Abstracts

Jennifer Jones

Haunted Places and Haunted Minds in Vernon Lee’s “Amour Dure” and “A Wicked Voice”
Hence, my four little tales are of no genuine ghosts in the scientific

sense; they tell of no hauntings such as could be contributed by the

Society for Psychical Research, of no spectres that can be caught in

definite places and made to dictate judicial evidence. (Preface to Hauntings)
The haunting of the narrators of Vernon Lee’s short stories, “Amour Dure” and “A Wicked Voice” begin in the Italian cities of Urbania and Venice, respectively. In both cases the afflicted man flees to the country to recover health and peace of mind, but neither is successful in his escape. Trepka, the narrator of “Amour Dure”, only thinks he escapes his obsession with Medea da Carpi, though his descriptions of the countryside reveal his disturbed mind; while Magnus, the narrator of “A Wicked Voice”, seems to be guided by his obsession with the ghost of an eighteenth-century singer in his choice of retreat. My paper will investigate the extent to which Lee presents the ghosts as place bound and how ambiguity on this point reveals that the ghosts are creations of disturbed minds, rather than supernatural beings. 

Emilie Péneau

Urban Gothic in Atwood’s Dancing Girls: Between Madness and Fantasy.
This paper proposes to explore the theme of the urban gothic in Margaret Atwood’s collection of short stories, Dancing Girls.  Although the treatment of the gothic in Atwood’s fiction is usually related to the theme of Canadian wilderness (as in Surfacing or Wilderness Tips), one can see a shift of the threat associated with the gothic from the bush to the city as Canada became increasingly colonised.  Alice Ridout notes that the “distrust of the urban conflicts with the safety which cities provide from ‘hostile’ elements” and emphasises how Atwood’s theory of survival takes on new dimensions in the city (“Temporality and Margaret Atwood” 850).  This paper investigates this idea further by connecting it directly to the urban gothic threat and will argue that although some succumb to the threat and fall into the typically gothic trope of paranoia or madness, others resist it and find strategies for survival.

In a first instance, the paper identifies some urban threats in the collection Dancing Girls.  These are usually connected to the presence of the Other, although this Other can adopt various forms.  In the Canadian context of Dancing Girls, this Other can be American, but also foreign or male (as most stories are narrated from a female point of view).  The paper then focuses on the characters who succumb to the threat and fall into madness and paranoia, particularly the female character of “Polarities” who, threatened by some invisible force, becomes obsessed with completing some mysterious circle.  However, Atwood is known for creating characters who are able to survive and overcome the fear, such as the narrator of “Rape Fantasies”, who transforms the urban threat of rape into some ironic fantasies.  
Eve Smith  

Can Ankh Morpork ever have its own contemporary urban gothic?

Terry Pratchett’s massively popular Discworld series draws upon the tropes of a range of popular narrative forms, from the fairy tale, to Shakespearian comedy to the detective novel.  While I have argued previously that much of Pratchett’s work has a Gothic tinge (the Character of Death appears in all adult Discworld novels), and there are specific narratives that focus on the tropes of the classic gothic novels or vampire stories, that the evolution of the gothic that occurs at the end of the 20th century is only partially visible in Pratchett’s work.  

This paper will consider two Discworld novels set in Ankh Morpork, both of which may be considered as Urban Gothic.  Nightwatch is a time travelling detective story, featuring a male protagonist revisiting the dark city of his youth and having a profound effect on his younger self.  The city of Ankh Morpork presented in this work is a sprawling dark city in the urban gothic tradition of Victorian London, Kafka and Batman’s Gotham City.  

In comparison to this the Ankh Morpork in Thud! Is a familiar, safe city patrolled by the familiar guards of the City Watch.  However, there is another city underneath and interwoven with Ankh Morpork.  This idea of a parallel social structure running in tandem with the mundane known world is familiar from the contemporary urban gothic, from Underworld, Nightwatch/Daywatch,   to the vampire and werewolf societies of the Twilight series.  Of course in the Discworld the known world is hardly mundane and it is the City Watch that contains the werewolves and vampires, while the underground society is literally underground and contains the bureaucracy of the deep Dwarves. 

From a gender studies perspective it is the continued use of male protagonists in all the Ankh Morpork narratives would separate Thud! from much contemporary urban gothic, however, I will also consider whether the comic mode with its inversions, reversals and general play with expected conventions prevents these gothic tales set in the urban environment of Ankh Morpork actually being “contemporary urban gothic”.

Elaine Hartnell 
The Gothic Rome/s of Nathaniel Hawthorne's The Marble Faun
As with the fabric of the Eternal City itself, Hawthorne's novel The Marble Faun is made up from layer upon layer of Romes, these varying in visibility, authenticity, appeal and significance. And as the Rome that is empirically available to the observer is available to a multiplicity of Gothic interpretations, so too is Hawthorne's novel a multivalent masterpiece filled with Gothic Romes.
Critical complaints about Hawthorne’s depictions of Rome are numerous. We have been told Hawthorne made his Rome “‘guide-book” in nature and that he, in his person, was “external to his subject [and] too foreign (that is, American)...to have had anything but a tourist’s ...view” and that  “Anyway... [he] wrote Romances, fictions distanced from actuality and history”[1] Such arguments de-centre Rome as a specific historical location that is of direct relevance to the story being told. However, James C. Neil (NEQ 1992) problematizes such arguments. He acknowledges that the early-career, American-based, Hawthorne was “deprived of architectural ruins” (244) and so became a “literary archaeolog[ist]” –But he also posits that Hawthorne moved on to being a writer who, from the 1850s, tried to “write from experience rather than from dead men’s texts” (238).
Both lines of argument are right and both are wrong. On the one hand, Hawthorne’s American-visitor perspective in The Marble Faun is demonstrable in that no Italians – with the exception of the a-typical Donatello – are described in any kind of psychological detail. On the other, Hawthorne’s use of passages from his Italian Notebooks is too well-documented to require further comment. But does this mean that he really has, in The Marble Faun, moved beyond the literary archaeology of his earlier years? I would argue that he hasn’t; that he merely engages with the IDEA of Rome. 
So, does The Marble Faun need to be set in Rome at all? Arguably, yes – certainly for Hawthorne’s purposes. For it is the multi-Rome context that gives this bare outline its nuances and even its human universality. For whilst Hawthorne uses specific and well-known works of art that give insight into the individual characters, the Gothic intensity is provided by reference to the weight of history lying in undifferentiated ruins around the characters and via specific reference to a small range of universally-known landmarks.
Hawthorne wrote Marble Faun in such a way that a concrete, though Gothicized, Rome is to be met with within its pages and that, almost accidentally, a specific American anxiety about “the old world” is expressed. Each of these facets of the novel is about a haunting – though not a single literal ghost is to be found within its pages. We are talking here about what Derrida calls “Hauntology”, a term Colin Davis glosses by saying that “Derrida's spectre is a deconstructive figure hovering between life and death, presence and absence, and making established certainties vacillate” (Colin Davis, 2005). [3] Thus, even without a single ghost, The Marble Faun is replete with hauntings.
Emily Horton

A Voice without a Name: Gothic Homelessness in Ali Smith’s Hotel World and Trezza Azzopardi’s Remember Me
Commenting on the counter-establishment focus of contemporary British Gothic fiction, Dani Cavallaro highlights its special interest in marginal social identities: 

The taboos confronting both twentieth century and post-millennial audiences revolve around the awareness of a radical disjuncture between the self’s aspirations and the dehumanizing requirements of its environment.  Not surprisingly, perhaps, a major manifestation of Gothicity in recent history comes from disaffected subcultures.

Two recent examples of this, especially relevant to post-millennial Britain, come in Ali Smith’s 2001 novel Hotel World and Trezza Azzopardi’s 2005 Remember Me, both of which develop a traumatised, spectral Gothic to explore the contemporary subculture of female homelessness.  In Smith’s novel this emerges in relation to a global metropolitan hotel, where the death of a chambermaid provokes an unsettling inquiry into capitalist anonymity and exploitation: Sara’s ghost becomes a figure for everyday invisibility in a modern world structured by economic wealth and status.  By contrast, Azzopardi’s novel unfolds within a small Norfolk town, where a local street-woman’s unlikely robbery uncovers a history of provincial mistreatment and trauma: Winnie’s disturbed narrative reflects her namelessness within a society suspicious of difference or change.  The contrasting global and local dynamics of these settings reflect diverging social preoccupations, on the one hand with corporate alienation and elitism and on the other with provincial repression and small-mindedness.  Nevertheless, the common Gothic aesthetic of these novels, invoking paranoia, ghosts and doubles in relation to a shared theme of homelessness, suggests a conjoint literary preoccupation.  Developing ideas by Henri Lefebvre, Michel de Certeau, Julia Kristeva and Cathy Caruth, I see these novels as establishing a new post-millennial Gothic, in which an aesthetic of uncanny placelessness reflects a contemporary anxiety about the loss of location. 

Catherine Spooner

‘Something Borrowed’: Paul Magrs, Whitby, and the Ghost of the (Count)erfeit

Whitby in North Yorkshire has become a palimpsestic space for what Jerrold E. Hogle (1994, 2000) has called the multiple ghosting of the original Gothic. Medieval Gothic ruins, Bram Stoker’s Dracula, the tourist Gothic of the ‘Dracula Experience’ and the biannual Goth festival work together to create an overdetermined site of Gothic repetition and renewal. The twin drives of commodified heritage and subcultural carnival function to create a space in which Gothic is celebrated as both mainstream leisure and alternative pleasure. This process achieves a further level of simulation in the Never the Bride series of novels by Paul Magrs (2006-ongoing), in which the Bride of Frankenstein sets up a B&B in an intertextually-saturated Whitby and turns to solving supernatural mysteries with her best pal, an elderly white witch. One of the most striking recent examples of what Avril Horner and Sue Zlosnik (2005) term the ‘comic turn’ in Gothic fiction, Magrs’s fiction re-imagines Whitby as an intertextual supernatural environment, in which Gothic novels and films are comically treated as ‘real’ history. This paper will argue that Magrs’s fiction, and Whitby, constitute unique expressions of a twenty-first century Gothic defined in terms of an accelerated consumer culture, coupled with a renewed emphasis on comedy, fantasy, carnival and romance. The counterfeiting processes of Gothic narrative are not a source of anxiety but of celebration, humour and play, distilled and intensified by their location within closely defined spatial limits.

Lynne Ellis
‘The Hybrid Zone: The Monstrous Spaces of New Crobuzon in China Miéville’s Perdido Street Station 


This paper examines the blurring of corporeal and urban spaces in the city of New Crobuzon and Miéville’s deployment of the monstrous body as a spatial metaphor. The body and the city are blurred in the register of the grotesque, in the excess of the organic, where the architectonics of the city are flesh. The paper will define the grotesque with reference to the ‘city creature’ and with a specific focus on the blurring of the organic and the inorganic. 

The examination will build upon Joan Gordon’s argument that New Crobuzon can be read as a heterotopia rather than a dystopia. Gordon uses Michel Foucault’s concept of heterotopia in terms of how space can morph and change, but this paper attunes this process to Miéville’s own sense of dialectics and social transformation. The Griss Twist dump is interpreted as a hybrid space, a conflation of disparate parts, which becomes a transformative terrain. However, the paper seeks to reject any uncritical celebration of the city as straightforwardly plural or hybrid by emphasising Miéville’s Marxism. Transgression is not an end in itself – rather Miéville’s work values transition where the disparate parts constitute a process which refers back to the city as a totality. Gathering together the apparently differential parts of the city into an overarching process, Miéville’s transformative spaces not only indict the structural inequalities of the city but also propose future alternatives and reformulations. So while this examination is interested in thinkers such as Donna Haraway and her cyborg vision – which certainly applies to the blurred organic/inorganic spaces of Miéville’s city – it also seeks to challenge a postmodern norm in which the plural or diverse has a value in itself. Miéville’s transitional spaces are not only deviant or marginally oppositional – they coalesce into a counter-imagining of a future society which draws together a map of the existing world and provides a cartography which can radically transform the present. 

Charlie Jorge

Mirroring Urban Gothic: Gothic Dublin and Gothic Cities in Melmoth the Wanderer
At the end of the 18th and beginning of the 19th centuries Ireland was a country immersed in a total chaos. Absent landlords abused their tenants with taxes they could not exact, while they spent their wealth beyond the sea in English cities such as London or in their relatives' big houses in the country, and sectarian gangs that recall recent troubles in the island marauded the countryside. To this situation must be added the eagerness of a government based in London to unite this land to their own, plus the apparent indifference of some members of the Irish Parliament to maintain their independence, and the manoeuvres of some politicians on both sides the Irish Sea. All these factors created an unsettled atmosphere that was concentrating in Dublin, a prosperous city where everything was merging at this troublesome time.

This city, located at the mouth of the Estuary of the River Liffey, was the centre of action of all the major events that were going to mark Irish history for ever. Not only did it see the coming of what could be described as an avalanche of poor people from the country crowding its streets, but also two major rebellions. Both Wolfe Tone's 1798 and Robert Emmet's 1803 risings were unsuccessful, but they made a turning point in the history of the country, and of Dublin.

Charles Robert Maturin was born and spent most of his life in the city centre of one of the most troublesome spots in the British Isles at that time. Dublin was full of rebels, spies, agents of both governments, and poor people awaiting emigration or deportation; a total Gothic urban centre. That was the background Maturin lived in when he wrote one of the masterpieces of this literary genre, Melmoth the Wanderer, and the background some future masters of the genre, such as LeFanu or Stoker, would also get inspiration from.

In Melmoth the Wanderer we find characters persecuted and trapped in Gothicized cities and urban centres. These are places full of poverty and superstition from which running away is impossible, where spies and agents of the Inquisition dwell, and which are everything but a totally enclosing prison.
In this paper I intend to analyse both Gothic urban centre contexts, the real world where Maturin lived and these cities that trap within their dark streets his characters, and unveil to what extend the author of Melmoth the Wanderer looked through the window to gaze at what he described later as Stanton's London or Monçada's Madrid.

Richard Jorge
Building cities, destroying personalities: Urban Dublin and Sheridan Le Fanu
If it is true that specific urban places work as organizing principles of phantasmogenetic centres, then Joseph Sheridan Le Fanu’s phantasmagoria should be the touchstone by which Dublin’s ghosts are defined. Joseph Sheridan Le Fanu was born in Dublin in 1814, son of a Huguenot clergyman who married into the Irish Sheridan family. Through his life, he saw different upheavals take both the City and the country in which he had been born—most notably, the Famine in 1847, and the 1848 Rebellion. 

Though mostly remembered by his longer fiction works—Uncle Silas, The House by the Churchyard, it is in his shorter fiction where he best depicts his native town. In this paper I intend to analyse how specific locations relate to specific uncanny manifestations, more particularly in two of Le Fanu’s stories, ‘The Familiar’ and ‘Mr. Justice Harbottle’, both set in Dublin around the beginning of the 18th century, at a time when Dublin was experiencing a building boom. 

This idea of a partially built city is suitable for the elaboration and exploration of double selves and split personalities, since it relates the concept of a partially constructed physical space to that of a partially demolished inner self. Also, the stories provide a room to show that even though new modern spaces take over old ones, there is always a crack for the mysterious, the uncanny and the unknown to manifest themselves, thus hinting that the origin of the Gothic is more an expression of the inner individual than of its external surroundings. Similarly, the stories also touch on the decay of noble classes as they reinstall themselves in the fast-growing new capital. This scenario is particularly prone to the creation of characters slowly sinking down into their inner selves and hysterias, given that it provides a contrast between the decadence of a class and of its individuals and the emergence of the city.

Lourdes Salgado

The Ghostly Child in Elizabeth Bowen’s “The Little Girl’s Room” 

This paper focuses on the figure of Geraldine, neither a girl nor a woman but an adolescent, in relation to what Freud termed Das Unheimliche and intends to disclose the existing link between the remnants of girlhood innocence and the gradual showing up of the uncanny in this particular character. Geraldine is a twelve year old girl who lives with her stepmother, Mrs Letherton-Channing in an “Italianate house in Berkshire” (426) since she was eight. She is being brought up as a “wonder child." Geraldine proves to be a refined little girl who obeys her stepmother and behaves accordingly in front of the guests but it is not so when she is by herself. On those occasions we come across a completely different child who owns a mind crowded with dark thoughts of rebellion and vengeance. Special attention is paid to the marked similarity between Persephone, daughter of Zeus and Demeter and kidnapped by her uncle Hades, and Geraldine. Throughout Geraldine’s story we are made aware of the imprisoned state which Geraldine has to endure. Her room is her prison, the house her jail. The whole of the house and its furnishings are the imprisonment where Geraldine’s ghost freely wanders under the attentive eyes of her warders-ghostly figures of another type-, whom Geraldine calls "the Enemies". So Geraldine allegorically dies in the house which sort of acts as both her jail and her abductor. Other questions dealt with in this paper are the role of the house in Geraldine’s story and  how it affects her; the readers being presented with a haunting great house and, finally, the house being endowed with a haunting personality or, on the contrary, Geraldine’s personality haunting the house together with the other inmates. 

Giuseppe Episcopo

Flat, Line, Cube & Cylinder. Urban Landscapes & Gothic Geometry

Rarefied, stylized, trimmed: the urban space deprived or purified from any geographical characteristic, from any identifiable aspect turns to be an abstract space in which the geometric nudity of its basic elements become a pure hypostasis. In Ferdinand Bordewijk’s Blokken (1931), in Samuel Beckett’s Le dépleupleur (1970), city is a space offered to an entomologist’s eye and, in the same moment, is offered to us in the “form of some future world’s remote past, as if posthumous”. Once that urban landscape is reduced to its geometry, it defamilitarizes and restructures our experience of the cities in specific way, distinct from all other forms of defamiliarization, due to process of distraction and displacement, repression and perceptual renewal. Consequently, as a breach in the static “order,” the shadow of the uncanny falls on the reality. Even more, as cities appear to be, in their structures and at their purest, an “emergency plan” applied to the shared space of the community. As Foucault says, the measures used in plague–infected towns showed the constitution of the authority: for epidemic disease the town itself needs to be cleansed, divided into distinct sectors or regions, patrolled by a system of generalised surveillance.

The paper, thanks to novels such as Blokken and Le dépleupleur, would focus on the impersonal and neutral geometry of urban structures and analyse the way in which cities are absorbed and dissolved in a gothic anamorphosis.

David Melville
Phantom Cities: The ‘Venus’ and ‘Paradys’ Cycles of Tanith Lee

Although they have yet to be absorbed into any formal literary canon, The Secret Books of Paradys and The Secret Books of Venus – two four-part cycles by British Gothic fantasy author Tanith Lee – represent a new and radical way of fictionalising the urban space. Rather than set a fictional narrative in a real-life city (as in Joyce’s Ulysses or Durrell’s The Alexandria Quartet) or in an imaginary city that lacks any real-life reference (as in Peake’s Gormenghast or MacDonald’s Bulika in Lilith), Lee has created two fantasised ‘parallel’ worlds based on existing urban landscapes.  Paradys (aka. Paris) and Venus (aka. Venice) are recognisable throughout as both real and imagined spaces – at once the settings of historical fact, and the realms of a fantastic imagination.

In order to sustain this factual and fictional tour de force, Lee has evolved a complex mythological structure that gives each ‘phantom city’ an internal consistency unique to itself. In The Secret Books Of Paradys (published from 1988 to 1993) each narrative is held together by a specific colour. The Book of the Damned is three novellas, each with its own unique colour scheme: red, yellow and blue. The Book of the Beast is a novel with two interlocking narratives, one in purple and one in green. The Book of the Dead is a volume of short stories, all of whose imagery is in black and white (There is not a single colour adjective anywhere in this book!) The final volume, The Book of the Mad, is dominated by the colour orange and includes three parallel versions of one fantasised metropolis – Paradys, Paradis and Paradise.

The Secret Books of Venus (published from 1998 to 2003) consists of four novels, each composed around one of the four astrological elements – water (Faces Under Water), fire (Saint Fire), earth (A Bed of Earth) and air (Venus Preserved). As in the previous cycle, Lee’s discipline in writing within a fixed palette of imagery lends emotional and aesthetic coherence to what might otherwise seem an excessively whimsical and baroque narrative. Together, the ‘Venus’ and ‘Paradys’ cycles offer a new way of fantasising urban space. Recreating the metropolis as a dream of itself, Lee invites her readers to share in the dream.


Pauline Archell-Thompson
Take a walk on the Wild side: The urban gothic of Charles De Lint

The majority of Charles De Lint’s works are peopled by creatures that exist, or perhaps that should supposedly exist within the urban structures of a cityscape. Although he uses Ontario and in particular Toronto in some of his works the majority are set within a constructed urban environment that he has created called Newford. His creations are not confined to the prêt a porte labels of vampire, werewolf, demon etc but frequently claim a haute couture elegance in their styling which is indeed De Lint’s own. Within his works he draws upon not only Celtic traditions, that seem to have been absorbed as a by product of his musicianship in a variety of folk bands, but also on his study of North American Indian tradition and the mythic elements that find shelter within this. In this paper I will look in particular at the representation of the ‘Uncanny in “Memory and Dreams”, “Yarrow” and “Someplace to be Flying”, but also briefly using elements from “Moonheart”,” Spiritwalk”, “Trader”, “Widdershins” and “Spirits in the Wires”.


Kelly Doyle

Fire, Cobblestone, and Criminality: London as Hell in the Hughes’ Brothers’ From Hell

Nineteenth-century London evokes images of progress, but also urban decay, crime, and despair.  By 1900 it was the world’s largest city with a population near six-million, and the hub of an empire that controlled a fifth of the earth’s land, but the late Victorians were already concerned by many aspects of its social reality (Warwick 76). Beneath the city’s polished exterior a labyrinthinian underworld of secrecy, criminality, exploitation, and immorality existed for its more unfortunate residents; the dark streets of London were “associated with its poorer districts”and gave rise to representations of London as a metaphorical and experiential hell (Mighall 32).

According to Wilber and Hansen, London has spectral geographies that are inhabited by ghosts, the murdered, murderers, and more; it has spaces connected by acts of violence committed in the past (189).  The Hughes Brothers’ From Hell (2001) explores these spectral geographies by framing London through the Whitechapel murders committed by the infamous “Jack the Ripper,”a figure whose actions still haunt London. By portraying London as a Gothicized hell with its tumultuous scarlet sunsets, bleak rainy nights, ominous silhouettes, tangled streets, barred doors and windows, wilful ignorance and terrorized unfortunates, From Hell (2001) highlights the desperation, isolation, horror, and entrapment experienced by London’s impoverished citizens in a criminalized city.  The film presents a London that reflects and informs the dismal existence of those subsisting in its substratum and underscores the pervasive fear of a human monster who himself seems to be an unseen apparition haunting the city.

Laura Hilton

'Recreating Victorian London: The Urban Gothic of From Hell.' 
From Hell (1999), written by Alan Moore and illustrated by Eddie Campbell, is a meticulously researched graphic novel that offers one possible explanation of Jack the Ripper’s identity and the motivation behind the murders he committed.  Offering a social, political and cultural commentary of London in the last two decades of the Victorian era, From Hell incorporates countless historical resources within its ultimately fictional narrative.  

This paper will explore how From Hell interacts with the urban Gothic through a textual and visual presentation of several recognisable themes, including: the labyrinthine city, representations of tyranny, horror, aristocratic corruption and depravity, and the connection between the immediate present and the distant past.  Additionally, the analysis will interrogate the striking duality of the socio-economic contrast between the affluent West and the deprived East as depicted through the visual juxtaposition of soft, water-colour illustrations and scratchy, black ink drawings respectively. 

Mighall states that “for Gothic of a city rather than just in a city, that city needs a concentration of memories and historical associations…expressed in an extant architectural or topographical heritage, as these areas provide the natural home for ghostly presences of imagined/projected meanings” (57).  These ideas can be usefully applied to From Hell: for example, Moore’s textual London is built on a foundation of mythical and historical associations that create a gendered history which has a direct impact on the narrative.  Furthermore, the carefully researched architecture and topographical heritage presented by Campbell creates a convincing visual representation of a specific space and era.  Together, Moore and Campbell offer an intriguing example of the urban Gothic, where both the textual and visual representations of the city are integral to the narrative and where their representation of Jack the Ripper becomes a “ghostly presence,” or spectral trace, of both the past and the future.

Monica Germanà,

Madness and the City: The Collapse of Reason and Sanity in Alan Moore’s From Hell
This paper proposes a reading of Moore’s re-telling of the 1888 Whitechapel murders in relation to its treatment and representation of madness. The principal argument of this analysis is that in From Hell the ripper murders embody the collapse of logos at the end of the nineteenth century and thus launch problematic anxiety about modernity. In doing so, the nature and context of the crimes point to the uncanny pervasiveness of insanity within the city. While pathologies of the mind constitute a significant strand in Gothic literature from Stevenson’s Dr Jekyll and Mr Hyde to DuMaurier’s Rebecca, the reason/madness opposition underpins Moore’s From Hell on various levels. As the story revolves around the Royal physician William Gull, the story is contextualised within nineteenth-century medical and scientific discourse around pathologies of the mind and concurrent changes in the treatment and institutionalisation of mental health. On a different level, however, Queen Victoria’s alleged request to ‘silence’ the five Whitechapel prostitutes aware of Prince Eddy’s affair with a working-class girl, is manipulated by Gull to suit his own ‘mission’: that of restoring masculine/Apollonian/rational principle through the suppression of its dialectic counterpart, the feminine/Dionysian/irrational principle. Madness, therefore, produces two important areas of investigation: firstly, it interrogates Victorian notions on the relation between women – and their sexuality – and hysteria. Secondly, it exposes the city’s occult powers, which, Gull explains, embody the dialectic battle between reason and madness that in turn drives its history forward. Drawing on medical discourse as well as critical discourse on mental illness, the paper offers an interdisciplinary reading of madness in Moore’s work while, at the same time, situating it within a distinctively Gothic area of investigation.

Sara-Patricia Wasson

‘Half-Masonry, Half Pain’: Death and Nation in Mervyn Peake’s Poetry of

the British Second-World War home front
Bluntly, nations do well out of war death. Ever since modern nation-states emerged, the language of mourning has underpinned nations’ narratives of themselves. Ernst Renan and Benedict Anderson have noted that heroic deaths are valuable for a nation in that they read each death in terms of ‘a long movement toward a resplendent living present’ (Anderson, ‘Narrating the Nation,’, p. 659). What such narratives obscure is the human grief that accompanies such deaths, and the way in which the execution of war, like any other corporate effort, involves erasures and inequities. 

By contrast, the wartime poetry of Mervyn Peake resists the temptation to build the dead into heroic narratives of national triumph. This verse presents the home-front city as a site of death and calamity; the very buildings themselves are flayed bodies, ‘half masonry, half pain’. Mervyn Peake’s literary depictions of the corpse subvert the neat memorializing performed by the British nation-state, instead foregrounding the implacable silence of the dead and the ending of human stories. This paper examines how the dead were built into a narrative of British national heroism, and then shows how the wartime writing of Mervyn Peake resists that labour.

Miranda Corcoran

“The whisper ‘unclean powers’ was heard in queues”: Soviet Paranoia and the Demonic Invasion of Moscow in Mikhail Bulgakov’s The Master and Margarita

In her study of Victorian urban gothic, Kathleen Spencer writes that “Surface appearances cannot be trusted. The natural, reasonable, mundane world is only a thin film covering a realm of horrors […]” (Intersections 92). This suggests that the boundary between the civilised edifice of the city and the terrors which lurk in its darkest recesses can be easily traversed, that those fears which have been banished from public view can take shape and return to plague even the most idyllic city streets. 

Drawing on this perspective, my paper focuses on Mikhail Bulgakov’s The Master and Margarita, a novel written during the Stalinist Terror of the 1930s, and considers how the hidden anxieties of this period are expressed through Bulgakov’s transformation of Soviet Moscow into the site of demonic invasion. Although Bulgakov subverts the convention of the haunted city, replacing the phantasmagoric with the demonic, this novel draws upon distinctly gothic modes of representation by conjuring up a host of diabolical creatures to give physical shape to the paranoiac fears which consumed the city during this time.

This paper explores Bulgakov’s depiction of Moscow as a city crippled by paranoia, a city in which the knowledge of state-sponsored terror is relegated to the realm of suppressed rumour, while paranoiac fantasies of espionage and enemy infiltration multiply in the public consciousness. However, because of the constraints placed on speech and expression by the Soviet regime, these collective anxieties cannot be openly acknowledged. Instead, they manifest as what numerous characters describe as “unclean powers”, demonic interlopers, summoned up to give voice and physical form to the city’s unspoken fears. I argue that, by infiltrating the city and corrupting its institutions, these demonic forces signal the violent return of the repressed; representing, as they do, a grotesque embodiment of the multitudinous fears and insecurities which the new Soviet capital sought to suppress. As such, it is the city’s inhabitants, through the cumulative force of their deeply-embedded paranoid fears, who create their own preternatural enemy, summoning a demonic invasion to unsettle the boundary between the mundane world and its buried horrors, thereby exposing the unspoken fears which linger beneath the surface of the city. 

Bernice M. Murphy 

Welcome to Disturbia: Defining the Suburban Gothic. 

In this extract from my recent book The Suburban Gothic in American Popular Culture (Palgrave Macmillan, 2009) I shall attempt to outline just what the ‘Suburban Gothic’ actually is. As I shall suggest in my paper, from the moment that the first mass housing developments began to spread across the United States, the suburbs were established as an oddly dualistic space for American writers, filmmakers and cultural commentators, at least partially because the suburbs were seen from the outset to have an innate connection with the very character of the nation itself. On the one hand, the milieu was considered a kind of utopian paradise for the American everyman and his ever-expanding brood, a means of providing cheap, well-appointed housing for returning GIs, and a stepping-stone to the middle classes for millions upon millions of upwardly mobile young families. Yet at the same time there existed a darker, and no less visible, parallel narrative which bore much in common with those which had from the outset shadowed the American dream of progress and optimism: one which perceived suburbia as the physical personification of all that was wrong with American society, a deadening assembly of identikit houses and a breeding ground for discontent and mindless conventionality. It is the way in which this nightmarish perception had been dramatised in popular culture which interests me here. 
It is my contention that the Suburban Gothic is the gothic mode which has the most to tell us about the myriad social, economic and cultural transformations which shaped American society during the late twentieth century, and the way in which people incorporated these changes into their own lives. As  I shall demonstrate, the Suburban Gothic is  a sub-genre concerned, first and foremost, with playing upon the lingering suspicion that even the most ordinary-looking neighbourhood, or house, or family, has something to hide, and that no matter how calm and settled a place looks, it is only ever a moment away from dramatic (and generally sinister) incident. It reflects the fear that the rapid change in lifestyles and modes of living which took place in the 1950s and early 60s caused irreparable damage, not only to the landscape, but to the psychological state of the people who moved into such new developments and broke with the old patterns of existence. Furthermore, I will suggest that it also owes much to the spate of often-vitriolic intellectual commentary that accompanied these changes and predicted that terrible consequences would transpire: tellingly, the language and imagery used by such commentators often owed much to the gothic. 
Tom Ue

Witches and Mythmaking: 
Victorian Gothicism in Thomas Hardy’s The Return of the Native and “The Withered Arm”
“How bewitched I was!” reflects Clym, when he suspects his wife Eustacia of both willfully instigating his mother’s death, and committing infidelity: “How could there be any good in a woman that everybody spoke ill of?” (Hardy 318). In the heat of his anger, Clym inadvertently reiterates local gossip about Eustacia being a witch, and thus evokes the supernatural, the very thing he aspired to dispel by becoming a teacher in Egdon Heath. For Louise Henson, superstition is a theme that permeates Victorian discourse, and one that is closely examined by the Victorians themselves: “Despite the enormous appeal of the supernatural and the occult, the Victorian period was notable for its rationalist and scientific orientation towards human nature, behavior, and belief. The cause and influence of the superstitious mind was of increasing interest to Victorian psychologists, and was also to feature in the fiction of the period” (Henson 251). While Henson sets up a dichotomy between rationalism and superstition, she suggests that many writers both call attention to and explore how narratives of superstition work. In this paper, I argue that Hardy’s use of the witch as a recurring image in The Return of the Native raises questions about how myths are constructed, and the importance of reading them critically. Structurally, he provides the reader with two ways of reading the novel’s conclusion, ways, I argue, that ultimately forward the importance of mythmaking. Thematically, Hardy reveals the cultural prejudice against witches, yet he complicates this reading by privileging us, as readers, with the supposed-witches’ aspirations and fears. Through a close-reading of Hardy’s novel, and with reference to his short story “The Withered Arm,” this paper will pay heed to Hardy’s interest in how narratives are constructed to explain and, simultaneously defer meanings. 

Barbara Vrachnas
Urban topographies: Hauntings and Warnings in Margaret Oliphant's 

A Beleaguered City

While Robert Louis Stevenson admitted to have “cried heartily” when reading Margaret Oliphant's ghost tale of a French haunted city, reviews at the time praised her for her marvelous depiction of the nexus between the natural and supernatural world. This paper will focus its attention on the supernatural inhabitants of Semur -in the department of the Haute Bourgogne- who gradually take over the city and exile the living. It will be argued that the phantasms of this nouvelle, like those in gothic fiction, have returned to unveil sins of the past, but unlike supernatural figures in Walpole's or Le Fanu’s works, they haunt only to warn, rather than avenge or punish. Another subject which will be examined is that the story's fictional characters and urban landscape are set in France with the intention of juxtaposing the sceptic, secular bourgeois with the more unworldly, devout spirit. The first seems to be represented in the novel by those who cannot perceive the dead and the latter by the few who are able to see the unseen. 

Moreover, there will be an analysis of why the deceased residents of the French commune, unlike gothic characters of the supernatural, try to make themselves sensible, without any use of speech whatsoever, by tolling the cathedral's bells, writing warnings on its gate and depriving the city of daylight. Gothic elements and at the same time allegorical dualities, such as day and night, darkness and light, summer and winter, will be discussed so as to reveal that the gloom which enwraps the city of Semur is a vivid metaphor for depicting the wrongs of its living citizens. The study of this text will show that the central narrative thrust revolves around the horrifying endless nights, in and around the haunted and besieged city, which symbolize the hollow days spent by several untouched inhabitants. The unearthly action taking place in this urban space will be interpreted as a way of revealing something about the everyday, non-supernatural reality before and after the beleaguerment.

Peter Jones

George Gissing and ‘Abject Townhood’ 

This paper attempts to demonstrate how the construction of an urban otherworld in Gissing’s fiction, that is associated with immorality, barbarity and degeneracy, provides a means of ‘casting off’ awkward, contradistinctive or inassimilable aspects of metropolitan identity to an exiled position, within an ostensibly ‘real’ city. Symbolic registers of foreignness, monstrosity and animality serve to imaginatively demarcate a zone of ‘abject townhood’ that can be proximally, even intimately known and yet remain deeply and distinctly ‘other’. In this way streets, slums, markets and music halls invariably become sites where representational manoeuvres can be deployed that are more usually associated with gothic or fantastic literature. This study focuses on Gissing’s urban social exploratory or ‘working class’ novels particularly Workers in the Dawn (1880), a text that has recently been published in a new edition edited by Debbie Harrison. Investigations converge upon descriptions that make claims to authenticity, facticity and fastidious topographical clarity, yet also enact the deformation of bodies, speech, desires and actions in such a way that urban territories are often ferociously stripped of their human agency. This process of imputation constitutes a zone of superfluity, and subsequently posits a representational void that is then typically filled by the reforming and informing drives of Gissing’s intellectual and cultivated heroes. The purity of this ideal version of selfhood (that essentially defines itself through what it is not) can thus be proven and enacted – its priority can be asserted, over and above any of the fates that comprise and compose the ‘abject’ urban experience. Investigations will call on Julia Kristeva’s theory of abjection and Giorgio Agamben’s concept of the ‘sovereign exception’ as a means of understanding this identity position, asking how figures who repeatedly plunge into, and even delight in a ‘fallen’ urban existence, are paradoxically able to maintain a radically separate but stable sense of selfhood.

� Dani Cavallaro, The Gothic Vision: Three centuries of horror, terror and fear (London: Continuum, 2002), p. 12.
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