Id is to try and understand the why behind themes we will be looking at with our students. Look together today at theory behind texts, so we can then understand / identify literary manifestations better – also find more reasons to care about these texts. 

1. The Gothic: critical ID card
	1.1 Terror
According to Ann Radcliffe, the primary function of a Gothic tale is to “evoke pity and terror” (1826). 
Edmund Burke, who theorized the sublime in 1757, believed that whereas horror causes the imagination to recoil, terror opens up a space for an awareness of deeper realities by blurring our sense of the real / the common. Through fears of death / insignificance of human life for eg, terror is expected to produce what Burke calls “the strongest emotion of which the mind is capable of” 
--> very far from rational approach to (self)knowledge of the Enlightenment. Not attained through science or rationality, but through sublime experience of terror. 
--> as readers of Gothic fiction, we come to crave terror for its enlightening capacities – it is certainly not just abt the thrill. If we consider what it is that the gothic raises awareness about we need to address:
	1.2 Split selves / subjects
- first major id : the repressed : the Gothic in many ways prefigures some of Freud’s late 19th-early 20thc discoveries about the workings of our psyches. Most famously, idea of repression : burying within view of deep desires and anxieties which resurface with a vengeance whenever characters attempt to cover them up. This is what Freud theorized as the “return of the repressed”. In 1919 paper, “Das Unheimliche”, “The Uncanny”, = how we all have an uncomfortable awareness of alien elements inside us, and in order to resolve that conflict, rather than confront this inner alienness (which is too scary and too threatening to the image we have of ourselves as a coherent entity) we embody it in external threats. = a scapegoating process of sorts: we embody these alien bits of ourselves in ghost-like or monstrous figures; and these are scapegoated not because different from our supposedly coherent / stable selves, but because too worryingly similar to us in their incoherence and contradictions, and so must be sacrificed so we can both keep a coherent image of ourselves in opposition, yet still feel free to confront these unspeakable fears and desires[footnoteRef:1] in a safer/more distant form (see René Girard’s theory of the scapegoat[footnoteRef:2]) --> helps explain the enduring popularity of the Gothic in allowing us at the same time to relive and exorcise this essential conflict to construction of self. [1:  connection btw fear and desire, from Lacanian standpoint, would be bc what we intensely desire as children is what has been forbidden by law / name of the father (le non / nom du père). Moment of first forbidden thing (which is usu unlimited access to our mother), is creation of subconscious wh we store these desires out of view. Desire henceforth leads to fear of punishment...]  [2:  vs pop belief that we scapegoat people who are different from us (far right movements with foreigners for eg), Girard explains we actually scapegoat people who remind us all too well of what is wrong with us / our society : we project these wrongs onto them precisely because they are too much like us ; then cleanse society / indiv from these elements so can maintain fiction of coherence / purity.] 

- another concept to help explain the gothic interest in split selves is ab-jection (Julia Kristeva) : Kristeva, Freudian crit. theorist, in her 1980 seminal text Powers of Horror has called this very process ab-jection : externalizing of internal fears. To ab-ject is literally to throw off from ourselves --> leads to creation of ‘othered’ bodies (the Hyde to Jekyll / the portrait to Dorian / the creature to Frankenstein...), which actually mirror the deceptively coherent self and thereby cast uncomfortable doubt on its coherence. 
	1.3 Border-crossing
-Direct csq of this uncomfortable blurring of boundaries btw self / other; monstrous / sane; coherent / composite is a questioning, in gothic fiction, of a number of binaries which structure our reassuringly Cartesian world. Masculine / feminine ; pure / corrupt ; animate / inanimate ; weak / pwful ; fictional / real ; dead  / alive...
For psychoanalysts like Julia Kristeva, blur comes from shock of birth, which she describes as moment wh we are both alive and dead, both in and out, both our mother and ourselves, etc. And to her, gothic fiction eternally rearticulates this moment. And proximity, grasped in experience of terror, between ourselves and the monster, or the ghost, which suggests it is so easy for one thing to become what it is not, is what deeply threatens our social hierarchies 
--> this is why we so often find fear of women, and in partic of female sexuality, in gothic texts, bc they are perceived thru act of giving birth as all-pwful, god-like, and therefore doubly transgressive figures : as pwful as men  / as God. Freud himself (notoriously phallocentric...), called female sexT “the dark continent” : is there anything more Gothic than that? :) For instance fear of parthenogenesis = women reproducing without need for man --> threatens men with redundancy. And as both acknowledgmt of this, and an attempt to ‘fix’ it, women are othered, abjected, scapegoated in gothic texts. Something unruly abt the female principle, and gothic fiction often both unveils and attempts to repress it at same time: which is why these fictions are often at least as contradictory, as ideologically monstrous, as their characters (more broadly speaking, probably comes from the fact that so often, our deepest fears and deepest desires are uncomfortably similar to each other. Fear of // fear for.)
--> Might be interestg to ask ourselves and our students whether they feel there is a male and a female gothic? Which by the way does not necessarily mean that all women write female gothic – if there is such a thing –, and men male gothic. See Anne Williams, Art of Darkness: A Poetics of Gothic. She identifies a male vs female gothic : “in the male plot, prota faces a cruel, violent and supernat world with no hope of salvation” vs female plot asserts pw of mind to comprehend world which, tho mysterious, ultimately makes sense (see Radcliffe?). To Williams, Coleridge and Keats (on list of set poems) for eg use both male and female gothic. And what about Wilde, known for subverting gender? What does that imply also about the politics of Gothic? About how subversive the genre is? And the connection btw gender and genre?
Just an additional thought on this : Sandra Gilbert and Susan Gubar, in their study of the poetics of women’s texts, unearthed in The Madwoman in the Attic a number of tropes, of images, which are very close to Gothic concerns and suggest the Gothic might very well be an ideal form for women to dramatize their sense of entrapment in a patriarchal society and patriarchal literary tradition : (approximate quote:) images of enclosure and escape, juxtaposition of docile selves with mad doubles, metaphors of physical discomfort expressed in frozen landscapes and fiery interiors, obsessive depictions of diseases like anorexia, agoraphobia, claustrophobia.
- csq is strong focus in these texts on the liminal : everything that is on the fence, at contact zone btw polar opposites such as animate / inanimate; fem / masc, past / present, fiction / reality... Gothic is abt instability of these boundaries (and sometimes pw structures --> you can see why a feminist writer such as Carter would have a field day with it. Or Doris Lessing, or A.S. Byatt). 
Serious, older gothic often manifests deep anxiety around shifting nature of these boundaries – what about comic gothic? What about contemporary gothic? What are our current fears? Gothic fiction often is a barometer of what a given society, at a given moment in time, most fears. From French revolution to foreign “invasions”, or threat to patriarchal order. Which leads me to next concern:
	1.4 Gothic politics : how subversive is the genre?
 -1st emerged in very eventful final years of 18th cent, as force to exorcise revolutionary fears. But bc of its fascination with terror, the irrational, bc it so persistently questions accepted codes of reality, destabilizes structural ideologies (gender, class, colonial rule...), there is a sense in which it is a revolutionary force itself. 
- critics have noted for instance that these texts are often conflicted, bc at level of plot they are concerned with reestablishing a form of traditional moral good, bringing back the light, but at the same time they have this aesthetic obsession with darkness, death, evil, and supernatural.
- there’s also a very strong preoccupation with class : according to Jerrold Hogle, gothic fictions often are about middle / upper middle white people torn btw the appeal of old aristocratic order, and modern pull to topple them down. He sums this up by saying that gothic fiction is abt how middle classes probe boundaries around them, at both end of class spectrum with both envy and disgust – at aristocratic decadence and often animalized wkg classes.
--> so is it a conservative or revolutionary genre? Does it make revolution safe and therefore null, by locating it reassuringly only in carnivalesque (-->Bakhtin) world of fantasy? 
Most often actually, gothic works hesitate btw the two: as I have said, it is a deeply ambiguous, monstrous genre, and very similarly to split selves of psychoanalysis it seems to reenact a conflict btw id and superego of our societies, ie revolutionary and reactionary forces, with aim to purge rather than to resolve. Cathartic in a sense. As readers we are often asked to watch, not to choose sides. Sometimes one of these texts will claim a resolution, but that does not mean we should trust it – because of course the ending never cancels complexity of the whole. The reader therefore has part to play; we’re given pw to decide whether gothic texts are going to protect and justify who we are, or whether we’re strong enough to let them help us reconsider conventional norms of our Western middle-class culture.
	1.5 From political / ideological questioning to literary 
-Deep metafictional intent to gothic fiction. Bc so obsessed with act of creation (birth), it has often found a better way of addressing these fears, through a safer questioning of literary creation, away from frightening bodies of women in childbirth to the similarly transgressive quality of writer. There is in these texts a strong awareness of pw of human imagination, which is also an awareness of its dangers, as shown by the British Emma Bovary, Catherine Morland, who reminds readers rather safely of dangers of confusing fact and fiction – another porous border. 
Characters are therefore often readers, writers, painters (see Poe’s wonderful and very Gothic “Oval Portrait”) = artistic figures, and they ask the essential question of human responsibility in act of creation which makes the inanimate animate, and the fictional real.
- also meta-literary art form because asks question of the unrepresentable : that which cannot be said, or shown, which is a deeply poetic (from the Greek poiein, to create = craft) question. // similar issue with the sublime. How do you write sthg which is beyond words? How can you paint the transparency of the ghost? How do you make the repulsive readable without threatening the reading pact? --> this is why gothic texts often exaggerate their own fictionality : serves as evidence of their struggle to properly answer that question...


2. Contemporary Gothic
Now that we have tried to map the Gothic, I would like to look at how contemporary Gothic differs from – or concentrates – some of these features.
Maria Beville, in a study entitled Gothic-Postmodernism: Voicing the Terrors of Postmodernity, suggests there is actually something intrinsically gothic in postmodern fiction, because of its composite nature, because of its metafictional concerns, especially with pws-slash-dangers of imagination, bc of its mixture of highbrow and lowbrow (typically postmodern as well as gothic), because of its palimpsestic / stratified nature, that is to say the idea that we are bound to simply rewrite past texts (and which is clear in the word “post-modernism” itself : suggests both an attempt and inability to break free from modernism – still the reference point).
--> seemed to me a fertile starting point to look at contemporary texts like Carter’s and think about how productive the dialogue is with older, seemingly more ‘traditional’ gothic. How similar / unique is contemporary gothic? Why is so much contemporary fiction gothic in first place and what does the gothic reveal of contemporary aesthetics, or contemporary aesthetics of the gothic?
	2.1. Historical & theoretical continuations
-1970s, Angela Carter : we live in “Gothic times”. For some critics, postmodernity is actually not very different historically from the conditions that saw the rise of Gothic genre around the French Revolution. Our media-controlled society obsessively returns to issues of death / terror/ism --> has led some to say that the narrative created by the media has become a symbolic reality which actually ensures our acceptance of oppressive pw structures. Also similar fears to end 18thc : pw of science, godless world, social anarchy, etc. 
--> as I was saying, gothic fiction has always been an indicator of fears plaguing a given society at a given moment in history. And in postmodernity, has expressed a fear of the foreign (thru invasion, contamination), of technological development (thru the non-human), of our increasingly secular morals, of rise of minor voices through as civil rights, feminist, &LGBT mvts.
--> totalitarian experiences of 20th c have led us to a very gothic distrust of wholeness and coherence; we now favour the local – the many and the messy – over the absolute.
- Also, omnipresence of the media filter, and mass production of capitalism have changed our vision of the real and confronted us to its disappearance (Baudrillard, Simulacre et Simulation ; Guy Debord, La Societé du spectacle. Illuminating real/reel pun is Brian McHale’s in Postmodernist Fiction) : reality has been replaced by serialized reproductions / serial representations, and its most perverse effect is that it has become increasingly difficult to tell the original from the copy, the real from the represented or reproduced. Something that gothic fiction, with its concern for creation, for the blur of inner lives and “objective reality” can help us address.
	2.2 Literary continuations
- Beyond issues of Postmodernity, Postmodernism (the literary mvt as opposed to the era), as I was saying, experiences anxiety about what exactly it is. And what it is, is a monstrous literary object made of bits and pieces of what previously existed. This is true of all artistic movements of course, but is particularly acute and characteristic in postmodsm, which is why Beville points to similarities with the Gothic. Harold Bloom has described literary history as a constant reenactment of the Oedipus complex where every new literary movt both adores its literary father yet attempts to kill him in order to exist. He has called this the “anxiety of influence”, and of course, the fragmentary, haunted, past-obsessed, palimpsestic nature of contemporary fiction exemplifies this to a higher degree than ever before. Contemporary fiction is a “cadavre exquis” or a Frankenstein figure, and this is what contemporary gothic texts exhibit, and discuss through their meta-literary focus.
- This acute anxiety of influence determines a particular attitude tw the past, which it both tries to safeguard, and, post-Freud, and post trauma theories, to escape and survive. How to be post? is a question which the contemporary Gothic asks. Literary self-consciousness is therefore a very important dimension (think of treatmt of intertextuality in Carter for instance // Doris Lessing, A.S. Byatt... : rewritg fairy tales) and contemp gothic fiction serves to dramatize these literary questions and anxieties, rather than simply individual or collective identity issues.
- contemporary gothic however does not only comment on fictionality to interrogate fiction, but also to interrogate the real – and the constructed, fictional nature of our media-mediated reality, rewritten to fit patriarchal or capitalist ideologies for instance. Our reality is textual they say, hoping to bring awareness to their readers about the narratives which predetermine us.
	2.3.Contemporary specificities
- we talked about abjection process inherent to the gothic and how internal conflicts were often displaced onto external elements, but in contemporary lit, the monster is at times much closer to us, more threateningly internal. The alien is maintained within and reveals that the self is a social, cultural, linguistic and ideological construct, and as such unstable and multiple. Contemp gothic fiction stages deeply disturbing moments when this awareness surfaces. If alien now more often located within, it is also because our perception of otherness since cultural studies (ie feminist, postcolonial and gender studies) has changed, and we often write and read from standpoint of sympathy for the alien / other  
- awareness is actually probably the one key notion we need in order to understand how contemporary Gothic differs from earlier Gothic : if psychoanalysis is for instance key to understand the literary workings of Gothic fiction, in contemporary Gothic texts, there is an unmistakable awareness, in these texts of their own Freudian rhetoric. Gothic fiction has become deliberately, self-consciously and sometimes parodically Freudian. For Jerrold Hogle, Freudian discourse is no longer a tool but the very subject matter of these tales. The increased “meta” dimension of the text also affect its politics, as self-irony or parody help disrupt their historical, religious and cultural discourse.
--> purpose of terror is therefore to shake us out of our postmodern confinement inside representations (including Freudian narrative!), inside the reel, and offer an excess of the real (through intense focus on bodies for eg) so powerful that destabilizes capitalist production of meaning for eg. Terror generates singularity, which is rare and precious to the postmodern.


3. A gothic art of fiction
Brainstorm on csq that these ideas have on gothic writing. Here are a few starter ideas but lots more to add to the list!
	3.1. characters : ghosts, monsters – oscillates btw Ariel and Caliban with either too little substance, or rather too much (vampire as an interesting middle way : what should stay inside – blood – is now outside + fear of contamination and foreign bodies) and even when not supernat, can have a ghost-like dimension bc represent form of haunting of past times / desires / fears. Doubles.
	3.2. setting : sublime, turbulent landscapes --> pathetic fallacies galore. Antiquated places bc often abt past resurfacing, return of the repressed, and metaphorized spatially : large old house, aging city, urban underworld; medieval castles (secrets from past hidden there : in Pat Barker’s Another World I think uncover old painting.) Sense of place weighed down by sense of history. Time and space are uncomfortably conflated. No virginal spaces --> anxiety around that. Again this is abt our changg connection to the past : not sthg to recover simply but with Freud, becomes sthg we can’t leave behind even though we might want to. Thru concept of trauma, past is sthg you have to survive, not simply preserve, altho there is always that duality of attraction – for the medieval, fairy tale like – and repulsion : to form illusion of coherent present self.
	3.3 time : obsessive retelling of the past and same stories (historical traumas). Hauntings. History often experienced as non-linear. Bc of concern with unrepresentable : multiple beginnings, endgs and middles, unresolvable plots... Also often uses deliberately vague, even fictional past to discuss modern concerns so safer – especially when fear is modernity itself (mechanization, technology...)
	3.4. narrative : gothic narrative can be compared to trauma narrative. Its protagonists often expe some horrifyg event affectg them deeply --> plagued by images of hauntgs and destruction, compulsive return to shatterg moment, forgetfulness or unwanted epiphany : all structural in gothic aesthetic. Unreliable narrators?
	3.5. atmosphere : mystery, suspense, nightmarish quality with blur btw fictional / real, which is point where subject can meet their fears and desires, but bc can’t sustain them or confront them as their own, derealization often necessary.
	3.6. moral stance : often dualistic good / evil philosophy. Seems little room for nuance, but also blurring / conflating excessive moral opposites.
	3.7. genre : In itself, a monstrous / composite genre : most notably mixture of highbrow and lowbrow (sensationalist), how integrates fairy tale (medieval) elements, ie forms of literary hauntings too through intertextuality. // realism + fantastic elements, the supernatural, metamorphoses... Pastiche, parody (Northanger satirizes excesses of Gothic novels – does it make it less authentically gothic, or more so?)
	3.8. style : Gothic has been described (Botting, 2003) as “a writing of excess” --> hyperboles, but also expresses its political and psycho contradictions through paradoxes, antitheses, oxymorons, double entendres, innuendoes, symbols. Also obsessive mode of story telling : repetitions ; recurring motifs. A stylistic equivalent of fixation or neurotic disturbances.
	3.9. tone : need to bear in mind, beyond terror, existence of comic gothic, which integrates parodic and burlesque elements. Horner + Zlosnik: of course, there are dark aspects to such texts but engage reader (sometimes deceptively so) through laughter. Chges more than tone bc as opposed to serious gothic, often recuperates and integrates otherness and uncanny / plainly evil elements through sex and laughter, aspects of human behaviour often traditionally represented (in Xtian discourse for eg) as diabolical. Appealing to readers bc deal with profound questions of identity but allow detached, safe stance of laughter to readers : uncanny and supernatural are used to amuse, to intrigue and stimulate rather than to provoke terror and anguish. Csqtly less emphasis on narrative / reader / ideological control in favour of freeplay of diabolical laughter. Is it more or less subversive than serious gothic? Politically different? Less or more ambiguous? Its laughter is very different from hysterical laughter of serious gothic; more liberating. Some of this in both Carter and Austen : comic gothic more a female gothic? Men more serious bc more threatened? What abt other set texts?
	3.10. reader : intense pop appeal. Why so drawn to the Gothic? Deep need being satisfied in safe distance of spectator, where we can interrogate our integrity without risking it, only while we agree to willingly suspend disbelief. Gothic fiction has exorcising pw on readers as can both face and avoid implications of our forbidden desires.
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