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CHAPTER 1

Introduction: The Gothic Aesthetic

Towards the end of Terence Young’s Corridor of Mirrors (1948), Paul
Mangin, a lonely, controlling, and obsessive middle-aged man, decides to
make the ultimate grand romantic gesture to prove his love and throws a
majestic Venetian costume ball in honour of his lover, Mifanwy Conway.
Heir to a long tradition of gothic anti-heroes haunted by the revenants of
loves past, Paul believes Mifanwy to be the reincarnation of Venetia, a
beautiful woman in a portrait he owns, and whom he is convinced of hav-
ing loved (and murdered) in another life, four hundred years earlier. To
prepare for the ball, he turns the grounds of his London mansion, mod-
elled after a Renaissance palazzo, into a sumptuous recreation of fteenth-
century Venice, and has all the guests come dressed accordingly. He has
spared no expense: reworks light up the night sky and performers, from
jesters to living statues, adorn the gardens to the delight of the masked
guests. The grandeur and beauty of the spectacle call to mind Emily St
Aubert’s words about the fanciful processions in the Grand Canal, which
‘appeared like the vision of a poet suddenly embodied’ (Radcliffe [1794]
1836, 87). The scenery is set, the past is made at home, and Paul’s beloved
can at long last complete her journey and fully become the one he wants—
and needs—her to be.

Shortly after Mifanwy arrives, they exchange pleasantries, talk for a
while, and then walk towards a nearby gondola to enjoy a peaceful ride
through the canals of Paul’s ctitious Venice. As they approach the

© The Author(s) 2025 1
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canopied gondola with their backs to the camera, our vision is restricted
by a traditional Venetian waterside pole in the foreground of the image,
which temporarily bars the way forward and prevents the camera from
trespassing on the couple’s privacy. Following a slight rightwards move-
ment, the camera maintains its distance from the pair, looking in from
behind the pole. The absence of contrast lighting and the use of a long
shot make it look as though the two protagonists are embarking on a
doomed journey—two shadow-like, Dantean gures, barely distinguish-
able from their night-time surroundings, entering the fateful boat to the
realm of the dead. Reinforcing the Im’s theme of temporal and spatial
dis/connection, sharp colour contrasts create ominous visual patterns in
the Im’s black-and-white photography: Paul, all in black, clashes with
Mifanwy who wears a glistening white costume, her face half hidden by a
sheer and oaty white veil. In a somewhat abrupt sonic transition, the
ambient sounds and the laughter of the guests are superseded by the
acousmatic voice of a baritone, who solemnly starts singing an old melan-
choly folk song—Black is the Colour (of My True Love’s Hair)’. This
unusual Appalachian love ballad of Scottish origin rapidly takes over the
whole sequence. The dulcet tones of the troubadour and the poignantly
haunting melody, along with the slow undulating movements of the small
boat, the sublime sound of the waves, the lingering two-shots of the lov-
ers—with Paul’s eyes alight on Mifanwy—and the play of light and shadow
on their faces progressively transform what should have been a romantic
rendezvous into a deeply disturbing cinematic moment. Mifanwy looks
visibly distraught, her eyes restlessly canvassing her surroundings, as that
deep, sorrowful voice, gently serenades them until the end of the ride. The
source of the vocals remains hidden off-screen throughout, so that the
melody straddles the line between the diegetic and the nondiegetic, the
real and the phantasmatic—ever unsettling and liminal, much like the two
characters and their Venetian carnival, caught suspended between reality
and fantasy, the now and the long ago. The lugubrious tune contributes
moreover not only to the atmospheric eeriness of the sequence, but its
focus on hair foreshadows the re-enactment of the past in the present: like
Robert Browning’s Porphyria, the fair Venetia—legend has it—was stran-
gled to death with her own hair, a macabre fate that will likewise befall one
of Paul’s guests during the masked ball.

Seemingly unfazed by the nautical delights of the romantic boat ride,
the couple stand in opposition to their celebratory surroundings: isolated
from the dullness of the everyday—in an elsewhere-elsewhen mock Venice
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that intermingles love and murder, the past and its confabulatory recon-
struction in the present—they appear utterly disconnected from reality
and from one another, their curated costumes accentuating their outsider-
dom. Such pervasive and wilful anachronism devolves into a dangerous
condition of displacement, prompting the questions: Where is the real?
Where is the dream? Where is now? Where is then?

There is a further layer to the ‘where’ and the issue of displacement
here—one which concerns the Im’s production history. Unable to secure
studio oor space in England, Apollo Films sent director Terence Young,
with a small production unit and cast to Im Corridor of Mirrors in Paris.
Produced by the Rank organisation in association with the French com-
pany Globe Omnium Films (‘An English Unit’ 1947, 3, 9), this is an
example of the international collaboration that had become common in
the industry since the 1920s, and which, as | will argue, was instrumental
to the creation of the gothic aesthetic.

Forms of representing the Gothic, be they cinematic or literary, invari-
ably engage with questions of ‘where’: Where am 1? Where are you? Where
is home? Where am | going? Studying the Gothic is to study its many voy-
ages—its translations from one medium and one cultural world into
another and from one historical period into subsequent eras. It is also to
study the myriad journeys that drive its ctional narratives. An ontological
question of ‘where’ likewise frames my analysis in the present volume:
where can we nd the Gothic in Im? The answer, | argue, requires a reas-
sessment of how the cinematic Gothic works. Memory and the Gothic
Aesthetic in Film proposes that the Gothic—as a critical category and c-
tion mode—is marked by travels, migrations, and transactions, and inves-
tigates such movements through a consideration of memory and the
sensory interactions of the characters with the spaces and objects
around them.

Guided by three key concepts—memory, travelling, and touch—this
book de nes the cinematic Gothic as a transnational, transhistorical, and
intergeneric aesthetics of memory, and suggests that it emerges in the
exploration of carefully staged ‘sensuous geographies’ (Rodaway 1994).
The taking up of this dialoguing triad has a threefold advantage: it encour-
ages a reappraisal of traditional modes of reading the Gothic by redrawing
its scope, retracing its origins, and refocusing attention on surfaces as sites
of meaning. As the rst sustained investigation of the complex ways in
which these ubiquitous elements are connected and permeate each other
on the screen, this study complicates histories of Im aesthetics.
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The sensuous geographies of Corridor of Mirrors become even more
alluring after Paul and Mifanwy reach the shore. Once their boat journey
is over, so is the magni cent party. Having suddenly become aware of a
freezing cold, they quickly rush to enter the house and escape the unpleas-
ant temperature. It is there, inside Paul’s home, in the titular corridor of
mirrors, saturated with anachronistic objects—uvestigial traces of people
and of people’s pasts—that they take each other’s hands and start to dance,
almost recreating, in a rather sinister way, a nightclub scene earlier in the

Im. A ame-lit room devoid of human life where a nondiegetic waltz is
faintly heard now replaces the crowded and lively nightclub where the lov-
ershad rst met. The music mounts, dramatic, growing higher and louder
until it completely dominates the aural space as if forcing the couple into
a dizzying, maddening dance. They abide. Interspersing full shots and
medium shots, the scene alternates between a more stationary view of the
pair, Imed indirectly through multiple mirror re ections, and a dynamic
framing, with the camera smoothly panning left and right, in a way antici-
pating the better-known frantic ballroom scene in Vincente Minnelli’s dis-
enchanted Madame Bovary (1949)—only here the others in the room are
not esh and blood. The many ickering candles in the darkened room
cast superimposing shadows onto the walls, adding to the soundtrack’s
crescendo of emotions. The looming shadows of the dancing bodies bring
the walls to life in hallucinogenic frenzy, creating a multitude of menacing
ghouls, ready to prey on the pitiful defencelessness of the unsuspecting
lovers. Their striking dance, however, is momentarily contained through
slow motion, which ever so slightly distorts time and etherealises the space
of the room. The music follows suit, intensifying the visual slowing-down
effect with a drop in tempo and pitch. This magical interlude is nonethe-
less short-lived, as the pace of the waltz quickly picks up again and the
image returns to regular speed. As it does, the camera moves from eye
level to a low angle, increasing the couple’s perceived height, which is
further elongated by the full-length mirrors, the various candelabra, Paul’s
black silken cloak, and Mifanwy’s long-tail evening gown. The magni ed
shadows appear to engulf the characters, whose disconsolate faces we now
observe in a medium close-up. The lack of perspectival depth, caused by
the short distance between the camera and the protagonists, in conjunc-
tion with the sombre atmosphere of the mise-en-scéne and Georges
Auric’s elegiac score, heightens the claustrophobic tension of a scene that,
more than celebrate romance, seems to mourn it.
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Shrouded in a darkness disturbed only by the lit candles, the whole set-
ting resembles a wake. Paul forsakes the present and the future for an
imagined past, while Mifanwy ghts for the present and the future to the
detriment of the past. By this point, Paul has lost all real sense of identity
and chronology and has chosen to embrace a persona and a time that bet-
ter suit his brooding disposition. Suffering from a ‘catastrophic sense of
belatedness’ (Felleman 2006, 26), he derives his daily joie de vivre solely
from the visual pleasures of admiring a mimetic representation—the por-
trait of Venetia—that he keeps in his living room as his most prized pos-
session. Acquired in Italy while he was in hospital recovering from an
injury sustained in World War I, the mysterious portrait becomes the
object of Paul’s obsessive, traumatic affection. From thereon in, he
embarks on a re-collection journey, searching for and acquiring replicas of
items from Venetia’s lifetime in the hope of piecing together her past and
keeping her memory alive. These indexical tokens of the other, which
include a series of period costumes that Paul has had specially made, are
dutifully stored in the mirrored cabinets that line the corridor of the title
and are used, throughout the narrative, to stress Mifanwy’s uncanny
resemblance to Venetia, effectively materialising Paul’s delirium. It is this
lonely, pathological, object-based quest for the memories of a past which,
in the end, cannot be recovered because it exists only in one’s imagination
that grounds my analyses in this book. Paul has exiled himself from the
world and from the present; in the process, he has refashioned and oth-
ered his identity. Incidentally, going back to the waltzing couple, we
realise, upon closer inspection, that they dance not just with each other,
but with each other’s doubles, for Mifanwy is then dressed as Venetia and
Paul as Cesare Borgia, her Italian lover. The outdated costumes act as a
second skin that semiotically signals the nal metamorphoses of Paul into
Cesare and Mifanwy into Venetia. The camera further enhances these
haunting doubling and chronotopic effects by focusing on the imposing
mirrors in the room, so that the re ections of the pair dancing anchor the
scene for a moment, causing space, place, time, memory, and imagination
to con ate and meld. In this context, Mifanwy’s status in Paul’s grand,
lavish, and deluded reverie is extraordinarily fragile: she is allowed to be a
part of his fantasies only so long as the emotionally broken Paul regards
her as Venetia incarnate. Away from the dispersing partygoers, in that
secluded, disturbing corridor of mirrors, Paul and Mifanwy carry on with
the illusion. Yet, we know then, even as they go on dancing, that their
dance has come to an end.
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Such images of obsolescence and transience that promote the courting
of death constitute the backbone of the Gothic. The veil Mifanwy dons
adds to the enveloping sense of liminality, already pointing to the dissolu-
tion of the dream. In a long tradition of veiled gothic heroines, from
M.G. Lewis’s Antonia in The Monk (1796) to Edith’s mother in Guillermo
del Toro’s Crimson Peak (2015), the veil renders ‘the features of beauty
[...] more interesting by a partial concealment’ (Radcliffe [1794] 1836,
79). Mifanwy’s thin veil, which she keeps pushed back during the dance,
combines ‘the erotic appeal of innocence and death’ (Lurie 2000, 256).
Eve K. Sedgwick explains that the veil ‘very often hides [...] death or [...]
some cheat that means absence and substitution’ (1986, 146). Mifanwy
encapsulates both dimensions: she shifts from a ‘beautiful woman to an
unveiled gure of death’ (146-47), because she is revealed as a ‘cheat’, a
substitute for Venetia. Aware of her purely aesthetic role in Paul’s world,
Mifanwy—a precursor to independent, empowered gothic heroines—has
had enough. Abruptly bringing their dance to a close, she leaves Paul-
Cesare’s arms and walks up to Venetia’s portrait, declaring that ‘it’s all
over’. Paul then hands her an engagement ring, a facsimile of the one
Venetia wears in the portrait, but Mifanwy is done and maliciously pro-
ceeds to mock Paul’s reincarnation fantasies, thereby voiding and expos-
ing the anti-hero’s fascination (146-47) and derisively turning his
dream—his life—into a farce. Alongside gloves and pianos, rings consti-
tute an example of what I shall call ‘memory-objects’, intensely haptic and
mnemonic sites of affect. Mifanwy’s rejection of Paul’s token of love trig-
gers a behavioural shift, leading Paul, at long last, to fully assume the
identity of his supposed Italian alter ego. Enraged, he intimidates her by
recounting how much ‘he’, Cesare, loved Venetia’s hair and how he stran-
gled her with it.

The two sequences from Corridor of Mirrors—the Venetian masquer-
ade ball and the subsequent waltz inside the house—owe much to the way
the gothic aesthetic re-invents onscreen space. The Gothic, Roger
Luckhurst notes, ‘has always temporalized its spaces, situating its obses-
sions [...] in highly symbolic locales’ (2018, 295), a point exempli ed in
the indulgent exoticism of Paul’s faux Venice. His dangerous game of
make-believe engenders a temporal slip that invokes a kind of nightmarish
escapism, whose deliberate foreignness harks back to the remote, Southern
European setting of various early gothic novels. With their intersecting

ows of movement—through sounds, between memory and fancy, from
place to place, and back and forth in time—gothic spaces rely on
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mise-en-scéne and sonic space as integral to the construction of the narra-
tive, not as mere repositories of audiovisual embellishments that frame the
action. To borrow Paul Frankl’s comments about gothic architecture,
these are not ‘decorative’, but structural elements in a work of creative
imagination (1960, 824). There is depth in gothic surfaces.

Throughout Corridor of Mirrors, the camera establishes a foundational
bind between the bodies of the characters, the objects that surround them,
and the choreographing of music, mise-en-scéne, and plot. In so doing, it
illustrates how style, themes, and tropes come together in a conspicuously
intertextual and self-conscious display of the gothic aesthetic. The
Renaissance, the visual and emotional excess, the Byronic anti-hero, the
period costumes, the elaborately decadent décor, and the change in the
weather at a pivotal narrative moment combine with the image of the cor-
ridor, the diegetic privileging of vehicles of doubling, such as portraits and
mirrors, and the underlying themes of necrophilia, murder, trauma, and
reincarnation (the concern with revenant history), anticipating Hitchcock’s
\ertigo, released ten years later. These thematic and tropic elements inter-
act closely with the technical and technological speci cities of the medium,
including low-key ambient lighting, grotesque shadow-play, the careful
editing of long shots and close-ups, the positioning of the camera in rela-
tion to characters and objects, the sparse dialogue juxtaposed and inter-
rupted by diegetic sounds, the uid camerawork, and Auric’s score, a
romantic theme with menacing undertones that recalls the one he com-
posed for Jean Cocteau’s La Belle et la Béte (1946). All these elements
combine to generate a thoroughly affective atmosphere—a funereal mood
of terrifying uneasiness and sophisticated sensibility.

During their dance, the spinning bodies and almost expressionless faces
of Paul and Mifanwy are in perfect synchrony with the rhythmic chords of
the waltz, the absence of dialogue, and the contrast of light and darkness,
which creates an overall sense of impending and inescapable danger. The
corridor becomes a place of memory, a place where the self and the other
co-exist and overlap, and where the frontiers between the present and the
past blur. Paul’s macabre utopia mobilises myriad journeys: temporal jour-
neys through memories of a past that never was, recreated minutely in the
present by the anti-hero’s turmoiled mind; psychological journeys through
postwar trauma and anxieties that displace the prototypical mental insta-
bility from the woman to the veteran homme fatal; haptic journeys through
totem-like costumes and accoutrements that Paul obsessively hoards in
hidden cabinets; spatial journeys through fairy tale and delusion in a
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London-Venice that actualises an archetypally nightmarish landscape of
foreboding, entrapping the couple in a chiaroscuro web of jealousy and
madness. Space becomes warped, temporality uncertain, identity inter-
rupted, and memory unreliable, impersonal, and transmissible.

Memory is understood, in the context of my work, as a dynamic pro-
cess rather than a stable, xed phenomenon—‘as praxis rather than as
doxis’, to borrow from Mary Carruthers ([1990] 2008, 15). In this sense,
the idea of dislocation informs my analysis of re-collection, conceived of as
a spatial and psychological act, indissociable from sensory perception. Acts
of re-membering are effected through haptic contact and mediated by the
hand, which thus regains its ancient status as mnemonic symbol. Paul’s
re-collection of Venetia, as discussed, is performed through the acquisition
of speci ¢ objects. Touch, I suggest, is the key mechanism through which
people, space, and its contents become meaningful in gothic Ims.
Cinematic representations of memory and processes of re-collection are by
no means the province of the Gothic only. ‘[M]ost Ims’, Berthold
Hoeckner observes, ‘invoke memory in some form’ (2019, 1); the Gothic,
I argue, does so explicitly, consistently, and unabashedly. It introduces
memory as a core narrative element that invites us to conceive of subjectiv-
ity as something that moves beyond everyday experience. The gothic aes-
thetic is steeped in memory and haunted by a pathological obsession with
re-membering. Theodor Adorno encounters in memory an ‘infernal
aspect’ related to its fragile in-betweenness and paradoxical intricacies
([1951] 2005, 166). ‘Precisely where they become controllable and objec-
ti ed, where the subject believes himself entirely sure of them, memories
fade like delicate wallpapers in bright sunlight’, he writes. ‘But where,
protected by oblivion, they keep their strength, they are endangered like
all that is alive’ (166). It is this ‘infernal’ trait (memory’s constitutive
ephemerality and instability) that the Gothic emphasises, constructing
memory as an oppressive force and re-membering as a dangerous endeav-
our. As I will argue, the omnipresence of memory in the Ims, and the way
the camera choreographs it through the mise-en-scéne of characters and
objects, is a key contributing factor to the suffocating atmosphere charac-
teristic of the aesthetic.

I employ the concept of travelling in relation to the understanding of
memory as praxis and use it to examine ows of movement in two comple-
mentary ways: the travels of the Immakers, on the one hand, and, on the
other, travel as represented in their Ims. Travel to speci ¢ places is fore-
grounded in regard to those | call ‘travelling directors’, whereas travel
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through mental or Imic space is studied with respect to the characters.
While personal migration is not the same as ctional journeying, bringing
the two together leads to a discussion of mobility on historical, aesthetic,
formal, and narrative terms that has not been granted critical attention.
Mobilising the idea of exile—a liminal condition of alienation and dis-
placement—as integral to the workings of the Ims, my study exposes the
implications of speci ¢ commercial and diasporic routes on the depiction
of exilic wanderers and outcasts on the screen while proposing that the
cinematic gothic aesthetic historically emerged from migratory and other
cross-border movements.

The idea of home—of a xed, safe, and cherished place of origin and
return—is the crux of exilic life. Its disappearance prompts a utopian
search for a lost archive of memories and for one’s past. The concepts of
memory and remembering thus assume an especially complex dimension
in the works of émigré directors, and a uniquely tragic and debilitating
quality in the Ims of the exiles. Home and homeland acquire an almost
mythical status and become ‘the focus of [...] compensatory projections
of former stability, coherence and happiness’ (Lupton 2004, 36). By fram-
ing their stories as obsessive and essentially lonely journeys that pictorially
and thematically emulate their own cross-border movements and resulting
forlornness, the directors allow for meta ctional readings that see the Ims
as self-re exive explorations of identity and uprootedness. In this sense,
the Ims become an archive of mourning; the cinematic re ections of per-
sonal memory sifted through the realisation that the journey of return will
never occur. While such failed journeys could have immersed the individ-
ual in the entropy that characterises nostalgia, they are instead counter-
posed with the fervency of a belief in the utopian possibility of return and
the eventuality of happiness. From this perspective, memory, longing or
imagination, and absence (the loss and unattainability of home) become
productive and generative, rather than paralysing. Transposing this ardent
belief in utopia to the screen, the directors sketch perennially discontent
characters that are continually on the move, searching for home and iden-
tity, struggling against prevailing social structures, and obsessively striving
towards tangible dreams. The compulsive tactile travelling of the charac-
ters, that is, their need to touch, hold, and grasp things, the impetus to
collect and hoard, the drive to materialise ephemerality through painting,
photography, or letter writing all indicate a desperate desire to preserve
and cling onto the memories of people, places, and objects that have been,
or might soon be, taken away. In other words, the loss of home and
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identity that displacement causes in the real world is mimetically articu-
lated, in the ctive narratives, through a generalised panic of estrangement
and loss that the characters relentlessly try to counteract. These dynamics
of memory, touch, and travelling, I will argue, de ne the gothic protago-
nist which becomes, in this regard, an avatar of a broken, postmodern
selfhood, with its disjointed voices and fragmented personae.

My primary aim is to examine different modalities or permutations of
the Gothic in relation to instances of re-membering and uprootedness in
order to reassess the socio-political and historical context of the aesthetic’s
emergence, enable a complex re ection on how it operates, and broaden
our sense of where it can be found in Im. To accomplish this, 1 will
develop a transnational and trans-periodic investigation and suggest that
the Gothic, as a cinematic aesthetic, has evolved dialectically—through the
coalescence of and interchanges between several, and sometimes seem-
ingly disparate, genres, subgenres, styles, and European avant-garde phe-
nomena, including Expressionism, Impressionism, Soviet montage, and
poetic realism. Moving uidly between Imic categories, geographical
boundaries, and different decades, my work also advances current Im and
gothic scholarship by proposing alternative methodologies and heretofore
overlooked critical avenues, which | will detail further along in this
introduction.

Based primarily on a careful and nuanced formal-aesthetic analysis of
selected case studies, each chapter probes the inextricable relationship
between memory, travelling, and touch to show how their imbrication
enhances our understanding of the cinematic language of the Gothic. My
corpus ranges beyond Ims that have been widely studied, bringing
together and reinterpreting both canonical and less-heralded productions.
On the one hand, a novel way of investigating such Ims as Alfred
Hitchcock’s Rebecca (1940) helps to account for the consistent academic
privileging of well-known texts. It also paves the way for a more sustained
and incisive exploration of contemporary trends in mainstream culture
which, through streaming platforms, reveal a strong commercial invest-
ment in myriad (post)modern iterations of the Gothic. On the other hand,
while much scholarship engages exclusively with over-familiar narratives,
this book constructs a coherent transnational canon of signi cant—but so
far neglected— Ims that have been little studied or little studied in this
context, and which encompass both major productions and low-budget

Ims. Questioning the canon by introducing, among other productions,
Henry Hathaway’s Peter Ibbetson (1935), John Harlow’s While I Live
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(1947), and Marcel Carné’s Juliette, or Key of Dreams (Juliette ou la clef
des songes, 1951) will build a more comprehensive overview of the perva-
sive and in uential role of the aesthetic.

THE TIMEFRAME

My choice to focus on the emergence and early development of a uniquely
cinematic Gothic has limited the discussion that follows to a speci ¢ time-
frame. The aesthetic’s development will be investigated from the turn of
the century, whereas | have chosen the 1920s as a starting point to my
analysis of individual Ims, for this was a time when the medium had been

rmly established as an artistic and commercial product. In the 1900 Paris
Exposition, Im is still categorised under ‘Photography’ (Toulet 1986,
180), but soon thereafter it begins to adopt modern narrative techniques.
Charles Musser argues that the year 1907 marks the emergence of cinema
as a new form of mass communication (1994, 142), in which a presenta-
tional framework, based on highly stylised performances, is superseded by
a greater focus on verisimilitude (3). A distinctive aesthetic style creates an
easily identi able cinematic form, which now makes use of intertitles
placed directly in the moving image, shot-reverse-shot techniques, and
different camera angles and movements. The cinema is no longer a mere
curiosity that presents everyday happenings or variety performances with a
stationary camera: it gradually invents its own way of telling stories visually
(Gunning 1991, 37-43). Tom Gunning famously calls this a change from
a ‘cinema of attractions’ to a ‘cinema of narrative integration’ (2004, 47),
which subordinates Imic discourse to storytelling and characterisation
(1991, 6), rejecting earlier, antiquated, theatrical styles (1991, 37-38).
Attesting to the growing interest and investment of capital in cinema,
Variety publishes its rst Im review on 19 January 1907 and, later that
year, Michel Carré directs Europe’s rst feature-length motion picture,
L’Enfant prodigue, which opened in Paris on 20 June. In November,
across the Atlantic, the businessman who would become the founder of
MGM and the star system, Russian immigrant Louis B. Mayer, opens his

rst nickelodeon in Massachusetts. He is one of many entrepreneurs,
directors, actors, writers, and technicians who, mostly for economic and
professional reasons, left their home countries for American soil in the rst
decade of the twentieth century. Sound technologies, which would play a
central role in gothic Ims, not solely because of the range of affective pos-
sibilities they bring about, but because of the cross-border travels they
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engendered (explored in Chap. 2), register incredible progress at the time
as well. In 1908, French Romantic composer Camille Saint-Saéns and
Russian composer Mikhail Ippolitov-lvanov write the rst two original full
scores fora Im—The Assassination of the Duke of Guise and Stenka Razin,
respectively.

The new approach to cinema is built on the principle of continuity edit-
ing or invisible style, as noted by David Bordwell, Janet Staiger, and Kristin
Thompson (1985), who explain that the classical narrative form derives
from the interdependency of aesthetic decisions and advancements in the
mode of production, namely the reorganisation of Im production into
hierarchical structures. Charlie Keil adds that one way the cinema changed
from mere novelty to a more complex way of telling stories was by stan-
dardising the scriptwriting process (2001, 36-39). Thematically, many

Ims turn to nineteenth-century gothic novels for inspiration, including
Victor Hugo’s The Hunchback of Notre-Dame (1831) and Robert Louis
Stevenson’s Strange Case of Dr Jekyll and Mr Hyde (1886). Between 1908
and 1910, the latter had already been adapted to Im ve times, in the
United States, Britain, and Denmark. Similarly, between 1905 and 1911,
there are at least three adaptations of Hugo’s novel directed in the United
States and France. Adaptations of gothic works and associated literary
genres, such as crime and horror, are highly favoured as plot material at
the time and enjoy growing success, so much so that by the mid-1920s,
even before horror is consolidated as a genre, its basic visual grammar had
been established (Dixon 2010, 17). The denomination included such pro-
ductions as Arthur von Gerlach’s The Chronicles of the Gray House (1925)
and Rupert Julian’s The Phantom of the Opera (1925).

Transposing literary works to the screen brings along new preoccupa-
tions and legislation, including the implementation of copyright laws for
the Im industry in the United States. The case of Ben-Hur (1907) is
relevant for it stresses the connections between novelistic and Im prac-
tices in early cinema, while also signalling the creation of rules by which
the newly formed studios have to abide. In other words, the cinema starts
to expand as both a business and an art form that has a very real economic,
political, judicial, and social impact. As Lee Grieveson explains, ‘the shap-
ing of classicism [...] was a consequence both of economic decisions inter-
nal to the Im industry, and of a regulatory policing of the public sphere
external to that industry’, which means that ‘the study of regulation
enables us to think carefully about cinema as the con uence of aesthetics,
commerce, and politics/power’ (2004a, 123). As it happens, the
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producers of Ben-Hur had failed to ask permission to Im Lew Wallace’s
novel, leading the author’s estate to le a suit against Kalem studios for
copyright infringement. Four years later, in 1911, the Supreme Court
decided against the Im company and ruled that all motion picture com-
panies should henceforth request permission to use previously published
material. This would prove important in the case of F.W. Murnau’s
Nosferatu (1922), an unauthorised adaptation of Bram Stoker’s Dracula
(1897), which culminated in a court-mandated order to destroy all nega-
tives and prints of the Im (Skal 2004, 98).

Further to Im rights, the introduction of regulatory institutions for

the cinema dates from 1907, when the Chicago City Council enacts the

rst movie censorship ordinance to protect audiences from immorality and
obscenity (Stamp 2000, 42; Grieveson 2004b, 8, 22-26). With the estab-
lishment of the National Board of Censorship in 1909, supported by the
Motion Picture Patents Company, the American Im industry engages in
self-censorship to avoid the harsher realities of legal censorship (Bowser
1990, 49; Gunning 1990, 338), which had been introduced on the local
level in Germany as early as 1906 (Hansen 1990, 235). In 1912, the
British Board of Film Censors is formed as part of a similar strategy to pre-
empt government censorship and begins operating in 1913 (Brown 2012,
9). In the decades that follow, gothic horror Ims, such as Tod Browning’s
Freaks (1932) and Michael Curtiz’s Mystery of the Wax Museum (1933),
become especially vulnerable to this newfound ‘censoring impulse’
(Wittern-Keller 2008, 13), in a way echoing the fears surrounding gothic
literature, attacked for promoting vice over virtue, ‘invigorating unli-
censed passions’, and ‘encouraging appetites for excitement’ (Botting
[1996] 2005, 3, 52). These regulations speak directly to the socio-cultural
impact of the gothic aesthetic and its reception. In tandem with these
efforts to control or in uence what could be showcased, Im techniques,
storytelling, and production practices combine, from 1910 onwards, to
present spectators with greater narrative clarity. By the end of the decade,
the bases of the classical cinema were rmly in place (Thompson [1985]
2005, 246-47) and the industry had expanded to feature-length
productions.

This book proposes the study of works from the early 1920s to the late
1950s, a timeframe wide enough for me to explore the creation of the
onscreen Gothic, trace the transmutations it underwent as it travelled, and
probe several of its distinctive in ections in roughly forty years of cinema
history. On the other hand, this time interval is restricted enough to allow
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for a sustained approach to and careful re ection on the ‘image-language’
the Imic Gothic created (Punter [1996] 2013b, 117). Amid the intense
technical, technological, legal, and structural changes taking place in the
Im industry during rst decade of the twentieth century, European Im-
makers, Clive Bloom elucidates, give ‘cinematography its own unique
“voice””’ (often dispensing with narrative linearity altogether) and create ‘a
visual language for the gothic’ that is innately cinematic and ‘manage[s] to
turn the mundane objects of horror cinema into alienated and spectral
substances’ (2010, 174-76). It is precisely this ‘voice’ that concerns me in
this book, this arresting ‘visual language’ of alienation and spectrality
which emerged and developed as a product of movements of migration.

GoTHIc CINEMA AND CRITICISM

As a ction mode, the Gothic has been around for over two and a half
centuries. Originally thought of as locus-speci ¢ and strictly formulaic, its
stories and preoccupations have been repeatedly adapted, retold, revised,
and analysed according to changing cultural landscapes, social tensions,
and technological advances. Borrowing from Frankl, ‘the essence of
Gothic has come into existence, developed, spread over whole nations,
and merged with the essence of various lands and peoples’ (1960, 830).
To be sure, ‘Gothic’ has historically been a singularly elusive term that
resists concision. | will not dwell here on the term’s etymology nor detail
the host of meanings it has absorbed as both a noun and an adjective, as
that has been covered by many critics since the publication of Punter’s
seminal The Literature of Terror (1980).* What we learn from the Gothic’s
continued travels and transformations is that it ‘is not a stable discourse’
(Spooner 2017, 3, 6)—it is lled with antinomies and employed in regard
to an increasingly wider variety of disciplines, modalities, and discourses.
In effect, besides travelling geographically and trans-historically, the
Gothic depends as well on ows of motion—on moving interfaces and
exchanges—between texts, knowledge elds, media, and cultural prac-
tices. The second decade of the twenty- rst century saw a signi cant pro-
liferation of criticism on the Gothic which, ‘[l]ike a contagion’
(Piatti-Farnell and Beville 2014, 1), extended into ever more diverse areas
and media, including television, tourism, gaming, gastronomy, lifestyle,
immersive theatre, and creepypasta. As lan Conrich and Laura Sedgwick
observe, ‘the Gothic is becoming culturally illimitable’ (2017, 2) and is
nowadays so dispersed that interdisciplinarity seems to have become a
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pre-requisite, or at least a staple methodology, for anyone interested in
researching its narratives and imagery.

Part of an emergent publishing trend, gothic studies has bene ted from
the infusion of many new in uences and trailblazing approaches, as dem-
onstrated by the impressive range of essays in the three volumes that make
up Clive Bloom’s Palgrave Handbooks of the Gothic (2020-21) and the
three-volume collection The Cambridge History of the Gothic (2020-21).
Numerous other publications con rm the groundswell of attention
afforded to multi- and interdisciplinarity in increasingly varied areas of
gothic research, including the medical humanities (cf. Kremmel 2022;
Pérez Edelman 2021; Wasson 2020; Subotsky 2020; Gasperini 2019);
happy Gothic (cf. Spooner 2017); ecocriticism (cf. Blazan 2021; Hassall
2021; Tidwell and Soles 2021; Parker 2020; Edney 2020; Keetley and
Sivils 2018); sound and music (cf. Spinetti 2021; O’Neil 2021; Battaglia
2019; van Elferen 2018); and tourism (cf. Bevan 2023; Passey 2020;
Luckhurst 2017). The growing number of cutting-edge outputs reveals
that even though its seemingly endless elasticity has made ‘Gothic’ notori-
ously dif cult to de ne with precision, the polysemic way in which it has
been understood has nonetheless brought about positive aspects, not the
least of which is the perception of the Gothic as complex, layered, and
multifaceted. In this respect, it is useful to think of ‘Gothic’ as a ‘travelling
concept’ (Bal 2002) that migrated from history to architecture and art
history, then to literature and literary criticism, and, nally, to Im studies
and beyond. Mieke Bal claims that ‘tenuously established’ concepts ‘con-
stitute the essence of the interdisciplinary study of culture [...] because of
their potential intersubjectivity. Not because they mean the same thing for
everyone, but because they don’t’ (11). Gilda Williams addresses the
amalgam of contradictions and anachronisms within the Gothic from a
similarly positive standpoint, arguing that such terminological imprecision
enriches the discussion and ‘in no way damages the term, but in fact con-
tributes to making it [...] evocative and resilient’ (2007, 13). While in
agreement with Williams, I believe that the widespread usage of this trav-
elling concept and its subsequent saturation has at times impeded critics
from observing the uniqueness that the Gothic discloses on the screen, a
unigueness that stems directly from the foundational characteristics of the
medium and from technical and technological advancements.

Academic publications in general concede special attention to literary
forms of the Gothic with some analysing both media (cf. Conrich and
Sedgwick 2017; Eljaiek-Rodriguez 2017; Mulvey-Roberts 2016; Beville
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2014; Aldana Reyes 2014; Morgan 2002; Halberstam 1995), often via the
lens of adaptation (cf. Hopkins 2005; Skal 2004; Kovacs 1999). Shifting
the focus from literature to Im, this book argues that gothic Immaking
is as worthy of serious scrutiny as its literary sibling. Gothic Im has trod-
den its own eerie paths and recognising this offers new possibilities of
pinning down how it works. Transposing the term ‘Gothic’ to the cinema
without granting the latter the same critical scrutiny as the literary works
might nevertheless mistakenly suggest that certain Ims would be catego-
rised as ‘gothic’ simply because they are based on or inspired by gothic
literature. That the Imic Gothic dialogues intimately and often self-
re exively with its literary ancestry is indisputable, and most Ims I explore
in this volume re ect this. Acknowledging this direct linkage is therefore
vital to produce any informed study of gothic formations. This is especially
relevant to certain national traditions. As David Pirie explains, English
Gothic cinema, more so than some of its European counterparts, derived
from literary sources, so that ‘in this instance literary comparison becomes
not only illuminating but essential’ ([2008] 2009, xiv). Accordingly, my
analysis of Rebecca in Chap. 6 brings in du Maurier’s prose at speci ¢
points to enrich my argument. This notwithstanding, one should not be
boxed in by an understanding of gothic Ims as adapted versions of gothic
novels and short stories. With Edwards and Hoglund (2018, 2) and
Aldana Reyes (2019, 396; 2020, 12), | concur that adaptations of gothic
novels are not gothic per se, and with Laura Hubner, I too aim to ‘uncover
a cinematic gothic distinct from adaptation concerns’ (2018, 3). As such,
my research eschews a limiting view of gothic Im as inescapably mediated
by the gothic literary tradition and moves beyond tracing, comparing, and
commenting on the adaptation of gothic ctions from book page to cel-
luloid. In fact, the Gothic’s many monsters, Aldana Reyes notes, owe
more to folklore and superstition as represented in phantasmagorias,
magic lantern projections, magic shows, and Grand Guignol than to
gothic novels (2020, 45, 47). Gothic iconography, then, ‘developed
alongside the Gothic literary tradition, instead of strictly from it’ (49), a
point David Punter had already alerted us to, arguing that the history of
the * Imable Gothic’ ‘does not conform to the literary one’ (2013, 103).
In fact, canonical early gothic Ims, such as Tod Browning’s Dracula
(1931) and James Whale’s Frankenstein (1931), were adaptations of the
stage plays rather than the novels. Mary Shelley’s and Bram Stoker’s works
therefore achieve their most memorable and successful cinematic repre-
sentations via the theatre (Aldana Reyes 2020, 12), in a layered process of
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transmedial travelling. Moreover, as Catherine Spooner elucidates, the
Gotbhic is increasingly ‘recognized and understood in visual terms that do
not fully coincide with conventional literary de nitions’ (2017, 10). This
has led to a greater scholarly preoccupation with medium-speci ¢ con-
cerns involving Im techniques and technological elements.

Important book-length studies that grant exclusive prominence to the
cinematic Gothic include three edited collections: James Bell’s Gothic: The
Dark Heart of Film (2013), a companion to the BFI’s Gothic season
(October 2013-January 2014); Murray Leeder’s Cinematic Ghosts:
Haunting and Spectrality from Silent Cinema to the Digital Era (2015),
where contributors broaden our understanding of a pivotal gothic trope—
ghostly revenants—from early cinema to the post-millennium; and Justin
D. Edwards and Johan Hoglund’s B-Movie Gothic: International
Perspectives (2018), which analyses the impact of low-budget Ims on a
diverse range of global Im traditions. Monographs, in turn, tend not to
venture outside generic sub/categories (cf. McDonald and Johnson 2021;
Hubner 2018; Peirse 2013; Meehan 2011; Hanson 2007; Barefoot 2001)
or national and regional contexts (cf. Troy et al. 2020; Curti 2015, 2017,
2019; Eljaiek-Rodriguez 2018; Rigby 2000, 2007, 2016, Forshaw 2013;
Pirie 2008). One possible explanation for this might be that, unlike hor-
ror, Gothic is not recognised as an established genre (Kavka 2002, 209).
Over the years, this may have contributed to restricting the number of
publications on the subject while, at the same time, academic criticism on
horror Im has been rife for several decades. The treatment of Gothic and
horror as interchangeable categories might have constituted an even
greater obstacle to the consolidation of gothic cinema as an area of inquiry
in its own right.

As Dennis L. White summarises, ‘if a Im has anything to do with the
supernatural, cults, monsters, mad scientists, graveyards, old castles or
uncharted islands it is classi ed as a work of horror. [...] Any genre whose
assumed characteristics are so super cial’, he continues, ‘is easy to affect
and easy to abuse’ (1971, 2). This statement highlights the pitfalls of rigid
taxonomic models that equate Gothic with horror, or treat Gothic as a
subgenre of horror, by looking solely at their visual vocabulary. Signi cantly,
as Mark Jancovich (2009) explains, the gothic quali er has been retro-
spectively applied to a series of productions that were, in the 1940s, cate-
gorised as ‘horror’. Even today, distribution companies and streaming
services use the ‘horror’ label to classify Ims as different as Alejandro
Amenabar’s The Others (2001) and Tobe Hooper’s The Texas Chainsaw
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Massacre (1974). The close bond between the “thrills and chills’ (Jancovich
2009, 158) of Gothic and horror is indisputable, and the Gothic has from
the start fed on horrifying imagery (Bloom 1998, 2, 9). Nonetheless, the
uncanny, so often used to adjectivise gothic narratives, is not intrinsically
horri c—nor, as Punter notes, are all horrifying Ims Gothic ([1996]
2013b, 96). The gothic imagination has consistently privileged terror—
that is, an overall atmosphere of suspense, mystery, and dread which opens
the mind, in Ann Radcliffe’s oft-cited formulation (1826, 150)—over
horror, which is ‘noxious’, sadistic, and threatening to one’s bodily integ-
rity, according to Edmund Burke’s doctrine of the sublime (1757, 129).
Another distinctive feature, echoed in the notion that Gothic conceals
while horror reveals, concerns (somewhat surprisingly) issues of propriety
and respectability. As Williams clari es, the Gothic appears as the more
re ned and cultured of the two: horror ‘is Ithy, the Gothic merely cob-
webbed and dusty’ (2007, 14).

The separation between the two categories, however, is not as straight-
forward as the above may seem to imply: in gothic ction, Fred Botting
remarks, ‘threats are spiced with thrills, terrors with delights, horrors with
pleasures’ ([1996] 2005, 6). Burke’s own explication of the sublime uses
both terms to de ne what we understand today, in Radcliffean fashion, as
(gothic) terror: ‘a sort of delightful horror, a sort of tranquility tinged
with terror’ (1757, 129). Aldana Reyes detects these blurred boundaries
on the screen, reminding us that gothic Ims, such as Crimson Peak, are
often graphic too, even though the Radcliffean tradition has been histori-
cally favoured to the detriment of bloodier imagery in the tradition of
Matthew Gregory Lewis or Charles Maturin (2020, 10-11). This point,
which the author examines at length in Body Gothic (2014), indicates that
the intersections between these neighbouring Im forms are more com-
plex than much extant scholarship might indicate. The Gothic is certainly
an aesthetic of violence, but seldom one of cannibalistic gore, even though

Ims with a gothic aesthetic, both mainstream and independent, may
include gory moments, from the chest-burster scene in Ridley Scott’s
Alien (1979) to Painted Doll suddenly biting off and spitting out the ear
of a new carny in Darren Lynn Bousman’s punk musical The Devil’s
Carnival (2012). Read through this lens, the Gothic is primarily psycho-
logically affective (which does not exclude a recurring reliance on disturb-
ingly visceral imagery) and horror is de ned through corporeal affect
(Aldana Reyes 2020, 11; 2016). Grounding the distinction on affect alone
seems nonetheless insuf cient, as Spooner observes (2017, 28). Aldana
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Reyes adds some nuance here and suggests that the Gothic’s affectivity
operates at the level of setting, narrative, and characters, and is sometimes
‘governed by the elicitation of suspense’ rather than fear (2020, 11-12).
Moreover, while horror is not bound by setting or historical periodisation
(25, 107), the Gothic is anachronistic and often transposes the mystic
qualities of old Europe to a mythicised urban present, as in Corridor of
Mirrors’s London-Venice, which might not be as immediately appealing
to mainstream audiences. This means that terror is inextricably tied to
speci ¢ narrative and spatio-temporal aspects, while horror is ‘not bound
to a certain type of landscape, setting or character’ (11).

Richard J. Hand and Jay McRoy also stress affectivity but take this idea
further, claiming that the Gothic ‘is a way of arranging literary and cine-
matic elements to create a particular affect’, thus hinting at the importance
of both Im form and technique (2020, 3). On this, T. S. Kord’s detailed
investigation of the topic is a helpful addition to the discussion, namely
her argument that ‘What the horror Im wants from us is not fear but an
admission of guilt’ (2016, 7): through point-of-view camera angles, hor-
ror aligns the audience visually with the Killer’s perspective at crucial nar-
rative moments, privileging the ‘perp-spective’ over the victim’s position
(8). This undermines our ethical allegiance with the victim, thereby pre-
cluding compassion—a feature of gothic Ims. ‘Without compassion’,
Kord claims, “fear is not an option’ (182). She concludes that gothic pro-
ductions (which the author calls ‘suspense Ims’) ‘center on fear, declaring
that it can be conquered’, whereas ‘horror movies focus on guilt and show
that it can’t’ (10). Kord argues that a hopeful ending is the province of the
Gotbhic, as is the centrality of the unknown. Horror, in turn, ‘epitomize[s]
predictability and repetitiveness’ (11, 181). These points nicely comple-
ment Aldana Reyes’s arguments, as they highlight not only setting, narra-
tive, and theme, but also the deployment of Im techniques, such as
point-of-view shots, to heighten affect and distinguish between the screen
languages of horror and Gothic.

The Gothic, in sum, dialogues and frequently overlaps with horror, but
exceeds it and exists independent from it. In this way, categorising gothic
cinema as a subgenre of horror exposes a key weakness in the conceptuali-
sation of the subgenre it designates, for its frontiers seem extremely lim-
ited when considering the wide range of representations and styles that the
Gothic has come to encompass. ‘Gothic horror’ is, more accurately, one of
the manifold ‘micro-Gothic’ taxonomic labels the category has splintered
into as a consequence of greater critical attention (Frank 2005, xiv).
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Katharina Rein uses the term ‘metagenre’ to account for the Gothic’s
af nity with genres other than horror (2021, 13). The collapse of generic
boundaries and their subsequent permeation has, in fact, been a part of
the Gotbhic since its inception. Already in his preface to the second edition
of The Castle of Otranto (1764), Walpole had declared that he intended to
‘blend’ or ‘reconcile’ two kinds of romance, ‘the ancient and the modern’
(1766, xiv), from the start positioning the Gothic as a mode of in-
betweenness that thrives on generic hybridity. The Gothic in cinema
could, indeed, be said to have evolved from the coalescence of several
genres, not only the typical triad—horror, romance, and melodrama—nbut
also fantasy, science ction, burlesque, comedy, and musicals. Given its
constitutive mobility, it would not be unwarranted to claim that the moni-
ker ‘gothic cinema’ may thus become redundant—the Ims may be too
different from one another to justify the cohesiveness and unity implied in
that phrase. This notwithstanding, | believe that the term retains perti-
nence as a quali er and that its openness does not nullify its usefulness.
From this perspective, a gothic quality or sensibility can be discerned in
British, American, and French melodramas, such as Black Narcissus
(Powell and Pressburger, 1947), Letter from an Unknown Woman
(Ophuls, 1948), and Juliette, or Key of Dreams (Carné, 1951); German
expressionist productions, including The Cabinet of Dr Caligari (Wiene,
1919) and The Testament of Dr Mabuse (Lang, 1933); and the sci- horror
of James Whale’s Frankenstein (1931) and The Invisible Man (1933). It is
also apparent in Benjamin Christensen’s maligned documentary-style Im
Haxan: Witchcraft through the Ages (1922); Jean Renoir’s fairy tale La
Petite Marchande d’allumettes (1928); Universal’s monster pictures, such
as King Kong (Cooper and Schoedsack, 1933); surrealist romances,
namely Hathaway’s Peter Ibbetson (1935); Eisenstein’s Soviet historical
drama lvan the Terrible (1944, 1958); musicals, for example Powell and
Pressburger’s The Red Shoes (1948) and Vincente Minnelli’s Brigadoon
(1954); period dramas, including Thorold Dickinson’s The Queen of
Spades (1949); noir productions, for instance Laura (Preminger, 1944)
and The Woman in the Window (Lang, 1944); and in a number of ghost
romances, of which Wuthering Heights (Wyler, 1939), The Ghost and Mrs
Muir (Mankiewicz, 1947), and Portrait of Jennie (Dieterle, 1948) are key
examples.

Narrowly construed genre categories cannot accommodate such a wide
array of works. The Gothic, then, ‘work[s] less as a genre marker than as
an aesthetic or thematic determiner’, Aldana Reyes adroitly notes (2020,
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17). In this respect, I echo Robert Miles’s description of the Gothic as ‘a
site crossing the genres’ (1993, 189) and Michael Gamer’s claim that it is
‘a site that moves, and that must be de ned in part by its ability to trans-
plant itself across forms and media’ (2004, 4). Frederick S. Frank concurs
that it is ‘less a genre frozen in time than an impulse spanning cultures,
nations, and historical periods’ (2005, xiv). In short, the Gothic, also in its
cinematic iteration, resists simple, unipolar de nitions, and demands that
its movements be tracked across space, time, and generic forms. Always a
concoction of ‘discordant ingredients’ (Hogle 2019, 108), gothic Ims
are ‘repeatedly hybridising and mutating’ (Conrich 1998, 76). The abjec-
tion Julia Kristeva theorises, de ned as that which erases ‘borders, posi-
tions, rules’, disturbing ‘identity, system, order’ ([1980] 1982, 4), is a
constitutive element of the Gothic, inherently impure and abject, open to
contamination. Much like the hybridity of gothic architecture, whose
character, John Ruskin describes, is ‘inextricable or confused in appear-
ance’, ‘entangled with many other foreign substances, itself perhaps in no
place pure, or ever to be obtained or seen in purity for more than an
instant” ([1851-1853] 1904, 182-83), so the Imic Gothic emerges as
complex, hybrid, abject, and heterogenous.

In accordance with these perspectives, my research is situated alongside
Valérie Palacios’s Le Cinéma gothique: un genre mutant (2009), Xavier
Aldana Reyes’s Gothic Cinema (2020), Hand and McRoy’s Gothic Film:
An Edinburgh Companion (2020), and Rein’s Gothic Cinema: Eine
Einfihrung (2021). All four prioritise Im and depart from a de nition of
the Gothic as an evolving and adaptable genre (Palacios; Rein) or aesthetic
(Aldana Reyes; Hand and McRoy). Hand and McRoy’s collection sets out
to demonstrate the Gothic’s impressive reach across genres and cultures.
Palacios, Aldana Reyes, and Rein, in turn, offer a thematic survey of over
one hundred years of gothic cinema, but each tackles the subject from a
slightly different angle. Palacios focuses on the socio-cultural context of
the Ims’ production, Aldana Reyes privileges the technical and techno-
logical innovations contemporaneous with the development of gothic

Im, and Rein’s historical account combines both approaches. Due to
their stated purpose, structure, and target audience—the former intends
to engage ‘curious cinephiles’ and ‘gothic a cionados’ (Palacios 2009, 18)
and the latter two are guidebooks, aimed speci cally at a student audi-
ence—these titles differ substantially from the work | develop in these
pages. Signi cantly, extended analyses of individual Ims are beyond the
remit of the volumes by Palacios and Aldana Reyes. Rein concludes her
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study guide with three exemplary case studies, but only one concerns a
feature Im (Crimson Peak).

In contradistinction to such approaches, close formal analyses are the
building blocks of the present investigation: what better way to examine
and engage with the sublime and uncanny aesthetics of the Gothic than to
explore the heightened visuality of its intricate imagery and some of the
different ways it has been rendered on the screen? My lengthy opening
example from Corridor of Mirrors dramatises that intention—to position
close analysis as fundamental to a nuanced consideration of the cine-
matic Gotbhic.

THE GoTHIC AESTHETIC

Memory and the Gothic Aesthetic in Film argues for the need to overcome
unproductive genre-subgenre, gothic-horror semantic impasses, as well as
the likewise convoluted task of identifying what Gothic ‘is’, and follows
instead Spooner’s hypothesis (after Alexandra Warwick) that it is more
interesting to explore what it ‘does’—‘how it is deployed, what kind of
cultural work it performs, what meanings it produces’ (2010, xii; 2017,
10). One way to accomplish this is to work towards an investigation of its
aesthetic: how it is created and used, and how it becomes cinematically
and culturally meaningful.

So where exactly does the cinematic Gothic lie or, in other words, what
does it do, how does it perform cultural work and produce meaning? In
reading Mulligan’s musical drama Inside Daisy Clover (1965) as ‘new
American Gothic’, Stephen Farber suggests that the macabre exists pri-
marily in style, rather than being restricted to genre, theme, or plot (1966,
22-27). My de nition of the gothic aesthetic in Im builds on Farber’s
ground-breaking observation, which has remained unexplored in gothic
criticism on the cinema. This attention to the surface permits, for instance,
an exploration of how cinematic style can gothicise thematic elements,
setting, and narrative development. Writing three decades later, Punter
addresses the relationship between theme and style, too. One idea of his
that | want to complicate in relation to the cinema is his point that all
gothic themes stipulate a style, meaning it is not possible to deal with ter-
ror ‘in modes which have already been appropriated for other purposes’
([1996] 2013a 18). There are themes which are especially favoured in
gothic works but, I suggest, there are no ‘gothic themes’ in and of them-
selves. Inside Daisy Clover is an exemplary case in this respect: as a
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satire-drama about a tomboy turned Hollywood sensation, its themes and
plot, punctuated with musical numbers, seem to have more in common
with George Cukor’s backstage musical melodrama A Star is Born (1954)
than with anything traditionally classi ed as even remotely uncanny. Yet,
Mulligan suffuses the Im with oblique camera angles, stylised visuals that
play on colour contrasts, expressionist sets with exaggerated shadows, and
a disconcerting use of sound and silence. Its unnaturalistic style creates a
suffocating atmosphere of imprisonment and madness, which is frantic
and highly unsettling at times. A careful arrangement of cinematic tech-
niques is what makes the Im gothic in the rst instance. Themes, | argue,
do not dictate, or prescribe, a particular stylistic treatment. Plot and theme
are often closely aligned with style, but a style travels: it exists outside nar-
rative or thematic conventions.

In turn, the singularity that the Gothic displays on the screen is also
more than the bringing together of a ‘laundry list’” of signi ers (Yang and
Healey 2016, 3). Reading the Gothic through its tropes and ‘visual codes’
(Kavka 2002, 210), working from the principle of inclusion-exclusion (if
such and such elements are present, then the Im belongs in this or that
category), requires working backwards—an excavatory work set on locat-
ing particular motifs to support a rigid taxonomical categorisation. The
dangers of inductive reasoning—of extracting a general conclusion from a
multitude of discrete observations—is that it is inherently faulty and can
easily be taken apart: ‘Gothic paraphernalia’, Linda Bayer-Berenbaum
explains, ‘are only the trappings that may or may not be present’ (1982,
20). Discrete elements, in other words, do not render a Im gothic.
Typologies help us recognise patterns, themes, and tropes, buta Im may
contain many such markers without adhering to a gothic aesthetic.
Paraphrasing Ruskin’s comprehensive study of gothic architecture, the
sum of external qualities, which include pointed arches, grotesque sculp-
tures, and vaulted roofs, does not suf ce to designate a building ‘Gothic’
([1851-1853] 1904, 182)—any more, | add, than disparate motifs,
themes, and stock characters in  Ims can. ‘[U]nless both the elements and
the forms are there’, Ruskin states, ‘we have no right to call the style
Gothic’ (183). Ruskin thereby posits the interconnectedness of surface
and depth, style and substance, or ‘form’ and ‘power’: ‘It is not enough
that it has the Form, if it have not also the power and life. It is not enough
that it has the Power, if it have not the form’ (183). He goes on to explain
that the internal elements (the substance) that make up the Gothic are
‘certain mental tendencies of the builders, legibly expressed in it’ (183).
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These personal ‘tendencies’ are thematic and involve, for instance, ‘sav-
ageness’, ‘love of nature’, and ‘a disturbed imagination’ (184). In an anal-
ogous manner, the gothic aesthetic in  Im must leverage both surface and
depth, that is, aesthetics, inclusive of cinematic technique, such as camera-
work, sound technologies, and ‘photographic inventivenes’ [sic] (Punter
[1996] 2013b, 98), as well as thematic and tropic features. Neglecting
this fact has been conducive to the development of critical discourses that
analyse the Ims as one might the novels and whose main concern lies in
outlining topical characteristics. Gothic Ims are rst and foremost con-
nected in the mind—and the eyes—of the viewers because they share a
number of iconographic, formal, and thematic traits; this notwithstand-
ing, describing the Gothic as a style that brings together certain themes
and tropes is not enough to fully capture the subtleties and complexities
of the cinematic Gothic as an aesthetic.

While Ruskin and Farber consider style a site of meaning, distinguish-
ing between surface and super ciality, many authors since have ascribed
little importance to that which is ‘evident, perceptible, apprehensible’,
‘neither hidden nor hiding’ (Best and Marcus 2009, 9). Instead, they have
interpreted gothic ction as allegorising, an interpretative viewpoint that
has long captivated Immakers, critics, and audiences alike. Attesting to
this are the widespread psychoanalytic and socio-political approaches—the
two main critical frameworks applied to gothic works. Both suggest the

Ims be understood beyond their fantastic facade and analysed as mas-
querading crucial social issues, thereby facilitating a wider cultural dis-
course. This ‘serious’ dimension would validate and even forgive the
Gothic’s wild excesses and supernaturalism.

Positioning memory at the core of the cinematic Gothic may seem to
prescribe a psychoanalytic methodology, especially considering the
Gothic’s attention to trauma, dreams, death, and desire. This focus has led
much scholarship on the literary Gothic over the decades to turn to psy-
choanalysis as the indelible basis for investigation (Cameron 2010; Berthin
2010; Schneider 2004; Doane 1987; Wood and Lippe 1979). Since the
emergence of post-structuralism and psychoanalytically in ected theories
in the 1970s, and particularly after the publication of Laura Mulvey’s land-
mark essay ‘Visual Pleasure and Narrative Cinema’ (1975) and Linda
Williams’s Figures of Desire (1981), gothic (and horror) Ims have also
been dealt with primarily through a psychoanalytic lens. British novelist
Patrick McGrath acknowledges the long history between the Gothic and
psychoanalysis, reminding us that, in fact, ‘the wealth of psychological
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insight that the Gothic raised from the darkness of the unconscious [...]
was usurped by Freud’; ‘before Freud’, he continues, ‘the Gothic had
exclusive access to the workings of the disturbed psyche, and a monopoly
on the depiction of strange and violent behaviour. [...] Psychoanalysis has
in [the twentieth century] largely ful lled the traditional function of
Gotbhic literature. Freud’s case studies stand alongside the best of Poe’
(1997, 156). This genealogical af nity and the value of the psychoanalytic
model notwithstanding, it is my opinion that the over-reliance on psycho-
analysis has, overall, restricted the Gothic’s analytical potential by hinder-
ing the emergence of alternative approaches. Noél Carroll justi es his
theoretical shift away from psychoanalysis to a more ‘cognitively oriented
approach’ arguing that psychoanalytic interpretations, which had become
the ‘unavoidable’ framework for understanding and commenting on both
the literary and Imic facets of horror, did not afford a comprehensive
theory of the genre (1987, 58; 1990, 168).

| follow in the footsteps of scholars who, like Carroll, found a straight-
forward psychoanalytic orientation to be unsatisfactory and widened the
critical contexts in which the Gothic can be redressed. Feminism (cf.
Horner and Zlosnik 2016; Hanson 2007; Heiland 2004; Hoeveler 1998;
DeLamotte 1990) and queer studies (cf. Zigarovich 2018; Palmer 1999,
2012, 2016; Haefele-Thomas 2012; Fincher 2007; Halberstam 1995)
have provided fertile ground for gothic scholars, as have cultural-historical
readings (cf. Nelson 2013; Warner 2006; Clery 1995; Sage 1988) and
postcolonial theories (cf. Lenhardt 2020; Khair 2009; Smith and Hughes
2003; Brogan 1998; Malchow 1996).

When we turn to memory studies, psychoanalysis has also been highly
in uential. The ‘memory craze’ of the 1990s and 2000s (Berliner 2005,
199, 203), which followed seminal publications by cultural historians
Pierre Nora (1989; 1996-98), Jan Assmann (1995), and Andreas Huyssen
(1995), led to an upsurge in contributions to the eld. Freud’s postulates
about the repressed memories housed in an individual’s psyche, which
need to be brought back into the conscious to overcome trauma, found
continuance in the development of trauma studies and Holocaust studies
(cf. Felman and Laub 1992; Caruth 1995, 1996; Edkins 2003). This is
re ected in numerous works in Im studies (cf. Walker 2005; Lichtner
2008; Pakier 2013; Kobrynskyy and Bayer 2015). Research on memory in
gothic scholarship is scarce. Maria Beville’s refreshing historical stance in
‘Gothic Memory and the Contested Past’ (2014) is especially worthy of
note, as are the essays in Simon Bacon and Katarzyna Bronk’s Undead
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Memory: Vampires and Human Memory in Popular Culture (2014), which
focus on the gure of the vampire.

When it comes to scrutinising the Gothic via its socio-political stance,
critics tend to downplay any escapist pretensions of the mode, stressing
that it registers its host culture’s crimes and social problems (Goddu 2007,
63). Heidi Kaye observes that gothic texts ‘seem destined to be continu-
ally reborn to suit the fears and desires of each new period’ (2012, 250),
echoing Steven Bruhm’s contention a decade earlier that the Gothic
always mirrors ‘the anxieties plaguing a certain culture at a particular
moment in history’ (2002, 260). Kamilla Elliott eloquently sums up stan-
dard academic commentary on the gothic cinema as follows:

Gothic Ims are read as manifesting ‘cultural anxieties’ about World War I in
the 1910s; xenophobia and immigration in the 1920s; American isolation-
ism and the Great Depression in the 1930s; World War Il in the 1940s;
sexual repression, changing gender roles, communism and the Cold War in
the 1950s; gay and women’s liberation, civil rights, drugs, nuclear disarma-
ment and the Vietnam War in the 1960s and 70s; new-wave feminism, alter-
native sexualities, AIDS, incest, sexual harassment and child abuse in the
1980s and 90s; and capitalism, consumerism, science and technology
throughout the twentieth century into the twenty- rst. (2007, 228)

This compelling way of theorising the Gothic, from which my own
thinking has greatly bene ted, has contributed to its undying appeal.
Nonetheless, it often fails to grasp the medial speci cities of the cinematic
Gothic in dismissing the surface as collateral or as a hide camou aging
intellectually productive (symbolic) aspects. As such, the question of
whether the Gothic is valuable only insofar as it is read as a metaphor—as
a way to gauge political upheaval and social anxieties—begs reconsidera-
tion. David Bordwell once asked whether cinema is ‘important and valu-
able solely as a barometer of broad-scale social changes’ (2008, 30). While
most scholars readily acquiesce in the need to answer that question af r-
matively, namely as a means of validating underrated genres or research

elds, I believe this view of cinema to be alarmingly myopic. Bordwell
cautions us to be wary of such re ectionist criticism and its sometimes
circular, uncompelling, spurious arguments (30-31). Accordingly, | would
add, we should be mindful of the ever-tempting historical fallacy, whereby
we assume that two events occurring at the same time are inevitably related
to each other. We should be conscious of the historicity of the moments
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we study, but move beyond a purely symptomatic reading of cinema in
general, and the Gothic in particular, as necessarily embodying current
national moods and fears—the ‘true’ meaning of the narratives and imag-
ery hidden underneath layers of more or less covert symbolism. Instead,
we should also investigate the Gothic on its own cinematic merits, that is,
as a mobile aesthetic formation that needs no allegorical implications to
claim its worth.

The psychoanalytic and socio-political approaches demonstrate that
critics intent on explicating the essence of Gothic are usually ‘impatient
with its surfaces’, hastily plunging ‘to the thematics of depth’ and associ-
ated psychologies, Eve K. Sedgwick remarks (1986, 140). In effect, Bayer-
Berenbaum, for instance, af rms that the cyclical revival of gothic texts ‘is
not merely a whimsical fad unrelated to the tenor of our times, to the
modern predicament’, so ‘we must look beneath the spiderwebs and trap-
doors to the essence of the Gothic orientation’ (1982, 12). | argue con-
trariwise that critics too hastily dismiss the signi cance of those ‘spiderwebs
and trapdoors’, urging us to look for meaning ‘beneath’ them. My think-
ing is on this point aligned with Susan Sontag’s view that criticism on a
work of art should focus on its ‘sensuous immediacy’ and ‘show how it is
what it is’ rather than ‘what it means’ (1966, 9, 14). Stephen Best and
Sharon Marcus, in distinguishing between the practices of surface reading
and symptomatic reading, de ne a surface as ‘what insists on being looked
at rather than what we must train ourselves to see through’ (2009, 9).
Symptomatic readings, which usually adhere to psychoanalytical and
Marxist interpretations (after Althusser and Balibar 1970; Jameson 1981),
concern the gaps in a text and go beyond or outside it in search of mean-
ing. The gothic aesthetic is a visual language, so ‘what lies in plain sight’ is
not only ‘worthy of attention’ (Best and Marcus 2009, 18), but should be
placed at the centre of scholarly criticism.

Granted, conceptualising and de ning the Gothic through an investi-
gation of its aesthetic qualities rather than its ‘alleged cultural purpose’
(Aldana Reyes 2020, 6) is an unfashionable critical approach, but this
should not deter Im and gothic scholars from engaging at length with the
‘erotics’ of the surface (Sontag 1966, 14). As Spooner notes, justifying
‘Gothic through its utility has resulted in a narrow understanding of its
possibilities’ (2017, 17), a perspective which Aldana Reyes shares (2020,
17). With them, importantly, 1 emphasise the same major caveat—that
these two approaches are by no means mutually exclusive. After all, the
‘aesthetic dimension of a Im [...] never exists oating free of historical
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and cultural particularity’, Richard Dyer reminds us (1998, 9). ‘Equally’,
he continues, ‘the cultural study of Im must always understand that it is
studying Im, which has its own speci city’ (9). In other words, my con-
tention is that the focus on the artistic does not preclude or diminish the
importance of social, historical, cultural, or political interpretations. Quite
the opposite—they complement each other. My study of the Gothic as ‘a
cultural and aesthetic mode’ (Jones 2021, 6) aims to demonstrate this by
offering a contextual reading of the aesthetic’s visual language as ingrained,
from its inception, in movements of migration. With Kathleen Newman, |
understand changes in Im style to be not merely ‘a response to national
conditions and pressures, but also to have [...] multiple, international
determinants’ (2010, 4) that should be considered.

Aesthetics, in this book, do not constitute a secondary concern to the
engagement with the socio-political reality, but are rather the very mani-
festation of it. Instead of applying to the cinematic Gothic the dominant
hermeneutics and conducting the traditional excavations for supra-textual
meaning, present in the ‘invisible’, ‘inner darkness’ of the text (Althusser
and Balibar 1970, 27), I suggest that socio-political sensibilities originally
gave rise to the aesthetic and exist therein, in the visible interstices of the
cinematographic image. My method responds to Sontag’s call for a criti-
cism that ‘dissolves considerations of content into those of form’ (1966,
12), affording primary attention to the ‘directness’ of surfaces (11).
Crucially, Gerd Gemuinden and Anton Kaes advance that, in Hollywood,
especially following the establishment of the Production Code
Administration, Immakers found a way to incorporate and translate
‘political, ideological and institutional constraints’ into a Im’s formal ele-
ments (2003, 6). The Ims of the travelling directors, | argue, contain a
speci ¢, if multiform, stylistic ‘accent’, in the sense that Hamid Na cy
(2001) uses the term, which embeds political meaning in the formal ele-
ments of the Ims. Read in this way, meaning—social, political, and artis-
tic—does not lie underneath the surface but is inscribed into it: the surface
is political.

In an unexpectedly cinematic de nition of the Gothic, French sculptor
Auguste Rodin (1840-1917) writes that ‘the Gothic is not the Gothic
because of the period in which it was developed, but because of the man-
ner of seeing of the period’ (1918, 119). The Gothic is about point of
view; it does not carry a uni ed meaning across texts. Drawing on Rodin,
the Gothic is therefore not about re ecting contemporary national socio-
political terrors per se, but about perspective and sensory perception: it is
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about how we see. Aesthetic representations are inextricably embedded in
the times that birth them, but they also travel, change, acquire ‘accents’,
and linger beyond given psychological interpretations and socio-political
contexts. What endures through these journeys, allowing us to fathom the
Gothic’s formidable resilience, is the surface and its inscription of a par-
ticular ‘manner of seeing’. It is this affective and accented ‘manner of see-
ing’—one which is transnational, transhistorical, conspicuously haptic,
and excessively mnemonic—that | am calling the cinematic gothic
aesthetic.
To investigate the different accents, sensibilities, and malleability of the
aesthetic, 1 combine analytical strategies stemming from gothic studies,
Im studies, literary criticism, memory studies, disability studies, exile
studies, phenomenology, and neuroscience. This permits a reappraisal of
the cinematic Gothic that hinges on a more uid model than genre or any
one discipline or methodology would allow. The impulse behind this
seemingly eclectic theoretical strategy is the desire to emphasise the non-
essentialism of the Gothic and its in uence on the development of modern
cinematic discourse. In this sense, bringing different critical vantage points
into conversation illuminates the extent to which the Gothic’s multifari-
ous legacies underlie discursive and representational practices that have
shaped certain forms of cinema from the turn of the century to the digital
age. Despite this variety of methodological approaches, my analysis
throughout is underpinned by a sustained engagement with the Ims and
the question of how the gothic aesthetic is forged in various stylistic,
generic, and transnational contexts. The primacy of close analysis does not
disavow the signi cance of the narrative, but troubles the notion that aes-
thetics exists only in the service of the plot or of symptomatic readings.

THE CHAPTERS

Together, the chapters advance a reading of the cinematic Gothic as a
product of displacement that brings forth innovative aesthetics and a pow-
erful set of cultural and political concerns. Rather than rooting themselves
in places, which traditionally have been the clear supports of human iden-
tity, the characters attempt to anchor their lives in memories, namely
through the touching and gathering of objects. Memory, however, soon
becomes diseased and ‘infernal’, to go back to Adorno’s quali er, and the
process of re-collection is revealed as ultimately futile. Amid these ten-
sions, there emerges an image of gothic protagonists as incomplete beings,
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haunted by an ever-returning yet ever-inaccessible past, compelled to
de ne their identity by their otherness or in relation to some marker of
difference—poignant gures of loss, angst, and dystopia that stand as pro-
jections and harbingers of a failing society, cluttered by the past and unable
to move forward.

The case studies in this book are intended to do more than present and
explore an array of illustrative examples. | aim instead to chart speci ¢
memoryscapes and routes of re-membering that reconsider canonical and
neglected Ims and Immakers, making efforts to analyse distinctive
aspects of the gothic aesthetic as a discourse on memory and exile. In this
way, the close readings build a context for understanding how the Gothic
is embedded in the histories and cultures of contemporary societies.

My inquiry begins by placing a much-commented feature of the Gothic
(its in uence by travel narratives and its spatial emphases) in a new light.
Chapter 2 starts off with an investigation of the speci ¢ types of mobility
that characterise the agents of the Imic Gothic, in their majority European
émigrés, exiles, and ‘professional travellers’ (Bergfelder 1996, 22) who
created a distinct way of visually rewriting and externalising experiences of
displacement and alienation on the screen. The gothic aesthetic is the
product of their travels and cultural exchanges, and so this chapter offers
a contextual analysis to acknowledge the role and contributions of these
‘travelling directors’ to the uniqueness of the Gothic in Im. While avoid-
ing biographical interpretations, | point to both the positive aspects and
the painful disruptions brought about by voluntary and forced disloca-
tions and analyse how exilic personal memory is recorded in a Im’s visu-
als. In this respect, | attend to the development of speci ¢ techniques and
approaches to the cinema, as an art and ideological vehicle, in different
national contexts. The Ims of the travelling directors, | will demonstrate,
focus on othered, exilic characters and construct memory-images in rela-
tion to the pivotal role of objects, hapticity, and décor. Alongside such
names as Alfred Hitchcock, my investigation discusses the role of hitherto
elided but signi cant gures, such as German professional traveller, and
later exile, Robert Wiene and Swedish émigré Victor Sjostrém. The rele-
vance of the travelling directors is further explored via their impact on the
works of Hathaway, Cocteau, and Carné, among others. This chapter
looks not just to the countries of production but considers the nationali-
ties and cross-border travels of the Immakers as well. In doing so, it cre-
ates a framework for a combined aesthetic and socio-political approach to
the Ims; one which does not excavate beneath the surface for meaning
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nor allegorises moments in the narratives as either symbolic of universal
human anxieties or strictly national, time-bound preoccupations. Rather,
in refusing to separate between style and substance, it proposes a close
engagement with the surface as the aspect in which a collaborative autho-
rial signature articulates the private experiences of displacement.

Moving from these private experiences and the mapping of diverse
international exchanges and in uences to a discussion of the narratives,
Chaps. 3, 4, 5, 6, 7 and 8 are structured around overlapping types of
diegetic travelling—spatial, temporal, and psychological—and consider a
restricted number of Ims to reveal how theoretical and aesthetic concerns
emerge from the individual texts. Overall informed by phenomenology,
which understands memory as always mediated by sensory perception,
these chapters echo each other in their treatment of haptic imagery, touch,
travelling, and mnemonic landscapes as integral to the Ims. At the narra-
tive level, the Gothic is a world of travellers, of characters exiled from
home and family, love and normality, from their own bodies and minds,
from life and even death. The profusion of sombre imagery of separation
and displacement shows how central the private and socio-political anxiet-
ies of uprootedness are to the Gothic. In addition, the Ims put forward a
politics of touch that de nes the aesthetic to this day and, as will be shown,
frames acts of re-membering as inevitably failed endeavours.

Departing from a close analysis of Portrait of Jennie, and with reference
to Laura (Preminger, 1944), Corridor of Mirrors (1948), and Vertigo
(Hitchcock, 1958), among other Ims, Chap. 3 lays out my understand-
ing of the term ‘memory’. Expanding on its intricacies, it characterises
gothic protagonists as re-collectors whose movements of search drive the

Ims and posits that the gothic aesthetic exists in places and under certain
forms that critics do not usually explore. Such is the case with objects: in
the course of the Ims, particular objects stand out from the mise-en-scéne
and acquire speci ¢ properties that shape the onscreen journeys of the
characters and our viewing experience. The Gothic, | suggest, builds on
the hoarding and retrieval of memories through what I call ‘memory-
objects’: objects that stand for or have become memory, including photo-
graphs and wax gures. In this sense, my readings construct re-membering
as a spatial act and memory as placeable and tangible. In its tangibility,
memory might become transmissible, running the risk of being co-opted
by others. This strengthens the overarching argument that the aesthetic
foregrounds an exilic discourse wherein the self becomes divorced or
estranged from its identity as it attempts to retrieve the past.
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In the highly multisensory process of re-collecting memories, the
Gotbhic insistently privileges touch as a motif of both separation and inti-
macy. Whereas most scholars elect a study of the gaze, founded on ocular-
centrism, as their preferred framework for studying character relations as
well as our own positioning as viewers, | turn to the hand as a key vehicle
of re-collection and a primary site of affect and affection. Looking at hand
amputation as portrayed in Orlacs Hande (Wiene, 1924) and The Unknown
(Browning, 1927), Chap. 4 draws on disability studies to interrogate the
complication of identity in relation to a body that has become othered and
exilic through injury. Based on the work of, among others, Karen Barad,
Monika Pietrzak-Franger, and Thomas Fahy, | analyse the wounded body
as a discursive site that is fundamentally political. The sorrows and existen-
tial dilemmas of the differently abled protagonists nd visual reference in
wounded war bodies, used and then disposed of by the state.

Dismemberment is further explored in Chap. 5, which builds on
Georges Braque’s notion of ‘manual space’ (Danchev 2005, 88) and
Katherine Rowe’s ‘unexpected clutch’ and ‘mortmain control’ (1999) to
examine the idea of independent agency and shifting discourses of power
in the Gothic. This crystallises in an exploration of the image of the disem-
bodied hand in La Belle et la Béte (Cocteau, 1946) and Wuthering Heights
(Wyler, 1939), which present memory as disruptive and a threat to the
sanity of the characters. Central here is an understanding of the hand as a
locus of sublime terror, exile, and uncanny absence that challenges the
integrity of the gothic subject by blatantly and violently emphasising its
constructed nature and, consequently, its easy disassembly and destruction.

Chapter 6 follows on from this idea of re-collection as a dangerous
process and conceptualises the perils of preying on an other’s memory
through the general postulates of Luc Ciompi’s (1982) affective-cognitive
metatheory which, in the context of pathological conditions, examines
how rational thought and logic depend on affects. A close reading of visual
and manual hapticity in Rebecca (Hitchcock, 1940) and Peter Ibbetson
(Hathaway, 1935) will illustrate these concerns. Mnemonic spaces,
accessed through transgressive curiositas in Rebecca and shared telepathic
dreams in Peter Ibbetson, devolve into imprisoning structures that feed the
subject’s obsession with re-membering. Shifting from an ‘everyday logic’
to a ‘psychotic logic’, depicted in very different ways in both Ims, the
characters attempt to achieve control over the foreign or otherwise hostile
environment. Exclusion from a particular environment or, conversely, the
construction of a sense of belonging are both signalled by the intervention
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of intensely manual memory-objects, such as gloves and rings. In both

Ims, the need to touch, possess, and transgress spatial, temporal, and
psychological boundaries is directly linked to the nexus between home
and exile, one which is haunted by an acute preoccupation with memory.
Ultimately, the cinematic Gothic draws forth a failed relationship with re-
collection, which allows for a questioning of the overall desirability
of memory.

Expanding the focus from obsessive re-membering to the inability to
re-collect, Chap. 7 takes as its main topic wilful and involuntary forget-
ting. The tension between the two emphasises the threshold existence of
the protagonists and suggests death as the only way to cope with the chal-
lenges and pains of memory in a gothic context. In the light of neurologist
Oliver Sacks’s research on amnesia and music, and psychologist and cogni-
tive neuroscientist Endel Tulving’s work on human memory, | analyse
Juliette, or Key of Dreams (Carné, 1951), which depicts a strange realm—
the Land of Oblivion—whose inhabitants have all lost their memory. The
close connection between music, memory, and nation which emerges here
in the gure of an amnesic accordionist, begins my investigation into
musical instruments as memory-objects, which continues in the next
chapter. The accordion, which the hand’s touch brings to life, appears in
this Im as the only medium of remembering and thus of counteracting an
otherwise thoroughly exilic existence. Juliette deploys a gothic aesthetic to
portray a self-re exive, somewhat satirical, and utterly despondent out-
look on disenchanted and disenfranchised life in contemporary societies, a
point which I develop further in Chap. 8.

Chapter 8 focuses on the piano—a tactile space par excellence—and
argues that the connections between memory, touch, and estrangement in
the Gothic are made evident through pianism. The awakening and retrieval
of memories that piano music facilitates triggers spatial and psychological
processes of audiovisual re-collection that decisively contribute to the
breakdown of relationships. Pianos or harpsichords appear as central to
the plots of Orlacs Hande, Undercurrent (Minnelli, 1946), Dragonwyck
(Mankiewicz, 1946), While 1 Live (Harlow, 1947), and Letter from an
Unknown Woman (Ophuls, 1948), which anchor my investigation into
the Gothic’s aural geographies. Through Marcel Proust’s and Reverend
H.R. Haweis’s writings, and guided by Ivan Raykoff’s (2013) research on
‘sound-bodies’, ‘unsound bodies’, and ‘untuned women’, | analyse the
effects of pianism’s dark aural aesthetics on the memory of the viewers-
listeners and the tortured virtuosos. | advance the concept of ‘haptic
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listening’ to analyse the characters’ intense experience of piano music in
exilic spaces of musical interaction and offer a cinematic, literary, and
pseudo-medical contextualisation of the piano’s evil effects.

This book offers the rst sustained scholarly engagement with the
gothic aesthetic in the cinema via the symbiotic relationship between
memory, travelling, and touch. Building on the momentum created by the
burgeoning of popular and scholarly interest in gothic texts, it reconsiders
the workings of this multifaceted aesthetic and its in uential legacy, look-
ing to enrich our understanding of the challenging potentialities of this
‘trans-medial, genre-defying, migratory and polluting phenomenon’
(Myrone 2013, 78). Conrich suggests that ‘[a]ttempts to present a suf -
ciently expansive consideration of the Gothic Im have been obstructed by
its omniformity, with writers consequently preferring to examine speci ¢
divisions’, such as the Universal monster movie cycle, 1940s persecuted-
women Ims, and Hammer horror (1998, 76). In de ning the cinematic
Gothic as an aesthetic centrally concerned with memory and exile, this
book embraces the Gothic’s intrinsic ‘omniformity’ as productive and
paramount to its inquiry.

This volume proceeds from three interconnected premises. | depart
from the idea that the Imic Gothic is an aesthetic and, as such, it is cross-
generic and establishes transnational and transhistorical continuities
among a wide variety of texts. Secondly, | suggest that the cross-border
movements of the travelling directors had a crucial impact on the emer-
gence, development, and dissemination of the Gothic. This approach
expands the canon to Immakers and national traditions that have not
received much attention in the context of the Gothic and supports an
examination of the aesthetic as exilic at its core. Finally, I consider memory
and processes of remembering via the body, speci cally via manual re-
collection, to be structural to the cinematic Gothic, whose fractured char-
acters embody the tensions between experience and the complex, unstable,
and often unreliable workings of memory. Moreover, by focusing on in
extremis situations, such as amputation and amnesia, and turning to the
hand as a key site and vehicle of re-collection and contagion, I suggest that
we can generate a layered and complex account of memory, identity,
agency, affect, and their breakdown in moments of psychological and
socio-political unrest. In urging the reader to think about the Gothic in
these terms, and through a range of disciplines, this book extends previous
scholarship and breaks new ground for investigating not only areas that
have eluded critical study, such as the role of hands in Im, but also issues
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prioritised in current academic discourse on memory, migration, and the
senses. Overall, this book aims to demonstrate how the Gothic is embed-
ded in the social, political, and cultural histories of global societies and
how gothic Ims inform societal understandings of human agency, iden-
tity formation, social unbelonging, and political and medical erasure.

Frankl perceptively observes that ‘however many attempts have been
made to describe Gothic, they are all merely steps. Anyone who under-
takes a new one must realize that his attempt will also be merely one step
[...] for no generation has ever suspected what was yet to be thought and
discovered about Gothic’ (1960, 837). This book represents one more
step in an ever-expanding and relentlessly fascinating journey through the
dark and cobwebbed annals of gothic ction. In keeping with the archival
drive of much contemporary scholarship, insofar as it seeks to recover a
range of signi cant but largely understudied Ims, directors, and national
contexts, Memory and the Gothic Aesthetic in Film signals a timely inter-
vention that aims to encourage future reinterpretations of the aesthetic by
troubling the canon and offering the reader a new interdisciplinary meth-
odological framework for a critical reappraisal of the cinematic Gothic, its
history, cultural currency, and global in uence.

NoTe

1. For adetailed discussion of the diverse usages of the term ‘Gothic’, see Chris
Baldick, ed. 1992. The Oxford Book of Gothic Tales, xi—xvi. Oxford: Oxford
University Press.
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