict, but there is no substantial
moral meaning in this. Evil must be stopped, buthexause it is wronger se The
text’s principle is performative and ritualistiadhar than sincere.

The absence of sincere weight in the moral franmkwowhich the action of
The Green Maiis played out is emphasised when we see thatuglthMaurice is
basically comic, a cuckold, he is doubled with Unile Underhill appears only to
Maurice, and both are lustful old men. It is Maatgcresearch into Underhill’s
research that facilitates his return. This is arsal of the pattern in Wheatley and
Howatch, where research into the occult allowsigm®es to better resist the powers
of the Sabbat. IThe Green Maithe villain is an uncontrolled version of its hero
Sexual rapacity was a significant motive for Undéshoccult researches in his
lifetime. Maurice’s daughter Amy'’s entry into heens, presumably suggesting her
nascent sexuality, is cited as the reason for Unillsrreturn in the late nineteen-
sixties®® Likewise, Maurice is almost as obsessed with sexesis with alcohol. ‘It
has never surprised me that some men should ntat bngat Don Juan’s traditional
total, only that more do not* he reflects. Comedy is often concerned with
demonstrating the exclusion of certain elementsfsociety, typically in the figure
of a scapegodf. Underhill is hardly a scapegoat, but his rapaisityxcluded through
his final exorcism. Maurice, his double, is expel& the conclusion too — Joyce and
Diana choose to partner one another, and Maurict saek a new inn from which to
ply his trade.

Aside from its function as a staging of the Gotsiiciterests, the black mass

can also be viewed as a perversion of the marfegieval that ought to conclude the

3 Amis, Green Mari39, 235.
54 Amis, Green Mari08.
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comedy®® If we accept Seligman’s claims for ritual as gmesse to a tragic real, then
the comic marriage is a response to the fact traeimes couplings fail; while the
black mass is an imaginary response to the idéastmetimes marriage succeeds,
limiting us to a life of social propriety and poteh sexual moribundity. The black
mass, as we have seen with Howatch and Amis, catidm inside the comic text,
creating a subjunctive world of sexual license andcceptable behaviours. The
threat it poses to comic narrative is its abilaydestroy the suitability of a potential
partner; neither Nicola nor Tanith would be marealgle in conventional comic terms
if they became involved in the Sabbat’'s sexual cesgpsThe Green Maphowever,

is not interested in the moral absolutes of thatlkaf comedy. The pseudo-Sabbat it
stages is not understoodwong, as such.

The various Gothic manifestations that erupt int@ukice’s life become a
subjunctive, an alternative to his somewhat pattasily routine. The haunting
interests him more than his own dysfunctional refethips and failing healt.he
Green Manat once invites us to become caught in its Gatlaidd while
simultaneously resisting it, keeping, with Mauriaesceptical, ironic distance from
both Underhill’'s scheming projections and Christtivice; nevertheless, with
Maurice, we sometimes become swept up in the siagbtenture of engagement with
the Gothic.

Two Tales from Dark Entries

Amis must have known of Robert Aickman; Amis’ sedavife, Elizabeth Jane
Howard, was romantically involved with Aickman imetfifties, and the pair
published a book of short stories togetiVge Are for the DarkHowever, Aickman
never enjoyed the literary prestige of Amis, indtspecialising in macabre tales that
were literate without necessarily being literarycknan occasionally features the
black mass in his tales and his 1964 collectioshairt storiesDark Entries features
two of this sort, ‘Bind Your Hair’ and ‘Ringing th@éhanges’. Wher&he Green Man

is simultaneously involved in genre practices othan the Gothic, Aickman’s tales

% Frye 163-4.
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tend to single-mindedly pursue the representatipara opportunity for, Gothic
experience.

Aickman is not an especially familiar name, evethwi Gothic studies. To
date, the little work done on Aickman appears teelizeen undertaken by enthusiasts
rather than academics. In his lifetime, he wasahatere for his work for the Inland
Waterways Association, championing the protectind @estoration of Britain’s canal
system. His bookKnow Your WaterwayandThe Story of Our Inland Waterways
were substantially more popular than his talehefrhacabre; indeenow Your
Waterwayswvas reprinted five times by various publishers leetw1955 and 1967,
while his collections generally ran to only onewo printings®’ However, his stories
have continued to enjoy a reputation amongst veatiifans of the macabre, and have
been frequently anthologisédMichael Dirda regards him as ‘a neglected master,
superb artist®® Aickman edited and introduced a successful linghafst story
anthologies for Fontana between 1964 and 1972ineaddition to his work in short
form, produced two novels and an autobiographywide the World Fantasy Award
in 1975, and the British Fantasy Society Award980, prizes indicative of his
stature within the world of genre fandom more thag kind of mainstream literary
success. He died in 1981, after a brief struggth aancer’ Aickman is now out of
print and his books fetch considerable prices arsoogllectors. It is a real shame
that Aickman is close to falling into obscurity, lais tales are often excellent, offering
quality prose and a knack for the pleasurably uinsgt

A contemporary review ddark Entriespublished in th&ew Statesmanoted
the reviewer had been unable to finish the colbegtcomplaining ‘The first of his
ghost stories left me cold. The second left me gdteshed. | have no intention of

reading the remaining four, because | don’t enjemd frightened in this particular

87 Gary William Crawford, "Robert Aickman: A Bibliogphy," Fantasy Commentat®r2 (1997): 143-
4,
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way...""* Sometimes the Gothic limits its audience by offgra performance of the
genre more vigorous than many readers will feelfooiable with. However, this
intensity, together with the quality of Aickman’sit\ng, probably contributes to his
cult status amongst fan readers who seek more €attic stagings of the Gothic.

In ‘Bind Your Hair’, Clarinda Hartley accompaniesrimew fiancée, Dudley
Carstairs, on a visit to his parents’ house in Namiptonshire. The Carstairs are nice
but dull, and Clarinda is more interested in thestesious Mrs Pagani who calls by.
On a midnight walk, she discovers a weird orgy atdll, which Mrs Pagani
presides over. Clarinda is hidden in a bush bysttange children and observes the
Sabbat before fleeing, only to meet with Mrs Paglaainext day. ‘Ringing the
Changes’ is the story that caused N Statesmasreviewer to abandon her
reading. Gerald and his young wife Phrynne havedpi spend their late
honeymoon in the East Anglian seaside town of Hekm. Unluckily, their visit
coincides with an annual festival where the towlksfimg bells until they wake the
dead, who then dance with the living. Gerald feol$ollow advice to leave, and once
the dance begins, the living and the dead invagledliple’s room. Gerald is
assaulted and Phrynne is swept up in the dance.

Both of the tales feature many of the Sabbat’s familiar elements, but
occlude its meaning more completely than the teatfar discussed. The Sabbats
presented by Wheatley and Howatch carry not so medming asenseparticipants
and observers understand the ritual as a cohergahalikewise, readers are able to
name the ritual, and can understand it as beingt\Batanists do’. Similarly, the
elements of the black massTihe Green Maffulfil a comprehensible narrative
function, forming part of Underhill's scheme. HoveeyAickman'’s rituals are
literally mysteries. Readers never learn why thie¢g) must dance with the dead in
Holihaven, or what Mrs Pagani’s group are attengpimthe middle of the night. In
the texts discussed earlier, it is inappropriatascribe substantial discursive meaning
to the mass; in Aickman, it is not only inapprogeidt is almost impossible.
Perversely, this increased meaninglessness ingrédas@ressure on the reader to
ascribe meaning, to make sense of stories whicharsensible, producing the kind

of reflective reading practice characteristic térature as opposed to the Gothic.

"L Brigid Brophy, "Critical Extracts,” Modern Horr&¥riters ed. Harold Bloom, Writers of English:
Lives and Works (New York: Chelsea House PublisHE985).
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Aickman’s introductions to the ghost anthologiesléed describe his view
of the genre. While a ‘ghost story’ is a subcatggirthe Gothic, Aickman was using
it in an extended sense to describe narrativegitatot necessarily feature the
ghostly. Indeed, Aickman’s own writings seldom teatanything as simple as literal
ghosts, but were nevertheless described as ‘gtw#&s. Dark Entriesis no
exception. For Aickman, the ghost story is the @oitha wider sense, but in a very
different register to that associated with Wheaslé&ack magic stories.

Aickman argues the ghost story provides an escape f

a mechanistic world, ever more definable, ever npoeelictable,
and, therefore, ever more unsatisfying and frusigafAs an
antidote to daily living in a compulsorily egalit@n society, a
good ghost story, against all appearances, cag bead joy. The

reader may actually depart from it singiffg.

Aickman’s problem with the depredating encroachmehian ‘egalitarian society’
possibly aligns him with the kind of conservatishaacteristic of Wheatley. His
point reflects a combination of contemporary consgover the development of a
society that genuinely was more mobile and lesssetalden, together with the rise of
Harold Wilson’s Labour party, which openly employteé rhetoric of socialism and
progress; and a not uncommon belief that the nation wasstag of decliné?
Aickman’s thesis remains; the Gothic story has gbMzeen an escape from the
pressures of the modern. This, in fact, describesSothic as the exact opposite of
what historicising critics claim it might be. Rattiean pointing toward contemporary
cultural anxieties, the Gothic text points awaynirthem. The Gothic is an escape,

involving the creation of a subjunctive world, nesated by very real and

2 Robert Aickman, Introduction, The Third FontanaoRof Great Ghost Storiesd. Robert Aickman
(London: Fontana, 1966) 7; qtd in Crawford, Rol#éckman: An Introductior?7-8.
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recognisable conditions. This thesis argues theegsran entertainment; Aickman
goes further, suggesting it is a balm. Howeves ihinot necessarily because of any
potential psychotherapeutic qualities the textshinipld, as is sometimes arguéd,
although Aickman’s claim may align itself with thapproach. A further proviso is
that this claim can only stand if the tale doesawarwhelm its reader, as in the case
of theNew Statesmasreviewer.

Whether or not ‘Bind Your Hair’ overwhelms, itasgenuinely bewildering
story, the polar opposite of Wheatley's explicilst where the reader is never left
wondering what is happening. Aickman loads figuaed places with the weight of
meaning, although said meaning is often uncleais &hcourages the reflective
reading appropriate to a literary text. Howeveljkanliterary work, which tends to
produce discourse even when it is ambiguous, Aicksnambiguities are only lightly
discursive.

Mrs Pagani, who seems to preside over the SalBlmtase in point. ‘Pagani’
suggests paganism. Her appearance at the destitiokg function organised by the
Carstairs, dressed in black, and dramatically drapper fur coat on the floor, only
increases the sense that she is unlike the otbiglergs of Northamptonshire. She
lives in a specially deconsecrated building invhiage cemetery, and the next day,
when she speaks to the peculiar redhead, Rulinta strange language that
Clarinda thinks might be Romany. All of these tlamglineate Mrs Pagani as a witch.
Yet when considered reflectively, these associatamd up to little that is really
meaningful beyond this point. We cannot tell if siatually is Romany, we do not
learn what Rufo is meant to be, and the curiouatlon of Mrs Pagani’s house is not
examined at any length. The witch’s character antves remain obscure. In a
literary work, details like this might work towardsgreater meaning, but in ‘Bind
Your Hair’, they imprecisely infer rather than stébially suggest.

This obfuscatory imprecision is especially promini@ the recurrent motif of
hair-binding. Whether or not a character’s halvasind seems to be developed into a
meaningful binary, but what this binary might signs utterly obscure. The detail is

stressed throughout the tale, as if it were sigaift, but there is no further

5 See, for instance, William Veeder, "The Nurtureéhe Gothic; or, How Can a Text Be Both Popular

and Subversive?" Spectral Readings: Towards a G&bographyeds. Glennis Byron and David

Punter (Basingstoke: Palgrave Macmillan, 1999).
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explanation. Clarinda meets Mrs Pagani on an ajtariwalk, and Mrs Pagani

remarks on her hair. The exchange is typical ofnhg the detail is treated:

“You’ve bound your hair very well.”

Clarinda had been noticing how carefully Mrs. Pagaswn
thick locks had been turbanned.

“It was getting wet.”

Mrs. Pagani nodded and smil&d.

Clarinda does not reflect on Mrs Pagani’s strarfggeovation. Nor is the detalil
examined in the following episodes where hair isrizh or, finally, unbound.

When Clarinda observes the Sabbat, she must bmibive The hair of the
participants is also bound. One of the tale’s flmas describes Mrs Pagani’s ‘thick
black hair [which] flew in the wind like a dusky f@alon’,”’ as if it were a
meaningful detail, yet it is nothing of the sottholds the place of a signifier of real
import, which might allow a meaningful reading bétstory, but only confirms that
the binary, bound and unbound, is operating, witlpooviding sufficient information
to attempt an interpretation.

The same sort of importance is attached to punttuahd again, no easy
meaning emerges. Mrs Pagani walks past the Ca’'dtause as Clarinda and Dudley
prepare to return to London, calling out, ‘Don'tlaee’.”® Mrs Pagani’s final remark
holds two potential meanings. To Dudley it musinsdige a wish that he will not
miss the train (he claims never to have missedia in his life). To Clarinda, it must
be more sinister: she is to return to another catem, and this time, she cannot be
late. She will have to participate rather than $yngbserve. Exactly why punctuality
should be loaded with import is unclear, but thesiails are not perhaps as baffling
as they could be; even if we do nmiderstandhem, they carry a folkloric resonance.
We cannot necessarily tell why peculiar actiongated in folktales are important,

but we nevertheless feel that their repetition ‘eskense’.

8 Robert Aickman, "Bind Your Hair," Dark Entri¢sondon: Collins, 1964) 161.
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The story’s conceit is, in some ways, comic. Cldaiseems to have been
mistaken for someone or something else. When @aramcounters Mrs Pagani while
out on her walk, she reflects ‘Not for the firgha... that Mrs. Pagani implied some
understanding between them which did not exfsirs Pagani, and later, the pair of
strange children, recognise her as something shat,is&nd consequently treat her as
an initiate of their mysteries. When Clarinda fitlde midnight revellers, she finds
herself in the company of the two children. The gxpects her to have knowledge
that she simply does not, and tries to accommddiaenda as she ‘behavels] in quite
the wrong way°

However, the more significant misidentification@frinda has been made by
the Carstairs. Mrs Pagani recognises Clarindapastecipant in the Sabbat, and, at
the conclusion of the tale, this seems possiblevé¥er, Clarinda is not the woman
her fiancée believes she is. She would like topsiei¢h Dudley, but, true to his name,
he is passionlessly unaware of Clarinda’s desité, e she awakes in the Carstairs

house after her first night there, she

had to admit to herself that she was very depressstk felt that
inside the house was a cosy emptiness in whichvalseabout to
be lost... for ever suspended in blackness, howhrtbe lonely
dark... while her other, outer self went smiling thgb an endless
purposeless routine of love for and compliance aitmily and

community of friends... exceedingly unlike hef?..

The Carstairs, who occupy themselves with uninsgiactivities and ensure they are
in bed early, are representatives of the mechan@tedictable, unsatisfying world

that Aickman fears. Clarinda resists this world andsequently finds herself an

® Aickman "Bind Your Hair" 161.
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outsider in Dudley’s family. She becomes ‘award #iee might have some difficult
personal problems almost immediately ahead offier.

Clarinda may have to break off her engagementctiapgethe Carstairs’ small
town insularity and lifelessness. Indeed, as s@osha leaves the Carstairs’ house to
take a walk in the rain, an act that troubles lostdy Clarinda ‘felt alive again’ by
virtue of her absence from the famifMrs Pagani’s world, on the other hand, is
frighteningly lively. When Clarinda decides to leathe house a second time, the
night is teeming with life. A bat tries to enter liedroom, in the best Gothic fashion,

before she appreciates the distinctly Gothic beatitiie scene outside:

Clarinda softly shivered for a moment, then watctiedbat skid
into invisibility. The silver-gilt autumn night wasomehow
warmer and more welcoming than Clarinda’s unadvensibed;
fellow-bed, twin-bed to a thousand others in a famd well
ordered houses. The grave self-sufficiency of thatrwas seeping
into Clarinda’s bloodstream, renewing her audaaitffiaming her
curiosity; and its moonlit beauty agitating her tieBy the light of
the big moon she began to dré&%s.

A note of sexual anxiety is struck; and the invagorg appeal of the night, described
in Romantic terms, is as apparent to the readeisaso Clarinda. Within moments of
leaving the house, she nearly trips on a harejsaadt amongst the owls and moths.
Aickman’s tale operates in a very different waynfirthe Wheatley or Howatch
narratives. While the reader might feel a salaciotesest in the activities of any of
the worshippers described, Wheatley’s and Howatchésacters reject the aesthetic
and values they represent. Clarinda, however, thelsame attraction to nocturnal
beauty that the Gothic reader might. Clarinda’$tstway from the humdrum life of a
Northamptonshire village and interest in the limeBs of the night represents the shift

from everyday habitus into Gothic practice. Thedesdy interest in the Gothic is
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endorsed by Clarinda. The night provides a subjuactiternative to the dreary
commonplace of Dudley’s family. This subjunctivendas extended and formalised
in the Sabbat itself.

Clarinda is another Sabbat voyeur, spying on thelserom within the
foliage of a bush. However, the ritual is not preed in the technical detail that
characterises Wheatley’s. Sacrifice is absenttla@c is no figure present with the
mythical dimensions of the devil, which further qaioates any attempt to define
what is happening. Clarinda watches as

all over the maze, under the moon, writhed antesigd and
sprawled the smooth white bodies of men and worfieere were
scores of them; all apparently well-shaped and ¢graé
(perhaps for that reason) weirdly impersonal; edumbent and

reptilian.. 2

While this hardly qualifies as straightforward écdieauty, it is nowhere near as
grotesque as the earlier Sabbats. Any sort of nassgssment of the scene is
withheld. The nudes are impersonal rather thanitpedty individualised, comely
rather than disfigured. Clarinda does not intertbhptSabbat, although she does flee
before it reaches a climax.

This presentation of the Sabbat is quite diffeterdthers current in the field.
The rite is not condemned as wicked, nor is itlgdsgible as a salaciously exciting
countercultural event. Rather, by withholding thggestion of either of these easy
readings, Aickman returns Clarinda, and his readehe simple actuality of the
strange tableau. In the absence of an obviousmgadie do not quite know how to
respond. As with the hair-binding, Clarinda’s réacto this scene is largely
occluded. She flees, not because she fears beca@madicipant at this point, nor
because the Sabbat is threatening, but becausé&ainge little boy, who may in fact
be a dwarf, has bitten her.

Again, this encourages readers to shift into a&o#éfle, literary reading

practice, as they attempt to decipher the mearfitlgeoSabbat. However, there are

8 Aickman, "Bind Your Hair" 170-1.
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few clues with which to guide an interpretation. Wever learn what Clarinda makes
of the Sabbat, but if the Carstairs stand for shéurdeathliness, then the strange rite
stands in opposition to their moribund world, sugjye of a livelier, perhaps
‘unbound’ way of being. Mrs Pagani lives in a corted chapel in the churchyard. In
a way, this illustrates the differences betweemtle¢aphorically dead Carstairs and
the spirited witch. Mrs Pagani lives alone but@lamongst the dead. The Gothic
figure of the witch presents an exciting escapmfeveryday convention, an alternate
way of being more than a threat to Clarinda.

However, this provisional interpretation is hopslgsomplicated by the
details surrounding the Sabbat. Clarinda has eatieountered a mob of pigs, joined
by a great boar. The maze where the Sabbat oclosated next to a building
apparently dedicated to their care, and the ppents shed some kind of fur as they
enter into it. Clarinda is pressured to ‘changethwy girl, but is unable to do so. Who
are the participants? Are they the pigs, somehamstormed? What are we to make
of the girl and the dwarf? What of the absurdlyster Rufo, also present at the
Sabbat? What is his relationship with Mrs PagaBifidd Your Hair’ takes its reader
to the performance of a mystery rite but is inlftaenystery of sorts. There can be no
authoritative reading. Neither Clarinda nor thedegas initiated into its meaning.

Aickman was interested in Freud. We could sugdegtDudley, aptly named,
has already sexually disappointed Clarinda, yeiskebe married to him. In the
course of the narrative she encounters both a hgpeed sexual rite, perhaps relating
to her anxiety over entering the nuptial bed, d&ldhild-like figures, the possible
consequence of her impending marriage. The Sahbgests relations between
Clarinda and Dudley, while simultaneously suggestire potential satisfactions and
partners that Clarinda’s id will be forgoing; itgmoses the idea of a satisfactory
sexual life at the same time as negating it. $igsificant that Clarinda should be
attacked by one of the children, suddenly reveatedther than a child, at this point.
If Clarinda does not break off her engagement fabes sexual dissatisfaction,
motherhood, and her own desires becoming sublintatdte superegoic demands of
Dudley, the Carstairs, and possibly, children. Wghtnargue that the Sabbat is
nothing more than a hallucination, a projectiorCtdrinda’s repressed desires. This
reading has much in common with ‘psychological'diegs of ‘The Turn of the

Screw’. However, a Freudian reading begins to gilirignder the sheer number of
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seemingly significant but basically oblique detaitsd-headed Rufo, hair-binding,
punctuality, the swine, and so forth.

Despite the confusions attendant on a Freudianmgad ‘Bind Your Hair’,
Aickman unambiguously linked the ghost story toghsanalytic theory:

Dr. Freud established that only a small part, pestane-tenth, of
the human mental and emotional organization is@oos... The
trouble, as we all know, is that the one-tenth,itiellect is not
looking after us: if we do not blow ourselves ug shall crowd
ourselves out; above all, we have destroyed akelafmuality in
living. The ghost story, like Dr. Freud, makes @mtwith the
submerged nine-tentfis.

That the Gothic has a special relationship withchsjogical depth has become
something of a truism for Gothic studies, and Aiekninere treats the practice as a
form of psychoanalysis. This thesis argues agé#magtprivileged relationship, but we
can still recognise that in cases like Aickmart® &uthor is especially interested in
psychoanalytic theory, and that it informs tal&e fBind Your Hair’ and ‘Ringing
the Changes'. It is worth noting that Aickman’sigia for the psychoanalytic
significance of the Gothic precede the claims thatacademy would make for
Gotbhic fiction by ten or fifteen years. However,evl psychoanalysis aims to provide
some kind of understanding when the unconscioasnsciously examined,
Aickman’s tales do not necessarily provide the@rdexrs with the tools with which to
process this contact. Just as important is Aicksvarpectation that readers deploy a
different reading strategy from Wheatley’s, encgurg them to reflect and analyse.
‘Ringing the Changes’ touches on some of the ideagloped irBeyond the
Pleasure Principlespecifically the close intermingling of sexuahtth death,
although this is, of course, a knot in the threaitd/estern thought which long

precedes Freud. Beyond the Pleasure Principkreud opens his discussion of the

8 Robert Aickman, Introduction, The Fontana BoolGoéat Ghost Storiegd. Robert Aickman
(London: Fontana, 1964) 7; gtd. in Crawford, Rol#éckman: An Introduction23.
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death-drive with a consideration of the compulgmrepeat’ On the night of Gerald
and Phrynne’s visit, Holihaven is seized by justrsa compulsion, the town’s bells
being rung all evening and through at least uniilnight, perhaps latéf Freud’s
essay links the compulsion to repeat to the naticandeath drive, which is, in turn,
twinned with the pleasure or sexual principle. Hggests that sex and death instincts
exist in all complex living organisms, that theywedhrough our lives in a vacillating
rhythm, and that these principles struggle withsnyet at the same time, the
‘pleasure principle seems actually to serve thetdiestincts.® Gerald and
Phrynne’s honeymoon night is interrupted by thesdanacabre; at the moment that
ought to be given over to pleasure and, potentitily creation of new life, death
intervenes. One drive is cuckolded by another.

Only characters that do not or should not partieipathe dance are treated in
any detail in the text, and the narrative doesacobunt for why Phrynne should be
the only one amongst them who becomes a participtwet Commandant, the only
other guest at their hotel, tells Gerald that ‘woraee creatures of darkness’, seeming
to suggest an association between female sexaalityleat!i® The dance itself
seems to celebrate the interrelationship of theaselxdeath drives.

In the light of Aickman’s claims for the functiaif the ghost story, it is easy
enough to construct an argument for the involveroéhis text in an investigation of
these drives, an allegorical form expressing paldrcpsychoanalytic tenets.
However, despite the potential held by ‘Ringing @leanges’ for an allegorical
reading, it remains resistant to interpretation.ilé/the dead and living dance, they

sing

“The living and the dead dance together.

87 Sigmund Freud, Beyond the Pleasure Principéns. James Strachey (New York: Liveright, 1961)
16-7.

8 Robert Aickman, "Ringing the Changes," Dark Esttlsondon: Collins, 1964) 51.

8 Freud 34-5, 40, 54-5, 57.

% Aickman, "Ringing the Changes" 50. It is worthingtthat Aickman’s stories frequently, perhaps

even typically, feature mysterious, unknowable wome
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Now’s the time. Now’s the place. Now’s the weattier.

Rather than emphasising the potential for allegbmneeaning, the couplet underlines
the ritualistic force of the moment. The words hetdhing additional in terms of
meaning or information. As Gerald looks on, the lghaf this statement is already
apparent. The chant only serves to emphasise dseminess of the moment. There is
only the dance, in the here-and-now. It cannotdmeprehended by Gerald, who,
again, is caught as a non-participating voyeur. el@w, Gerald’s voyeurism is
limited in that he is overwhelmed and does not nlesthe dance once his wife has
joined it.

In ritual, ‘performing the act marks the accep&antthe conventiori* and
facilitates entry into a subjunctive state. Theetkars enter their room and Phrynne
enters the dance; ‘Phrynne was hysterical. All-setftrol gone, she was scratching
and tearing, and screaming again and againike Wheatley's Satanists, she has
entered an animalistic state. She becomes sweaptthp dance at the moment that
her self-control, her human agency fails. Phrynioees beyond the limits of her own
ego, or the limits of the sincere, and enters & stnegative ecstasy that facilitates
her participation in the ritual’'s communal acti@erald, however, is unable to join
her in that state. In part, this is because heokas manhandled, but more
significantly, he does not escape his own subjagtiWhere Phrynne’s response to
the catastrophic weirdness of the dance is toijpBerald retreats within his own
psyche, sincere, but paralysed by his sinceritgiuebed from the subjunctive world
Phrynne has entered.

Unlike Wheatley’s heroes, impotent Gerald is emmdowed with the
extraordinary agency that would allow him to intgrrthe Gothic ritual. The
Commandant, an authoritarian older man not unlikeuah-reduced de Richlieu, is,
however, able to enter into the danse macabreetaohis own sincerity. He
retrieves Phrynne, but not before the rite has gbadmer permanently. On her return
to the hotel, Phrynne outrages Mrs Pascoe, theiptop by taking off the coat she

1 Aickman, "Ringing the Changes" 62. ltalics in dm.
92 Seligman, Weller, Puett and Simon 24.

9 Aickman, "Ringing the Changes" 62.
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has been offered so that she is almost naked itohenightdress. It is difficult to
ascertain Phrynne’s motive for the odd gestureplutising the spectre of sexuality
at this point, the text infers that there was agutgl, even sexual element in the dance
of death. Unlike the Sabbats described above, Bedih's dance has a lasting effect;
a change has been rung.

The next morning, as the unhappy newlyweds depalth&ven, they notice
the townsfolk restoring the cemetery to an ordetate. The scene horrifies Gerald,
but Phrynne reacts differently. Her

cheeks reddened and her soft mouth became flegtimgle
voluptuous still... Then, once more, she became Hehs¢hose
previous seconds Gerald had become aware of sargethiiding
them which neither of them would ever mention agrdforget’”

The sexual element of the previous night's danesderlined. Phrynne’s recall of

the event seems to be erotically charged. Gerabaires confined to his role as a
voyeur. The Sabbat makes Gothic experience visitilthe conclusion of ‘Ringing

the Changes’, Gerald recognises that the Gothiergsqce Phrynne has participated
in persists in some way.

‘Ringing the Changes’ is in some ways a better embdf the Gothic than
Wheatley's Sabbat. Wheatley presents the rituatpeof his Satanists as abhorrent,
actually criminal, and entirely hidden, discoveoady by clever voyeurs. All the
inhabitants of Holihaven, however, understand tresd macabre, although a handful,
including the Commandant, refuse to participateeréhs no attempt to conceal the
dance, although it is limited in that it is onlypaippriate at a certain time, and only
lasts for a certain period. The dance is exultaut s difficult to attach meaning to —
much like the ringing of the bells that precedes it

The Sabbat appeared frequently enough in the cquatery Gothic to have
acquired the inevitability of ritual, although difences remain. The Sabbat manifests
quite differently in ‘Bind Your Hair’, but, as irRinging the Changes’, it is presented
as being so obscure that any substantial intetpyetpotentially strays into

% Aickman, "Ringing the Changes" 65.
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overinterpretation. We can only recognise its gigance rather than its meaning, its
function rather than its purpose. However, thed#h & remain analogues of the
Gothic reading act. ‘Bind Your Hair’ explicitly psents the lure of the Gothic as an
escape from banality, and suggests that the dif§i¢his presents is that Clarinda,
and the Gothic reader, may wish to return to thigunctive space, as if the
subjunctive were a tenable alternate for the tadRinging the Changes’, Phrynne’s
ability to participate in the subjunctive of the llh@aven dance marks her apart from
Gerald. Gerald perceives this as a troubling déffiee, worrying that this is a
dangerous, permanent change rather than a limited event. Rather than
undermining the argument that the Gothic is anr&itenent, however, this weirdly
emphasises it. We pretend the Gothic text is loadddthreat and there might be
something dangerous in our participation, whenygblke theNew Statesmas
reviewer, readers simply withdraw their commitminthe game when it is no longer

pleasurable.

The Gormenghast Trilogy

David Punter’'s assessment of Mervyn Peakéie Gormenghast Triloggmains
astute; it is a fantasy composed out of ‘the elémehearly Gothic fiction®> As with
Wheatley’s black magic stories, it was not compaedtie sixties, but instead found
its audience towards the end of that decade, HikeuWheatley, has retained a
popular readership.

TheTrilogy features versions of the black mass, albeit tuekealy in its less
well-known corners. In fact, thErilogy is interested in ceremony in a wider sense,
presenting the social world of castle Gormenghastareful detail, a place shaped by
obscure ritual practices that have lost much oofalhe meaning they once held. In
one case, the narrator tells us that ‘It was ndagewhat significance the ceremony
held, for unfortunately the records were lost, thet formality was no less sacred for

being unintelligible *® The rituals of Gormenghast have become absurd Biats,

% punter, Literature of Terro4.

% Mervyn Peake, Titus Groaf946, The Gormenghast Triloglyondon: Vintage, 1999) 213.
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the young earl supposed to inherit the castle’®gmnce, and the usurper Steerpike
attempt to resist its demands of them. Steerpikteats that ‘It was time for the dirty
core of ritual to be plucked out of the enormousitdering body of the castle’s life
and for him to take its place.®”This resistance leads to Steerpike’s attempt to
control the ceremonies himself, and ultimately,dosvnfall. Titus instead flees,
abdicating his crown and excusing himself fromHartparticipation in dead ritual.

One of the remarkable things abdiuius GroanandGormenghasts their
scale. Aickman is typical of the contemporary fjetdthat he was working in the
shorter form. Wheatley and Howatch, although waglahnovel length, are meant to
be read rapidly. The duration of the reading exgree offered by Peake’s Gothics
sets them apart as much as anything else. Peakiisusly precise prose and distant
characters offer something closer to a study thappang narrative. The reading
experience offered by thiilogy is significantly different to that offered by théher
Gothics present in the field.

Initial responses to 1946'6tus Groansaw it as being timely and of
substantial literary worth. Many critics were gemes in their assessments; Quentin
Crisp apparently celebrated Peake as a geniusgtean Blake® Responses to
1950’sGormenghastvere again generally favourable, but even asitbetivo books
received critical plaudits, they missed out on gapsuccess until almost twenty
years after their initial publicatiofi.Despite the limited initial success they enjoyed,
sceptics remained; Kingsley Amis dismissed Peaka bad fantasy writer of
maverick status'® Many American reviewers simply dismissed Th#ogy, ‘having

sought in vain for a meaning to the bod¥.’

" Mervyn Peake, Gormenghad®50, The Gormenghast Triloglyondon: Vintage, 1999) 493.

% John Batchelor, Mervyn Peake: A Biographical anitic@l Exploration(London: Duckworth, 1974)
81.

% John Watney, Mervyn Peakiondon: Michael Joseph, 1976) 160-1.

1% Qtd. in Michael Moorcock, Foreword, Vast Alchemigbe Life and Work of Mervyn Peakby G.
Peter Winnington (London: Peter Owen Publisher§02®.pag.

101G, Peter Winnington, Vast Alchemies: The Life aidrk of Mervyn PeakélLondon: Peter Owen
Publishers, 2000) 186.
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TheTrilogy, set quite apart from our world, opens itselfriterpretive reading
practices. Colin Manlove notes Steerpike’s risealdhp parallels the situation in
Europe between 1930 and 1945, and Thtais Alonepresents ‘a more general parable
of social and domestic change between 1940 and.'1%6Bteerpike comes to a
position of power through demagoguery, and burrek®evhen he torches the library.
Eventually, in the near-apocalyptic conditionshad tleluge, a kind of war is declared.
Manlove’s is an obvious reading, but hardly an esakone, unlocking little for the
reader. There is scant evidence that this is wleak&was aiming at either; he
explicitly hoped to produce a work apart from hieryday world of ration-books and
bus queues, but something unique and entirely ag@rtething mythic®® For Peake,
un-worldliness becomes a response to the worldpésm is not necessarily an
opting-out, but a response or even redress torthatipns of the war and afterward.

Peake was championed throughout the sixties byeanftlal science fiction
editor Michael Moorcock% but it was not until the Penguin Modern Classitisiens
of the first two books appeared in late 1968 thatwork found its audience. As John
Watney notes, they found cult success similar t&i€n’s; “Young men and women
on the road to Katmandu would have “a Peake” iir treapsacks®® With this
belated success came a general re-engagementhwithlogy. 1969 saw the
premiere of Tim Sousteritus Groan Musican experimental piece for tape and
wind quintet at the Camden Festiv3lwhen one text forms the basis for another, it
suggests the primary text has achieved a degrpeesfige in its field. Interestingly,
by the time thdrilogy found a popular audience, critical appreciatiointhe texts
had been substantially modified. No longer regam@eteing engaged in
contemporary discours&jtus Groanwas seen as pure fantadsy.

192 Colin Manlove, The Fantasy Literature of EnglgBasingstoke: Palgrave, 1999) 151.

193 Winnington 169-70.
194 Winnington 222,
1% Watney 242.

1% 5ee Robin Thompson, rev. of "Tim Souster's Titusa® Musi¢' TempoNew Series. 89 (1969) 21-
2.

197 paul Green, New Statesma® January 1968; qtd. in Batchelor 81-2.
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In fact, theGormenghast Trilogys something of a misnomer, and | use it here
to include more than three texts. Thiogy was intended as a cycle of perhaps five
books, of which only three were completed. Howetregre is a fourth published
Titus text,Boy in Darknessthat exists outside of the major novels, origynal
appearing in a commissioned collection featuringndd/yndham, William Golding
and Peake in 1956. It orbits the main mass ofekis fike some weird, seldom-spied
moon. It too was republished, in 1969, as partoftlzer collection, to keep pace with
the newfound enthusiasm for Peake’s wifiidowever, even as th&ilogy found its
audience in the late sixties, the last instalmemtave Titus Alonewas not
reprinted, leaving it obscure.

Titus Aloneexists in two forms. Originally substantially duyt its publishers
in 1959, it was restored by editor Langdon Jongkeatirging of Moorcock in
1968°° Titus Aloneturns away from the first two novels, abandonimgyworld of
castle Gormenghast in favour of Titus’ sojourn strange, dystopian, futuristic yet
recognisably modern country, the stuff of scienctdn rather than castle Gothic.
Aside from presenting a very different world in théed book, Peake was in the early
stages of Parkinson’s disease as he wrote it, @l with editorial intervention there
is an unsettling sense that we can see his mindhgoapart on the page.

Jones sensitively allows for Peake’s degeneratioavhe writes that ‘Had
Peake been able to continue there is no doubh#hatould have polished the story
still more.™*° Yet it is more than polishing the text needs. Véhée first two novels
carefully detailed a social world and the charactkat populated ifitus Alone
presents inscrutable characters driven by ungulessadiivations in an inexplicable
place. Titus himself becomes a distressed stieckdéigand the physical world, so
precisely articulated in the first two books, losesus. WhileTitus Alonerepresents
the final instalment of the trilogy, it is of suffently different tenor to be considered

separately, taking on the properties of sciendeficas much as fantasy or the

198 \watney 243.
199 watney 236.
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Gothic, although it is worth recalling Amis’ loosennection of these three gent&s,
suggesting the three practices overlap to someedegr

A major difference between tAgilogy and other texts in the field is that it
does not depict contemporary England; if readezgtss in Gormenghast, it is an act
of interpretation rather than a direct representafi he castle is worked out in
extensive detall, as if the House of Usher weraeepwith a developed society and
an ongoing life. Manlove argues that a common tfdantasy is the ‘secondary
world’, where the text describes a world unlike oum**? TheTrilogy is a fantasy of
this sort. Secondary world fantasy suggests thatioreof a subjunctive world; it is
‘as if’ there is such a place as Gormenghast. Qfsm it is possible to argue that
almost any fictional world is subjunctive; readergjage in a practice where it is ‘as
if certain characters exist and certain eventsiocthis is a potential challenge to
this chapter’s argument that a subjunctive worldréated in the Gothic text’s
presentation of the black mass; if all fiction ¢emaa subjunctive, how is the black
mass different?

There are significant differences between the sutjuty of mimetic
fictionality in general and the specific subjundtnof the black mass. The mass
exists as a subjunctive world within the alreadyidinal world, and thus can be
thought of as holding a nested and greater subyitycthowever, this is not to claim
that the degree of subjunctivity is what charasesithe Gothic in general, as the
character of the Sabbat’s subjunctive is a bettentifier of the genre). Secondly, the
Gothics of the era are structured so as to culmimathe black mass, as if the
narrative were a procession towards it; the sulbjahec of the mass arranges
narrative in a way that exceeds a more generalisabyity arising out of fictionality.
One of the ways that thErilogy distinguishes itself from the Gothic texts thareve
also being consumed in the sixties is that whigythroceed from a mimetic view of a
world much like our own towards the creation ofigtidct subjunctive, the whole of
theTrilogy's secondary world is subjunctive in a way thate®ds the subjunctivity
of mimesis. This is different from the subjunctwaf general fictionality in that the

degree of hypotheticality is greater. It is possithlat a drunken landlord or a pair of

111 Amis, New Maps of Hell7, 19, 21, 27, 57-8.
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newlyweds exist, even if Maurice Allington or Getand Phrynne do not; it is not
possible that a figure like Titus or a place liker@enghast ever has.

These distinctions result in tAgilogy being a very different sort of text to the
other Gothics discussed. The other Sabbats prapbsery, where recognisably
‘normal’ life is upset by the subjunctive world thie mass; in Peake, there is nothing
normal in the same sense to disturb. Castle Gorhasgs an alien society, and hosts
the performance of endlessly iterated rites, frolnictv all meaning has vanished,
presided over by the zealous Librarians, first 8ost, then the maniacal cripple,
Barquentine. The narrative opens with news of th& bf Titus, who will inherit the
Earldom. However, with the introduction of Steemikisturbance of a different
nature emerges. Having escaped from the kitchenlsegins to infiltrate the upper
echelons of the castle’s society, before turningitwder. The latter part of
Gormenghastietails Titus’ hunt for the usurper. While thesfitwo books are solidly
plotted, this particular episode is the only pdrthe Trilogy that encourages fast
reading, where the question ‘what happens nextiXa$y to acquire urgency for
readers. For the majority of the narrative, suspésngcidental, and a summary of the
narrative would not begin to suggest the readirmgeggnce. It is hard to disagree with
Peter G. Winnington when he argues ‘any summatkgefTitus books misses the
whole point, for it is obliged to omit the purelgstriptive passages and neglects the
interpenetration of person and platé’

Narrative stages the Gothic experience for readkadjng us towards
mystery, dread, forbidden desire, and so forth. @ioeession towards the black mass
is typical of this staging. Peake borrowed morethia setting from the eighteenth
century Gothic, and the narrative style of thet tiwgo books is a throwback to
Radcliffe. Radcliffe’s plots were complex and watka&ut in substantial detail, as are
Peake’s, yet there are significant differences.dridels plots defer the release of
information and encourage her readers to investititerest in her heroine (what is
Montoni planning? Where is Valancourt? What did Ereee behind the veil?) The
function of the plot in Gormenghast is rather difet. We are availed of everything;
Steerpike’s schemes, Swelter’s plotting againsg,Ridnere the twins have been shut

up. Information might be withheld from other chdeas, but it seldom is from

13 Winnington 128.
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readers. While Gormenghast is a place where darktsébelong, nothing is hidden
there, certainly not for the reader. The plot mgrthe architecture of the castle. It is
massive, muddled, described in precise detailrdratins decorative rather than
strongly affective. As Winnington notes, ‘What undées the Gothic in Mervyn’s
writing is the sense of distance that he createmesthetizing the horrot** Where
the Sabbat narratives lead towards an emblemimedivied and possibly affecting
Gothic act,Titus GroanandGormenghastlo not use Gothic performance as a
culmination. As we will see, however, bdloy in DarknesandTitus Alonedo.

TheTrilogy does, in fact, feature two performances that @arebarded as
black masses. Additionally, there are momentsehho the performative elements of
the black mass, where macabre occurrences arenpedses spectacle. Steerpike’s
wild dance around the dead twins would be an icgtan this, as would
Sepulchrave’s death by a parliament of owls.

Sepulchrave’s death, the conclusion of a protragtadia where he apparently
believes himself an owl, is more strange than simgclelay watches his master’s fate
from outside the action, after Sepulchrave hasgidghe remains of Swelter into the

Tower of Flints, claiming that he is going to offeto ‘them. "

Everything was moving round and round — the Towe pines,
the corpse, the moon, and even the inhuman crgiofthat leapt
from the Tower’s throat into the night — the crgf of an owl, but
of a man about to die. As it echoed and echoedatileand
exhausted servant fell fainting in his tracks, whhe sky about the
Tower became white with the lit bodies of circliogls, and the
entrance to the Tower filled with a great weightfedthers, beaks
and talons as the devouring of two incongruous nesna

proceeded’®

14 Winnington 187.
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As with the Sabbats, Sepulchrave’s individualitg baen overwhelmed, and he has
become one of ‘them’, although this is a more ditéransformation into beast than
that threatened in the satanic revels, and ifaged one. However, unlike the
investment that readers might have in Tanith ooNibeing spared the depredations
of the Sabbat, Sepulchrave’s passing is unlikelximte much in the way of fear or
pity.

Flay, the voyeur, faints away, but we neverthelesisess the Earl’'s doom.
The Tower merges with the pines, Swelter’'s corpsle the moon, and all are united
by Sepulchrave’s cry, which comes from the ‘thradtthe Tower, as if the castle
itself had voice, further merging character andiramwnent. Odd contraries abound.
The dark sky turned white by the lit bodies of thvds is a visual coup, while
feathers, which ought to be light, are given aagseeight’, a further sensory
disorientation. The Earl is reduced to a ‘remalohgside Swelter, ‘incongruous’
presumably because he is not dead, only dyingedraps because Sepulchrave is
very thin, while Swelter is massively fat. Everytgiin the scene is ‘moving round
and round’, inconstant and uncertain. The mosthadisly Gothic scenario possible
is depicted, yet it remains playful and spectacrd#rer than genuinely disturbing.

Taken alone, the death of the Earl seems like dheaquence of some
profound crisis, a Gothic climax. However, where btack mass typically forms an
exception, an aberration to the world as it oughid, Sepulchrave’s death amongst
the owls seems not to hold this exceptionalitys ltot banal, but neither is it entirely
remarkable within the secondary world of the casiis death is consistent with the
way the world of Gormenghast works. Where the blaelss functions as a contrast
to the everyday world into which it irrupts, thelevseem to fall within the horizon of
expectations described by Gormenghast.

Both Titus AloneandGormenghaspresent life within the castle as choked by
overgrown and withered ritual. However,Boy in DarknesandTitus Alone
variations on the black mass are performed, ankeuthe castle rituals these rites
are potentially efficacious. As is the case withstmaf the black masses discussed,
they must be stopped.

Titus Alonepresents a largely discontinuous secondary woolah that of the
novels that go before. Quite aside from the semsteittis not as carefully realised as

the first two books, it depicts a technologicallivanced, culturally modern, brave
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new world, in which Titus is ‘a sudden visitantriismowhere™'’ Gone is the
nostalgic evocation of half-forgotten Gothic textplaced by a world that draws
from dystopian science fiction. One of the first gieces features Titus falling
through a skylight into the midst of Lady Cusp-CGe cocktail party, landing
amongst thdon motsof urban sophisticates, a scene unimaginablecire#nlier
books.

Where the two earlier books describe an imaginaciesy in intricate detail,
here an imaginary society is proposed, but remassure to both Titus and the
reader. InTitus Groan we understand even how the kitchens of the castle
organised, the roles of the kitchen boys and they Gcrubbers; ifitus Aloneit is
difficult to understand who central figures like khlehatch and Juno are and what
they do, let alone how minor characters might estatthem. The first two books are
characterised by the detailed sense of place tleayje; both in a physical and social
sense. The third has lost interest in describigydpecific placement of architecture
and people. It is not possible for Titus to belam¢his world, in part because it is not
described in sufficient detail to create any sexfgdace.

A useful example of the different ‘feel’ of the vidand the ambiguities
which confront both Titus and the reader comeg dites destroys the robotic globe
that briefly pursues him. Muzzlehatch is able tmeawith exactitude the thing that
Titus has destroyed, ‘number LKZ00572 ARG 39 57@&43K2532 if | remember
rightly.”**® The language of code and bureaucracy suggestspersonal world of
machines and complex power structures. At the san® the title is meaningless,
telling us everything and nothing. Castle Gormesgisa place of absent secrets, but
the modern world of the third book, where so musénss to be on display, is,
contrarily, much more troublingly mysterious.

If the first two books are not so much contempofaoghics as reminiscences
of what the genre once was, much of the third lgagebages the practice at all, and is
substantially bleaker in tone, evoking a contempoEairopean zeitgeist that has
more to do with Camus than Walpole. The causem#ory of the actions that drive

the plot have been obscured, so that charactersanative appear to be arbitrary
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and purposeless. Most significantly, we do not kidw Muzzlehatch’s animals are
slaughtered, the act which drives his quest fogeance, nor why the scientist’s
daughter, Cheeta, must exact such an astonishetajtyprate revenge on Titus for
spurning her advances. Nevertheless, the actiddsoiawards Muzzlehatch’s
destruction of the scientist’s factory, and Cheepgrformance.

Cheeta presents a bizarre pantomime at the isdiée#t House, recreating
Gormenghast for Tituglitus Aloneis at its most strained here, dangerously close to
losing coherency altogether. Characters appeatheminot so much disappear as
fade or become inert. While hyperbolic speech mmonplace in thdrilogy, here
the dialogue loses clarity while increasing in céewjiy.

Cheeta, who is able to recreate the life of thédedecause she has overheard
Titus’ delirious ravings recalling his home, scsipihe performance. This mimics the
action ofGormenghastwhere Steerpike gives himself away to Prunesquali he
deliriously raves after murdering Barquentin&The performance is also a repetition;
Cheeta leads Titus, blindfolded to an event stagéds honour, a surprise, where he
is enthroned so as to view the spectacle. Thisatspgke procedure of the masque that
honours Titus’ tenth birthday iBormenghast?® John Batchelor, one of Peake’s
earliest serious critics, characterises the Blaclid¢performance as a black md$s.
We might recall that the black mass is the parddyritual as much as it is a ritual,
and the action ofitus Aloneseems to parody the action®@brmenghast

Gormenghast’s secondary world complicates the naifa black mass.

There, librarians occupy the place of a priesthss| and Christian practice is
exchanged for the interminable rituals of the easthere is no Christian mass to
parody. While Aickman’s Sabbats, and especiallyddwese macabre of ‘Ringing the
Changes’, are not linked to diabolism, Christialelsgtion remains a notional
possibility in their fictional world, and the chiires recalled through Mrs Pagani’s
residence and the bells of Holihaven. The ritudliGa@armenghast can potentially be
read as spoofs of the ceremonies of English chamdhstate. Cheeta’s black mass is a

parody of a parody.

119 peake, GormenghaB04.
120 peake, Gormenghas08-20.

121 Batchelor 131.
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The Black House has coloured lights projected drdad strange music is
played. Owls and cats, a throne and a crown refiitng of Gormenghast. The crowd
insists he is at his ancestral home. Somethingntiagtbe an actor or an automaton
appears, representing his mother, then anothaesepting his dead sister Fuchsia.
These things insist Titus is dead, while Cheetathadhorus encourage Titus to join
the play. The dramatic conflict being enacted Bdgl of the Sabbat in that it
revolves around whether Titus will be able to rggiming the performance. A circle
is formed and Titus is expected to enter; but, fisshe fails and shifts into it, his
friend, Muzzlehatch interrupts, a figure who halde powerful agency of a de
Richlieu.

The rite holds many of the familiar elements of biteeck mass, and was
readily legible as such to Batchelor. Titus is bibida voyeur and the figure at risk of
having his subjectivity overwhelmed and becominglwed in the performance. The
rituals of Gormenghast are depicted as banal, dmig whey occasionally hold a
spectacular element, in general they are not afflscind are ineffectual. Cheeta’s
performance, however, is affecting, if not for tkader then for Titus, and its bizarre
psychodrama, where Titus is confronted not with setence, and the trappings of
the occult, but instead with his family, has thégmbial to ‘derange once and for all
the boy’s bewildered mind’, forcing him into ‘thast throes of subjugatiof?®
Where the participants in the Wiltshire Sabbagwn the Holihaven dance, are able
to continue with their lives after the ritual, therformance at the Black House is
intended to be catastrophic for Titus.

The subjunctive world created by Cheeta’s perforreas a distorted version
of the world ofTitus GroanandGormenghasthat both Titus and the reader have
abandoned. It performs the Freudian uncanny inyathat the other Sabbat
performances do not, presenting Titus with the pagias abandoned if not repressed.
Yet while the performance fulfils the technical uegment of the uncanny in that the
repressed violently returns, readers are unlikelye struck with the proof of the

uncanny, its startling affect. Likewise, Titus istdessed, but Cheeta’s other guests

122 peake, Titus Alon&29, 935.
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wonder whether the performance is for their ‘deléon’ *** casting themselves as

voyeurs as much as Sabbat participants.

The performance at the Black House emphasises’ Sitbgectivity rather than
the action of the gathered participants. The blaeks tends not to have a defined
outcome, in part because the ceremony is so setdoiuded before it is interrupted,
but also because it is hard to quantify the outcofrany ritual. However, Cheeta’s
performance is staged with the specific aim of Hiatimg Titus. The rite is intended
to wound rather than celebrate; ‘It mattered nat balliant the spectacle, all, all
would be lost unless the boy, Titus, suffered thhereme degradatioi® It threatens
the integrity of a single subject rather than eiséng the desires of the community
that performs it.

Cheeta’s revenge, unfathomable as it might be sigdeat least offers a
danger consistent with Titus’ struggle. The pas heached an impasse in their
relationship because Titus, although he lusts fugefa, cannot commit to her because
he finds her too domineering. There is a sensethleateader ought to approve of
Titus’ desire to remain independent in spirit (aligh in actuality he has been entirely
dependent on Muzzlehatch and Juno in this new Wworlie black mass enacts the
threat Cheeta presents to Titus, the underminirigsodgency.

Where Wheatley, Howatch and Aickman’s Sabbats gtyoemphasise their
insincere, ritualistic elements, Cheeta’s perforogaioregrounds sincerity. The other
Sabbats, with the exception of Amis’, hold sigrafice for their participants.
Wheatley’s Satanists understand what they are damdo the dancers of Holihaven;
their actions ‘make sense’. At the Black House,gbdormance is really relevant
only to Titus, and perhaps Cheeta, at least texitent that she is able to humiliate
her quarry. Indeed, key participants, who playrtiles of Titus’ mother, Lady Groan,
and his sister, Fuchsia, may have been replacetbbgrate automata, ‘ill-tempered
monstrosities?> Whether these things are poorly crafted machioresimply actors
portraying grotesque, angry characters is uncleaty Groan'’s face is ‘a slab of

marble over which false locks of carrot-coloured bascaded... there was little to be

123 peake, Titus Alon&19.
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seen by way of a mouth?® This could be a mask or the face of a mannequin.
Regardless, the involvement of others in Cheetarfopmance is incidental and
largely irrelevant, for the only participant who tteas is Titus.

Generally, the mass is a threat because it camyedm individual
subjectivity through immersive involvement in a gpoaction.Titus Alones aptly
named, featuring an increased focus on Titus’ stiljey. Self-determination and
independence, especially from the rules and ritofdke castle, are what Titus has
been striving for throughout thigilogy's narrative. InTitus Alone Titus has become
utterly self-obsessed, entirely, sincerely investekimself, and the performance at
the Black House assaults not propriety so muchegdividuality and mien
appropriate to a hero. This particular performanicde black mass distinguishes
itself by seriously engaging with an individualthar than offering a stage on which
to enact a more generically Gothic performance.

The other black mass in theilogy appears ilBoy in Darknessnd, unlike the
travesty at the Black House, involves both a digdaure and the suggestion of
spiritual darkness. Peake seems to have been sbgabihgBoy in Darkness
definitely within theTrilogy's narrative. Gormenghast is named simply ‘the I@ast
and, curiously, some editions have substitutectthinet ‘the Boy’ for the name
Titus;*?” the edition | have worked from only has only ag#ruse of the name. This
creates a slight disjunction, in that the novedlhile belonging to the world of
Gormenghast, refuses to acknowledge this belongsgyn

In Boy in DarknessTitus escapes from the castle on one of hisdeargh and
explores a wasteland not mentioned in the main lobdyeTrilogy. There he
encounters Mr Goat, half beast and half man, as@$sociate, Mr Hyena. The pair
kidnaps Titus and takes him to their master, thmlh,avho dwells in a hellish
subterranean place. The Lamb threatens to turis Tito a creature like his minions.
Titus is able to best the Lamb, slaying him witk dwn sword, after the beast has
tried to transform him, but has failed due to s@pecial quality of the boy. Mr Goat
and Mr Hyena are transmuted back into gentler raed,Titus returns to

Gormenghast. While there is no reference to thateva this narrative in the main

126 peake, Titus Alon832.
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body of theTrilogy, there is a slight connection in that the firsbtehapters oTitus
Aloneclose with unexplained ‘hyena laughter’ resoundffig

Once Titus has been given to him, the Lamb issussuictions:

‘Prepare a feast. Forget nothing. My crown; thedgolcutlery.
The poison bottles; and the fumes; the wreathgyoand the
bloody joints; the chains; the bowl of nettles; spéces; the
baskets of fresh grass; the skulls and spinesjlibeand shoulder-
blades. Forget nothing or, by the blindness of ooksts, | will

have your hearts out.*?

The requirements for the ritual are in line witle frecise lists of occult trappings for
the black mass described by Wheatley and Howatcdictly how these things are to
be used remains unclear, but the ritual will featowth fumes and feasting.

There is a macabre audacity in the Lamb’s demamdsé work of the
butcher, bloody joints and bones, and his threatte the hearts of his minions; in
terms of the animal world of Mr Goat, Mr Hyena ahd Lamb, this is as ghastly as
Wheatley’s requirement of infanticide. Yet, ashe tase of Sepulchrave’s death by
owls, the Lamb’s rite does not create an entirejyasate subjunctive world apart
from the body of the narrative. If the subjunctwerld created by the black mass
rejects a set of values and parodies a particilel rin the Lamb’s underworld, it is
no longer possible to discern what those valuedfzatditual might be.

The Lamb is closer to the Goat of Mendes than aosywf Christ. The
provocative juxtaposition of the imagery of the ol the devil demands
interpretation, but, in line with the non-discuesiiendency of the black mass, it is
difficult to usefully do so. The most obvious reaglithat the Lamb is simply an
attack on the image of Christ, perhaps as partnobie general critique of the church,
is too broad to be useful, and there is little exick in other parts of tHeoy in
Darknessor theTrilogy to support a reading along these lines. Even Wigton, who

generally maintains enthusiasm even for Peake’s mimsyncratic moments, notes

128 peake, Titus Alon&59, 760.
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that the text is ‘'somewhat obscure to the readatisnal mind: the private
symbolism and inconclusive biblical allusions aigtrdcting rather than
enlightening.*° The blasphemous frisson provided by the conflatib@hrist with
beast is more important than whatever it exactlpmse The Lamb presides over the
black mass, a rite that in place of meaning prosatemosphere. The master of the
ritual, it is surrounded by an ‘aura like deathjdyand ghastly — yet febrile also and
terrible in its vitality’ ** the aura of Sabbat revelry itself. Rather tharsthwple
darkness associated with Wheatley's Goat, the Liarabld and hot, alive and dead.

As inTitus Alonethe black mass @oy in Darknes$ias a quantifiable aim:
‘Our lord will bestialize him™?*? Hyena excitedly declares, anticipating Titus’ attu
transformation into a half-man, half-beast, like tineatures that have kidnapped him.
Titus’ arm begins to physically change in the Lasn¥esence; the transformation
will be both physical and psychic. This threatimikar to the dehumanising attack on
Titus’ individuality attempted at the Black House.

The Lamb’s ritual has a literal effect that excetteismetaphoric bestialization
featured in Wheatley. It no longer creates a suttjua world for its participants, but
instead offers something real. In contrast, thdemsdrituals of Gormenghast are
ineffectual, other than as a reiteration of theeottiat governs the castle. The
subjunctive world they create is so closely aligneith the castle as to be
indistinguishable; the power of ritual is lost. Tit@als of Gormenghast are
exhausted, but the black masses, the rituals #stt@utside that edifice are not,
carrying the potential to create permanent transé&bions that exceed the merely
subjunctive.

TheTrilogy creates subjunctive worlds in a significantly eféfnt way to the
rest of the field discussed here.Titus GroanandGormenghastthe world of the
castle itself is a subjunctive, secondary worldaténg something of the melancholy
moods of the eighteenth century castle Gothic. &hechronistic subjunctive is
distinct from the lurid Sabbat revels typical ofiet contemporary Gothics. The

reader, like the Sabbat voyeur, withesses theioreat a Gothic subjunctive; the
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world of the castle becomes the stage on whiclGibthic is performed, rather than
the limited and very concentrated eruption of tabl&t common in other texts.

Gothic narrative functions by leading readers pssmally through the text’s
staging of the Gothic, typically towards ‘the worsthatever that might be. Castle
Gormenghast itself has provided the route of thie@ssion, even if ultimately the
narrative does not proceed to any particular hoiirbeTrilogy complicates readers’
relationships with its Gothic subjunctive by turgiaway from the world of the castle
in Titus AloneandBoy in Darknessoffering a narrative that, rather than continuing
move further into the celebration of the Gothistéad seems to distance itself,
frustrating the reader’s interest in Gormenghast.

Peake approaches the Gothic differentl¥itus AloneandBoy in Darkness
The new world offitus Aloneis tonally discontinuous with the earlier two bepknd
indeed with the other Gothics treated in this chaoy in Darknessan adjunct to
theTrilogy, also distances itself from the castle. Howeveth lof these texts turn to
the Sabbat, so typical of the contemporary Goikidfto provide a way of staging
the Gothic. This represents a shift in stratedyeiala slightly awkward one, from a

nostalgic to a more contemporary modulation ofGoghic.

Conclusion: The Highgate Vampire

The black mass and the Sabbat were not confingetarritten Gothic, appearing in
films of the period tooThe Kiss of the Vampi@d963),The Witche$1966),Satan’s
Skin,akaBlood on Satan’s Cla{1970),The Wicker Mar{1973), andrhe Satanic
Rites of Draculg1974) all feature celebrations of the Sabbatpfspurse do the
filmed adaptations of Wheatley’s novel$)e Devil Rides OytL967) andro the Devil
a Daughter(1975). In fact, the black mass was not confirgefiction at all.

Highgate Cemetery was troubled by a vampire indteenineteen-sixties and
early nineteen-seventies, necessitating an extensimpire hunt. Occult
investigators, including members of the British Qlt&ociety, flocked to the site, and
reported that the graveyard had been desecratethd'were broken open and
evidence of sinister ritual practices was discodekonuments had been daubed with
occult symbols, and bodies found burnt and beheddiedously the vampire was in

cahoots with organised groups of Satanists. Oralriflarch 13, 1970, in the wake
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of an ITV broadcast publicising the phenomena regabat Highgate, a mob of
would-be vampire hunters descended on the cemé&erynd a hundred of them
broke into the grounds so as to search for the tegrend had to be driven out by the
police with searchlights®® The Society continued its investigations, althobgh

1974, its President, Robert Farrant, would be stanigial in relation to his group’s
activities in the cemetery after a disinterred haddless body was found in a nearby
parked car. Although this particular act was nat&a’s doing, it drew attention to
what was occurring amongst the graves. Farranttaiagd the rituals his society
performed were attempts to exorcise the influerieavib from Highgate. Thdimes
unconvinced, covered the trial with headlines sastStakes driven into corpses in
cemetery’, which is what we might expect in thersewf a vampire hunt, and ‘Court
told of naked girl dancing among coffins’, whichyie reflect on it, is not**

Why was it necessary for a young woman to disrataedance inside the
tombs? Why was it necessary to take photographer@fWe might understand that
Martine de Sacy, the naked dancer amongst thensptiis going ‘skyclad’ as part of
Wiccan ritual practice, but this seems less likehen we note de Sacy, at least
according to thé&lews of the Worldclaimed to have participated in ritualised group
sex'® The vampire hunt, it seems, began to shade ietS#bbat. The actions of
Farrant and others, who were avowedly fightingahin the cemetery, must have
seemed so close to satanic ritual, at least imines of the ‘ordinary people’ evoked
in Judge Argyle’s sentencing, as to have beentindisishable.

The participants in the hunts were doing somethioge than stalking a
vampire; they were attempting to enact the Gotlpicdereating a bundle of
narratives, themes and sensory experiences. Thk mass and the vampire were
notions both sufficiently central to Gothic praetias to be treated together, and to

shift together into the real from the generallyifinal world of the Gothic.

133 For an account of the affair, see Bill Ellis, "TH@ghgate Cemetery Vampire Hunt: The Anglo-
American Connection in Satanic Cult Lore," Folkld@1.1/2 (1993).

134nCourt Told of Naked Girl Dancing among Coffinghe Timeslune 12 1974: 5; "'Stakes Driven
into Corpses in Cemetery'," The Timame 13 1974: 4.
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If the Society believed a vampire was hauntingcdémetery, then its methods
seem curiously inexpert. Hunting it at night, whieis commonly understood that that
is when the undead are most powerful, seems fadyhdihis might not have been an
astute vampire-hunting practice, but it does hedate the appropriate atmosphere in
which to enact the Gothic. Faced with the vampiadisence, it became necessary for
the players to perform it.

The hunt was a particular kind of play, a celelbrabf vampire hunting rather
than a real effort to kill a monster. A similar ppemerges when we consider their
methodology. Ritual exorcism has never been theuisad method for disposing of a
vampire, yet this is what the Society claimed isvaétempting. However, this does
have the distinct advantage that it allowed the@sts to confront the vampire as a
spirit; they did not actually have to see it, otdysomehow ‘sense’ it. Thus, by
reconfiguring the way in which they might ‘perceigevampire, the hunters were
able to enact the direct conflict with the unddaat features in Gothic narrative. It
also enacts the ritualism typical of contemporaogh& practice. The absence of an
actual monster in a narrative structured arountfitpare must have been a
frustration, but the fearless vampire hunters medidhrough as best they could,
recreating the erotics of the Gothic, marrying cemeatmosphere with salacious
sexual elements and weird ritualism, even if th®nale for their narrative became
unclear. The Highgate vampire, and the Sabbatddtees employed to bring about
its dispatch, suggest that the act and experiehpertorming the Gothic itself is
more important than its meaningfulness or the aaier of its narrative. The Gothic
is characterised by the experience offered intiisiised action, more than its ability
to generate meaningful discourse.

The Highgate vampire demonstrates the way in wiiothic habitus can
occasionally exceed text, existing as a subjundapace produced within the real.
When we perform the Gothic by reading a book, ihes sanctioned practice. Farrant
and his followers were punished because they ethactetices informed by Gothic

habitus in an inappropriate context.

Wheatley's Sabbat, reiterated throughout his pamédes of black magic stories,
occupied a central place in British Gothic practlm®ughout the sixties, as
demonstrated by its replication and modificationha texts discussed in this chapter.

Similar tropes, narratives and themes are repeaaih and again in most Gothics. In
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the texts explored here, the black Sabbat bringsetielements together into a
procedure, where readers and characters are ledgsionally towards the Sabbat’s
knot of playful horrors and pleasures. Each textiutates this performance in a
distinct way, identifying its own place within tkeder practice, which offers a
contiguous set of reading experiences. Beyond kesigple trope, the black mass
became a textual practice, encouraging and becoemmrematic of a style of
reading that was involved, rapid and generally flecgve, likely to bring about the
absorbed reading state Nell describes — a metagathoeivel. The constant feature of
the voyeur provides an analogue for the reader.riBkdor those who spy on the dark
rite is that they will become caught up in it. Tleghe risk we pretend is present in
the Gothic; that its terrible scenes will overwhaels) harm us, as if we cannot close
our eyes or put the book down. Admitting that we stop the game is to withdraw
our commitment to it, although more often than tio¢, Sabbat is stopped before it
exceeds our ability to engage with it. The Sabhaterruption is a promise as much
as a frustration, in that we know worse was to catbough we did not encounter it.

Howatch draws heavily on Wheatley’'s version of 8abbat, confirming its
persistence by recapitulating it, but she alsolgenobdifies the black celebration.
Where the Wiltshire Sabbat is a generalised fagtihiat includes an initiatory
function, the Sabbat at Colwyn Court is a perversibthe marriage ceremonihe
Devil on Lammas Niglemphasises the reading of the Sabbat as a freggkihering
that became available through the zeitgeist obthi@ging decade. Contrarily, it also
attempts to maintain the kind of sexual decorunessary in paperback romance.
While the Sabbat became a central part of Gotlactfe, individual iterations of the
rite provided tonally distinct reading experiencBise meaning of the Sabbat is
approximate compared to the consistency of expegiéroffers.

Amis’ use of the elements of the Sabbat e Green Marsuggests the rite
need not be performed literally or in its entiredyretain the practical sense that
characterises the rite. Amis’ use of the Sabbathasiges its value as an
entertainment as much as a transgression. It atggests that regardless of the degree
of valorisation his work received as ‘literatur,perform the Gothic, it was still
expedient to embrace the Sabbat as it had beeigaoed in popular practice.
Maurice identifies the performance playing out befoim as a sham, an inauthentic
staging of exotic desire, but where de Richlieu Red are credulous, Maurice is a

resisting reader until the illusions actually altthim. Wheatley stages the Gothic
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concurrently with the thriller, and Howatch does #ame with the paperback
romance;The Green Mamprovides a reading experience that, from timene t
resists the Gothic as it orchestrates its simuttasénvolvement in several genres,
including comedy, satire, philosophical sciencédit and the literary novel.

Aickman’s tales are more focussed performancelseo@Gothic than Amis’
polygenous novel. They complicate Gothic practigesdéeming to load their
performances with meaning that ought to be decgzhand reflected upon,
encouraging specifically literary reading practi¥et this meaning is a will-o’-the-
wisp, a misleading glimmer without substance; theg are not strongly discursive.
The suggestion of meaning stays with their readgrgcho of the Gothic
performance, just as the consequences of the Noptieashire Sabbat and the
Holihaven dance remain with his characters.

Where the other texts discussed in this chaptestavagly engaged in
contemporary Gothic practice, Peak&dogy, while an iconic text in the genre,
performs the Gothic quite differently, and is sonnmeg of an outlier in the field. It is
difficult to make general claims for thi@ilogy, asTitus AloneandBoy in Darkness
differ substantially from the first two books. Netreeless, they feature the only
iterations of the Sabbat that are not salaciousadurlesques. Where the other full
Sabbat performances tend to the ritualistic, empimgsa communal celebration of
something ghastly, Peake’s Sabbats tend to sigcptétcing Titus himself at the
centre of the ritual as its object.

Peake’s black masses tend towards the sinceresulijenctive they create
does not exceed the world that rdogy has already established. While thdogy
presents the Sabbat, its function is different, Badke offers a different reading
experience, less immediate than the typical Gathtbe day, retaining a disengaged,
dreamlike quality. Considered within the contextlad field in which it found its
popular readershig,he Gormenghast Trilogyreaks with Gothic practice in
substantial ways.

This returns us to Highgate. The vampire remindghasthe Gothic has a
relationship with the historical real, but thaisitrather more specific than Gothic
criticism might suggest. It seems some way fromt&tsclaim, for instance, that the
Gothic of the period explores ‘the failure of acotsuof the world... predicated on the
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supremacy of subjectivity3® The vampire itself suggests the astonishing giulit
the human mind to triumph over the merely reatremate a subjunctive world even
without the aid of text or film. The goings-on agHgate resist depth-based readings
that might discover a cause in a particular hisedranxiousness, relating to
subjectivity or other appealingly discursive topi€he Highgate vampire is
inescapably silly, but first and foremost, the Higke vampire is ‘about’ the Highgate
vampire and cannot principally be understood aallagory. In this, it reflects the
insincerity of Gothic performance.

The vampire can be understood as an ongoing, pardginary, partly
enacted event that demonstrates how the Gothide whually performed through
engagements with text, is performed in the real Tdat this performance involved
something approximating the black mass suggedstsique central the rite was to the
genre at the time. While a handful of people wamived in transgressive
behaviours at the cemetery, for many more, espgéalthe teens that began
invading the graveyard on Halloween, the site mteglian opportunity to indulge in
an affective, imaginative Gothic experience, withlbaving to go to the lengths that
the crypt-breakers did. The most transgressiveigctt Highgate was doubtless the
work of a handful of disturbed or misguided peopilat, for them and the many other
visitors to the cemetery, the night time journeysavcloser to an established cultural
practice. We might not immediately understand whakes someone interfere with
interred bodies, but the little thrill of going farwalk, perhaps with others,
somewhere spooky — an overgrown and vampire-hagneeceyard, perhaps — is
easier to see. This is what drew Clarinda Hartlgyimto the night. Visitors to
Highgate motivated by a voyeuristic desire to ‘dée’ monster instead became
participants in the performance of the vampire.

As Erika Fischer-Lichte notes, ritual is not jusné, it is re-done and pre-
done®®” The texts treated in this chapter repeat conteritmore importantly, they
loosely repeat experience, and it is this repetitiat allows readers to identify them

as Gothic. As much as this is a ritual, it is adgpe of play, an entertainment.

136 pynter, Literature of Terrd43.
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Schechner argues in the context of the theatrattisad mistake to separate
supposedly frivolous entertainment from ‘seriousial practice"*® Huizinga

suggests something similar when he claims ‘Friyaitd ecstasy are the twin poles
between which play move&* Frivolity is characteristic of play, while ecstasy

state beyond oneself, is the characteristic oiq@pation in certain rituals, and would
certainly include the Sabbat. The rite forms a ¢oéition of Gothic action. Those

who witness it more often than not end up in itdsthistalling it or participating in it.
While the Sabbat does not hold strongly discuremeaning, this chapter argues that
its frequent depiction of voyeurism, or interestedders, together with its
presentation of the most grotesque, macabre anbsad moments these texts offer,

provides a venue in which the Gothic text frames examines itself.

138 5chechner 155, 158-60.
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CHAPTER FOUR:
TOWARDS A NEW ZEALAND GOTHIC : PRACTICE IN AN UNDERDEVELOPED FIELD

William Broughton celebrated John Hooker’'s 197 1aipdacob’s Seasom a 2001
number ofLandfall, claiming the nearly-forgotten novel ought to la@enical, and
praising its articulation of a ‘semi-mythical an@Bic South Island®. The novel is a
despairing kind of comedy; Jacob Small, drunkahilapderer and compulsive liar,
leaves or is left by his wife. Nothing especiallyister occurs; there is no violence,
no supernaturalism, and the grotesque depictidheotharacters is basically good-
natured. In substance, the novel is not really thiGpalthough it certainly does take
the occasional Gothic turn. Nevertheless, Brougbtgieves that

Hooker-country is Gothic to its core — a place mingbling stone,
knitted woollens and dead leaves; a ghost-towméils the
dampness, both spiritual and actual, of a city Imcv nineteenth
century mercantile ambition has given way to eclaveswinter

mists?

TheLandfall piece is interesting for two reasons. It suggéssby the turn of
the millennium, there was a growing interest imitifging a New Zealand Gothic;
indeed, the review appears immediately after & Higgussion of local horror films.
Secondly, Broughton’s review describes the New &®lGothic as an atmosphere
rather than as dependant on the procedures ofihguntenace, and monstrousness
that define other national Gothics. Knitted woo#léake the place of devouring
shadows. More familiarly, the Gothic is linked heetreal, and captures the city of

Dunedin, or, as it is thinly disguised in the ngvElagstaff'.

! william Broughton, "Dusted Off: John Hooker's Ddive Gothic," Landfall201 (2001): 188.

2 Broughton, "Dusted Off" 189.

® Philip Matthews, "Local Infections: New Zealandrm," Landfall201 (2001): 183-7.
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While Broughton labels it a ‘Dunedin Gothidacob’s Seasois actually at its
least representational when it is at its most @othacob stands in a cemetery and

observes

Black rain, hard rain, it doth fall, sweeping fratark satanic hills,
secret gloomy mountains and mysterious, high, tkgsplaces,
where the blinded sheep is silent and the red lieegone, long
gone. The hard rain falls on growing trees andedichimney
pots, on black slate roofs, on dodding bald headgacti in
rubber tyres, on cold jersey cows, knee-deep ik, naw grass, on
grinning gargoyles and country graveyards wherel$teaes
slump and stagger and fennel droops in earth ofusuand fallen
leaves by cypresses of dark. Where are the tinyedits and tender
shoots? Where is the seal and the giant albatroBsHs the rain,
it falls on forgotten Jewish graveyards (Moses kdiazarus is
risen from the dead), on lonic crosses and blungegasometers
shooting sparks and breathing in the dark. In &, black
Victorian angels fall with broken wings and liehirdden places...

The snow is stained with blood from undergroundrdy,zand
labyrinthine sewers, dead leaves and birds’ baresyned field
mice and dead forest creatures, insects, graviehngy soot, coal
dust and smoke sweeping over this country city. Noevclouds
have gathered from battered peaks, the dark, wiepisvapour
blinding across Mount Flagstaff, Saddle Hill andwbCargill to
settle on mossy roof tops, factory chimneys, tregiag shot
tower, turreted embattlements and cracking crematis.

Sheer walls of stone, the Gothic chimneys rise fpatterned
roofs of Spanish tiles. Jacob stands and shfters.

In typical Gothic fashion, Jacob’s inner turmo#lkes into the outer world. Perhaps the

most remarkable thing about the passage is the eheegy with which it smothers

* John Hooker, Jacob's Seagbondon: Barrie & Jenkins, 1971) 143-4.
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the southern landscape under a vast array of Gitinimings. Hooker’s prose tends
to the compression and playfulness of poetry, hedd qualities come to the fore in
passages like this, where the language becomeigidyphythmic and repetitive.
The narrative voice meshes with Jacob’s, and aiGathieu is built, piece by piece,
in a heightened, consciously literary mode.

Physical landmarks are shifted into an imaginatierary, Gothic space.
Broughton uses the label ‘Dunedin Gothic’ to empdeathe connection between
Hooker's text and the city, but this is a place abhsimply does not exist in New
Zealand; indeed it is the sort of place that existse strongly in text than it does in
the real. While it is only a light disguise, we sltbremember that Dunedin has been
renamed Flagstaff, creating a distance betweepl#oe and its representation. If this
is Dunedin Gothic, then why is it not set in a pl@amed Dunedin?

The Gothic space described here contains no tivwyefts or tender shoots,
leaves and birds and mice and forest creaturedead, underground drains bleed.
Yet as much as it is a deathly place, it is fuluoExpected, sinister life too.
Gravestones slump and stagger. Strange life may ¢orth from the graves
themselves; ‘Moses Louis Lazarus is risen fromdisad’. Gasometers breathe and
spark in the dark, while ‘black Victorian angeld faith broken wings and lie in
hidden places’. Strangely, the angels fall withgglready broken, rather than
having their wings shatter on impact with the gruhhe careful ordering of the
sentence suggests that the angels fall becausevihgs have broken rather than
because of any structural flaw, which in turn swgehey have been supported by
their wings. Although we see them at their momérmotlapse, they once had motion,
even life. Even stranger, there are angels, pltakilhg. Rather than simply seeing
statuary coming down, we see the fall of the relngjels replicated; something
monumental in both senses of the word. Flagstaghirive a wasteland, but it is inlaid
with mythic import.

The density of the imagery coupled with the velpoit the prose means we
tend not to explore the specificity of the imagasto experience them at a surface
level. The banal (cacti, slate roofs) is minglethvihe significant (fallen angels,
resurrected men); the natural (seals, albatrosgss)ext to the weird (black rain,
bloody snow). Readers cannot stop to unpick eathesie images in turn, but a

Gothic, carnivalesque texture emerges in thesegeraents.
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The same can be said of the manic intertextualithé passage. As we read it,
we barely have time to make sense of one allustdoré we are confronted with
another. Rain that ‘doth fall’ may recall a praj@rtimes of ‘Dearth and Famine’
from The Book of Common Prayevhich beseeches God to make the earth bountiful,
although the suppliant acknowledges the justnekisafuffering’ At the same time
the ‘hard rain’ probably suggests the Bob DylangsoA Hard Rain’s A-Gonna Fall’,
where the singer finds himself in an apocalyptikcape, and, not unlike Jacob
Small, recounts being amongst ‘misty mountains’ iarithe mouth of a graveyard’.
The ‘Black rain’ here describes the fall of soainfrthe air but again probably
suggests a more fully catastrophic landscape;ck lbkan was reported after the
detonation of the nuclear bomb at Hiroshima.

The punning ‘dark satanic hills’ rearranges BlaK&isd did those feet in
ancient time” Blake’s England is marred by the industry of ‘BataMills’, although
in the poem he hopes to recover it. In contrasplda Flagstaff is hardly a potentially
green or pleasant land. Even without the fall otday soot, the hills themselves are
oppressive, invested with diabolic presence. Thequggests that ilacob’s Season
the problem is not that humanity has created dandet but that the New Zealand
landscape itself is satanic.

The construction ‘Falls the rain’ is deliberate;akting Edith Sitwell’s ‘Still
Falls the Rain’. Again the reference is to a ngarealyptic poem, and Hooker’s use
of the rain as a uniting element, bringing togetlaob, jersey cows, and the dodding
heads of others, seems to be drawn from Sitwed.d&scribes ‘Dives and Lazarus: /

Under the Rain the sore and the gold are as%8iell’s poem also features beaten

® Church of England, "In the Time of Dearth and Faeyli The Book of Common Prayer, and

Administration of the Sacraments and Other Rites@aremonies of the Church of England

(Birmingham: J. Thompson, 1791).

® Bob Dylan, " A Hard Rain's A-Gonna Fall," Bob Dgld_yrics 1962-2004New York: Simon &
Schuster, 2004) 59.

"William Blake, "And did those feet in ancient tim#Villiam Blake: A Selection of Poems and

Letters ed. J. Bronowski (Harmondsworth: Penguin, 1952). 1

8 Edith Sitwell, "Still Falls the Rain," CollectedPms(London: Macmillan, 1958). 272-3.
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and hunted animals; in this passage fld@oob’s Seasqrall the animals are cold or
dead, asleep or absent.

The texts Hooker evokes are serious, religiougpocalyptic. Yet here, they
become part of a grotesque exhibition, their megsand affective power glimpsed
and then gone, compressed to the point of comedgkeét’s Gothic turn tends to
pastiche; it is self-consciously literary, butmséarested in the suggestive power of the
texts it invokes, their surfaces, rather than aasrengagement with them. It evokes
a mood, but by pointing away from the text itselizérd other texts, it distances
readers from an immersive involvement in the moment

Broughton praises the novel for its ability to dgphumanity’ and the
‘local’,? and this is fair to a degree. However, whenitsisnost Gothic, as in this
passagejacob’s Seasors not interested in people or place. It escafdest s merely
Dunedin, into a space populated with fallen angat$ the clouds of the end. It can
hardly be a coincidence that for all its intertettreferentiality, not one of the
references that Hooker makes is really local. Haha hard-raining energy of the
Gothic here, it is an obviously imported practicethere such a thing as a New
Zealand Gothic? Are there regional variations?

Broughton frames the novel as a Dunedin Gothicjflibe Gothic is based in
habitus, then it cannot simply be declared. Mostim@n readers would be unable to
describe a Dunedin Gothic, or indicate texts tipgiear to naturally belong within that
category. Chapters two and three discussed spewifinents in Gothic practice in the
United States and England, and argued for thergstpecificity of the genre,
suggesting we ought to read these texts withirctimeext of the fields from which
they emerged. The New Zealand Gothic has yet teeela field of the scale and
coherency that these other national Gothics havegs not yet constructed a self-
evident canon of texts that it can use to defiselfit Curiously, it is quite unlike the
Australian Gothic, which ‘has been a consistens@nee in Australia since European
settlement® The New Zealand Gothic is a more diffuse phenomehaemains

linked to a historical habitus, but the field itshgenerated is far weaker. Thesa

° Broughton, "Dusted Off" 190.

19 Gerry Turcotte, "Australian Gothic," The HandbdokGothic Literatureed. Marie Mulvey-Roberts
(New York: New York UP, 1998) 10.
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New Zealand Gothic, but it has not been articulatetl by the extant criticism,
which does not engage with the tenuous statuseheedghas in this particular milieu.
Discourse surrounding New Zealand writing has oabently been interested
in labelling literary productions as Gothic. Ratkign illustrating a moment within a
field, as chapters two and three have done, tlapteh is slightly more speculative,
reflecting the nascency and diffusion of the Newalded Gothic. It briefly surveys
critical work relating to the genre, and suggesésNew Zealand Gothic has an
awkward relationship with New Zealand literaturegganeral. However, it argues the
Gothic is an important component in works by Fr&akgeson and Janet Frame, both
writers central to the New Zealand literary caremy that this has been under-
recognised. If there is a desire to develop the Mealand Gothic, then these two

writers are a useful place to begin.

Some Problems in Critical Versions of New Zealand iterature and the New
Zealand Gothic

National Gothics are one of the most basic waysghith Gothic studies is organised,
and there is a growing trend that suggests eaobmatll have its own Gothic. While
this thesis has preferred to explore smaller fidlusse have still been within wider,
loosely national traditions. However, while theestbeen a substantial scholarly
effort put into explicating the Gothic texts andpes associated with the United
Kingdom, North America, and Europe, the study oiNEealand’s Gothic is still at
an early stage. There is no monograph on the dulajtough it is dealt with in
chapters in more general considerations of Newaresliterature”! There is one
collection of essays, recently published, that $jgatly addresses the New Zealand

Gothic!? Beyond this, there are only a handful of jourriéitkes. Nor has there been

" Mark Williams, Leaving the Highway: Six ContempryraNew Zealand NovelistéAuckland: U of
Auckland P, 1990); William J. Schafer, Mapping tbedzone: A Primer on New Zealand Literature
and CulturgHonolulu: U of Hawai'i P, 1998).

12 Misha Kavka, Jennifer Lawn and Mary Paul, edsth@dNZ: The Darker Side of Kiwi Culture
(Dunedin: Otago UP, 2006).
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anything like an anthology of New Zealand Gothatifins that might describe a
Gothic canon in a New Zealand context.

These points are symptomatic of a wider difficultyhere other subcategories
of the Gothic (English Gothic, female Gothic and@oh) suggest more-or-less self-
evident groups of texts, no such grouping pres&sdlf when we talk of a New
Zealand Gothic. The American Gothic immediatelyngs to mind Brockden-Brown,
Poe, Hawthorne, and later, Bradbury and King. @Qdgtavarious claims are made for
where we might find the New Zealand Gothic, bus ikinot the same thing as a
consensus grouping that does not need to be negghteaGothic canon. This
uncertainty has in turn led to the perception imsauarters that, in New Zealand,
there is ‘almost no gothi¢? On the face of it, this is a peculiar situatianpbth
popular and scholarly examinations of the natigusgiche, critics often depict New
Zealand art as moody, anxious or despairing, clévatsmight suggest that it is
involved in the Gothic to some degrée.

Mark Williams discussed Janet Frame’s suburban iGathearly as 1998,
but the first substantial treatment of a nationath®& appeared in the American critic
William J. Schafer'sviapping the Godzoni@ 1998. Schafer understands the Gothic
as a measure of cultural development; ‘If you feel, young, unformed, lacking in
historical status, a way to gain stature is to aegsuitably ancient ghost§>'Thus, by
acquiring ghost stories, Schafer argues a natigiinm fact develop its sense of ‘at-

homeness'’

13 Lydia Wevers, "The Politics of Culture," Writing the Edge of the Universe: Essays from the
'Creative Writing in New Zealand' Conference, Unsity of Canterbury, August 2008d. Mark
Williams (Christchurch: Canterbury UP, 2004) 116.

14 Rose Hoare, "Art of Darkness," Sunday Star-Tit2&ovember 2006. Jennifer Lawn,

"Introduction: Warping the Familiar," Gothic NZ: &Darker Side of Kiwi Cultureeds. Misha Kavka,
Jennifer Lawn and Mary Paul (Dunedin: Otago UP,6300

15 williams, Leaving the Highwa@0-56.

18 Schafer 138.

7 Schafer 143.
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If the Gothic is a discrete practice, this practitght well be disrupted by the
upheaval that is part and parcel of a colonialualtbut it is not necessarily useful to
view the genre as a marker of cultural ‘maturitgjtures do not age like people do.
However, Schafer’s observation that the Gothictesléo a sense of at-homeness, is
an interesting one; the Gothic requires not jusisgg but the right sort of ghosts,
spectres that are seamlessly integrated into #ephey haunt, so as to converge
with its history.

This is a potential problem for the New Zealandhsntin the absence of the
trappings of established Gothic traditions — cagplepulated by fiendish aristocrats,
swamps draped with Spanish moss and possessedibletspirits — there is a sense
that, despite Broughton’s claims for the Gothiclgyaf dead leaves and knitted
woollens, New Zealand is uncertain how and wheoaight to perform its own
Gothic.

Problematic, too, is the way in which Schafer drgakeha and Maori

experiences together into an ‘Aotearoa gothic’

A common cultural link between pakeha and Maothaigh
unconscious and largely unacknowledged, is thebielithe
hauntedness of the landscape, the sense that AatSamw
Zealand is a land of sinister and unseen forceispwinent (and

immanent) threat, of the undead or revenant spftits

This is an important connection to make, althougthaps not as simple as Schafer
suggests? For Maori, ancestral spirits are integrated inteaditional lifeworld, part
of tikanga Maori (Maori custom); for pakeha, a ghiesat least in part, a scandal to
reason. Given the unlikeness of these experiepaégha and Maori Gothics might,
in fact, be separate practices. Indeed, the terote@roa gothic’ is suggestive of this
complexity, combining as it does an uneasily negetl postcolonial compromise

national identity with a pakeha cultural import winj in turn, draws part of the

18 Schafer 137.

¥ Lawn also resists this easy conflation. Jenny Ld®omesticating Settler Gothic in New Zealand
Literature," New Literatures Revie88 (2002): 47-8.

203



meaning of its name from an early modern Europeanepresentation of a culturally
Gothic past, complete with assumptions of savagadybarbarism. While Schafer
might not signal exactly where this shared haurgesmanifests textually, at least his
choices of New Zealand Gothic are comprehensilseemE’s ‘The Lagoon’, Ronald
Hugh Morrieson’s work, the early films of Peter kgmn?

Further critical articulations of the New Zealg&dthic followed, often
preferring to develop regional rather than natidaathics. David Craig describes a
Taranaki Gothic, which, for him, is basically a{plorm:

It's a story of provincial delusion and slapsticth#aration getting
itself caught up in things that turn out to be mbdayger, shakier
and more sinister than anyone had imagined... Inreeand

exuberance running to trauma=..

This seems to adequately express the shape ofsovharieson’s work, but Craig’s
vision is in fact much wider, discerning the pattar a variety of ‘identity narrative
experiences’, including the Anzac invasion at @alii, the career of New Zealand-
born race horse Phar Lap, the Muldoon governm@ihtisk Big economic projects,
andThe Lord of the Ringfims.?? Whatever Craig is suggesting the Taranaki Gothic
is, it certainly exceeds the region from whichaités its name, and, indeed, any
commonsense understanding of the Gothic.

Jennifer Lawn, like Broughton, suggests a Dun&bithic; her reading of the
film Scarfies set in Dunedin, links it to real, seeing the itgpof capitalism’ as
haunting the filn?? She believes

2 5chafer 137-8, 148-51.

% David Craig, "Taranaki Gothic and the PoliticalbBomy of New Zealand Narrative and
Sensibility," New Zealand Sociolo@0.2 (2005): 19.

2 Craig, "Taranaki Gothic" 19-20.

% Jennifer Lawn, Scarfies Dunedin Gothic, and the Spirit of Capitalism,udwal of New Zealand
Literature22 (2004): 127.
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Gothic literature in New Zealand, like other forofPakeha
cultural expression, performs the ideological wofrkransforming
“colonization,” denoting systematic and enforcediterial
appropriation, into “settlement,” with its implicahs of an organic
assumption of what Linda Hardy has termed “natural

occupancy.®*

In some ways, this is simply a postcolonial palsétion of Schafer's argument;
however, perhaps the key phrase here is ‘like dtirers of Pakeha cultural
expression’. Lawn does not regard the Gothic aslg distinct mode, but instead as
interchangeable with other forms, achieving theesamork’. In this way, her
argument is similar to the one Sam Neill makessrdocumentary on New Zealand
film, Cinema of Uneasavhere moody or paranoid but basically realishéilare
treated as more-or-less continuous with the zowyii&-fest,Braindead All are seen
as expressing a national ‘sense of the perilus’.

Lawn, together with Misha Kavka and Mary Paulpadslited the collection,
Gothic NZ: The Darker Side of Kiwi Culturélow would we begin to address the
guestion “where is gothic here?” in (around, undeese South Pacific islands at the
antipodes of Western Europe?’ wonders Lawn in migodluction?® Lawn
acknowledges the diffuseness of the New ZealandiGdhe collection features
discussions of colonial architecture, tattooing, @othic potentialities of home
renovation, the racist possibilities Bifie Lord of the Ringsnd the cutesy-creepy
aesthetic of Misery, an Auckland-based illustratbo has her own range of
streetweaf’ Also included are considerations of glum moderaishitecture, and the

% Lawn, "Domesticating Settler Gothic."

% Sam Neill, Cinema of Unease: A Personal JourneSdim Neil| British Film Institute and Top Shelf
Productions, 1995.

% | awn, 'Warping the Familiar" 11.

2" Lochhead; Mark Jackson and Christopher Bradddokjsed Skin and Other Spurs"; Misha Kavka,
"Out of the Kitchen Sink"; Sarah Shieff, "Well-Ladered Elves: Purity and Degeneration in The Lord
of the Rings'; Misha Kavka and Misery, "Misery: Art and Fashipall in Gothic NZ: The Darker

Side of Kiwi Culture eds. Misha Kavka, Jennifer Lawn and Mary Pauln@ilin: Otago UP, 2006).
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incursion of tree roots into plumbififlan Wedde's afterword has the genre
including both genetic engineering and tourfSrothic NZprefers a version of the
Gothic that is a little quieter and more seemlynttiae Gothic at its most vivid.
Current criticism characterises the New Zealanch{eats a feeling of quiet unease, a
subtle darkening. In the main, it avoids canonvealers. It is easy enough to
discover the Gothic in these disparate locationshow are we to account for the
disparateness of these manifestations, and witahest connects them?

Lawn’s answer is evasive: nothing is Gothic ielitsbut it is possible to look
at anything Gothically® This misses the point that sometimes it is mopr@iate
to read a text as Gothic, and sometimes it isdesand unless there is something in a
text that prompts a shift in reading strategy,@wehic is reduced to a mode of
interpretation, a hermeneutic manoeuvre.

Taken together, current discussions of the NewadelaGothic highlight a
handful of common discursive issues. There is achstnable desire to examine a
New Zealand Gothic, but often, discussions focugheronly marginally Gothic.
There is also a desire to historicise the New Zeh{aothic, although as yet, no
genuinely compelling suggestion as to how thisitigknight operate has emerged.
Interestingly, although Lawn is the only critic Bavho displays any awareness of
international work in Gothic studies, efforts tqégate the New Zealand Gothic
display one of the principal problems of the wifleld; namely, it cannot reliably
identify when a text is significantly Gothic, andnsequently, cannot begin to

articulate what the Gothic might be.

Part of the problem facing critics of the New Zeal&othic is New Zealand
literature itself. This thesis argues that the @Gptiven though it appears in textual

form, represents a separate practice from thatigeCertainly, these two practices

% David Craig, "Gothic Inversions and DisplacemeRsins, Madness and Domesticated
Modernism,"_Gothic NZ: The Darker Side of Kiwi Quile, eds. Misha Kavka, Jennifer Lawn and
Mary Paul (Dunedin: Otago UP, 2006); Kavka, "Outhe Kitchen Sink," 61-2.

2 1an Wedde, "Afterword: How Gothic Is 1t?" GothicZNThe Darker Side of Kiwi Culturesds.
Misha Kavka, Jennifer Lawn and Mary Paul (Dune@itago UP, 2006) 152-4, 159.

%0 Lawn, "Warping the Familiar" 11-5.
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sometimes converge in carefully orchestrated téxteidormances, seeming to blur
into one another, but equally, they can exist irtelently. The corollary of this is
that critical frames we use to explore New Zealgedature will not automatically
help us understand the New Zealand Gothic.

New Zealand’s national literature is one of theyMast colonial literatures in
English to emerge. It is only very recently, adeviced in the publication of the
excellent study of early writindJlaoriland, that scholarship has begun to rediscover
the settler and postcolonial Maori literatures thiate once present in New Zealahd.
This first period, however, has been obscured bybitth of what, even now, is
generally understood as the national literatuigroap of texts that form a cohesive
field that really only began to emerge in the reeetthirties, at the time that,
internationally, a more aggressive style of modamivas beginning to shade into
realism. This version of New Zealand literaturedieio locate Katherine Mansfield as
the first New Zealand writer of note, and from #h&oks to the output of writers like
Frank Sargeson and John Mulgan in the nineteenethisituating them as precursors
of the blossoming field. Consequently, the receiexsion of New Zealand literature
did not participate in the Gothic ‘waves’ of théda@ighteenth, and mid and late
nineteenth centuries. Where other national Gottyisally look back to these earlier
texts and frame them as having an originary rble seame manoeuvre is not really
available in New Zealand.

Just as a genre like the Gothic comes with a megteas that help us
understand texts so categorised, so too does Nalartkliterature. In 1960, Allen
Curnow wrote that New Zealand poetry was ‘in seafaleality’, a reality that ‘must
be local and special’; he felt that the best NewlZed poetry is ‘marked or moulded’
by the nature of the country itself, and that thstlartists identified themselves as
New Zealander& In Curnow’s view, to create poetry of genuine wadrt New
Zealand, the poet must first engage with New Zehl#ns still an idea that carries
considerable force; only recently Patrick Evansnedrabout the emergence of a

31 Jane Stafford and Mark Williams, Maoriland: NewaEend Literature 1872-191#Vellington:
Victoria UP, 2006).

32 Allen Curnow, Introduction, The Penguin Book ofilZealand Verseed. Allen Curnow
(Harmondsworth: Penguin, 1960) 17.
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school of youngish Wellington writers who aspiredithat he felt was bland
internationalism rather than an appropriately Iditatature®® Claims like these
indicate that a field is operating, where valuesaitributed according to how writers
perform a specifically New Zealand rather than aengeneral literary practice.

Participants have been able to define the fielduoing some values and
practices while excluding others. Readers familidih New Zealand literature look
for the things indicative of that practice, inclagisettler anxieties, postcolonial
negotiations of occupancy, engagements with Madture, local idioms, a strong
line in critical realism, often a repudiation ofoR¥stant or other traditional value
structures, and a desire for authenticity of regméation; New Zealand literature is
expected to be highly mimetic. On the other handn@w’s excoriation of the naive
bush Romanticism of ‘kowhai gold’ poetfhas essentially excluded it from the New
Zealand canon. The field functions to promote thggseeralised views.

The values attached to New Zealand literature becamshrined, even if
uncomfortably, in critical discussions. As Michd&brrissey writes, ‘Whether
ultimately desirable or not, the ‘mainstream’ witthincumbent realism of one mode
or another... still tends to dominate our literanydacape® One of the major values
attached to canonicllew Zealand literature can often be usefully désctiby
reference to the idea of ‘critical realisff’.

The critical realist literature of New Zealand rsderstood as being interested
in presenting the ‘real’, but also in critiquingRealism is a practice we understand

as loosely interested in depicting a truth. Wherreaglcritical realism, we expect to

% patrick Evans, "Baby Factory," New Zealand Listel®22 August 2003: 50-3.

34 Allen Curnow, "Aspects of New Zealand Poetry," kddack Harder: Critical Writings 1935-1984
ed. Peter Simpson (Auckland: Auckland UP, 1987)e®Curnow, "Introduction to A Book of New
Zealand Verse 1923-4% 00k Back Harder: Critical Writings 1935-198dd. Peter Simpson
(Auckland: Auckland UP, 1987).

% Michael Morrissey, Introduction, The Flamingo Aokbgy of New Zealand Short Storjesd.
Michael Morrissey (Auckland: Flamingo, 2000) 19.

% williams, Leaving the Highwa@1.
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see a lesser truth outshined by a greater trutiyeSan’s ‘The Hole that Jack Dulf’,
where Jack, much to the irritation of his wife, @atrically digs a large hole in the
garden for no discernable reason, tells us songethrie’ about New Zealand, at the
same time as suggesting that there is somethinigasgntly stifling in the values
espoused by Jack’s wife. Our day-to-day lives mightike Jack’s wife’s; but we
recognise that Jack is livelier, more authentioiths wife. Likewise, reading James
K Baxter'sPig Island Letterswe enjoy both recognising New Zealand and seigsng
inhabitants castigated. Baxter informs his reatteat‘How often Remuera girls abort
/ Has not been mentioned in the Hunn RepBie are presented with a truth that
contradicts the ‘official version’, and while readenightbe scandalised, we are more
likely to derive pleasure from feeling as if we peaty to a ‘truer’ truth. Critical
realism implies this position of greater truth goéater authority; one where a text
describes how what it showstrsier than the audience’s perception of the real.

If we accept Benedict Anderson’s argument, thattprulture is one of the
important things which helps us create a sensatdmness, the imagined
community that we inhabif, then a national tradition of writing which concetes
on critical realism is always going to make us feéttle uneasy; however, unease is
not the same as the Gothic. In fact, critical sralis anathema to the escapism,
campness, and inauthenticity of the Gothic, anslhlas interesting consequences for
our ability to identify the Gothic in New Zealarekts. The Gothic, with its interest in
the abnormal and irrational, is not well equipped¢liver a critical position. Despite
the attempts of Gothic studies to frame it as stieGothic’s social critique is
incidental rather than characteristic. Neither lderdvalpole nor Anne Rice is
interested in representing the world at its ma#tiagly authentic. If the Gothic is at
its most recognisable when it is at its least miéten identifying it within a

tradition that stresses critical realism is goiogteate tensions. This possibly

37 Frank Sargeson, "The Hole That Jack Dug," Thei&taf Frank Sargesdiuckland: Penguin,
1982).

3 James K. Baxter, "Pig Island Letters," Collecte@ifs ed. J.E. Weir (Wellington: Oxford UP,
1979) 279.

39 Benedict Anderson, Imagined Communities: Reflertion the Origin and Spread of Nationalism
Revised ed. (London: Verso, 1991).
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explains why articles that treat the Gothic havelél to locate it at some distance
from the centre of the New Zealand literary canon.

Another point is that New Zealand’s tradition aoticel realism developed in
the wake of international modernism. Modernismteasled to be inimical to notions
of genre’® as have discussions of New Zealand literaturer&keas even become a
pejorative evaluation in some critical practiceisItan be illustrated in critical
responses to a writer like Ngaio Marsh. Marsh nwesbne of the most-read New
Zealand writers in an international context, butp@pular detective fictions have had
difficulty maintaining any kind of stature in Newedland. Her entry ifihe Oxford
Companion to New Zealand Literatusaggests that the English settings of her
detective fiction ‘provided an escape from the nageanding task of establishing a
New Zealand novel traditioff® This assessment is puzzling. Why should we compare
Marsh’s detective fiction to the ‘New Zealand ndvéllobody suggests that Agatha
Christie is where we ought to begin a conversadioout the English novel. Marsh
herself described detective fiction as a ‘queecucnscribed, and isolated forfif her
texts were never intended to take the role of teatgNew Zealand novel. By
overemphasising New Zealand literature as a reddamge, we risk
misunderstanding fictions that participate primanil genres other than ‘New
Zealand literature’.

Although the focus on New Zealand literature haamhéhat the role of
genres like the Gothic has been underemphasiser, flave nevertheless been richly
Gothic seams running through New Zealand litereaglition since its inception.
Some of Mansfield’s early prose-poetry draws hgawi a Wildean, decadent version
of the Gothic; and in another mode entirely, shegius the wholly local and

classically Gothic, twist-in-the-tale of ‘The Womanthe Store** Maurice Duggan’s

40 puff, "Introduction” 1.

*I Nelson Wattie, "Marsh, Ngaio," The Oxford Companio New Zealand Literatureds. Roger
Robinson and Nelson Wattie (Melbourne: Oxford U$98) 360.

“2 Ngaio Marsh, "Is the Detective Story Dying?" Newafand Listenet7 October 1947: 8.

3 Katherine Mansfield, "The Woman at the Store," Tudlected Storie§London: Penguin, 2007);
Katherine Mansfield, "Study: The Death of a Ro§eéhe Triadl July 1908; Katherine Mansfield,
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‘Notes On An Abstract Arachnid’ is essentially ademistlustmord** Terrible
disappearances trouble the ossuary in Dennis Me#idy's ‘By the Lake™® Witi
Ihimaera’s ‘Dustbins’ is a shocker about incest anattempt to dispose of a still-
living baby?® Baxter’s poetry is thoroughly haunt&dand how far from
Hawthorne’s monstrous Puritan hypocrites are BRBon’s fretful sleepers, with

'2*® Maurice Gee'$Jnder the

their ‘willingness to persecute those who don’tfoom
Mountainis close to being Lovecraft for children, Elizab&mnox has written a
vampire novelDaylight, and Ronald Hugh MorriesonThe Scarecrovieatures an
authentically New Zealand Gothic villain in therdoof Salter, the murderous
magician®® Taken together, these texts present an opporttmftym a more
coherent New Zealand Gothic than the strained tcilem of Gothic NZ Perhaps
unexpectedly, Frank Sargeson, generally regarddtkgsaterfamilias of New

Zealand’s cobber-lit, is a good place to begin gingect.

"Silhouettes," Katherine Mansfield: Publicationsfuastralia 1907-09ed. Jean E. Stone (Sydney:
Wentworth Books, 1977).

“4 Maurice Duggan, "Notes on an Abstract Arachnicollé€bted Storiesed. C.K. Stead (Auckland:
Auckland UP: Auckland: Oxford UP, 1981).

> Dennis McEldowney, "By the Lake," Classic New Zeal Short Stories953. ed. Dan Davin
(Auckland: Oxford UP, 1997).

“® Witi Ihimaera, "Dustbins," Ihimaera: His Best Sesr(Auckland: Reed, 2003).

47 See for instance, James K. Baxter, "The Dark Sid@de Woman on the Stair," and "Sestina of the
Makutu," Collected Poemed. J.E. Weir (Wellington: Oxford UP, 1979).

“8 Bill Pearson, "Fretful Sleepers," Great New Zedlangument: Ideas About Ourselves. Russell
Brown (Auckland: Activity Press, 2005) 55.

9 Maurice Gee, Under the Mountgiwellington: Oxford UP, 1979). Elizabeth Knox, Digint
(Wellington: Victoria UP, 2003). Ronald Hugh Mos@an, The Scarecrow: A Novébydney: Angus
and Robertson, 1963).
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Frank Sargeson’s Gothic

Frank Sargeson, a staunch critical realist, isghoto represent an authentic view of
New Zealand, addressing themes of emergent natahéiod capturing the
vernacular? Lydia Wevers suggests that ‘More than any othétewrthe work of
Frank Sargeson signifies New Zealandness in eeratitire ** Williams emphasises
that the ‘method of reading Sargeson’s storiesi@sthed by a number of critics has
enshrined the perception they offer ‘an unrivabiggrehension of New
Zealandness? Stuart Murray also asserts the national-ness @feSan, but also
notes that he is one writer who has proved reméykataptable to various critical
models> These understandings begin to form a ‘received’vi¢ how to read
Sargeson.

That Sargeson may not seem an apt writer in wioichscover the New
Zealand Gothic proves this point; we have requimedto represent New Zealand
literature. This view may have been widened throwgytsionist readings that focus
on the ‘discovery’ of Sargeson’s homosexudlftfhus, in addition to understanding

Sargeson as a ‘New Zealand writer’, we understamdals a ‘queer writer’ too.

0 R. A. Copland, Frank Sargesdwew Zealand Writers and Their Work (Wellingtorxférd UP,
1976) 9-10; Philip Wilson, "Apprentice," Islan@s3 (1978); Lawrence Jones, "Once Is Not Enough:
On Re-Reading Sargeson," Islarid3 (1978); Lawrence Jones, "Frank Sargeson anthat New
Zealand Novel," Journal of New Zealand Literatlife(1998); Patrick Evans, "On Originality: No
Earth Tones," Writing at the Edge of the Universe. Mark Williams (Christchurch: Canterbury UP,
2004) 75.

* Lydia Wevers, "The Short Story," The Oxford Histaf New Zealand Literature in Englised.
Terry Sturm, 2nd ed. (Auckland: Oxford UP, 1998326

%2 Mark Williams, "Literary Scholarship, Criticism dirheory," The Oxford History of New Zealand
Literature in Englished. Terry Sturm, 2nd ed. (Auckland: Oxford UP98p714.

%3 Stuart Murray, Never a Soul at Home: New Zealaiterary Nationalism and the 1930s
(Wellington: Victoria UP, 1998) 138, 142.

** Kai Jensen, "Frank at Last,” Opening the Book: Nssays on New Zealand Writineds. Mark
Williams and Michele Leggott (Auckland: Auckland UF995); Bruce Harding, "The Oil on the Salad

or, 'Being Frank About Frank: The Conjunction ofigeus and Judicial Legalisms and The

"Sodomite Rule" in Frank Sargeson's Life and in Haggover(1967)'," Journal of New Zealand
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The problem is that, as George Lakoff demonstratgggories exclude as
much as they defin®.These reading frames have directed attention tsvaertain
aspects of Sargeson’s writing, such as represengatif the vernacular and mateship,
and in doing so, direct attention away from otHements, such as the Gothic. This is
not to say that critics have been oblivious torttezabre in Sargeson; Williams notes
the ‘gothic, macabre, and bizarre touches througBatgeson’s writing®® but
regards them as precisely that, ‘touches’, rathen is a substantive quality.

Beginning with the stories, we might note theyytrently depict violence, as
Joost Daalder had.Violence is one thing, but the violence in Sargeisdrequently
loaded with perversity. For instance, ‘A Good B@ya tale told in the first person by
an unnamed narrator, who is perhaps mad,; it isyéession in the aftermath of a
murder, and operates around a simple moral twist.farrator begins with the words
‘I never wanted to be a good ba’meaning that he never wanted to be the sort of
person his dull, zealously Protestant parents winita to be. Instead, he admires
‘good sorts’, especially the Irish (Catholic?) bowker and his wife who run a
billiard hall>® Gaming and gambling are unacceptable to the Ramtesthic, yet
attract the narrator; the lively ‘good sort’ is t@sted with the dour, Protestant ‘good
boy'. Perversely, the narrator describes killing tanfaithful girlfriend as doing the

morally right thing:

Gosh, when | killed the girl | felt better and alea than I've ever
felt in my life. | bet father used to feel just th@me as | did when
he used to give me those hidings. | never wantdx ta good boy,

Literature16 (1998). See also the concern that this haslgingplaced’ nationalist readings of

Sargeson in Murray, 143.
%% akoff.

5 Williams, Leaving the Highwa@5.

*" Joost Daalder, "Violence in the Stories of Frankg®son," Journal of New Zealand Literatute
(1986).

%8 Frank Sargeson, "A Good Boy," The Stories of FraakgesorfAuckland: Penguin, 1982) 26.

%9 Sargeson, "A Good Boy" 27.
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but when it came to a sort of test | found | wagoad boy after all.
| did the right thing. I've told the detectives af lawyers and
the doctors and everybody that over and over agauththey won't
believe me. You'd almost believe they think I'm affy block
which is just plum ridiculous. I've told them I'veever been a
good boy, all except one time when | did the rigjiag just like
father and mother had always tried to teach met Wha the time |
killed that girl®°

Coming at almost the conclusion of the text, theelation that the narrator is
a murderer comes as a surprise. The sudden releagsthheld information at the end
forces us to radically reread the tale. The nartadol seemed more sympathetic,
livelier than his parents; but now the reader ia bind. We sympathise with the
narrator, but cannot approve what he has dones@npathies are at odds with our
moral sense, our feelings do not reconcile withtwhaknow to be right. Can we
accept his account, where he blames the ‘goodiregtdled in him by his parents for
his behaviour? The narrator argues that by kilthreygirl he has been a ‘good boy’,
not a ‘good sort’. Yet if we accept this argumemng, have to reject values which,
certainly at the time of its original publicatiam 1935% were held dear by decent,
honest, hard-working people.

While there is an element of moral critique in ‘A&l Boy’ consistent with
the view of Sargeson as a critical realist, thesargnt made by the narrator is
basically facetious. Its satirical acuity is dingined by its absurdity. Sargeson’s
critique relates to the real problem of a buttodedm New Zealand culture, but
gestures towards the morbid fancies of the Gothiggesting the narrator’s parents
would approve his action. Readers are encouragpldyoout a Gothic possibility
more than experience a serious moral crisis, fgehe attraction of wickedness, if

only for a moment.

% sargeson, "A Good Boy" 28-9.

®1J. W. Hayward, Frank Sargeson: An Annotated Bisiphy: Works and Critical Comment
(Wellington: Library School, National Library of MeZealand, 1975) 19.
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Poe explores this kind of perversity in ‘The Imptioé Perverse® It is a
mixed form, part tale and part essay. The narscribes the eponymous imp, an
irresistible impulse that drives us toward immaetion, and recounts that it drove
him to commit an as-yet undetected murder. Howéwefalls prey to the action of
the imp again and is driven to unaccountably canf€be twist in the tale’s ending
relates to perverseness as a quality; while itvates villainy, it turns upon itself and
facilitates the execution of justice too.

‘A Good Boy’ is a kind of mirror image of ‘The Impf the Perverse’. It too is
a confessional tale recounted in the first persoa lmurderer who has been
apprehended; and it too isolates a single qudlay éxists within the narrator as the
motivating force of the murder. Both are murdetdsis in prose, which elicit a
degree of sympathy for their murderers as thetlfratthey have been
misunderstood. However, where Poe blames perveg&satgeson, more perversely,
blames goodness. Poe’s murderer acts upon his tiatted desires, while Sargeson’s
re-enacts the authoritarian violence that has deeoted toward him. A Freudian
analysis might suggest that Poe points to the darajehe id; Sargeson, contrarily,
points to the dangers of the superego.

In fact, Poe is a substantial, although unrecoghigeint of reference for
Sargeson’s stories. Poe is even explicitly disaligséd_etter to a Friend’, in which a
very thinly disguised representation of Sargesomskif discusses Po€laleswith
an attractive young man at a beachside holiday®pot

‘A Great Day®* is another story central to the Sargeson candrafigears to
draw directly from one of Poe’s tales. The stotitle employs the same ironic
sensibility that ‘A Good Boy’ does; it describessBred murders his friend Ken on a
fishing trip. Fred knows that Ken cannot swim, aletiberately strands him on a reef
at low tide, with the weather worsening. Fred, aficient swimmer, rows away, then

capsizes the dinghy to make the murder seem likeceaident. Structurally it is very

%2 Edgar Allan Poe, "The Imp of the Perverse," CadiddNorks of Edgar Allan Poed. Thomas
Ollive Mabbott, vol. 3 (Cambridge, MA: The Belkn&pof Harvard UP, 1978).

% Frank Sargeson, "Letter to a Friend," The StosfeSrank SargesofAuckland: Penguin, 1982).

% Frank Sargeson, "A Great Day," The Stories of Ki@argesorfAuckland: Penguin, 1982).
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similar to Poe’s ‘The Cask of Amontillad® As in Poe’s tale, the exact reason for
the murder is withheld, although in both there sease the victim has somehow
slighted the murderer. In both stories, the viasriured into danger with the promise
of some degustatory reward offered by their killesrtunato seeks a taste of
Amontillado, Ken would like some mussels. The nicgbpalling detail at the end of
the Sargeson, where Fred shuts his eyes and ross his ears stuffed with cotton

1% so that he is unable to see or hear Ken, whaodasded, unable to swim, and

W00
quite doomed, is not dissimilar to the ending o¢'Bstory. Fortunato, walled up, is
finally silent and has been obscured from view.rBeted and Montresor premeditate
murders that involve not only trapping their vicsitout obscuring their death, beneath
walls or water. New Zealand might not provide suéintly extensive dungeons in
which to immure the hapless, but the sea providdsasing alternate, and perhaps
paves the way for Frame's tale of concealed musgielrowning, ‘The Lagoor®’

‘Sale Day®® is also marked by strange violence and inscrutaloiéves. It
troubled readers when it first appeared; what wag&son getting af? Kendrick
Smithyman, baffled, attempted to read it as a dsee modernist gesture, without
recourse to the Gothic. In this tale, Victor's f4ms away at a sale day; he goes to
their farmhouse’s kitchen and menaces Elsie, wizoscfor them. Victor seems to
want to bed Elsie, but she is unenthusiastic, aga@ed to another man. Victor puts
the pet cat in the fire and jams a pan down orotap In the distance, they hear the
family car returning; Victor warns Elsie that shesld get another job before it is
sale day again in a fortnight’s time, when she agjain be alone with him.

Daalder reads ‘Sale Day’ as being heavily derivechfD.H. Lawrence’s
short novelThe Fox arguing that Sargeson chooses a cat insteatbaflaecause he

% Edgar Allan Poe, "The Cask of Amontillado," Cotkedt Works of Edgar Allan Poed. Thomas
Ollive Mabbott, vol. 3 (Cambridge, MA and Londorh& Belknap P of Harvard UP, 1978).

% Sargeson, "A Great Day" 75.

67 Janet Frame, "The Lagoon," The Lagoon and OthwieSi(Christchurch: The Caxton P, 1961).

% Frank Sargeson, "Sale Day," The Stories of Fraarg&or(Auckland: Penguin, 1982).

%9 Kendrick Smithyman, "A Sort of Poet Too," Islari8 (1978): 299.
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did not want to be seen as slavishly imitafiv&.Daalder had pursued this argument,
he might have discovered an even better reastiatigshiere are no foxes in New
Zealand. No matter; Daalder develops a Lawrengading that emphasises the
story’s treatment of relationships and its expiorabf the ‘male sensual will* This
troublingly conflates male sexual desire with séxuaence; it is difficult to tell if
Daalder misses the threatened rape that the stoggdion, or if he sees this
conflation as a critique of patriarchal structudesany case, for Daalder, the
unfortunate tom is equivalent to his reading of Lenee’s fox, an animal that
provides a metaphorical frame for male sexual deSinis rather misses the point that
foxes are wild animals that have traditionally béented, whereas cats are
domesticated and claim a position of belongingmadsn a household. Daalder’s
reading struggles for connections that are noethgat the field’s understanding of
Sargeson allowed and even encouraged a readinthigkene, linking him to
Lawrence’s serious-minded realism.

A more obvious point of comparison for ‘Sale DayyHoe’s ‘The Black Cat’,
which, like the Sargeson, describes ‘a series aemeusehold event&’ along with
other substantial similarities. It too features@ent man killing a cat; in the Poe, he
also kills his wife, whereas in the Sargeson, Hg timeatens the female object of his
desire. After Pluto, the first of the two cats Trhe Black Cat’, is killed, the narrator’s
house burns down; in ‘Sale Day’ the cat dies inkibhehen fire.

Poe provides no cause for his narrator’s violetibamutside of liquor, a
general baseness, andEHYERSENESS recalling ‘The Imp of the Perverse’. Poe’s
narrator complains that ‘Of this spirit philosopiakes no account® Perverseness
exists before rationality and contrary to it, anpal human urge. Although Sargeson is

more oblique, in that we are not provided with @r&t account of his actions, he

" Daalder 61.
"I Daalder 62.

"2 Edgar Allan Poe, "The Black Cat," Collected Wook€dgar Allan Poged. Thomas Ollive
Mabbott, vol. 3 (Cambridge, MA and London: The Belg Press of Harvard University Press, 1978)
849.

3 Poe, "The Black Cat" 852.
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seems to be motivated by an unaccountable, irc#isis explicitly sexually violent,
urge.

The poor cats hold similarities too. In both theRad the Sargeson, the cat is
repeatedly labelled a ‘bruté’ despite it being a slightly unusual descriptordquet,
and in both cases there is a play on the word’$ meanings of ‘animal’ and ‘thug’.

In the Poe, the narrator explicitly compares hifngethe brute beast emphasising
his superiority to the animal because he has lesindned in the image of God. At
the same time he worries that he will be damnedhifofsin’ in killing the cat, an act
he fears exists outside of God’s capacity for méfchhe cat, by comparison, seems
an innocent rather than a brute. In the Sargebercamparison is less explicit; Victor
complains that the cat is a ‘randy brute’ whileking himself in an animalistic
fashion and pressuring Elsie for sex. Human broaésh is linked to animal bruteness;
both Poe’s narrator and Victor are more brutisim tiine animals they Kkill.

Although there are similarities between the twegathere are significant
divergences too. In ‘The Black Cat’, when the nanrgoes to strike the second black
cat his wife intervenes, and she is killed instéadSale Day’, Victor wants to have
sex with Elsie, and if she will not consent, heeids to rape her; instead the cat
becomes the focus of his aggression. In the Peesdbond cat becomes the agent of
justice after the murder, while in the Sargesoe,dfit becomes a sacrifice that
protects Elsie from Victor's aggression. Poe’s seasfgustice is demonstrative and
didactic, while Sargeson withholds the narrativiesgaction of seeing Victor rebuked.

Interestingly, ‘Sale Day’ suggests a complicatibthe Sargesonian pattern,
evident in his Gothics (‘A Good Boy’, for instanaa)d his non-Gothic tales
(‘Conversation with my Uncle’, ‘The Hole that Jabkig’), where liveliness is shown
to be preferable to the reserved, respectable amd b is Victor who is charged with
life and desire, and Elsie who is more reservetidgepite Daalder’s attempt to frame
Victor as a Lawrentian hero, we cannot possiblyg famything appealing about him.
Even Victor recognises that his inability to cohtnes ‘natural’ urges is problematic;

‘Living all your life on a farm you see too damn chuof nature... It's no good if

" Poe, "The Black Cat" 852, 855, 856; Sargeson &'Saly" 96, 97.

S Poe, "The Black Cat" 852, 855.
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you've got a sensitive nature yourséff.Yet his plea that his sensitive nature be
recognised marks him as a monstrous, wheedlingdnigppthis is man about to
brutally kill a cat, who plans to rape the womandspeaking to. Liveliness here
Crosses into viciousness.

Sargeson’s Gothics are not confined to reworkirfg3oe’s. There is the
midnight burial of the child beneath the macrocargthe heart of ‘The Undertaker’'s
Story’.”” “Gods Live in Woods™ takes its name from a refran one of E.M.
Forster’s weird tales, ‘Other Kingdorff Both are narratives of a disappearance in a
haunted wood, or more accurately, in the New Zehtaimtext, the haunted bush.
Where Forster’s tale refers the supernaturalisthe@fvoods to classical myth,
Sargeson populates his bush with weta, native issand claims ‘The Maoris call
them taipos”’ a type of inhuman spook or goblin. Even if thislisostcolonial
appropriation of Maori lore, it is also an atterapa genuinely indigenous haunting.

Sargeson’s tales point towards locales that fatdithe practice of a New
Zealand Gothic. In some cases, as with the buSisofis Live in Woods™, it might
hark back to the Italian forests of the British Mot or Hawthorne’s haunted woods.
In others, there is no such precedent, and Sardesgins to improvise a genuinely
new New Zealand Gothic.

An especially impressive example of Sargeson’stgltd employ the New
Zealand milieu in genre practice is the sheariregisBothic of ‘I've Lost my Palf*
The narrator and his friend Tom help on a sheaganyp, where they meet George.
After work, they sit on a woodpile, yarning in thmonlight. George likes to wash

himself in front of everyone, and is unusually cemed with personal grooming for a

® Sargeson, "Sale Day" 97.

" Frank Sargeson, "The Undertaker's Story," Thei&taf Frank Sargesdruckland: Penguin,
1982).

8 Frank Sargeson, "'Gods Live in Woods'," The StooieFrank Sargesauckland: Penguin, 1982);
E.M. Forster, "Other Kingdom," The New Collected8ItoriegLondon: Sidgwick & Jackson,
1985).

¥ Sargeson, "Gods Live in Woods™ 231.

8 Frank Sargeson, "I've Lost My Pal," The Storief@nk SargesofAuckland: Penguin, 1982).
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shearer; he actualbressedo sit on the woodpile. We presume George is hexue
when he says he has been the ‘pet’ of a Sundayktdarher. He also has a nasty
temper, often mistreating the lambs. Tom disapm®@fg€seorge, and is annoyed that
he boasts that he killed an old man recently fodead in a swamp, or, at least that he

knows who is responsible. Tom goes missing, anchéneator reports

| hadn’t got up off the woodpile before George begealking over
to the dog. It barked blue murder the nearer heagidt and if it
didn’t do the maddest dance you ever saw on thegitsl chain!
How George managed to get on it, | don’t know, lieeidid. There
was a bosker moon, like I've said, and | just sathat woodpile
and watched George strangle the dog. | couldn’tenbgouldn’t.
You see | knew then what had happened to Tom.Heolife of me

| couldn’t move®!

The tale concludes with George ‘going down’ for Temurder.

This seems an excellent instance of the convergefnee distinct practices
in a single passage of text. Not only does Sargssoceed in representing a
pungently parochial idiom, but he deploys it to siderable Gothic effect. As the dog
barks blue murder, we are reminded of the old mand murdered in the swamp,
and the revelation of Tom’s death is prefigurede @bog’s mad dance exists in
contrast to the stillness of the narrator, the boskoon is counterpointed by a man
strangling a dog, and a mental insight is expegdnn the narrator’s body. It is a
moment of beauty and horrifying cruelty and suddgrastly, disabling knowledge. It
is a deeply Gothic arrangement, and a uniquely Keatand one.

Daalder remarks of ‘I've Lost My Pal’ that

The basic opposition in the story is the very comrBargesonian

one of ‘life-stifling materialistic protestant’ v&urs ‘unorthodox,

8 Sargeson, "I've Lost My Pal" 34.
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somewhat muddled-up but basically humane and inmaxteld or

childlike outsider?®?

This makes stories like ‘I've Lost My Pal’ and ‘Ao8d Boy’ seem wholly congruous
with many of Sargeson’s other stories, and empéasis critique of the puritanical
elements of New Zealand culture, locating thesestalithin the ‘critical realist’
tradition. However, this misses the morbid extrethese stories go to, the ways in
which they mark themselves apart from the moredrescenarios of ‘Conversation
with My Uncle’ or ‘The Hole that Jack Dug’. To st#eese other stories as basically
continuous with Sargeson’s Gothics de-emphasisegtblements that mark the
stories out as different, flattening Sargeson’geaas a writer. It also oversimplifies
the narrator’s relationship with George.

The narrator is wary of George, yet often finds lidmirable, actually
seeming to battractedto him. He notes that when George washes hims&bnt of
the rest of the gang, he ‘was pleased at the thmgssed to say about the different
parts of him. He had a corker body anyh8Wrhe narrator does not judge George’s
confrontational sexuality, and instead dwells omi@e’s pleasure in the public, male
scrutiny of his body. There is a cheeky frissohimreluctance to name the exact
parts of George’s body being praised, and in tleeafi$anguage we associate with the
masculinist, heterosexual, conservative New Zeatdde thirties, ‘corker’, to
describe a vaguely sexual admiration.

The narrator goes on to defend George’s vicioustoegard the lambs, a point
likely to trouble readers. Tom has exclaimed atrGes cruelty to a lamb, after
George throws it against a wall so that it faltkert, to the floor:

[George] sort of looked pleased like he had loadked other time
when he had Tom thinking things about the old man was
found dead in the swamp. And the next lamb he skdefom and |
saw him rip the poor little bugger right across iiedy. Well,

maybe it was an accident, but you sort of felt thabrge was a bit

82 Daalder 59.

8 Sargeson, "I've Lost My Pal" 30.
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pleased. Tom went outside and he stayed outsidetdhan he
ought, but I didn’t blame him. | didn’t blame Geergither. Well, |
did a bit, but you can’t expect a shearer to pigladamb in his
arms and nurse it. Can you né?

The ‘Can you now?’ is a provocation to the readeswre as George’s pleasure in
washing himself in front of the gang is to the skes Rather than simply dismissing
George’s behaviour as cruel and unconscionablejahator asks us to excuse him
by appealing to a sense of pragmatism rooted in KeaVand’s farming culture. This
is an accusation as much as a question; if we agreblem with George’s sadism,
the narrator suggests, we do not understand th&rgou

The narrator remains inside with George rathem ti@ing outside with Tom.
He spends more effort defending George’s action Headoes Tom’s disgust,
indicating a preference for George. At the same tithe idea of the dead man in the
swamp recurs here, explicitly linked to Georgesggiure in his own capacity for
cruelty.

A similar defence emerges for George’s murder ahT@ur sympathy for
Tom has already been undermined when the narrbsarees ‘there always was a
sort of goody-goody streak’ in hiffi;and even if George does ‘get maggoty’
sometimes, how can we dislike a shearer who dréssasatop a moonlit woodpile
crooning Bing Crosby songs? Compared to the flatoé3 om and the narrator, the
vivid depiction of George appeals, even if we gipadled by his actions. Finally, the

narrator reflects

I’'m sore at losing Tom. | am that. But | have toraidthat he’'d
sometimes get on your nerves and make you feel yearguing
silly. Haven't you ever felt like that with anyon@2vn up. | bet
you have®

8 sargeson, "I've Lost My Pal" 33.
8 Sargeson, "I've Lost My Pal" 32.

8 sargeson, "I've Lost My Pal" 34.
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As with ‘A Good Boy’ and ‘A Great Day’, a sharp imp becomes apparent in the
tale’s title; the pal being referred to is Geongat, Tom.

As with ‘A Good Boy’, the narrator ends by attemigtito justify a murder. He
is sore at losing Tom, but nothing like sympathgxtended towards his dead friend,
and the colloquial turn of phrase is somewhat #impas an expression of grief.
Instead, the narrator attempts to involve us imtlogal problem of the murder. Have
we not felt the same way about someone that Gdeliggbout Tom? Does that not
make us as bad as him? The conceit is similarabatthe ending of ‘A Good Boy’,
where sympathy is elicited for the villain. We cahtake the argument of ‘I've Lost
my Pal’ seriously because it does not identifydifference between feeling irritation,
and murderously acting upon a feeling of irritatiblowever, this is to miss the point
that it is not an argument meant to be taken sslyolihe appeal the narrator makes
does not have a moral basis, but rather a chaiisiora. Our interest lies in George,
who, more than Tom and the narrator, provides #sistof the story. It is the ability
of George teentertainus that motivates our reading. In the real, wedeom figures
like George, but when we read the Gothic text,@athic habitus allows us another
approach, where we prefer the bad man to the dodhis way, Sargeson’s Gothic
celebrates Poe’s imp of the perverse, embracingtbeg thing rather than the right.
This complicates a view of Sargeson as a critiealist. Critical realism exposes a
greater truth; Sargeson’s Gothics still offer sbcraique, but ultimately tend to
murderousness and gleeful perversity, thus redubmgubstance of that critique.

George is wicked, but also wickedly appealing. Wfith benefit of hindsight,
we can see that Sargeson obviously had some syywwdathhis homosexual
characters, as does his narrator, who might evejueer himself. At the same time,
homosexuality is linked to violent criminality aimsurmountable difference, as it
will also be inThe HangoverHowever, George’s otherness is not wholly grounide
his homosexuality; he is also unusually sensitiVe.learn that George ‘said he could
stand anything except things that got on his nev@sything got on his nerves,

1187

well, look out!™" He also complains of people who make him feedltikéctor, in

‘Sale Day’ also complains of his sensitivi§This inability to cope with regular

87 Sargeson, "I've Lost My Pal" 31.

8 Sargeson, "Sale Day" 97.
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sensations, in George’s case, the barking of aidaguch like the Gothic sensitivity
exemplified by Roderick Usher’s nerves, describg@®be as a ‘morbid acuteness of
the senses? Gothic figures often encounter unusual and ovelmvimg sensations
and dissociate themselves from the everyday wérkdrther twist at the close of
‘I've Lost my Pal’ is that the narrator seems tojpidthis sensitivity, mimicking
George by complaining that Tom got on his nervesraade him tired. As the
narrator poses his last question, we are invitextitait that we too are in possession
of this Gothic sensibility.

The Hangoverpublished in London in 1961 one of Sargeson’s least discussed
works, receiving little critical attention comparexdthe stories and longer pieces like
‘That Summer’. It is difficult, of course, to chnafe an absence, but it is worth noting
it is barely mentioned in King'’s biography, in tissue oflslandsthat was given over
to a Sargeson festschrift (and then, only in aene\af a critical text), or in the recent
tribute, An Affair of the Heart® It is mentioned for the sake of completenesttia
Oxford Companion to New Zealand Literatubet remains unexploréd The
Hangoverdoes not substantially contribute to Sargesorpstegion. However, it is
treated in R A Copland’s study of the autfioMore recently, the most substantial

treatment the novella has received is Bruce Hatsliadicle®

8 Edgar Allan Poe, "The Fall of the House of Ush@gllected Works of Edgar Allan Poed.
Thomas Ollive Mabbott, vol 2 (Cambridge, MA and domn: The Belknap P of Harvard UP, 1978)
403.

% Michael King, Frank Sargeson: A LifAuckland: Viking, 1995); Robin Dudding, ed., In

Celebration, for Frank Sargeson at gpec. issue of Islandg.3 (1978) ; Dennis McEldowney, rev.

"Ways of Reading: Frank Sargedmn R.A. Copland,” Island$.3 (1978); Graeme Lay and Stephen
Stratford, eds., An Affair of the Heart: A Celebosit of Frank Sargeson's Centenéfyickland: Cape
Catley, 2003).

L william Broughton, "Sargeson, Frank," The Oxfordribanion to New Zealand Literatyeds.
Roger Robinson and Nelson Wattie (Melbourne: OxfdR] 1998).

92 Copland.

% Harding, "The Oil on the Salad."
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It is, of course, inevitable that some works, elsgmajor writers, will hold
less interest than others. However, my suggessitimaitThe Hangovehas received
little critical attention because it has been marrstood. Readers simply have not
known what to make of it. The basis for my clairates to what appears to be a
serious misreading that runs throughout the ctiticak that treats the text. This is
not simply a question of variant interpretationt tather of completely misconstruing
the text’s central conceit.

The Hangovenarrates the story of Alan, a repressed and \afgngineering
student. Alan’s widowed mother, a zealous Protésteamts to see her good boy
through his degree. Alan, however, wants to trartsfedegree to the arts, even going
so far as to read poetry around the house rathertts engineering texts. He is
beginning to move in new circles too, with sevefahis friends living bohemian
lives in variously unconventional and squalid agements. Over the summer, Alan’s
mother goes away to a funeral. Things go awry fior Wwhen a young girl visits his
house unchaperoned, and her father, Harold Biagerses Alan of molesting his
daughter. Binder tries to blackmail Alan, who tuta®ick Lennie, an older
bohemian, for help. Dick pays Binder off and thisisrseems to be averted.

However, on her return, Alan’s mother is upset heeashe has heard that
Geoffrey, Alan’s old friend, has disgraced hims€@léoffrey is from a better-off
household, and had been looking forward to a [@bliE career as an international
button collector. Something has happened involeaitigtle girl, a lawyer is involved,
and Geoffrey’s mother is very worried. Alan visi@goffrey, and shares his own
experience of being wrongfully accused in similacumstances. Geoffrey shows
Alan his new machine for polishing gemstones, wiiethopes will allow him to
forge antique buttons, and tells Alan that he mafgct, committed the crime he is
accused of. Alan purchases four raincoats, takefather's matchet, and murders
Dick Lennie, along with the landlady and anothéraipitant of the hostelry where
Dick lived. Alan is a ‘good boy’ who tries to pdssnself off as a ‘good sort’, but
suddenly and violently fails to continue his masqde; that is what we understand
until we come to the very last paragraphs of theetia, and discover something

which, if not unexpected, has at least been uncbeaefully withheld:

Lying beside a mindless automatic machine whicthedhas it

worked indifferently polishing gemstones, withoig happy pout
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and accompanied by a discarded raincoat, Geofe@eld forlorn
and abandoned, an object to weep over.

And of course his mother immediately demanded tmkn
where he had been, what had he been up to, andhadt he
done for her the shopping he had promised.

And then she too screamed®..

Alan is identified as Geoffrey here, and murdessrhother. That Alan is Geoffrey
ought to be evident to readers. However, critieaponses to the novella apparently
miss this crucial twist.

Prior to the revelatory last three paragraph§he Hangoverquoted above,
we have had nothing to suggest that Geoffrey teoeinabarked on a raincoat-clad
massacre, and Geoffrey’s mother has not previdesiyired; Sargeson would not
introduce her so obliquely. The sudden reconteidatibn at the close will come as a
surprise for most readers, but there are, nevexdbeplenty of earlier indicators that
the two characters are one and the same. Geoffimsldom represented in the text,
and is never integrated into a scene in which staeg present. When we first meet

» 95

him, Alan’s only ‘same-age friend of the neighbauot!’,”™ the text hints that he is a

delusion:

[Alan] had known Geoffrey as far back as he coeldember:
always there had been warmth, yet without famtijaaffection,
with reserve... Geoffrey, Alan thought, wasn't rddé was
something that came out of a box, a large prettgtred box that
had cost a lot of money and had a picture on theNhat had been
inside was Geoffrey, prettier than the picture prstl as unreal.
And Geoffrey communicated his flavour of unreatiyall that
surrounded him. In his company Alan too felt unreahd after

all, despite the invisible gulf which separatedthéhere was

much to make them mutually identical. Geoffrey teas an only

% Frank Sargeson, The Hangoyeondon: MacGibbon and Kee, 1967) 159-60. Elligsisriginal.

% Sargeson, The Hangov2s.
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child with devoted parents... And it had been an imsee
satisfaction to Geoffrey’s parents that now inlate teens he
showed all the signs of establishing himself iroaation [as a
collector of buttons]... Geoffrey’s parents had iteisthat before
he began the travels which would enable him to niédke
collection unique, he must complete his formal edion at the

university...%

There are uncanny similarities between GeoffreyAlad, each the other’s double.
More than this, Geoffrey is conspicuously lesal than other characters. It is peculiar
but not incredible when bohemian Solly, an aspipegudo-Baxterian poet, fashions
himself a flax skirt and waxes philosophical to Alaeneath a fig tre¥;but

Geoffrey’s planned profession as a trader in race\aluable buttons is absurd in a
way that nothing else ifhe Hangovers.

Dick Lennie, a figure a great deal like Sargesondeilf, and not
coincidentally, bisexual, has worried about Alamh6 could be wholly sure there’s
anybody at home to answer to that name[?]’, he laskself, and then wonders if
Alan is a human being but not actually a per&dror Dick, Alan is unable to give
anything of himself or produce anything worthwhitdecause there is nothing of him
to give’ Tellingly, Alan/Geoffrey is discovered next toraihdless automatic
machine’ that is polishing gemstones to create &ak&ue buttons, a process that
transforms something we acknowledge as valuabtastgmes, into something we
think of as much less valuable, fake buttons. énsabsurd reconfiguration of the
process of manufacture that unmakes value, andde®a symbol that mirrors

Dick’s analysis of Alan’s retarded humanity.

% Sargeson, The Hangov2s-4.
" Sargeson, The Hangov@®.
% Sargeson, The Hangove46.

% Sargeson, The Hangove48-9.

227



Later, when the final crisis looms, Alan complagisearing his mother’s
voice calling for her son, but he dismisses thia aallucinatiort’® On rereading, the
passage seems like a point where Geoffrey and &ldehtities almost touch, where
Alan recalls something that he has experiencedeadf®y. We might notice that
when Alan’s mother is worried about the predicanadrithat spoilt boy who had
lived at the far end of the street’, we don’t hauectly reported access to her speech,
only to the free indirect discourse that we acespthe representation of Alan’s
consciousnes®! And when Alan speaks with Geoffrey about his crilme
unaccountably presumes that it is Harold Bindeasghter that Geoffrey is accused
of molesting'%?

Even if we were to judge this particular book tsydover, the original dust
jacket ofThe Hangovefeatures a substantial clue to this being a naeraff split
identity. It is drawn in trippy, late-sixties acétlyle, and features three faces. To the
left, there is a hippy girl’s face seen in profpeesumably Edress. To the right, a
bespectacled young man in three-quarter view hamasually gory bleeding nose
that almost bifurcates his face. Below this, thera young, androgyne face,
inexplicably halved and staring straight out atpogential readet®®

The sudden collapse of the two distinct identities a single one means we
must completely reconsider what has come beforan A, and always has been, a
dangerous lunatic. Significantly, it means thatadllition to becoming a raincoat-clad
spree killer, he is a pederast. Geoffrey’s contesbecomes his own; leas
responsible for molesting the small girl. If werturack to the passage where Alan
apparently sent her home having used a milk btifid¢o turn a penny silver for her,
the evasiveness of Alan’s account suddenly becaeas’® Why is his mother

apparently worried that children might visit him Mehshe is away? It occurs to us

190 sargeson, The Hangovet5.
191 sargeson, The Hangove#1.
192 5argeson, The Hangove42.

193 There is a picture of this image in Dennis McEldew, Frank Sargeson in His Tirt@unedin:
John Mcindoe, 1976) 62.

194 sargeson, The Hangoveé-7.
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now that Alan is basically in his underwear oves tlourse of the girl’s visit. And
there is a final, revolting detail: we had presurah sprinkled his mother’s
lavender water on his sheets because he is hapiogpt Edress later that afternoon.
Could it be that he is actually attempting to hide traces of his assault on the child?
There is no point in the text where we can undeds&slan as reasonable or
sane, even though we may have mistaken him asssuobr first reading. It might be
possible for readers to find sympathy for a lodthmsically decent young man who
has tipped over into madness, a slightly tragiarig That sympathy is likely to
evaporate when he is revealed as a child molestemassively unreliable narrator.
There cannot be any doubt that Alan is Geoffrey;Gapland’s reading

apparently entirely misses this point, instead iagthat

Everywhere Alan turns he has the misfortune toimtmsexual
deviancy posturing as enlightenment, into physsgaialor
convinced it is paradisal, and into theft and meitgigustifying
themselves as freedom. Worse still, every denitzéheowaste
land appears diseased with erudition. One aftethenthey jaw
away at Alan as they loll on their slacks: filthgsper, dubious
Dick Lennie, and Solly the noble savage, introd8pengler,
Milton, Marvell, Socrates, Plato, Dante into thiilk to prove they
are all spiritual princes in rags. Tugged towareedtion on the
one side by this embassy of troglodytes and towemdformity on
the other by the prim (and pruriently prudish) naggf his
mother, Alan seeks the metaphoric lamp of Aladufirarder to
transform the barren world into splendour. (Theran occasional

play on ‘Alan’ and on ‘laddie’ to keep this motif mind.)}}°®

To read the book in this way is to see it as a kihfdiled bildungsroman, where Alan
attempts to grow up but instead becomes mad, thsteas a Gothic narrative of

dangerously doubled identities. Astonishingly, Gopl even seems to miss that the

195 Copland, 35.
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magic lamp is important not for its ability to gtamshes, but because it needs
rubbing; Sargeson uses it as a double-entendrsldors orgasnt®

More recently, Harding’s reading of the novel raasgs that Alan is queer,
but still misses the collapse of identities thadtishe heart of the denouement.
Harding seems to allude to the novella’s involvemeithe Gothic through reference
to James Hogg'$he Private Memoirs and Confessions of a Justtieaher'” but
his reading is little changed by this acknowledgemimstead, Harding lightly revises
Copland’s reading strategy, seeing the novellafagiag-to-come-of-age narrative.

He praises

Sargeson’s iron narrative control and objectivéyha charts
[Alan’s murderous action] without a whiff of sensaialism or
crude pornography underscor[ing] his claim to lgarded as a

novelist of rare and discriminating ethical senitii '°®

Harding believes the book asks why an ‘otherwise s@ung man’ attacks those
around him*® but again, this misses the point that AlsGeoffrey, and at no point
in the novel is he actually sariéhe Hangovers all sensation and crude pornography,
describing spree killing and a sexual attack ohiklc

Alan and his mother are drawn in a considerablyengpotesque and satiric
style than the sorts of characters we are famalilt from Sargeson’s stories.
Certainly, there is still the capacity to read tévet as an ethical critique of the dangers
of repression, but despite Harding's claiffisg Hangovers in no way delicate or
discriminating, preferring the lurid overstatemehthe Gothic.

Alan’s mother is physically attracted to her sohe Sits with him by the fire

and lustfully recalls him the last summer withoig $hirt on and has an orgasm,;

1% sargeson, The Hangove?5.
7 Harding, "The Oil on the Salad" 61.
1% Harding, "The Oil on the Salad" 58, 63-4.

19 Harding, "The Oil on the Salad" 69, 65.
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suddenly the fire is too hot and she experiendesiticredible pleasure of climaX®
She warns Alan against sinking in the world as Dieknie, a doctor’s son, now a
janitor, has done; to do so would be a ‘disgraé&in assures her he won’t ber
disgrace. Yet he is; as she retires to bed, shia Agapily entertains incestuous
feelings, muddling him with his father in her farféyShe is one of Pearson’s fretful
sleepers, but supercharged with perverted desire.

The Hangovemeshes sexual repression with madness. Coplandanaihg
claim the thesis of the book is that because Adgréssured and uptight, he suddenly
and violently ‘'snaps’. In a way, they are rightt this misses the point that before the
narrative begins, Alan has already created annatermpersona for himself. He is mad
long prior to his purchase of the raincoats.

There is a neat match between the idea of Alamigesvisecond persona and
the sly, inferential style of the writing. It cae Wlifficult to identify the meaning of the
implied eroticism in some of the passages, asibibok too has a second, more
sordid identity. This is true of Alan’s mother’sgilees for her son, but recurs
throughout; Alan is unable even to consider Dickrie’s hands without imagining
Dick masturbating; at this point, the narrator sdtewas [Alan’s] obsession. It was
his madness:*? Alan himself seems to masturbate while thinkingofly and
‘Geoffrey’.**® Even heavy machinery becomes eroticised forfififthe Hangoveis
a grubby book. However, as Copland demonstratdshistmisreading of the lamp
metaphor, this material is treated so obliquely ith@ossible to entirely miss ithe
Hangoveris a book that is outwardly presentable, foxingéaders while offering a
minor festival of depravity.

If the novella is a work of Sargesonian criticadlrem, a contribution to a
familiar New Zealand literature, then it is tempgtito understand Alan as the bullied,

bookish outsider who appears as central in mamyrarhe’s narratives, in Maurice

10 sargeson, The Hangovet.
1 sargeson, The Hangoves.
12 sargeson, The Hangov4$.
113 sargeson, The Hangovés-4.
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Gee’sln My Father’s Denor even, in a way, in Keri Hulmethe bone peopleret
Alan’s divided identity marks him apart from thdgpires. IdentifyingThe Hangover
as a typical instance of New Zealand literatureeathan a suburban Gothic
manufactures erroneous readings. This, in turrgestg the force that genres have on
the way we engage with texts.

Sargeson is writing in a mode apart from the aitrealism that established
his position in the literary field. He explicitlygnals this, going so far as to roll in
Gothic weather, or at least as close as the Audkdammer can provide, at key
moments. There are grumbling thunderstorms andstyrsneaking wind’ when
Harold Binder’s daughter enters Alan’s hot¥d.ater, when he visits the Binder

house with Dick we see that

Every now and then the sky behind the fancy-coldtites of Mr
Binder’s brick bungalow Gothic was lit by silenaghes of
lightning. It was a kind of stage-effect — desigh@@mphasise the

outlines of a house inhabited by a monstér.

Here, Sargeson not only indicates his text’s ingotent in the suburban Gothic, but
does it with a blunt, kitschy, directness. The Goih all artifice here, but a useful
effect nevertheless, demarcating Binder as a moridte irony is that Binder is
hardly the worst creature the suburb holds.

Reading the novel as a Gothic, it becomes a coratleclearer piece of
work, and helpfully, this brings into focus readsngterested in the text as queer or
national literature. In the Gothic, we expect toamter the grotesque and the
monstrous, and we are not much perturbed if thoteguery exceeds realistic
mimesis. Once we recognise that Alan is a Gotlgiaré, a prurient cipher rather than
a realistic character, we see that, as is oftemvthewith Gothic figures, Alan is too
grotesque to be anything other than the broadedtireerefore bluntest, satire on New

Zealand puritanism.

115 sargeson, The Hangov@s.

1% sargeson, The Hangoveét.
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Unlike the narrator of ‘A Good Boy’, Alan enthudiaslly recapitulates the
straight-laced values of his parents. He asks bihen not to blaspheme when she
suggests his dead father’s wishes are sacred, dergiher that only God’s wishes
can be so describéd’ At the same time, Alan is able to apply his stadslavith
comic selectivity. Comparing Solly, to whom he éxsally attracted, with Dick

Lennie, who troubles him, and later tries to bad,h\lan reflects that

[Solly]’s the sort of person who is ripe for theleenption that
depends on love. God'’s love. But what does Dicknienleserve?
— he’s presented with all the advantages of life lae goes and
deliberately throws them away. No love. He deserves

contempt.. '8

Alan is careful to check his thought; Solly needxls love — but what sort of love
was Alan thinking of before he corrected himself@af¥ Solly later defends Dick
Lennie to Alan as a ‘good joker... A sort of supengated beatnik’, Alan is outraged,
saying that ‘nothing you can say is going to stapfrom hating him. He’s a waster, a
kind of living lie, the kind of man who deservesii® dead*® Shortly afterward,
Alan astonishingly advises Solly to ‘be a Christjavhile enjoying a close,
potentially queer embrace with his frietfd Alan’s critique of Dick for wasting the
opportunities presented him is comically deludepduyisy; Dick works as a janitor
while Alan is looked after by his mother. Solly tseff lives in a squat, sees
prostitutes, and hopes to one day work for ‘that&that gets her nameTnuth'. *2*
Copland fumes that Alan encounters the denizeassaburban wasteland
who loll on their slacks, but really, Sargeson depe these figures in a depth that is

absent from the puritan monster Alan, even thoughhe who is the narrative’s

17 sargeson, The Hangovés.
18 sargeson, The Hangoves.
119 sargeson, The Hangov@?.
120 5argeson, The Hangov@s.
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central character. More compelling are the figuhes surround him; Dick Lennie, the
aging bisexual philosopher, sexually liberated 2othoroughly modern Edress, and
the aspiring poet, Solly'he Hangovedoes not articulate a vision of ‘New Zealand’
as a whole so much as a tiny, nascent bohemiae saémn the country, a scene that
could be threatened by a certain sort of mondterptiritan gone madhe Hangover
is a horror story that presumes a savvy audienegjiofy beats and bohemians,
gueers, and young hippies. By removing the requerémof New Zealand literature
from a reading of the text, we discover it is attjua much more interesting depiction
of a very particular group of New Zealanders.

Citing the conviction that the young Sargeson (tstdhNorris Davey)
received for homosexual activity, Harding frameaw lais ‘crusader for sexual-
existential freedom*?? The difficulty is that this reading loses the cdexity and
danger associated with queerness in Sargeson’sdSoli ‘I've Lost my Pal’,
George is charming, certainly, but also a dangepsyshopath. IThe Hangover
Dick Lennie, the older, wiser man who has learnhmage his sexual identity within
the confines of repressive New Zealand societyllsdkby the violent young
homosexual who cannot. Disturbingly, it is hardhrtiss that Dick is a thinly disguised
stand-in for the author, or that Alan’s homosexyas linked to his assault of a
young girl. Sargeson’s vision of queerness is padarself-loathing, and
performatively Gothic.

While the novella does participate in a natiorntaréture to a limited extent,
The Hangovers a Gothic before it is a work of New Zealan@ritture. All the same,
we can see the pressure of New Zealand literatueecategory, practice and field
working on Copland and Harding's readings. Dangsglsodoubled identities are
common enough in Gothic texts, but are not the sfuflew Zealand literature; the
country’s need to produce its own literature, adneedorsed by Sargeson, becomes
an impediment to understanding the text. The iisriipat by readin@he Hangover
as a Gothic, it actually becomes a more interestargribution to both queer and
New Zealand literatures, taken in a wider sensthobigh its contribution to those

two areas might be lesser, it is no longer an ewess contribution to Sargeson’s

122 Harding, "The Oil on the Salad" 60.
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oeuvre, but instead, a demonstration of his raageyell as a real contribution to a

New Zealand Gothic.

Janet Frame’s Reception andA State of Siege

Perhaps more than any other New Zealand writegtJarame has acquired an
extensive personal mythology. Her famously recle$iabits exist in concert with the
careful disclosures of her volumes of autobiograi@he dreaded the notion of a
critical biography being authored, and was upse®dlyick Evans’ studylanet

Frame complaining that her art was being read as signifly relating to her lifé??

In this context, it is interesting the myth of fr@ has become so heavily
Gothicised. While the story of a sensitive youngwam, keen on poetry but unjustly
confined in a terrifying space comes directly oulos Radcliffe, it is presented both
in Frame’s work and in Michael King's authoriseddpiaphy. King gives Frame’s
stay at the mental hospital Seacliff, a ‘buildimgth] the appearance of a castle out of

a Gothic novef* a postcolonial Gothic twist:

Otago Maori... believed that the authorities had tamiphysical
and psychic disaster by building the hospital avéibal burial
ground... According to this interpretation, the stuual collapses,
the fire, and the general air of terror said tovpilein wards
holding the most disturbed patients were all consages of a
failure to respect ethos and the tapu [sacredct=siness] of the

location??®

In New Zealand, at least, it seems that Gothicati@e has perhaps been more
strongly attached to Frame'’s life than her work.

123 Michael King, Wrestling with the Angel: A Life afanet FraméAuckland: Viking, 2000) 511-2,
419; Patrick Evans, Janet Frarievayne's World Authors Series (Boston: TwayneliBbbrs, 1977).
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Despite Frame’s antipathy to the blurring of hés &ind artA State of Siege
incorporates elements of her stay on Waiheke Isidrahd she did indeed receive a
stone through her window one night, an event simdahe one that concludes the
novel?” A State of Siegells the story of Malfred Signal, fifty-three aadpinster, a
former art teacher who has recently nursed anct8dumer terminally ill mother.
Malfred, wishing to begin her retirement in earpekifts from fictional Matuatangi
in the South Island to Karemoana, a fictional idlaear Auckland, closely
resembling Waiheke. Shortly after Malfred moves inér new house, she is menaced
over the course of a night by an unidentified persQ perhaps, persons. Malfred
projects the ghosts of her past onto the figurtaefprowler. She vacillates between
helpless victimhood and delirium as these shadowskion her door, switch her
electricity off, and, finally, throw a newspaperapped stone through her window.
On the newspaper is written the message ‘Help H&lpe paper itself seems to be
printed with nonsense verse. Malfred is found,dldays later, dead, with the stone
gripped in her hand. It is an ending to a talerefaen threat, storm, sorrow and even
madness that holds substantial ambiguities.

Mark Williams regard#\ State of Siegas ‘Frame’s major novel of the
1960s'*?8 Interestingly, his sensible, lucid consideratiéthe book seems to be the
only substantial critical reading that discussesrthvel’s involvement in the Gothic.
The tendency amongst critics who specialise in Eramd New Zealand has been to
favour readings that emphasise the psychologigathdaf the text, its play with
language, and its relationship to place. Thesemgadypically exclude or minimise
any morbidity or grotesquery they perceive in td.t

For Judith Dell Panny, the novel is a skilfully nageed allegory; she argues
that it ‘shows death to be a liberation from... sbc@ventions™* which, of course,

it usually and quite obviously is. For Panny, Matfrmoves from a state of bondage

126 Fyans, Janet Frants-4.
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to a state of liberation. Panny makes a specialtef interpret the nonsense poem
that wraps the rock, apparently discerning a clofuoirds that rises into the air and
allows Malfred a kind of transcendence; this is fxéal’s ‘final act of creativity’, and
‘shadows are dispelled®

This seems slightly strained. The problem withrtbasense poem is that it is
exactly that; it is nonsense and cannot be redta#te things Panny hopes it might
be. Alex Calder, discussing the novel’s use of Boss, usefully describes nonsense
as when ‘the production of sense is disturbed aehsch by a paucity of meaning as
by an untoward abundance of possible meanitfg&lthough Calder emphasises the
importance of trying to find these meanings, reallynsense is the thing on which
interpretive criticism must always founder. There lamits to interpretation. To see a
flock of birds in a nonsense poem is to use litemts a Rorschach blot, privileging
our response over what we have actually been piexs@nth. Writing in general, and
Frame’s writing in particular, often holds qualgithat manifestlare difficult,
troubling, enigmatic and indeterminate. Sometinwdwsion is a valid response; and
certainly ambiguity has been the stock in trad#hefGothic for much of the twentieth
century.

Nevertheless, Panny’s attempt is largely congrugtht other critical readings,
which understand the narrative as a journey ofdistfovery. Harding also sees the
novel’s narrative as a ‘psychic journey... towards dlaceptance of [Malfred’s]
meaningful self-essence and the concomitant acoepiaf death>>> Gina Mercer, in
addition to providing a frankly baffling reading thfe novel as a ‘rewriting [of] the
Bible from an antipodean, female perspectiiébelieves the ending can be
understood as Malfred’s discovery of a path towar@gsofoundly redemptive

130 panny 97-9.
131 Alex Calder, "The Closure of Sense: Janet Fraraaglage, and the Body," Ant&c(1987): 93.

132 Bruce Harding, "The Nativization of Feeling: Matiéf Bonding to the Past and to the Land in Janet
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creativity®** For Monique MalterreA State of Siegis a ‘quest for truth or... the
story of an initiation’, where Malfred attempts‘tediscover the soul of her
country’ *** Marc Delrez also characterises the novel as astyti8

Jan Cronin sees the novel as a settler narratieer argument being that the
story revolves around a landfall, an island, anthtarest in what it means to find
oneself in a new place. Harding would agree with ploint, reading the novel as a
parable for the ‘nativization’ of pakeha New Zealars as a ‘second tangata whenua’
(people of the landy*®

Another theme appears; we are told we ought tenstand the text as
primarily and profoundlypositive Some critics openly take issue with those whaehav
suggested the novel makes dark or obscure gesebsz goes so far as to
apparently blame Evans for Frame’s novels goingobptint at one point, allegedly a
result of Evans claiming that ‘the atmosphere oaffe’s] work [is] almost
unrelievedly dark®*® Mercer rebuffs readings of Frame as morbid by estiag her
work is wholly ‘balanced’ and ‘merely seeks to regh the imbalance [Frame]
perceives in a dominant culture which labels a whiahge of topics “unacceptable”
for fictional treatment™*° In Mercer’s argument, to feel that Frame is disitug is to
side with forces of oppression against the libagapower of Frame’s ‘subversion’.

All of these critical treatments tend to underdtarState of Siegas being
almostsui generis‘If we were to play the classification game, wight say thaiA

134 Mercer 115.

135 Monique Malterre, "Myth and Esoterics: A Tentatlnéerpretation of A State of Siegélhe Ring

of Fire: Essays on Janet Franee. Jeanne Delbaere (Sydney: Dangaroo Press) 1902

136 Marc Delrez, "The Eye of the Storm: Vision and\bual in A State of Siegé The Ring of Fire:
Essays on Janet Frapesl. Jeanne Delbaere (Sydney: Dangaroo Press) 1802

137 Jan Cronin, "Encircling Tubes of Being': New Zeal as Hypothetical Site in Janet Frame's A
State of Sieg€1966)," Journal of New Zealand Literat##®.2 (2005): 79.

138 Harding, "The Nativization of Feeling" 114.
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State of Siegis a phenomenological and hermeneutical explarativites Cronin***

which hardly describes a recognisable ‘shape’ ekhdMalterre claims it ‘belongs to
no definite philosophical or literary traditiof? For Mercer, Frame ‘deliberately and
successfully questions traditional fictive methateating new and exploratory
modes’*** Frame’s work is seen as an alterity, unclassiiabaken together, these
readings represent a significant reluctance byNine Zealand critical establishment
to encounter Frame’s work in general, #@n8tate of Siegm particular, as Gothic. Of
course, there are exceptions; Williams acknowledg8sate of Siegas ‘suburban
gothic’, but even for him, the Gothic elements reman ‘excess’ in the novét?

Claims for Frame’s use of a wholly ‘new’ and naessl form are patently
misguided. Her early international readers were &bklassify her work with
reference to familiar forms. Most often, they désed her work as a literary sort of
Gothic. These readers, interestingly, operatedaritsf the New Zealand literary
field, and were not subject to the pressures tiee operating within it are; there was
no need to argue that Frame’s writing always peréa the work of New Zealand
literature.

C Hartley Grattan, writing in thlew York Times Book Reviéwlieved
Frame was influenced by the Brontés, Faulkner aardd McCullers, all Gothicists

of varying shades, and wrote that

The theme 0Owls Do Cryis simple if rather gothic. It is the study
of the disintegration of a poor family, the membeifrsvhich are in
one way or another intellectually handicapped. plio¢ entails
violent death, temporary insanity, suicide and gmaent to

141 Cronin 80.
142 Malterre 124.
143 Mercer 11.

144 williams, Leaving the Highway3.
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institutional care. The manner is “contemporarytjpge.. and the
effect is, therefore, of gilding somewhat tawdfigs **°
Grattan explicitly labels the book a Gothic, whlgting that this quality exists in
tension with its aggressively modernist, consciplitdrary style.

Similar observations occur throughout Frame’s seas reviews. Joyce Carol
Oates felt that Frame was ‘obsessed with the migstef madness and death — but...
illumination is attempted through language, nontatic tension of one kind or
another.**® ReviewingThe Edge of the Alphabavilliam Wiegand praised Frame’s
lyric style but saw her worldview as ‘possessed..désgth, madness, loneliness and
pain.™*’ Timemagazine described her as ‘Writing from the fociithe spiritually
down and out, the demented and the dead... Framgelvatoped a tidy literary
reputation as a wild necromanc&®’AnotherTimereview felt that, for Frame,
‘history is a hereditary malignancy that engulfs gresent and dooms the future to
madness, loneliness and dedffi This is an explicitly Gothic rather than tragiewi;
it does not allow the positivity later critics find

Wilfrid Sheed’s review ofrhe Adaptable Mamakes comprehensive claims

for Frame as a literary Gothicist:

Frame is a “witch-novelist” who stirs her plots ené full moon
and has various magic powers, including a numbervatch’s

curse. Her prose style is a series of charms arahtations,

145C. Harley Grattan, "Tawdry Lilies," rev. of OwloCry, by Janet Frame, New York Times Book
Review31 July 1960: 22.

148 Joyce Carol Oates, rev. of Yellow Flowers in theiipodean Roorrby Janet Frame, New York

Times Book Reviev® February 1969: 5. Given Oates’ penchant fomtbied, it is odd that she

complains that Godfrey Rainbird’s resurrectionissaredulity.

147 william Wiegand, "Toby, Pat and Zoe," rev. of Tlege of the Alphabeby Janet Frame, New
York Times Book Review?3 September 1962: 46.

148 Rejected Resurrection,” rev. of Yellow Flowerdlie Antipodean Roonby Janet Frame, Tinl
March 1969: 105.

149Back to Nightmare," rev. of Intensive Caly Janet Frame, Tints8 May 1970: 108.
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passwords repeated in a baleful voice, which hethapvhole
landscape... Her prose is haunting, and she carn tstay a

spooky atmosphere over anything she chooges...

Sheed'’s review is one of the strongest statemdraprevalent contemporary
understanding of Frame; taken together, thesewswimambiguously label Frame’s
work as Gothic, uncanny, macabre.

International reviews oA State of Sieg&ere consistent with this view of
Frame. For John Gardner, the novel is meant toteig He describes it as ‘a lady’s
book, in other words, not serious fiction in thestffiplace... An entertainment; more
specifically, a psychological horror story'>* Although Gardner’s casual sexism
rankles, it definitely defines the novel as a corgerary pulp Gothic. Millicent Bell
more even-handedly acknowledges the novel’s ppdtiicn in literary and Gothic

practices, but she too felt it more successful @ethic:

[Frame] is not, as | think she would like to benataphysical poet;
ideas and images do not fuse in her pages. Her t&yts to
dissolve into mere obscurity. Her poetic voice a®and haunts,
she summons wraiths upon the dark heath, but tie passes
without revelation. And yet, her fragmented visi@nes true

nightmares, raising authentic goose-pimples orskire'>

Bell privileges the novel’s ability to provide Gatthmood and affect over its ability to
provide the meaningfulness of literature.
Charles Poore would agree; his review is unsurettiganovel succeeds in

literary terms, but sees it as another, Gothia airthe screw:

10 wilfrid Sheed, "When the Spell Works It's Bindihgev. of The Adaptable Marby Janet Frame,
New York Times Book Revie August 1965: 4.

151 John Gardner, "More Smog from the Dark SatanidsMitev. of A State of Siegéy Janet Frame,
amongst others, The Southern Reviélew Series. 5.1 (1969): 233.

152 Millicent Bell, "Night-Journey of the Soul," reef A State of Siegeby Janet Frame, New York
Times Book Reviewl1 September 1966: 5.
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[Frame] sees no reason why a person who buys dadthbhouse
must make out with hand-me-down spooks from thietéaeant.
She gives her heroine specially calculated andydesdi spectres.
Less-gifted novelists than Miss Frame should janlbng
leap forward. Why need they bother with démodé ghaanking
chains, or antiquity’s harridan shades howlingdemon lovers?*

Although referencing Coleridge in passing, whenrBaefers to lesser novelists, he
seems to be comparing Frame’s work to the pulp iG®tturrent at the time,
produced by writers like Victoria Holt; this is tsame assessment made by Gardner.

Today, within the context of New Zealand literatydies, the suggestion that
Frame is a producer of low-to-middle-brow Gothegen in passing, is unthinkable.
Obviously,A State of Siegis very much engaged in literary practice; bus iery
much a Gothic too. Sargeson’s Gothics bear sigmtitinks to Poe’s tales. However,
if the Gothic is a part of our habitus, influeneali not always be quite so clear.
Genre establishes procedures that are replicated,ikthe exact linkages between
one text and another remain obscure. It may nat baen Frame’s intention, bt
State of Sieges essentially a reworking of Charlotte Perkingr@in’s classic weird
tale, ‘The Yellow Wallpaper’, stretched out to nblength!** Gilman'’s tale stands as
a preeminent instance of the female Gothic thatldvbacome important in the
seventies. Whether intentionally or not, Framelie¢he Gilman tale and predicts a
strain of the wider genre that would soon comertarpinence. This is typical of the
way that habitus functions, allowing participardsriake timely contributions to a
field.

Both the Frame and the Gilman narratives centra woman entering into a
state of seclusion. Both narrators are sensitive as they attempt to settle in to their

new environments, this sensitivity gives way tocfanrhey encounter figures that do

133 Charles Poore, "The Psychedelic Power of Humarity/amev. of A State of Siegeby Janet
Frame, New York Time21 July 1966: 31.

154 Charlotte Perkins Gilman, "The Yellow Wallpapekrherican Gothic Talesd. Joyce Carol Oates
(New York: Plume, 1996).
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not resolve easily into any certain form, althotigéy attempt to interpret these
forms. These figures, which are most apparentgittncontribute to their

increasingly insomniac states. Both narratives kmtecwith the poor woman in the
grip of delirium, but apparently receiving somediof confirmation of the figure that
has visited them. In the case of Gilman’s narratbe has made sense of the woman
in the wallpaper by identifying with her; for Madfd, we cannot tell what the rock and
its messages mean, but they form a culminatioreta@hsis and tangibly connect her
to the prowler. In both cases, this final momertisastrous; Gilman’s narrator is left
quite mad, while Malfred, although unhurt by thessile, is still found dead days
later, clutching it in her hand.

As is common in the horror tale, the heroine ofé TYellow Wallpaper’ is a
sketch rather than a developed representationiore important that she facilitate
the tale’s Gothic performance than represent alif¢he page. In a similar manner,
Oates believes Malfred ‘has been created only tacked upon by a stupid and
vaguely malevolent world'*® This may be something of an overstatement; Maled
certainly further developed than Gilman’s narrabut, Oates’ observation is
interesting in terms of the function Malfred fusfifor the narrative. Malfred is the
stage on which the haunting is performed. Much &tate of Siegis simply an
examination of Malfred’s psyche; however, the nawas the Gothic as an
organisational device, signalling what is to coméhie narrative, and motivating
Malfred’s largely inward considerations.

The locals are mysteriously horrified to learn thitifred is moving into the
house, and she is encouraged to lock her door@wuatof an ‘element’ on
Karemoana>® She attempts to have the telephone put on atahseh emphasising
her especial need to the operator in terms ofdmation and vulnerability; ‘a retired
woman, living by herself’ on an island where thisréhis ‘element®>’ The narrative
attention paid to an otherwise banal task, andvighting of the possible danger of
not having a phone signal that Malfred will becoanmactim of this element.

155 Oates, rev. of Yellow Flowers in the AntipodearRb.

1%6 Janet Frame, A State of Sied®66, A State of Siege and the Rainhiffise Janet Frame Collection
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Williams’ disarmingly simple assessment, that Frasnelways a “a good read” as
well as being demanding and difficutt® seems significant here. Frame makes a text
many critics see as a complex literary performaped like a Gothic thriller.

One of Malfred’s principal goals in retiring to Kanoana is to develop a
‘New View’, an authentic way of seeing that wilfeanm her art. To do so, Malfred
examines her self, the ‘room two inches behindetyes’**° This is an examination
that has as much in common with the psychotherapprdcess as it does with
Malfred’s ambitions for her artistic production.i$iNew View will take Malfred
beyond the insipid watercolours she has previopaigted, and requires her to see the
‘strangeness’ of thing€® Early in the text we gain a sense of what thishinigean.

On disembarking from the ferry, Malfred observesfabow passengers:

[S]he relaxed, sat on her suitcase, deliberatedytdpm the
crowd, and painted in her mind her New View of thémvas not
flattering. Their hands were hooks. Some had gatdeas. All
stood against a background of squares and rectaofyigolden-

brown and white light®*

The background provided by Malfred’s New View seg¢mdraw on the
contemporary fashion for abstract expressionisrhhbufigures are grotesque, both
violent and wounded. She transforms the jostlirgvcrinto something weird and
inhuman. In Malfred’s aesthetic, modernism convengih the Gothic. This is an
important combination foA State of Siegdhe novel is composed almost entirely of
Malfred’s perceptions, and she is consciously pugtiiem into this new and
grotesque way of seeing the world. In a minor vimydirecting her imagination

towards the bold and the weird rather than thelpalater-coloured world of mere

138 williams, Leaving the Highwax2.
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representation, Malfred is practising the GothithaMs being represented is less
important than Malfred’s sinister revision of it.

It is Malfred’s urge to develop a New View, hernstit bent, which sets her
apart from the social world as much as her physscddtion on Karemoana. In this
way, she is a little like Sargeson’s George andd¥jand Poe’s Usher; too sensitive,
troubled by perceptions and feelings that othersateexperience. She recalls her
disappointment with her students back in Matuatamgiasking them to paint or draw
a scene in an air raid shelter, Malfred is discoteta by the cheerfulness of the
resulting artworks. She wistfully wishes that sbald have injected her students with
horror, ‘as a hunter now gives an injection of stiamt or tranquilliser to the beasts in
his charge®? Malfred sees her students as lacking empathy estthetic capacity;
her complaint will be familiar to readers of ‘FrétSleepers’, which characterises the
majority of New Zealanders as small-minded andstedphically uncultured and
insensitive'®* However, Malfred’s desire to ‘inject’ her youngaches with horror
remains a Gothic one. Rather than wanting her e@saiglearn empathy, Malfred’s
peculiar choice of simile suggests that she nesdppal them, and that it is more
important to her that they feel this horror thaderstand why they feel it. Malfred
has become quietly alienated to the extent thiipadjh she has not acted on this
urge, she would rather shock than teach. Malfradddview culminates in her New
View, and as modern as it might sound, it is aipaldrly Gothic strain of
modernism.

Malfred’s quest for this New View has motivated jmrney to Karemoana,
and her decision to purchase her new house wasrde&sl by ‘the view alone. The
View. The View. Another God to worship. People adnilg the panoramic people.

Panoramania-®*

Malfred at once slyly observes the enormous valeg@lace on
scenic vistas and acknowledges their spectaculaep@ven if this
acknowledgement is touched with irony. The housdfiis a part of Malfred’s New
View, and as the night wears on, Malfred’s locatimeshes with her way of seeing,

so that place and perception become the same thitlgjs context, it seems that the

182 Frame, A State of Sied$.

183 pearson.

184 Frame, A State of Siedk08.

245



New View is potentially dangerous; a woman uncanililke Malfred has died in the
house just before she took it.

Her New View’s tendency to see the world as gratesend dangerous alters
the landscapes Malfred inhabits. A muggy springmmgy in Auckland is observed as
‘a still day, with the sky full of clouds and the atrangely warm, as if suffering from
a low fever, a place where even scaffolding hasitae sinister meaning®
Karemoana may well be introduced as a ‘South Ragifradise’*®but it is also a
threatening place, even though this threat is somestarticulated in comic terms.

Karemoana is where

the only enemies of man, apart from man, were wasysg as
flying tigers, a few mosquitoes breeding a gialsind strain... and
perhaps, though one does not explain why, thersgliey
mangroves standing in their beds of mud in thd trdats facing

the mainland®’

Our attention is directed to the supposed sizslahd insects, couched in the
conversational, jokey terms common amongst beagltsichmunities in New
Zealand; is there anywhere where the insects dreupposed to be the most
pernicious imaginable? Yet the real threat of mahgman agency is also mentioned,
a threat almost swallowed by the vividness of tisect menace. Credible threats are
married to common nuisances; both are real endtdigivever, something stranger is
then presented; the threat of the landscape itself.

The mangroves are described in terms that stithasstgcomic dread. We
presume Malfred does not explain why the mangraveghreatening for fear she
might seem a little batty. However, the mangrowessir throughout the text, until
Malfred admits she is ‘haunted’ by them and felks must paint them, a suitable
subject to exercise her New View. Poor childrerygdnd play dead) amongst the

trees, their poverty obscurely linked to the mamgrewamp; Malfred describes it as a

185 Frame, A State of Sieds®.
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sordid, calm, sinister bed of grey mud... sinisteéderce of a
drowned miniature forest... the [nearby] holiday eghad a
derelict appearance that seemed not to be thd rdgtikeir winter
desertion but of their nearness to the mangrovergwa the
mangroves... had the power to lure poverty as a &irffdiman

accompaniment to their own vegetable squifor.

Malfred eventually sees the island as a place whele cats... vanish with a
witchlike scream into the manuka scrdf? She imagines the place abandoned and
overgrown, ‘the small holiday baches... desertedvierethe gorse, the white
manuka, golden ice-plant growing up through therayed floors, with black mould
spotted on the faded cretonne curtain’® Whatever desolating power Karemoana
has, or Malfred imagines it to have, is no longarfmed to the mangroves.

Over the course of Malfred’s nocturnal ordeal,arstrages outside, in the
best Gothic fashion. Finally, when the wrappedlbenters the house, so too does the

storm:

The wind, waiting at the window, leapt through thgged gap,
flapping wildly at the curtains; and, in a momehg storm had
entered the room, the wind was whistling throughtibuse, all the
curtains were dancing wildly. The house grew cold.sense of
collapse seemed to overcome the house, as if lts ware made
of paper:”

There has been a critical effort to understandhtitesense verse printed on the

newspaper, a text that must be Malfred’s inventRerhaps more significant, and
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certainly more meaningful, is the shattering ofwiedow, and the entry of the wind.
A view has been broken open, but whether this sgorts an old view discarded or a
new one foundering, we cannot say. The entry ofatinel into the house brings with
it the increasingly Gothic aspect of Karemoanaiather carries the malevolent
agency of the mangroves, the unkindness of thelprowhe ‘element’ is made literal
here as the elements enter the house.

However, Frame playfully nests another layer, beatrder of meaning in
this passage State of Siegikes a metafictional turn; the walls of Malfretisuse
are made of paper in that they exist as they are thextto us on the pages of the
book. The text itself is about to collapse; in arative sense, the story is about to end
abruptly. What remains of the text is the nonsafsbe newsprint, and the few
words of an external narrator, informing us of Madfs death. Malfred herself
collapses. We do not know why she dies, but diedsles. It is difficult to tell exactly
what has happened, but it is certainly some kinges$onal disaster. Despite the
insistence of the bulk of Frame’s critics to thatrary, the entry of the element into
Malfred’s bach is a Gothic conclusion; a fall likdsher’'s more than a moment of self-
knowledge or liberation.

A State of Siegedenouement is puzzling, but understood as aiGddyible.
As with ‘The Turn of the Screw’, we cannot accofortwhat, exactly, has happened,
let alone exactly what we ought to make of it. ¥#ile the particulars of the ending
are unclear, the shape of the narrative is familiathe James, we cannot tell why
Miles dies; in ‘Usher’ we cannot tell why the houtself falls into the murky tarn.
We accept the unresolved naturédobtate of Siegeending because, although
ambiguous, ifeelsright; the Gothic has been performed, and hasiset the point of
collapse it so often does. The novel relies oneiggler’'s Gothic habitus to render the
text complete and satisfying as a reading expegienc

RecognisingA State of Siege participation in the Gothic provides a necessary
counterweight to more literary, highly interpretedws of the novel. Most of Frame’s
critics from within the New Zealand field have r@gd her oeuvre to work towards
the creation of a New Zealand literature, whichifsrreceived version, ought to be
socially engaged, offer political critique, negtgigostcolonial anxieties, and so forth.
The critical revaluation of the Gothic that haswted through the emergence of
Gothic studies suggests that Gothic texts are dadlentering into exactly these

sorts of discourse. However, this thesis argudsthiege discursive elements are
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incidental rather than essential to the Gothic.é¥heless, this does not preclude
texts from being involved in both practices. In itidd to all its patently literary turns,
its clever observation and language, wAeBtate of Siegeffers the howls of wild
cats, the malignant presence of the mangroves actieb turned to ruin, ghosts from
Malfred’s past and an endless rapping noise,gtastising a possible New Zealand
Gothic. Frame shows us, just as Sargeson doesthieo@&othic might be performed in

the New Zealand context.

Conclusion: Gothic Landscapes and\ntipodean Tales

An examination of the New Zealand Gothic raiseswider question of how we are
to understand national Gothics. One of the hallmafikhe Gothic is that it is readily
identifiable as such; common readers can identtgxhas Gothic, even if they do not
use the epithet. While it seems reasonable to stated the texts discussed in this
chapter as Gothic, they have, if at all, only ocwaally been understood in this way.
The most difficult thing about the New Zealand Goik that unlike other national
Gothics, it does not have this obviousness, angitgethe suggestions made in this
chapter, remains a tentative proposition. Categdike the American or British
Gothic are self-evident. The New Zealand Gothigasonly difficult for readers to
describe, but retains a degree of critical incohesgoo.

Often, national Gothics are accounted for by altguggestions that they arise
as a consequence of sundry historical anxietiepeggbures; this thesis has resisted
those accounts. New Zealand has had no shortdgstofic crises, but it has not yet
produced a coherent, fully formed Gothic practlodeed, it seems likely that the vast
majority of Gothics consumed within New Zealand ianports. The procedures of the
English and American Gothic are popularly famillaNew Zealand in a way that a
native Gothic is not.

Antipodean Talegpublished in 1996, is the only collection of difation that
has consciously attempted to develop a New ZedBotHic. It also illustrates many
of the uncertainties surrounding a local Gothidat&dstephen Cain makes a blunt
assessment of the national literary field in htsaduction:
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the absence of local varieties [of Gothic fictia@m| our
bookshelves becomes an indictment of the stranigletloich the
peculiar bias towards academic writing in New Zedlhas placed
on local creativity. Perhaps it is too much to htig one slim
volume can breathe life into the idea (not muclsstibed to
locally) that writing for readers rather than forté\Council money
has virtue. | do hope, however, that this collectoll show that
quality need not be sacrificed in our reckless heaglflight from

the terminally dulf:"

Oddly, Cain’s bitter analysis is not dissimilamhy argument that the Gothic and
literature are distinct practices, although Caense to believe that the one practice
suppresses the other. Cain sees New Zealanditeras$ a stifling monolith, a
Bourdieuvian field sanctioned and funded by théediat it is virtually unassailable.
While this analysis is somewhat careless, it ie algygestive of the power of the New
Zealand literary field, at least during the ningtiA certain understanding of New
Zealand literature was being promoted, and Cais geg as excluding groups of
writers and even entire readerships. This chapteshiggested it certainly excluded
particular readings of canonical texts.

Appropriately, given Cain’s insistence that theaN&ealand Gothic exists
outside of the literary fieldAntipodean Talesvas published by a house not
recognised for its publication of fiction, and euits tales from largely unknown
authorsThe Evening Post reviewer wondered if the stories included ‘dtyieneet
the description “Gothic” — whatever that coversidanoted that ‘there is a distinct
“Kiwi” feel to only a few of the stories. While nart itself any sort of drawback, it
perhaps highlights... the lack of writers tacklingigenous trips to the dark side of
the track’*"® In other words, the reviewer is uncertain abouaictly what the New
Zealand Gothic might entail; this is an uncertaiplyyed out in the collection itself.

172 stephen Cain, Introduction, Antipodean Tales: iSsirom the Dark Sideed. Stephen Cain
(Wellington: IPL Books, 1996) 6.
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Side ed. Stephen Cain, The Evening Pbstlanuary 1997: Features 5.
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Although about three quarters of the stories incthikection feature some kind
of link to New Zealand, often that link is marginat does not absolutely locate the
story in New Zealand. Of the tales that do relyaddew Zealand setting, most seem
somewhat awkward. This is unsurprising, given tileesrly state of the local genre.
Stories encounter problems that do not troublerathBonal traditions. For instance,
‘Never Go Tramping Alone’ is the story of a Michd&dssett (seemingly no relation
to the well-known New Zealand ex-cabinet ministed academic) who, having
argued with his wife, goes tramping in the RuatRamges. He comes across a hut,
and is lured inside by a seductive woman who fégmusa stew that seems
suspiciously like human flesh. No less than fiveddrampers have recently
disappeared; the woman transforms into a monsbedca Gravatt, which kills him,
although his subjectivity persists within it. Thegt ending has Michael’s estranged
wife entering the hut; Michael and the monster willlher.*"

The Gravatt is an unusual construction. The moisségpearance (hairy,
neckless, red-eyed) is explained in detail, asegrocess by which it feeds on
‘energy’}” but this does not account for the Gravatt it3afhy does it reside in the
Ruahines, and why does it require anthropophagy@niMre encounter the wendigo,
a not dissimilar spirit to the Gravatt, in Ann TyacWinter Hungeror Stephen King'’s
Pet Sematarywe have a vague sense that such beings ‘exgb@ongin the
American or Canadian landscapes in which theyaatéd. A Gravatt, however, has
no such precedent, no such sense of belonginghasdoses its authority. While the
Gothic celebrates the bizarre, it would be a mistakthink that it does not make
sense; and ‘Never Go Tramping Alone’ does not nskese in the way the Gothic
ought.

A different, although related, problem emerge<dnllecting’*"® Cath
Thomson, a young researcher specialising in prefigan Maori, visits London, and

calls on Mr Wellcom, a butcher, who she has bekhkp her ‘Prof’ is in possession

174 Alyson Creswell Moorcock, "Never Go Tramping Alghéntipodean Tales: Stories from the Dark
Side ed. Stephen Cain (Wellington: IPL Books, 1996).
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(Wellington: IPL Books, 1996).
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of an interesting collection. He leads her to awabove his shop; it is filled with his
grandfather’s collection of forty-nine mokomokaiwugoko tuhi (preserved Maori
heads). The story concludes as he expresses a ttesianufacture a fiftieth head,
and locks Cath in the room. Although the tale issat in New Zealand, it describes a
horror that has a special connection to New Zeaartblespecially Maori culture; yet
its depiction is spectacularly maladroit.

Cath is Maori, and a specialist in Maori studiag, describes the upoko tuhi
not by their proper name, but instead as ‘preseneadis™’’ Her reaction is one of
morbid fascination rather than a recognition of tessive violation of tikanga Maori
that the collection represents. Gothic readershaiipily suspend certain sorts of
disbelief; but this is a complete failure of mingesi

Taken together, ‘Never Go Tramping Alone’ and ‘@oting’ suggest some of
the difficulties that a formational national Gotlpiesents. The Gravatt of ‘Never Go
Tramping Alone’ fails to ‘naturally’ interface witthe landscape it resides within.
‘Collecting’, on the other hand, does not acknowkethe significance of upoko tuhi
to New Zealand culture in general and Maori culiarparticular; the horror loses
credibility because Cath’s reaction does not makese. These may be performances
of the Gothic, but they do not sit comfortably viithhe scope of New Zealand
culture. A successful national Gothic requires lwtteria to be fulfilled. Most New
Zealand readers, who, unsurprisingly, form the priraudience for a New Zealand
Gothic, will be unable to find these stories’ indjents sufficiently ‘natural’ to pass;
they become uncomfortable arrangements. Simildslenas emerge in other
Antipodean Talesuch as ‘The House’ and ‘Turehii® both of which feature
mishandled engagements with Maori culture.

Academic renderings of the New Zealand Gothic sonest suggest it might
be an expression of settler unease or postcolgunidl Antipodean Taleapparently
needs to be involved with Maori culture, no mattew crudely. The collection
cannot be understood as trying to create a germelltural Gothic, but instead

seems to be trying to address a perceived lackomNdtGothics come with histories

177 Britten 136.

178 Oliver Nicks, "The House"; Laurie Mantell, "Turehtoth in Antipodean Tales: Stories from the
Dark Side ed. Stephen Cain (Wellington: IPL Books, 1996).
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and canons, and this is what the New Zealand Gaassing. The Gothic tales
mentioned irMMaoriland, where Maori provide a useful although now paditig
unacceptable resource for the Gothic’s horrorselmaen popularly forgotten, yet the
writers of Antipodean Taleapparently feel the need to recreate these sbrades, no
matter how incompetently. Gothic habitus expect#n these narratives, and in their
apparent absence, creates them.

The stories iAntipodean Talesimply do not sit comfortably, ‘naturally’
within a New Zealand context. How, then, ought@waghic to be performed in New
Zealand? How does the genre relate to place?

The Gothic is a negotiation between what is presktd a reader and what
that reader senses and knows about the Gothic. omecapes hold properties that
encourage us to understand and engage with th&otagc, while others are less
likely to encourage this. The Gothic, a practiseadaptable but largely pragmatic. In
the absence of suitable castles in New Zealandllitook for other locales in which
to stage its performances, but this is not to deplsubstitute so much as an alternate.
The habitus refers to precedent, but improvisesAdwaunted castle is no¢placed
by, for instance, a ruined bach, but a ruined bemlertheless may be useful to Gothic
narrative. This appropriation is motivated by al@opreference for architectural
decrepitude, but also simply because the baclc#ljoavailable. However, it is only
through the repetition of practice over time thegste new alternates come to hold the
self-evident quality, the useful cliché, of the htad castle.

In the context of ethnographic fieldwork, Michaatlison discusses the
practice of ‘storying’ a landscape, where those Wi®within it attach narratives of
myth and more recent history to its geograpfyThis creates a sense of
embeddedness, arranging the way that people telglace. Thus, although Jackson
would resist a term so precise, habitus, a peoptaismon sense, rests in part on a
relationship with the landscape, and with groupsasfatives.

Although a separate process, the creation of amdltliterature is, in at least
one way, analogous; it involves placing story withilandscape, or more exactly, a
set of landscapes that together form a nationotcert with history, national
literatures story a landscape too. Yet literatwwesdnot necessarily locate story as
specifically as history and cartography; its stol@ndscape can be more general in

17 Michael Jackson, Minima Ethnographica: Intersutbjéty and the Anthropological Project
(Chicago and London: The U of Chicago P, 1998) 8¥5-
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scope. For instance, when we read about the bushe ®each, this could describe
any number of discrete locations, and thus, stotgmially leaks intall of these
locations.

Because storying is a geographic process, andveoy story can occupy the
same space, part of the process of storying isngnthe right place for the right story.
This is how genre, which amongst other things dessra type of story, relates to
landscape. Returning to the subjunctive worldsusised in chapter three, these
storied sites become reminders of the subjunctisef’, a place where it is as if
something particulamighthappen, even if we accept that, in reality, itoataly will
not.

Fully developed national Gothics bring with thenamadscape that holds
Gothic story. For instance, in the context of thaekican Gothic, Ray Bradbury

suggests an ‘October Country’:

... that country where it is always turning latelhe tyear. That
country where the hills are fog and the riversrargt; where noons
go quickly, dusks and twilights linger, and midrigktay. That
country composed in the main of cellars, sub-cellenal-bins,
closets, attics, and pantries faced away from tine Ehat country
whose people are autumn people, thinking only anttimmughts.
Whose people passing at night on the empty wallladsbke

rain.. 180

This passage suggests the way that the Americamd3stinlaid in landscape.
The terrain Bradbury details is where Gothic nareabughtto be located, and his
description has a ‘rightness’ missing from manyhaf attempts made intipodean
Tales Yet, although Bradbury’s October Country natyrakemgo be Gothic, of
course, no landscape or environment, in itsefgashic; the Gothic, more than a
creation of culture, is also the action of cultiDeveloped national Gothics are
resources that allow readers and writers to seoseaHandscape ought to ‘be

Gothic’; the Gothic confection comes to seem elytinatural.

180 Ray Bradbury, The October Countiyondon: Simon & Schuster, 1998) n.pag. Ellipsesriginal.
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The apparent naturalness of storied landscape esérgugh use and
repetition. New Zealand literature has engaged thithprocess, but as | have
suggested above, as is doubtless the case withtalhal literatures, it tends to
promote certain sorts of stories, while excluditigeos. The New Zealand tradition,
and especially the critical discourse that surrautichas paid little attention to the
Gothic, and consequently, the practice does nohget a strong relationship with the
New Zealand landscape.

This has not prevented a small but significant neindf texts by canonical
authors engaging with Gothic practice. Both Sargesal Frame successfully present
a darkened New Zealand landscape, contributing t@athic storying, but Gothic
procedures are not so firmly established in Newl&®hthat less able writers are
easily able to reproduce convincing New Zealanch{ést Nevertheless, Frame and
Sargeson’s texts indicate where we might begindate the New Zealand Gothic.

Where other nations have a substantial Gothic &eldl storied landscapes that
enable and regulate the practice of the Gothic, Kealand’s field is only beginning
to cohere; that Cain’Antipodean Taleare often tentative or inept signals its early
stage of development. However, what the colleatnisses, in common with the bulk
of extant criticism, is that some texts primarigarded as New Zealand literature
might equally or better be regarded as Gothicgyrpim some cases, to their
classification as New Zealand literature. It is tiatt a New Zealand Gothic has not
been authored, but rather that texts which mightrdaute to the field have not been
satisfactorily identified as such, have not fornaagseful canon, and are not strongly
tied to the landscape itself.

This chapter suggests that sometimes Frame anéd<sfargvere indeed
creating what has come to be accepted as New Zkkt@rature, but that sometimes
it is more useful to understand their work as penfag the Gothic before it addresses
national discourses. Malfred Signal’s decline aadtd is not Frame’s most incisive
analysis of New Zealand society; Sargeson’s murdeneen are entertainments
before they are accurate representations of Neva@eanasculinity.

The New Zealand Gothic is not yet a settled poporactice; the texts of
Maoriland remain abandoned outside of specialist scholarsiganing that those
earlier Gothics remain unrecognised. More genertily relationship of popular
genres to New Zealand literature remains an uneasylt is not as Wevers claims,

that the New Zealand Gothic barely exists, or agrLevould have it, that it is
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everywhere, hiding in the shadoWsinstead, it is still being worked out, and is ofte
simply misrecognised.

While there is a renewed interest in articulatifgeav Zealand Gothic, it will
take years yet of publication, teaching and popdiscourse, as well as the ongoing
creation of Gothic texts, to establish how vari@gathic manifestations ought to work
in a New Zealand context, to inlay the Gothic cdefitly in the New Zealand milieu,
and to agree upon a body of texts that satisfdgtoerform the New Zealand Gothic,

forming its canon, shaping the field.

181 \Wevers, "The Politics of Culture” 116; Lawn, "W the Familiar" 11-21.
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CONCLUSION:

THE GOTHIC AS PRACTICE

If the Gothic can be understood as a distinct practhere are substantial
implications for how we should approach the gemeits texts.

While readings of Gothic texts that emphasise tinestoricity, psychic crises
and political complexities are sometimes valid otimer occasions, they do not reflect
the act of reading as it is experienced by the Batludience. We require a
methodology that recognises the ways in which parpgénres, and especially the
Gothic, produce different sorts of texts, and ustiards these texts within the context
of the practical procedures and distinct fields #@ompany them.

This thesis has argued that different genres catigt@guished by their
characteristic practices, and has described thkiGibirough Bourdieu’s explication
of habitus. Readers engage with Gothic texts fatirdit ends, and in distinct ways.
The *fuzziness’ of habitus reminds us that the ggemains elusive when we analyse
it — because it is a discrete practice, the Gathiceducible. At the same time, it is a
historicised cultural phenomenon and cannot betoacted through argument. While
the Gothic is transposable, it maintains a ‘corress’ that excludes instances like
Martha Stewart. For readers, the genre seemseadmntial in nature, even though it
is constructed; the genseemdo possess what might be colloquially described as
‘vibe’.

‘Gothic habitus’ generates practical action; itsdmof logic tends to common
sense, and is predisposed to produce the reguten\dommon readers identify a
text as Gothic, they engage with it in a particwar. The Gothic text exists within a
particular horizon of expectations, and this fisldhe proper context in which to read
the Gothic. This recognition engenders a kind et@gtual shift. Gothic habitus
enables readers to negotiate the implicit emphafsi® text; Gothics are read with a
set of expectations and procedures in mind. Althahg Gothic is a repetitive genre,
readers tend to note the ‘originality’ of texts;evhreaders natively understand a
genre, they look forward to its familiar pleasuvgsle enjoying the distinguishing
features of a particular text, the novelty of isfprmance of the genre. It is less
useful to look for what the Gothic text ‘means’nha see it as providing an

individual modulation of a specific kind of readiegperience.
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Literary and Gothic practices, of course, oftengilgpco-exist in a single text,
but need to be carefully arranged so that they wodoncert, as in texts likeeloved
rather than against each other, aMysteries of WinterthurrHowever, many texts,
especially popular Gothics, have very little towdth literary practice at all, but
remain compelling genre performances, as evidehgddles like Stephen King’'s
‘The Raft'.

If the Gothic is not primarily a discursive praetjiaeither is it simply
affective. It does not exist simply to representause fear; it is often revolting, or
melancholy, or funny, or appealing, and can hotipprties that might suggest any
number of responses, alone or in combination. etd are only elements of a larger
imaginative experience, a familiar game of makeetvel that we play with Gothic
texts. The exact functioning of this game changabha field itself changes through
history. The Gothic offers us similar, although fidantical, pleasures every time we
engage with it, very occasionally throwing out sdimey genuinely new.

This game of make believe is generated from a fanpklette, on which is
blended trope, narrative procedure, ways of thigkaifect, and even sensations, or at
least their fictional equivalents. This is the Gothdistinct subjunctive, where it is as
if these are truths about, and genuine representatif, a world. The Gothic is
interested in silence, and screams. If the winavblat may as well howl, although
not so loud as to completely mask the mysterioygpdrg sound beneath it. It is
about literal as much as metaphoric darkness; ligtdtthere is comes from the
moon, or a stuttering torch, or a failing candlee Yalk about the confounding
ambiguities of the genre, but really, this is jasheorised way of saying that we
cannot see what it is being represented — the Gsthmbiguity is often much the
same as straining our eyes against the dark. Bedmticomes a familiar mode of
subjunctive subjectivity, an experience of the &/ibuggested above. The act of
reading the Gothic can be likened to ritual. k iepetition, insincere, performative
and potentially immersive. Participation is sigeafint before it is meaningfyper se

By examining three fields in turn, we can see #aath has its own distinctive
texture. The American Gothic of the mid-eightieswaarked by largeness of theme
and of text. On the one hand, the popular horrockiduster was dominant; on the
other, literary writers were co-opting the genraj attempting to deploy it in ways
that were loosely congruent with the academy’s olans for the genre, with

varying degrees of success. In this, we can seedtademic discourse sometimes
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coexists with a popular practice; however, whilis thight have been a distinctive
characteristic of some American iterations of thecpce, it hardly constitutes a
permanent revision of the genre. As importarBelovedis, few Gothics have
imitated it, suggesting that its impact has beeshrarger within the academy and
the literary field than it has been on the Gotltself.

The English Gothic of the nineteen-sixties is #dfia a ‘classical’ period,
where, often, there is a substantial degree ohéke between texts. Nevertheless,
despite their apparent similarities, texts deflmaselves against each other; no
matter how many times we encounter the same tam@) the case of the black mass,
the Gothic text attempts to provide a sufficiemtbyvel performance of the practice.
This might involve an appeal to different readgostthrough involvements in other
genresThe Devil on Lammas Nighwhich offers the pleasures of the paperback
romance, is likely to appeal to a slightly differamdience to that afhe Devil Rides
Out The Gothic refers to its immediate field as macimore than it does historical
manifestations of the genre. Likewise, its perfanggawill be informed as much by
the state of the field as it is by the pressurab@icontemporary real.

That the Gothic is a popular practice is confirrbgdhe confusions attendant
on the New Zealand Gothic. It is the long work @téry and practice that make it
come to seem that stories ‘naturally’ relate t@#ipular landscape. Critics alone
cannot usefully define the practice; the Gothicnearsimply be declared. At the same
time, the New Zealand situation, where nationalisterary practice has directed
attention away from the role of genre, remindshas triticism does have power, and
that misreading is the predictable result of arstesce that Gothics are essentially no
different from the body of literature. Neverthelesanonical New Zealand literature
has undoubtedly been involved with the genre, asehaible understanding of the
New Zealand Gothic will emerge as the New Zealagld bpens itself to the notion
of genre.

Considering these three fields alongside one analke emphasises just how
different they are. Discussions of the genre nedzktcarefully historicised. The
orientation of individual texts within their fielought to be considered; but also the
orientation of one part of the field to anotherhantthe wider Gothic field. For
instance, we note the New Zealand Gothic has titido with Walpole. Indeed,
Frame and Sargeson’s texts of the sixties have iittcommon with the concurrent

English Gothic of Wheatley and his followers. WHite principles of the practices
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that operate within these disparate texts are issirdilar, there are substantial
distances between the texts themselves. Placisg theee moments from the
twentieth century Gothic next to one another remins of the Gothic’s mutability.
Today, we are beset by vampires, but for a briebpethe black mass was just as
important to the genre.

Critical approaches to the Gothic need to carefligvey the field they treat
to ensure they identify those elements of wideriggbractice that are most relevant
at any given point. This is an act of historicisatibut a historicisation that refers to
the Gothic field before it refers to the histomal. The Gothic is a particular cultural
strand, a discrete and recognisable phenomenomgérire is endlessly repeated yet
perpetually transforming, an imaginative culturedgiice grounded in the canniness

of habitus.
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