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ABSTRACT‌ ‌ 
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In‌ ‌light‌ ‌of‌ ‌the‌‌critical‌‌reading‌‌of‌‌Adele‌‌Griffin’s‌‌novel‌‌‌Tighter‌,‌‌Daniel‌‌Levine’s‌‌novel‌‌‌Hyde‌,‌‌                             

and‌ ‌Jeanette‌ ‌Winterson’s‌ ‌novel‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌this‌ ‌thesis‌ ‌affirms‌ ‌that‌ ‌the‌‌                         

postmodern‌ ‌gothic‌ ‌can‌ ‌be‌ ‌defined‌ ‌as‌ ‌a‌ ‌practice‌ ‌of‌ ‌postmodern‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌ ‌gothic‌‌                             

genre.‌‌Building‌‌primarily‌‌on‌‌the‌‌theoretical‌‌approaches‌‌to‌‌gothic,‌‌parody‌‌and‌‌postmodernism‌‌                       

epitomized‌ ‌in‌ ‌the‌ ‌works‌ ‌of‌ ‌Botting‌ ‌(1996),‌ ‌França‌ ‌(2017),‌ ‌Hutcheon‌ ‌(2002,‌ ‌2004,‌ ‌2010,‌‌                         

2013),‌‌and‌‌Punter‌‌(1996a,‌‌1996b),‌‌postmodern‌‌gothic‌‌novels‌‌such‌‌as‌‌the‌‌ones‌‌examined‌‌here‌‌                           

will‌ ‌be‌ ‌defined‌ ‌as‌ ‌fictional‌ ‌“textworks”‌ ‌in‌ ‌which‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌‌                         

dimensions‌ ‌of‌ ‌parody‌ ‌conflate‌ ‌to‌ ‌give‌ ‌rise‌ ‌to‌ ‌complex‌ ‌and‌ ‌sophisticated‌ ‌revisions‌ ‌of‌ ‌the‌‌                           

literary‌ ‌and‌ ‌historical‌ ‌past.‌‌By‌‌means‌‌of‌‌that‌‌practice,‌‌specific‌‌gothic‌‌novels‌‌and‌‌novellas‌‌of‌‌                             

tradition‌‌—‌‌respectively,‌‌Henry‌‌James’s‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌Robert‌‌Louis‌‌Stevenson’s‌‌‌The‌‌                           

Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌‌Mr.‌‌Hyde‌,‌‌and‌‌Mary‌‌Shelley’s‌‌‌Frankenstein,‌‌or‌‌The‌‌Modern‌‌                             

Prometheus‌ ‌—‌ ‌and‌ ‌the‌ ‌general‌ ‌narrative‌ ‌conventions‌ ‌of‌‌gothic‌‌fiction‌‌—‌‌the‌‌exploration‌‌of‌‌                           

the‌ ‌‌locus‌ ‌horribilis‌,‌ ‌the‌ ‌ghostly‌ ‌presentification‌ ‌of‌ ‌the‌ ‌past,‌ ‌and/or‌ ‌the‌ ‌monster‌ ‌in‌ ‌order‌ ‌to‌‌                             

elicit‌‌fear‌‌—‌‌are‌‌paradoxically‌‌repeated‌‌with‌‌difference‌‌so‌‌as‌‌to‌‌emphasize‌‌each‌‌novel’s‌‌ironic‌‌                             

inversion‌ ‌and‌ ‌critical‌ ‌appropriation‌ ‌of‌ ‌tradition.‌ ‌This‌ ‌thesis‌ ‌argues‌ ‌that‌ ‌this‌ ‌metafictional‌‌                       

strategy‌ ‌is‌ ‌paradoxically‌ ‌meant,‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌novels‌ ‌under‌ ‌study,‌ ‌as‌ ‌a‌ ‌discursive‌‌                         

instrument‌ ‌to‌ ‌revise‌ ‌and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌the‌ ‌latent‌ ‌ideological‌‌                       

assumptions‌ ‌that‌ ‌inform‌ ‌their‌ ‌targeted‌ ‌texts,‌ ‌as‌ ‌well‌ ‌as‌ ‌how‌ ‌they‌ ‌are‌ ‌involved‌ ‌in‌ ‌the‌‌                             

production‌ ‌of‌ ‌effects‌ ‌of‌ ‌terror.‌ ‌In‌ ‌doing‌ ‌so,‌ ‌these‌ ‌parodic‌ ‌“textworks”‌ ‌draw‌‌attention‌‌to‌‌the‌‌                             

continuing‌ ‌centrality‌ ‌of‌ ‌those‌ ‌ideological‌ ‌assumptions‌ ‌in‌ ‌the‌ ‌structuring‌ ‌of‌ ‌twenty-first‌‌                     

century‌ ‌cultures‌ ‌and‌ ‌anxieties,‌ ‌while‌ ‌paradoxically‌ ‌reinstating‌ ‌the‌ ‌formally‌ ‌parodic‌‌into‌‌the‌‌                       

world‌ ‌through‌ ‌attention‌ ‌to‌ ‌contextual‌ ‌conditions‌ ‌of‌ ‌textual‌ ‌production.‌ ‌In‌ ‌Adele‌ ‌Griffin’s‌‌                       

Tighter‌,‌ ‌the‌ ‌diegetic‌ ‌and‌ ‌formal‌ ‌similarities‌ ‌and‌ ‌distinctions‌ ‌between‌ ‌parodic‌ ‌and‌ ‌parodied‌‌                       

texts‌ ‌will‌ ‌be‌ ‌examined‌ ‌with‌ ‌particular‌ ‌attention‌ ‌to‌ ‌the‌ ‌parodic‌ ‌novel’s‌ ‌playful‌ ‌and‌ ‌ironic‌‌                           

inversion‌‌of‌‌the‌‌ways‌‌in‌‌which‌‌the‌‌conventions‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌and‌‌the‌‌supernatural‌‌are‌‌                               

activated‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌.‌‌The‌‌pragmatic‌‌range‌‌of‌‌parodic‌‌intent‌‌displayed‌‌in‌‌‌Tighter‌‌                               

will‌ ‌likewise‌ ‌be‌‌discussed‌‌in‌‌terms‌‌of‌‌the‌‌novel’s‌‌paradoxical‌‌reenactment‌‌and‌‌transgression‌‌                         

of‌‌the‌‌stylistic‌‌strategies‌‌which‌‌contribute‌‌to‌‌creating‌‌effects‌‌of‌‌ambiguity‌‌in‌‌both‌‌‌The‌‌Turn‌‌of‌‌                               

the‌ ‌Screw‌ ‌and‌ ‌its‌ ‌parodic‌ ‌trans-contextualization.‌ ‌Parody‌ ‌will‌ ‌also‌ ‌be‌ ‌suggested‌ ‌to‌ ‌be‌ ‌the‌‌                           

paradoxical‌‌means‌‌by‌‌which‌‌Griffin‌‌manages‌‌to‌‌unearth‌‌from‌‌her‌‌source‌‌material‌‌a‌‌number‌‌of‌‌                             

carefully‌ ‌concealed‌ ‌ideological‌ ‌preconceptions‌ ‌relating‌ ‌to‌ ‌the‌ ‌family,‌‌and‌‌subsequently‌‌turn‌‌                     

them‌‌into‌‌the‌‌main‌‌story‌‌of‌‌her‌‌own‌‌novel.‌‌As‌‌a‌‌result‌‌of‌‌that‌‌agenda,‌‌the‌‌assorted‌‌effects‌‌of‌‌                                     
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terror‌ ‌expected‌ ‌of‌ ‌the‌ ‌conventions‌ ‌of‌ ‌the‌ ‌gothic‌ ‌genre‌ ‌are‌ ‌parodically‌ ‌established‌ ‌and‌‌                         

transgressed‌ ‌to‌ ‌mark‌ ‌parody’s‌ ‌ideological‌ ‌dependence‌ ‌and‌ ‌differentiation‌ ‌from‌ ‌concealed‌‌                   

assumptions‌ ‌in‌ ‌the‌ ‌background‌ ‌material.‌ ‌In‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌,‌‌the‌‌gothic‌‌convention‌‌of‌‌                         

the‌‌‌Doppelgänger‌‌will‌‌be‌‌shown‌‌to‌‌be‌‌both‌‌installed‌‌and‌‌subverted‌‌in‌‌order‌‌to‌‌give‌‌shape‌‌to‌‌                                 

the‌ ‌novel’s‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌.‌ ‌This‌‌                             

metafictional‌‌strategy,‌‌which‌‌demands‌‌continuing‌‌engagement‌‌from‌‌the‌‌reader‌‌in‌‌order‌‌to‌‌be‌‌                         

actualized,‌ ‌is‌ ‌paradoxically‌ ‌meant‌ ‌as‌ ‌a‌ ‌discursive‌ ‌instrument‌ ‌to‌‌revise‌‌and‌‌criticize‌‌from‌‌an‌‌                           

ex-centric‌ ‌distance‌ ‌several‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌its‌ ‌targeted‌ ‌text,‌‌                     

including‌ ‌the‌ ‌monstrosity‌ ‌of‌ ‌Edward‌ ‌Hyde,‌‌the‌‌actualization‌‌of‌‌truth‌‌claims,‌‌the‌‌problem‌‌of‌‌                           

identity‌ ‌as‌ ‌a‌ ‌fractured‌ ‌construct,‌ ‌and‌ ‌homophobic‌ ‌persecution.‌ ‌In‌ ‌Jeanette‌ ‌Winterson’s‌‌                     

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌the‌ ‌gothic‌‌conventions‌‌of‌‌the‌‌ghostly‌‌visitation‌‌of‌‌the‌‌past,‌‌the‌‌                             

locus‌‌horribilis‌,‌‌and‌‌the‌‌monster‌‌will‌‌be‌‌addressed‌‌for‌‌being‌‌both‌‌used‌‌and‌‌abused‌‌in‌‌order‌‌to‌‌                                 

give‌‌shape‌‌to‌‌the‌‌novel’s‌‌ironic‌‌inversion‌‌of‌‌‌Frankenstein‌.‌‌This‌‌metafictional‌‌strategy‌‌will‌‌in‌‌                           

turn‌ ‌prove‌ ‌instrumental‌ ‌in‌ ‌paradoxically‌ ‌revising‌‌and‌‌criticizing‌‌from‌‌an‌‌ex-centric‌‌distance‌‌                       

several‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌its‌ ‌targeted‌ ‌text,‌ ‌including‌ ‌the‌ ‌gothic‌‌                       

tradition,‌ ‌sexual‌ ‌politics,‌ ‌gender‌ ‌identities,‌ ‌history,‌ ‌the‌ ‌future‌ ‌of‌ ‌science,‌‌and‌‌the‌‌making‌‌of‌‌                           

monstrosity.‌ ‌Those‌ ‌problems,‌ ‌which‌ ‌are‌ ‌nested‌ ‌both‌ ‌in‌‌gothic‌‌fiction‌‌and‌‌in‌‌Western‌‌liberal‌‌                           

humanism‌‌as‌‌a‌‌whole,‌‌are‌‌examined‌‌critically,‌‌while‌‌the‌‌parodic‌‌“textwork”‌‌draws‌‌attention‌‌to‌‌                           

their‌‌continuing‌‌centrality‌‌as‌‌a‌‌source‌‌of‌‌cultural‌‌anxiety‌‌and‌‌terror‌‌in‌‌the‌‌twenty-first‌‌century.‌‌                             

For‌ ‌all‌ ‌of‌ ‌that,‌ ‌all‌ ‌three‌ ‌postmodern‌ ‌novels‌ ‌examined‌ ‌here‌ ‌qualify‌ ‌as‌ ‌postmodern‌ ‌gothic‌‌                           

novels‌‌in‌‌the‌‌terms‌‌that‌‌comprise‌‌our‌‌hypothesis.‌‌This‌‌thesis‌‌will‌‌be‌‌defended‌‌with‌‌recourse‌‌to‌‌                               

the‌‌studies‌‌of‌‌Allan‌‌Lloyd‌‌Smith‌‌(1996),‌‌Allué‌‌(1999),‌‌Andrew‌‌Smith‌‌(2013),‌‌Barthes‌‌(1977),‌‌                           

Beville‌ ‌(2009),‌ ‌Botting‌ ‌(1996,‌ ‌2002,‌ ‌2008),‌ ‌Castle‌ ‌(1995),‌ ‌França‌ ‌(2017),‌ ‌Genette‌ ‌(1997),‌‌                       

Helyer‌ ‌(2006),‌ ‌Hutcheon‌ ‌(2002,‌ ‌2004,‌ ‌2010,‌ ‌2013),‌ ‌Huyssen‌ ‌(1986),‌ ‌Jameson‌ ‌(1991),‌‌                     

Kristeva‌‌(1980),‌‌Lévy‌‌(2004),‌‌Nash‌‌(2004),‌‌Punter‌‌(1996a,‌‌1996b),‌‌Punter‌‌and‌‌Byron‌‌(2007),‌‌                         

Sedgwick‌ ‌(1986),‌ ‌Stamenkovic‌ ‌(2016),‌ ‌and‌ ‌Truffin‌ ‌(2009).‌ ‌ 

‌ 

KEYWORDS:‌‌ ‌gothic;‌ ‌postmodernism;‌ ‌parody.‌ ‌ 
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RESUMO‌ ‌ 

‌ 

À‌ ‌luz‌ ‌da‌ ‌leitura‌ ‌crítica‌ ‌dos‌ ‌romances‌ ‌‌Tighter‌,‌ ‌de‌ ‌Adele‌ ‌Griffin,‌ ‌‌Hyde‌,‌ ‌de‌ ‌Daniel‌ ‌Levine,‌ ‌e‌‌                               

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌de‌ ‌Jeanette‌ ‌Winterson,‌ ‌esta‌ ‌tese‌ ‌afirma‌ ‌que‌ ‌o‌ ‌gótico‌‌                         

pós-moderno‌ ‌é‌ ‌uma‌ ‌prática‌ ‌de‌ ‌reelaboração‌ ‌paródica‌ ‌pós-moderna‌ ‌do‌‌gênero‌‌gótico.‌‌Tendo‌‌                       

como‌ ‌pressupostos‌ ‌fundamentais‌ ‌as‌ ‌abordagens‌ ‌teóricas‌ ‌sobre‌ ‌o‌ ‌gótico,‌ ‌a‌ ‌paródia‌ ‌e‌ ‌o‌‌                         

pós-modernismo‌ ‌sintetizadas‌ ‌nas‌ ‌obras‌ ‌de‌ ‌Botting‌ ‌(1996),‌ ‌França‌ ‌(2017),‌ ‌Hutcheon‌ ‌(2002,‌‌                     

2004,‌ ‌2010,‌ ‌2013)‌ ‌e‌ ‌Punter‌ ‌(1996a,‌ ‌1996b),‌ ‌romances‌ ‌góticos‌ ‌pós-modernos‌ ‌como‌ ‌os‌‌                       

examinados‌ ‌neste‌ ‌trabalho‌ ‌serão‌ ‌definidos‌ ‌como‌ ‌“textworks”‌ ‌ficcionais‌ ‌nos‌ ‌quais‌ ‌as‌‌                     

dimensões‌ ‌formal,‌ ‌pragmática‌ ‌e‌ ‌discursiva‌‌da‌‌paródia‌‌se‌‌fundem‌‌para‌‌dar‌‌origem‌‌a‌‌revisões‌‌                           

complexas‌ ‌e‌ ‌sofisticadas‌ ‌do‌ ‌passado‌ ‌literário‌ ‌e‌ ‌histórico.‌ ‌Por‌ ‌meio‌ ‌dessa‌ ‌prática,‌ ‌certos‌‌                         

romances‌ ‌e‌ ‌novelas‌ ‌pertencentes‌ ‌à‌ ‌tradição‌ ‌do‌ ‌gótico‌ ‌—‌ ‌respectivamente,‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌‌                           

Screw‌,‌ ‌de‌ ‌Henry‌ ‌James,‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌,‌ ‌de‌ ‌Robert‌ ‌Louis‌‌                               

Stevenson,‌ ‌e‌ ‌‌Frankenstein,‌ ‌or‌ ‌The‌ ‌Modern‌ ‌Prometheus‌,‌ ‌de‌ ‌Mary‌ ‌Shelley‌ ‌—,‌ ‌bem‌‌como‌‌as‌‌                           

convenções‌ ‌narrativas‌ ‌da‌ ‌ficção‌ ‌gótica‌ ‌—‌ ‌o‌ ‌‌locus‌ ‌horribilis‌,‌ ‌a‌ ‌presença‌ ‌fantasmagórica‌ ‌do‌‌                         

passado‌‌e/ou‌‌o‌‌monstro‌‌—‌‌são‌‌paradoxalmente‌‌repetidos‌‌com‌‌diferença,‌‌de‌‌modo‌‌a‌‌enfatizar‌‌                           

um‌ ‌típico‌ ‌jogo‌ ‌pós-moderno‌ ‌de‌ ‌inversão‌ ‌irônica‌ ‌e/ou‌ ‌trans-contextualização‌ ‌paródica.‌ ‌Esta‌‌                     

tese‌ ‌argumenta‌ ‌que‌ ‌tal‌ ‌estratégia‌ ‌metaficcional‌ ‌é‌ ‌paradoxalmente‌ ‌empregada‌ ‌com‌ ‌vias‌ ‌à‌‌                       

revisão‌‌crítica,‌‌a‌‌partir‌‌de‌‌uma‌‌distância‌‌ex-cêntrica,‌‌de‌‌pressupostos‌‌ideológicos‌‌latentes‌‌que‌‌                         

informam‌ ‌os‌ ‌textos-alvo.‌ ‌Por‌ ‌meio‌ ‌dessa‌ ‌estratégia,‌ ‌os‌ ‌textos‌ ‌góticos‌ ‌paródicos‌ ‌chamam‌‌                       

atenção‌‌para‌‌a‌‌contínua‌‌centralidade‌‌de‌‌suposições‌‌ideológicas‌‌na‌‌estruturação‌‌das‌‌culturas‌‌e‌‌                         

ansiedades‌‌do‌‌século‌‌vinte‌‌e‌‌um,‌‌enquanto,‌‌paradoxalmente,‌‌instauram‌‌o‌‌aspecto‌‌formalmente‌‌                       

paródico‌ ‌no‌ ‌mundo‌ ‌das‌ ‌relações‌ ‌socioculturais‌ ‌por‌ ‌meio‌ ‌da‌ ‌atenção‌ ‌dada‌ ‌às‌ ‌condições‌‌                         

contextuais‌ ‌de‌ ‌produção‌ ‌textual.‌ ‌Em‌ ‌‌Tighter‌,‌ ‌de‌ ‌Adele‌ ‌Griffin,‌ ‌as‌ ‌semelhanças‌‌e‌‌distinções‌‌                         

formais‌‌entre‌‌o‌‌texto‌‌paródico‌‌e‌‌o‌‌parodiado‌‌serão‌‌examinadas‌‌com‌‌particular‌‌atenção‌‌dada‌‌à‌‌                             

inversão‌ ‌lúdica‌ ‌e‌ ‌irônica‌ ‌das‌ ‌convenções‌ ‌do‌ ‌‌locus‌ ‌horribilis‌ ‌e‌ ‌do‌ ‌retorno‌ ‌sobrenatural‌ ‌do‌‌                           

passado‌‌em‌‌relação‌‌a‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌.‌‌A‌‌gama‌‌pragmática‌‌de‌‌intenção‌‌paródica‌‌exibida‌‌                               

em‌ ‌‌Tighter‌ ‌‌será‌ ‌também‌ ‌discutida‌ ‌em‌ ‌termos‌ ‌da‌‌transgressão‌‌das‌‌estratégias‌‌estilísticas‌‌que‌‌                         

contribuem‌ ‌para‌ ‌os‌ ‌famosos‌ ‌efeitos‌ ‌de‌ ‌ambiguidade‌ ‌do‌ ‌texto-alvo.‌ ‌A‌ ‌paródia‌ ‌também‌ ‌será‌‌                         

sugerida‌ ‌como‌ ‌o‌ ‌meio‌ ‌paradoxal‌ ‌pelo‌ ‌qual‌ ‌Griffin‌ ‌focaliza‌ ‌uma‌ ‌série‌ ‌de‌ ‌suposições‌‌                         

ideológicas‌‌relacionados‌‌à‌‌família,‌‌cuidadosamente‌‌ocultadas‌‌em‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌para‌‌                         

subsequentemente‌ ‌transformá-las‌ ‌na‌ ‌história‌ ‌principal‌ ‌de‌ ‌seu‌ ‌romance‌ ‌pós-moderno.‌ ‌Em‌‌                   

relação‌ ‌a‌ ‌‌Hyde‌,‌ ‌de‌ ‌Daniel‌ ‌Levine,‌ ‌serão‌ ‌discutidos‌ ‌os‌ ‌modos‌ ‌como‌ ‌a‌ ‌convenção‌ ‌gótica‌ ‌do‌‌                             
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Doppelgänger‌‌é‌‌instalada‌‌e‌‌subvertida‌‌para‌‌dar‌‌forma‌‌à‌‌irônica‌‌inversão‌‌pós-moderna‌‌de‌‌‌The‌‌                           

Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌.‌ ‌Essa‌ ‌estratégia‌ ‌metaficcional,‌ ‌que‌ ‌exige‌‌                         

envolvimento‌ ‌contínuo‌ ‌do‌ ‌leitor‌ ‌para‌ ‌ser‌ ‌atualizada,‌ ‌é‌ ‌paradoxalmente‌ ‌concebida‌ ‌como‌‌um‌‌                       

instrumento‌ ‌discursivo‌ ‌para‌ ‌revisar‌‌e‌‌criticar‌‌a‌‌partir‌‌de‌‌uma‌‌distância‌‌ex-cêntrica‌‌uma‌‌série‌‌                           

de‌ ‌pressupostos‌ ‌ideológicos‌ ‌latentes‌‌que‌‌informam‌‌o‌‌texto-alvo,‌‌incluindo‌‌a‌‌monstruosidade‌‌                     

de‌‌Edward‌‌Hyde,‌‌a‌‌reivindicação‌‌de‌‌verdades‌‌fundamentais,‌‌o‌‌problema‌‌da‌‌identidade‌‌como‌‌                         

uma‌‌construção‌‌fragmentada‌‌e‌‌a‌‌perseguição‌‌homofóbica.‌‌Em‌‌relação‌‌a‌‌‌Frankissstein:‌‌A‌‌Love‌‌                         

Story‌,‌ ‌de‌ ‌Jeanette‌ ‌Winterson,‌ ‌observaremos‌ ‌como‌ ‌as‌ ‌convenções‌ ‌góticas‌ ‌da‌ ‌presença‌‌                     

fantasmagórica‌ ‌do‌‌passado,‌‌do‌‌‌locus‌‌horribilis‌‌e‌‌do‌‌monstro‌‌são‌‌usados‌‌​​e‌‌abusados‌‌​​para‌‌dar‌‌                             

forma‌ ‌à‌ ‌irônica‌ ‌inversão‌ ‌de‌ ‌‌Frankenstein‌.‌ ‌Tal‌ ‌estratégia‌ ‌metaficcional‌ ‌é‌ ‌paradoxalmente‌‌                     

concebida‌ ‌como‌ ‌um‌ ‌instrumento‌ ‌discursivo‌ ‌para‌ ‌revisar‌ ‌e‌ ‌criticar‌ ‌a‌ ‌partir‌ ‌de‌‌uma‌‌distância‌‌                           

ex-cêntrica‌ ‌vários‌ ‌pressupostos‌ ‌ideológicos‌ ‌latentes‌ ‌que‌ ‌informam‌ ‌o‌ ‌texto-alvo,‌ ‌incluindo‌‌a‌‌                     

formação‌‌da‌‌tradição‌‌gótica,‌‌políticas‌‌sexuais‌‌e‌‌de‌‌gênero,‌‌a‌‌história‌‌como‌‌discurso,‌‌o‌‌futuro‌‌                             

da‌‌ciência‌‌à‌‌luz‌‌do‌‌pós-humanismo‌‌e‌‌a‌‌feitura‌‌da‌‌monstruosidade.‌‌Esses‌‌problemas,‌‌que‌‌estão‌‌                             

aninhados‌‌tanto‌‌na‌‌ficção‌‌gótica‌‌quanto‌‌na‌‌tradição‌‌ocidental‌‌do‌‌humanismo‌‌liberal‌‌como‌‌um‌‌                           

todo,‌‌são‌‌examinados‌‌criticamente,‌‌já‌‌que‌‌o‌‌“textwork”‌‌paródico‌‌revela‌‌a‌‌permanência‌‌destes‌‌                         

como‌ ‌fontes‌ ‌perenes‌ ‌de‌ ‌ansiedade‌ ‌cultural‌ ‌contemporânea.‌ ‌Por‌ ‌tudo‌ ‌isso,‌ ‌todos‌ ‌os‌ ‌três‌‌                         

romances‌ ‌em‌ ‌apreço‌ ‌se‌ ‌qualificam‌ ‌como‌ ‌romances‌ ‌góticos‌ ‌pós-moderno‌ ‌nos‌ ‌termos‌ ‌que‌‌                       

compõem‌ ‌nossa‌ ‌hipótese.‌ ‌Esta‌ ‌tese‌ ‌será‌ ‌defendida‌ ‌com‌ ‌recurso‌ ‌aos‌‌estudos‌‌de‌‌Allan‌‌Lloyd‌‌                           

Smith‌ ‌(1996),‌ ‌Allué‌ ‌(1999),‌ ‌Andrew‌ ‌Smith‌ ‌(2013),‌ ‌Barthes‌ ‌(1977),‌ ‌Beville‌‌(2009),‌‌Botting‌‌                       

(1996,‌ ‌2002,‌ ‌2008),‌ ‌Castle‌ ‌(1995),‌ ‌França‌‌(2017),‌‌Genette‌‌(1997),‌‌Helyer‌‌(2006),‌‌Hutcheon‌‌                       

(2002,‌ ‌2004,‌ ‌2010,‌ ‌2013),‌ ‌Huyssen‌ ‌(1986),‌ ‌Jameson‌ ‌(1991),‌ ‌Kristeva‌ ‌(1980),‌ ‌Lévy‌ ‌(2004),‌‌                       

Nash‌ ‌(2004),‌‌Punter‌‌(1996a,‌‌1996b),‌‌Punter‌‌e‌‌Byron‌‌(2007),‌‌Sedgwick‌‌(1986),‌‌Stamenkovic‌‌                       

(2016)‌ ‌e‌ ‌Truffin‌ ‌(2009).‌ ‌ 
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RESUMEN‌ ‌ 

‌ 

A‌‌la‌‌luz‌‌de‌‌la‌‌lectura‌‌crítica‌‌de‌‌las‌‌novelas‌‌‌Tighter‌,‌‌de‌‌Adele‌‌Griffin,‌‌‌Hyde‌,‌‌de‌‌Daniel‌‌Levine‌‌                                   

y‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌de‌ ‌Jeanette‌ ‌Winterson,‌ ‌esta‌ ‌tesis‌ ‌afirma‌ ‌que‌ ‌el‌ ‌gótico‌‌                           

posmoderno‌ ‌es‌ ‌una‌ ‌práctica‌ ‌de‌ ‌reelaboración‌ ‌paródica‌ ‌posmoderna‌ ‌del‌ ‌género‌ ‌gótico.‌                     

Teniendo‌ ‌como‌ ‌fundamentos‌ ‌los‌ ‌planteamientos‌ ‌teóricos‌ ‌sobre‌ ‌el‌ ‌gótico,‌ ‌la‌ ‌parodia‌ ‌y‌ ‌el‌‌                         

posmodernismo‌‌sintetizados‌‌en‌‌las‌‌obras‌‌de‌‌Botting‌‌(1996),‌‌França‌‌(2017),‌‌Hutcheon‌‌(2002,‌‌                       

2004,‌ ‌2010,‌ ‌2013)‌ ‌y‌ ‌Punter‌ ‌(1996a,‌ ‌1996b),‌ ‌novelas‌ ‌góticas‌ ‌posmodernas‌ ‌como‌ ‌las‌‌                       

evidenciadas‌ ‌en‌ ‌esta‌ ‌obra‌ ‌se‌ ‌definen‌ ‌como‌ ‌“textworks”‌ ‌ficticios‌‌en‌‌los‌‌que‌‌las‌‌dimensiones‌‌                           

formales,‌ ‌pragmáticas‌ ‌y‌ ‌discursivas‌ ‌de‌ ‌la‌ ‌parodia‌ ‌se‌ ‌unen‌ ‌para‌ ‌dar‌ ‌lugar‌ ‌a‌ ‌complejas‌ ‌y‌‌                             

sofisticadas‌ ‌revisiones‌ ‌del‌ ‌pasado‌ ‌literario‌ ‌y‌ ‌cultural.‌ ‌Por‌ ‌medio‌ ‌de‌ ‌esta‌ ‌práctica,‌ ‌ciertas‌‌                         

novelas‌ ‌pertenecientes‌ ‌a‌ ‌la‌ ‌tradición‌ ‌gótica‌ ‌—‌ ‌respectivamente,‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌de‌‌                           

Henry‌ ‌James,‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌,‌ ‌de‌ ‌Robert‌ ‌Louis‌ ‌Stevenson‌ ‌y‌‌                               

Frankenstein‌,‌ ‌or‌ ‌‌The‌ ‌Modern‌ ‌Prometheus‌,‌ ‌de‌ ‌Mary‌ ‌Shelley‌ ‌—,‌ ‌así‌ ‌como‌ ‌las‌ ‌convenciones‌‌                         

narrativas‌‌de‌‌la‌‌ficción‌‌gótica‌‌—‌‌el‌‌‌locus‌‌horribilis‌,‌‌la‌‌presentificación‌‌fantasmal‌‌del‌‌pasado‌‌                           

y/o‌ ‌el‌ ‌monstruo‌ ‌—‌ ‌se‌ ‌repiten‌ ‌paradójicamente‌ ‌con‌ ‌diferencia,‌ ‌de‌ ‌modo‌‌a‌‌enfatizar‌‌el‌‌juego‌‌                             

paródico‌ ‌de‌ ‌inversión‌ ‌irónica‌ ‌y‌‌crítica.‌‌Esta‌‌tesis‌‌sostiene‌‌que‌‌dicha‌‌estrategia‌‌metaficcional‌                         

se‌ ‌emplea‌ ‌paradójicamente‌ ‌como‌ ‌un‌ ‌medio‌ ‌para‌ ‌revisar‌ ‌críticamente,‌ ‌desde‌ ‌una‌ ‌distancia‌‌                       

excéntrica,‌‌los‌‌supuestos‌‌ideológicos‌‌latentes‌‌que‌‌informan‌‌los‌‌textos‌‌parodiados.‌‌A‌‌través‌‌de‌‌                         

esta‌‌estrategia,‌‌estos‌‌textos‌‌góticos‌‌paródicos‌‌llaman‌‌la‌‌atención‌‌sobre‌‌la‌‌continua‌‌centralidad‌‌                         

de‌ ‌estos‌ ‌supuestos‌ ‌en‌ ‌la‌ ‌estructuración‌ ‌de‌ ‌las‌ ‌culturas‌ ‌y‌‌ansiedades‌‌del‌‌siglo‌‌XXI,‌‌mientras‌‌                             

que,‌‌paradójicamente,‌‌establecen‌‌lo‌‌formalmente‌‌paródico‌‌en‌‌el‌‌mundo‌‌a‌‌través‌‌de‌‌la‌‌atención‌‌                           

que‌ ‌se‌ ‌le‌ ‌da‌ ‌a‌ ‌las‌ ‌condiciones‌ ‌de‌ ‌producción‌ ‌textual.‌ ‌En‌ ‌‌Tighter‌,‌ ‌de‌ ‌Adele‌ ‌Griffin,‌ ‌se‌‌                               

examinan‌ ‌las‌ ‌similitudes‌ ‌y‌ ‌distinciones‌ ‌diegéticas‌ ‌y‌ ‌formales‌ ‌entre‌ ‌los‌ ‌textos‌ ‌paródico‌ ‌y‌‌                         

parodiado,‌‌con‌‌especial‌‌atención‌‌a‌‌la‌‌inversión‌‌lúdica‌‌e‌‌irónica‌‌de‌‌las‌‌convenciones‌‌del‌‌‌locus‌‌                             

horribilis‌‌y‌‌del‌‌retorno‌‌sobrenatural‌‌del‌‌pasado‌‌en‌‌relación‌‌a‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌.‌‌La‌‌gama‌‌                                 

pragmática‌‌de‌‌intención‌‌paródica‌‌que‌‌se‌‌muestra‌‌en‌‌‌Tighter‌‌también‌‌es‌‌discutida‌‌en‌‌términos‌‌                           

de‌ ‌la‌ ‌transgresión‌ ‌de‌ ‌estrategias‌ ‌estilísticas‌ ‌que‌ ‌contribuyen‌ ‌a‌ ‌los‌ ‌famosos‌ ‌efectos‌ ‌de‌‌                         

ambigüedad‌‌del‌‌texto‌‌parodiado.‌‌También‌‌se‌‌sugiere‌‌la‌‌parodia‌‌como‌‌medio‌‌paradójico‌‌por‌‌el‌‌                           

cual‌ ‌Griffin‌ ‌se‌ ‌centra‌ ‌en‌ ‌una‌ ‌serie‌ ‌de‌ ‌supuestos‌ ‌ideológicos‌ ‌relacionados‌ ‌con‌ ‌la‌ ‌familia‌‌                           

cuidadosamente‌ ‌ocultos‌ ‌en‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌para‌ ‌convertirlos‌ ‌posteriormente‌ ‌en‌ ‌la‌‌                         

historia‌‌principal‌‌de‌‌su‌‌novela‌‌posmoderna.‌‌En‌‌‌Hyde‌,‌‌de‌‌Daniel‌‌Levine,‌‌la‌‌convención‌‌gótica‌‌                           

del‌‌‌Doppelgänger‌‌se‌‌instala‌‌y‌‌se‌‌subvierte‌‌para‌‌dar‌‌forma‌‌a‌‌la‌‌irónica‌‌inversión‌‌posmoderna‌‌                             
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de‌‌‌The‌‌Strange‌‌Case‌‌of‌‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌.‌‌Esta‌‌estrategia‌‌de‌‌metaficción,‌‌que‌‌requiere‌‌                               

la‌‌continua‌‌participación‌‌del‌‌lector‌‌para‌‌ser‌‌actualizada,‌‌se‌‌concibe‌‌paradójicamente‌‌como‌‌un‌‌                         

instrumento‌ ‌discursivo‌ ‌para‌ ‌revisar‌ ‌y‌ ‌criticar‌ ‌desde‌ ‌una‌ ‌distancia‌ ‌excéntrica‌ ‌una‌ ‌serie‌ ‌de‌‌                         

supuestos‌‌ideológicos‌‌latentes‌‌que‌‌informan‌‌el‌‌texto‌‌parodiado,‌‌incluida‌‌la‌‌monstruosidad‌‌de‌‌                       

Edward‌‌Hyde,‌‌la‌‌reivindicación‌‌de‌‌verdades‌‌fundamentales,‌‌el‌‌problema‌‌de‌‌la‌‌identidad‌‌como‌‌                         

construcción‌ ‌fragmentada‌ ‌y‌ ‌la‌ ‌persecución‌ ‌homofóbica.‌ ‌En‌ ‌‌Frankissstein:‌ ‌A‌‌Love‌‌Story‌,‌‌de‌‌                       

Jeanette‌ ‌Winterson,‌ ‌las‌ ‌convenciones‌ ‌góticas‌ ‌de‌ ‌la‌ ‌presencia‌ ‌fantasmal‌ ‌del‌ ‌pasado,‌‌el‌‌‌locus‌‌                         

horribilis‌‌y‌‌el‌‌monstruo‌‌son‌‌utilizados‌‌para‌‌dar‌‌forma‌‌a‌‌la‌‌irónica‌‌inversión‌‌de‌‌‌Frankenstein‌.‌‌                             

Tal‌‌estrategia‌‌metaficcional‌‌se‌‌concibe‌‌paradójicamente‌‌como‌‌un‌‌instrumento‌‌discursivo‌‌para‌‌                     

revisar‌ ‌y‌ ‌criticar‌ ‌desde‌‌una‌‌distancia‌‌excéntrica‌‌varios‌‌presupuestos‌‌ideológicos‌‌latentes‌‌que‌‌                       

informan‌‌el‌‌texto‌‌parodiado,‌‌incluyendo‌‌la‌‌formación‌‌de‌‌la‌‌tradición‌‌gótica,‌‌la‌‌política‌‌sexual‌‌                           

y‌‌de‌‌género,‌‌la‌‌historia‌‌como‌‌discurso,‌‌el‌‌futuro‌‌de‌‌la‌‌ciencia‌‌a‌‌la‌‌luz‌‌del‌‌posthumanismo‌‌y‌‌la‌‌                                     

fealdad‌ ‌de‌ ‌la‌ ‌monstruosidad.‌ ‌Estos‌ ‌problemas,‌ ‌que‌ ‌están‌‌anidados‌‌tanto‌‌en‌‌la‌‌ficción‌‌gótica‌‌                           

como‌ ‌en‌ ‌el‌ ‌humanismo‌ ‌liberal‌ ‌occidental‌ ‌en‌ ‌su‌ ‌conjunto,‌ ‌son‌ ‌examinados‌ ‌críticamente,‌‌                       

mientras‌‌que‌‌el‌‌“textwork”‌‌paródico‌‌revela‌‌su‌‌permanencia‌‌como‌‌fuente‌‌de‌‌ansiedad‌‌cultural‌‌                         

contemporánea.‌ ‌Por‌ ‌todas‌ ‌estas‌ ‌razones,‌ ‌las‌ ‌tres‌ ‌novelas‌ ‌en‌ ‌cuestión‌ ‌se‌ ‌califican‌ ‌como‌‌                         

novelas‌‌góticas‌‌posmodernas‌‌en‌‌los‌‌términos‌‌que‌‌componen‌‌nuestra‌‌hipótesis.‌‌Esta‌‌tesis‌‌será‌‌                         

defendida‌‌utilizando‌‌los‌‌estudios‌‌de‌‌Allan‌‌Lloyd‌‌Smith‌‌(1996),‌‌Allué‌‌(1999),‌‌Andrew‌‌Smith‌‌                         

(2013),‌ ‌Barthes‌ ‌(1977),‌ ‌Beville‌ ‌(2009),‌ ‌Botting‌ ‌(1996,‌ ‌2002,‌ ‌2008),‌ ‌Castle‌ ‌(1995),‌ ‌França‌‌                       

(2017),‌‌Genette‌‌(1997),‌‌Helyer‌‌(2006),‌‌Hutcheon‌‌(2002,‌‌2004,‌‌2010,‌‌2013),‌‌Huyssen‌‌(1986),‌‌                       

Jameson‌‌(1991),‌‌Kristeva‌‌(1980),‌‌Lévy‌‌(2004),‌‌Nash‌‌(2004),‌‌Punter‌‌(1996a,‌‌1996b),‌‌Punter‌‌y‌‌                         

Byron‌ ‌(2007),‌ ‌Sedgwick‌ ‌(1986),‌ ‌Stamenkovic‌ ‌(2016)‌ ‌y‌ ‌Truffin‌ ‌(2009).‌ ‌ 
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INTRODUCTION‌ ‌ 

‌ 

This‌ ‌thesis‌‌will‌‌suggest‌‌that‌‌there‌‌is‌‌a‌‌significant‌‌amount‌‌of‌‌narratives‌‌in‌‌twenty-first‌‌                           

century‌ ‌literature‌ ‌in‌ ‌English‌ ‌which‌ ‌parodically‌ ‌rewrite‌ ‌canonical‌ ‌works‌ ‌in‌ ‌the‌ ‌tradition‌ ‌of‌‌                         

gothic‌‌fiction.‌‌We‌‌will‌‌hereby‌‌refer‌‌to‌‌this‌‌practice‌‌as‌‌“postmodern‌‌gothic”.‌‌The‌‌thesis‌‌is‌‌the‌‌                               

culmination‌ ‌of‌ ‌an‌ ‌academic‌ ‌research‌ ‌work‌ ‌that‌ ‌began‌ ‌during‌ ‌my‌ ‌time‌ ‌as‌ ‌an‌ ‌undergraduate‌‌                           

student‌ ‌in‌ ‌Letras‌ ‌at‌ ‌Universidade‌ ‌Federal‌ ‌de‌ ‌São‌ ‌João‌ ‌del-Rei,‌ ‌from‌ ‌2007‌ ‌to‌ ‌2012.‌ ‌In‌ ‌the‌‌                               

course‌ ‌of‌ ‌my‌ ‌time‌ ‌at‌ ‌UFSJ,‌ ‌I‌ ‌worked‌ ‌on‌ ‌a‌ ‌scientific‌ ‌initiation‌ ‌project‌ ‌titled‌ ‌‌O‌ ‌Gótico‌ ‌na‌‌                                 

Pós-Modernidade:‌‌Uma‌‌Leitura‌‌de‌‌‌Alias‌‌Grace‌,‌‌de‌‌Margaret‌‌Atwood‌,‌‌in‌‌which‌‌I‌‌explored‌‌the‌                           

presence‌ ‌of‌‌the‌‌motifs‌‌and‌‌narrative‌‌conventions‌‌of‌‌the‌‌gothic‌‌in‌‌Margaret‌‌Atwood’s‌‌fiction,‌‌                           

beginning‌ ‌with‌ ‌the‌ ‌short‌ ‌story‌ ‌“Death‌ ‌by‌ ‌Landscape”,‌ ‌from‌ ‌her‌ ‌collection‌ ‌‌Wilderness‌ ‌Tips‌,‌‌                         

then‌ ‌one‌ ‌of‌ ‌the‌ ‌required‌ ‌readings‌ ‌of‌ ‌a‌ ‌course‌ ‌on‌ ‌Postcolonial‌ ‌Literatures‌ ‌in‌ ‌English,‌ ‌and‌‌                             

moving‌ ‌forward‌ ‌with‌ ‌Atwood’s‌ ‌emblematic‌ ‌1996‌ ‌postmodern‌ ‌novel‌ ‌‌Alias‌ ‌Grace‌.‌‌Based‌‌on‌‌                       

the‌‌magisterial‌‌studies‌‌of‌‌David‌‌Punter‌‌(1996a,‌‌1996b)‌‌and‌‌Fred‌‌Botting‌‌(1996),‌‌the‌‌research‌‌                           

proved‌ ‌that‌ ‌those‌ ‌selected‌ ‌texts‌ ‌from‌ ‌Atwood’s‌ ‌‌oeuvre‌ ‌‌displayed‌ ‌typical‌ ‌tropes‌ ‌and‌‌                       

conventions‌ ‌of‌ ‌the‌ ‌gothic‌ ‌genre,‌ ‌including‌ ‌the‌ ‌picturesque,‌ ‌the‌ ‌‌locus‌ ‌horribilis‌,‌ ‌ghostly‌‌                       

visitations‌ ‌of‌ ‌the‌ ‌past,‌ ‌monstrous‌‌or‌‌madlike‌‌characters,‌‌dreamlike,‌‌excessive‌‌and‌‌disruptive‌‌                       

emotional‌‌states,‌‌criminal‌‌behavior,‌‌the‌‌persecution‌‌of‌‌female‌‌characters,‌‌effects‌‌of‌‌horror‌‌and‌‌                         

terror,‌ ‌and‌ ‌the‌ ‌uncanny‌ ‌manifested‌ ‌in‌ ‌the‌ ‌return‌ ‌of‌ ‌the‌ ‌repressed.‌ ‌The‌‌partial‌‌results‌‌of‌‌that‌‌                               

project‌ ‌were‌ ‌shared‌ ‌with‌‌the‌‌academic‌‌community‌‌‌vis-à-vis‌‌the‌‌publication‌‌of‌‌two‌‌papers‌‌in‌‌                           

Brazilian‌ ‌journals‌ ‌(LaGUARDIA;‌ ‌COPATI,‌ ‌2012;‌ ‌LaGUARDIA;‌ ‌COPATI,‌ ‌2013).‌ ‌ 

That‌ ‌initial‌ ‌project‌ ‌then‌ ‌birthed‌ ‌another,‌ ‌which‌ ‌I‌ ‌went‌ ‌on‌‌to‌‌develop‌‌into‌‌a‌‌Master’s‌‌                             

dissertation‌ ‌in‌ ‌the‌ ‌Graduate‌ ‌Program‌ ‌in‌ ‌Teoria‌ ‌Literária‌ ‌e‌ ‌Crítica‌ ‌da‌ ‌Cultura‌ ‌from‌‌                         

Universidade‌ ‌Federal‌ ‌de‌ ‌São‌ ‌João‌ ‌del-Rei,‌ ‌between‌ ‌years‌ ‌2012‌ ‌and‌ ‌2014,‌ ‌titled‌ ‌‌Horror‌ ‌e‌‌                           

Paródia:‌ ‌O‌ ‌Gótico‌ ‌Pós-Moderno‌ ‌de‌ ‌Margaret‌ ‌Atwood‌ ‌‌(2014a).‌ ‌The‌ ‌focus‌ ‌of‌ ‌that‌ ‌second‌‌                         

stage‌ ‌of‌ ‌the‌ ‌research‌‌was‌‌somewhat‌‌different:‌‌being‌‌the‌‌fictionalized‌‌biography‌‌of‌‌historical‌‌                         

figure‌ ‌Grace‌ ‌Marks,‌ ‌an‌ ‌Irish‌ ‌immigrant‌ ‌living‌ ‌in‌ ‌nineteenth-century‌ ‌Canada‌ ‌who‌ ‌had‌ ‌been‌‌                         

convicted‌‌of‌‌the‌‌murder‌‌of‌‌her‌‌employer‌‌and‌‌governess,‌‌and‌‌of‌‌whose‌‌life‌‌little‌‌was‌‌actually‌‌                               

known,‌‌‌Alias‌‌Grace‌‌proved‌‌itself‌‌an‌‌example‌‌of‌‌historiographic‌‌metafiction,‌‌the‌‌paradigmatic‌‌                       

mode‌ ‌of‌ ‌postmodern‌ ‌fiction‌ ‌according‌ ‌to‌ ‌Linda‌ ‌Hutcheon.‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌5)‌ ‌defines‌‌                         

historiographic‌‌metafiction‌‌as‌‌“those‌‌well-known‌‌and‌‌popular‌‌novels‌‌which‌‌are‌‌both‌‌intensely‌‌                       

self-reflexive‌ ‌and‌ ‌yet‌ ‌paradoxically‌ ‌also‌ ‌lay‌‌claim‌‌to‌‌historical‌‌events‌‌and‌‌personages”.‌‌The‌‌                         

paradox‌ ‌of‌ ‌historiographic‌ ‌metafiction‌ ‌depends‌ ‌on‌‌its‌‌being‌‌both‌‌formally‌‌introverted,‌‌often‌‌                       

including‌ ‌its‌ ‌own‌ ‌critical‌ ‌commentary,‌ ‌and‌ ‌inscribed‌ ‌into‌ ‌the‌ ‌political‌ ‌and‌ ‌the‌ ‌historical‌‌                         
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vis-à-vis‌ ‌its‌ ‌problematization‌ ‌of‌ ‌the‌ ‌authority‌ ‌of‌ ‌the‌ ‌canon,‌ ‌strategies‌ ‌of‌ ‌representation,‌ ‌the‌‌                         

role‌ ‌of‌ ‌language‌‌in‌‌reinforcing‌‌ideology,‌‌the‌‌relation‌‌between‌‌historical‌‌fact‌‌and‌‌experiential‌‌                         

event,‌‌and‌‌the‌‌multiple‌‌venues‌‌through‌‌which‌‌power‌‌is‌‌exercised‌‌(HUTCHEON,‌‌2004,‌‌p.‌‌xii).‌‌                           

That‌ ‌irresolute‌ ‌paradox,‌ ‌for‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌22),‌ ‌is‌ ‌best‌ ‌achieved‌‌with‌‌recourse‌‌to‌‌what‌‌                             

she‌ ‌names‌ ‌parody,‌ ‌or‌ ‌“repetition‌ ‌with‌ ‌critical‌ ‌distance‌ ‌that‌ ‌allows‌ ‌ironic‌ ‌signaling‌ ‌of‌‌                         

difference‌ ‌at‌ ‌the‌ ‌very‌ ‌heart‌ ‌of‌ ‌similarity”‌ ‌(HUTCHEON,‌‌2004,‌‌p.‌‌26).‌‌The‌‌reading‌‌of‌‌‌Alias‌‌                             

Grace‌ ‌through‌ ‌the‌‌lens‌‌of‌‌historiographic‌‌metafiction‌‌and‌‌the‌‌general‌‌poetics‌‌of‌‌postmodern‌‌                         

parody‌ ‌as‌ ‌proposed‌ ‌by‌ ‌Hutcheon‌ ‌led‌ ‌me‌ ‌to‌ ‌hypothesize‌ ‌that,‌ ‌in‌ ‌appropriate‌ ‌postmodern‌‌                         

fashion,‌‌Atwood’s‌‌novel‌‌did‌‌not‌‌so‌‌much‌‌‌display‌‌‌conventions‌‌of‌‌the‌‌gothic‌‌as‌‌it‌‌‌explored‌‌them‌‌                               

parodically‌;‌‌in‌‌other‌‌words,‌‌I‌‌believed‌‌that,‌‌in‌‌writing‌‌‌Alias‌‌Grace‌‌as‌‌gothic‌‌fiction,‌‌Atwood‌‌                             

possibly‌‌played‌‌with‌‌the‌‌gothic‌‌genre‌‌by‌‌both‌‌using‌‌and‌‌abusing‌‌its‌‌conventions,‌‌or‌‌repeating‌‌                             

them‌ ‌with‌‌difference.‌‌This,‌‌as‌‌I‌‌hypothesized,‌‌was‌‌meant‌‌to‌‌create‌‌an‌‌ironic‌‌inversion‌‌of‌‌the‌‌                               

gothic‌ ‌in‌ ‌order‌ ‌to‌ ‌claim‌ ‌a‌ ‌space‌ ‌for‌‌fiction‌‌as‌‌a‌‌competing‌‌historical‌‌account‌‌of‌‌the‌‌life‌‌and‌‌                                   

times‌ ‌of‌ ‌Grace‌ ‌Marks,‌ ‌while‌ ‌shedding‌ ‌light‌ ‌on‌ ‌a‌ ‌number‌ ‌of‌ ‌ideological‌ ‌assumptions‌ ‌often‌‌                           

implicated‌ ‌in‌ ‌the‌ ‌tradition‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌ 

I‌‌then‌‌went‌‌on‌‌to‌‌explore‌‌a‌‌number‌‌of‌‌ways‌‌in‌‌which‌‌this‌‌is‌‌accomplished‌‌in‌‌the‌‌novel,‌‌                                   

which‌‌have‌‌in‌‌turn‌‌given‌‌fodder‌‌to‌‌several‌‌publications‌‌deriving‌‌from‌‌my‌‌dissertation.‌‌I‌‌began‌‌                             

my‌ ‌analysis‌ ‌by‌ ‌exploring‌ ‌how‌ ‌Grace‌ ‌Marks‌ ‌is‌ ‌presented‌ ‌in‌ ‌the‌ ‌novel‌ ‌as‌ ‌‌both‌ ‌‌a‌ ‌potential‌‌                               

heroine,‌ ‌an‌ ‌angel‌ ‌of‌ ‌the‌ ‌house,‌ ‌a‌ ‌persecuted‌‌victim‌‌of‌‌a‌‌patriarchal‌‌and‌‌xenophobic‌‌society,‌‌                             

and‌‌‌a‌‌potential‌‌villainess,‌‌a‌‌‌femme‌‌fatale‌,‌‌a‌‌cruel‌‌and‌‌cunning‌‌cold-blooded‌‌murderer.‌‌Such‌‌a‌‌                             

paradoxical‌‌understanding‌‌of‌‌the‌‌character,‌‌one‌‌that‌‌remains‌‌irresolute‌‌in‌‌the‌‌novel‌‌as‌‌Grace’s‌‌                           

actions‌‌are‌‌never‌‌conclusively‌‌reconstituted‌‌nor‌‌is‌‌her‌‌character‌‌ever‌‌finally‌‌deciphered,‌‌is‌‌in‌‌                           

part‌ ‌responsible‌ ‌for‌ ‌how‌ ‌she‌ ‌is‌‌perceived‌‌as‌‌a‌‌monster,‌‌while‌‌also‌‌being‌‌a‌‌testament‌‌to‌‌how‌‌                                 

the‌ ‌historical‌ ‌Grace‌ ‌Marks‌ ‌became‌ ‌a‌ ‌symbol‌ ‌of‌ ‌larger‌ ‌social‌ ‌tensions‌ ‌underlying‌ ‌the‌ ‌1837‌‌                           

Rebellion‌ ‌in‌ ‌Upper‌ ‌Canada‌‌and‌‌its‌‌questioning‌‌of‌‌the‌‌colonial‌‌order‌‌(COPATI,‌‌2014b).‌‌That‌‌                           

led‌ ‌me‌ ‌to‌ ‌explore‌‌how‌‌the‌‌character‌‌of‌‌Grace‌‌Marks‌‌reflects‌‌a‌‌postmodern‌‌understanding‌‌of‌‌                             

identity‌ ‌as‌ ‌a‌ ‌fragmentary,‌‌de-centered‌‌and‌‌multiple‌‌cultural‌‌construct,‌‌one‌‌that‌‌is‌‌manifested‌‌                         

in‌ ‌the‌ ‌novel‌ ‌through‌ ‌the‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌the‌ ‌gothic‌ ‌motif‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌.‌ ‌In‌ ‌‌Alias‌‌                                 

Grace‌,‌‌several‌‌instances‌‌of‌‌duplication‌‌involving‌‌the‌‌triad‌‌of‌‌female‌‌protagonists‌‌of‌‌the‌‌novel‌‌                           

—‌ ‌Grace,‌ ‌Mary‌ ‌Whitney,‌ ‌and‌ ‌Nancy‌ ‌Montgomery,‌ ‌all‌ ‌of‌ ‌whom‌ ‌will‌ ‌have‌ ‌ended‌ ‌up‌ ‌either‌‌                             

dead‌‌or‌‌arrested‌‌for‌‌life‌‌within‌‌a‌‌five-year‌‌time‌‌frame‌‌—‌‌top‌‌one‌‌another‌‌to‌‌create‌‌a‌‌spinning‌‌                                   

web‌‌of‌‌multiplicity‌‌that‌‌builds‌‌up‌‌into‌‌a‌‌cathartic‌‌séance;‌‌as‌‌a‌‌result‌‌of‌‌that‌‌complex‌‌fracture,‌‌                                 

the‌‌inherent‌‌duality‌‌of‌‌the‌‌“double‌‌goer”‌‌is‌‌made‌‌to‌‌embrace‌‌the‌‌heterogeneity‌‌of‌‌postmodern‌‌                             

identity‌ ‌and‌ ‌the‌ ‌biases‌‌that‌‌sustain‌‌cultural‌‌and‌‌historical‌‌discriminations‌‌on‌‌the‌‌basis‌‌of‌‌sex‌‌                             
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and‌ ‌gender‌ ‌(COPATI,‌ ‌2017).‌ ‌ 

Deriving‌ ‌from‌ ‌that‌ ‌perspective,‌ ‌I‌ ‌observed‌‌how‌‌the‌‌intellectual‌‌and‌‌eroticized‌‌banter‌‌                       

between‌ ‌Grace‌ ‌Marks‌ ‌and‌ ‌Simon‌ ‌Jordan,‌ ‌the‌ ‌psychiatrist‌ ‌doctor‌ ‌summoned‌ ‌up‌ ‌to‌ ‌help‌ ‌her‌‌                           

access‌ ‌the‌ ‌repressed‌ ‌memories‌ ‌of‌ ‌her‌ ‌alleged‌ ‌criminal‌ ‌endeavors,‌‌both‌‌installs‌‌and‌‌subverts‌‌                         

the‌ ‌power‌ ‌dynamics‌ ‌of‌ ‌patriarchy‌ ‌that‌ ‌often‌‌provides‌‌the‌‌subject‌‌matter‌‌of‌‌the‌‌novels‌‌in‌‌the‌‌                               

subgenre‌‌of‌‌female‌‌gothic‌‌(MOERS,‌‌1976).‌‌As‌‌the‌‌detainer‌‌of‌‌crucial‌‌intelligence‌‌that‌‌might‌‌                           

be‌ ‌repressed‌ ‌or‌ ‌might‌ ‌else‌ ‌be‌ ‌purposefully‌ ‌retrieved,‌‌Grace‌‌is‌‌placed‌‌in‌‌a‌‌powerful‌‌position‌‌                             

from‌‌which‌‌public‌‌speech‌‌—‌‌the‌‌social‌‌privilege‌‌of‌‌patriarchy,‌‌which‌‌kept‌‌nineteenth-century‌‌                         

women‌‌in‌‌a‌‌state‌‌of‌‌subalternity‌‌—,‌‌are‌‌employed‌‌to‌‌manipulate‌‌the‌‌expectations‌‌of‌‌the‌‌male‌‌                               

listener.‌ ‌Grace’s‌ ‌impressive‌ ‌prowess‌ ‌as‌ ‌a‌ ‌storyteller,‌ ‌the‌ ‌suspense‌‌created‌‌by‌‌her‌‌deferral‌‌of‌‌                           

the‌ ‌crucial‌ ‌night‌ ‌of‌ ‌the‌ ‌murders,‌ ‌and‌ ‌her‌ ‌seductive‌ ‌but‌‌possibly‌‌contrived‌‌tale‌‌of‌‌maculated‌‌                             

innocence,‌‌all‌‌contribute‌‌to‌‌mystifying‌‌the‌‌doctor’s‌‌rational‌‌and‌‌scientific‌‌attempts‌‌at‌‌getting‌‌                         

to‌‌the‌‌core‌‌of‌‌his‌‌patient’s‌‌mind,‌‌which‌‌ultimately‌‌drives‌‌him‌‌to‌‌insanity.‌‌As‌‌Grace‌‌walks‌‌out‌‌                                 

of‌ ‌prison‌ ‌after‌ ‌decades‌ ‌of‌‌incarceration‌‌with‌‌an‌‌official‌‌government‌‌pardon,‌‌a‌‌now‌‌mentally‌‌                           

unstable‌‌Simon‌‌Jordan‌‌is‌‌made‌‌to‌‌succumb‌‌to‌‌his‌‌mother’s‌‌plans‌‌to‌‌have‌‌him‌‌married‌‌into‌‌the‌‌                                 

wealthy‌ ‌family‌ ‌of‌ ‌a‌ ‌lady‌ ‌he‌ ‌wholeheartedly‌ ‌despises.‌‌Thus‌‌made‌‌a‌‌victim‌‌of‌‌the‌‌patriarchal‌‌                             

expectations‌ ‌of‌ ‌which‌ ‌he‌ ‌is‌ ‌also‌ ‌a‌ ‌structural‌ ‌enforcer,‌ ‌Simon‌ ‌is‌ ‌a‌ ‌character‌ ‌that‌ ‌reveals‌‌the‌‌                               

postmodern‌ ‌(ab)use‌ ‌of‌ ‌the‌ ‌narrative‌ ‌conventions‌ ‌and‌ ‌ideological‌ ‌implications‌ ‌of‌ ‌the‌‌female‌‌                       

gothic‌ ‌(COPATI,‌ ‌2018).‌ ‌ 

The‌‌bulk‌‌of‌‌this‌‌extensive‌‌analysis‌‌confirmed‌‌my‌‌working‌‌hypothesis,‌‌which‌‌was‌‌then‌‌                         

formulated‌ ‌into‌ ‌a‌ ‌concept‌ ‌in‌ ‌the‌ ‌following‌ ‌terms:‌ ‌Margaret‌ ‌Atwood’s‌ ‌historiographic‌‌                     

metafictional‌ ‌novel‌ ‌‌Alias‌ ‌Grace‌ ‌is‌ ‌structured‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌ ‌gothic‌‌                           

genre,‌‌by‌‌which‌‌narrative‌‌conventions‌‌of‌‌the‌‌gothic‌‌are‌‌both‌‌installed‌‌and‌‌subverted‌‌in‌‌order‌‌                             

to‌‌emphasize‌‌the‌‌novel’s‌‌ironic‌‌inversion‌‌of‌‌the‌‌gothic‌‌tradition.‌‌This‌‌metafictional‌‌strategy‌‌is‌‌                           

paradoxically‌‌meant‌‌as‌‌a‌‌discursive‌‌instrument‌‌to‌‌approach‌‌problems‌‌of‌‌history,‌‌identity,‌‌and‌‌                         

gender‌‌that‌‌reinstate‌‌the‌‌parodic‌‌into‌‌the‌‌world‌‌through‌‌discourse.‌‌I‌‌have‌‌since‌‌referred‌‌to‌‌that‌‌                               

form‌ ‌of‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌ ‌gothic,‌ ‌one‌ ‌that‌ ‌involves‌ ‌both‌ ‌a‌ ‌metafictional‌ ‌and‌‌a‌‌discursive‌‌                               

dimension,‌ ‌as‌ ‌“Margaret‌ ‌Atwood’s‌ ‌postmodern‌ ‌gothic”.‌ ‌ 

By‌ ‌the‌ ‌time‌ ‌my‌ ‌dissertation‌ ‌had‌ ‌been‌ ‌duly‌ ‌written,‌ ‌defended,‌ ‌and‌ ‌published,‌ ‌I‌ ‌had‌‌                           

become‌‌interested‌‌in‌‌such‌‌works‌‌of‌‌historiographic‌‌metafiction‌‌as‌‌Jean‌‌Rhys’s‌‌‌Wide‌‌Sargasso‌‌                         

Sea‌ ‌‌(1966),‌ ‌Lin-Haire‌ ‌Sargeant’s‌ ‌‌H:‌ ‌The‌ ‌Story‌ ‌of‌ ‌Heathcliff’s‌ ‌Journey‌ ‌back‌ ‌to‌ ‌Wuthering‌‌                         

Heights‌ ‌‌(1973),‌ ‌and‌ ‌Valerie‌‌Martin’s‌‌‌Mary‌‌Reilly‌‌‌(1990),‌‌all‌‌of‌‌which‌‌could‌‌be‌‌described‌‌as‌‌                             

postmodern‌‌and‌‌would,‌‌to‌‌my‌‌view,‌‌appear‌‌to‌‌engage‌‌with‌‌the‌‌gothic‌‌in‌‌parodic‌‌ways‌‌at‌‌once‌‌                                 

similar‌‌and‌‌more‌‌extensive‌‌than‌‌those‌‌of‌‌Atwood’s‌‌‌Alias‌‌Grace‌.‌‌They‌‌are‌‌similar‌‌in‌‌that‌‌they‌‌                               
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too‌ ‌may‌ ‌be‌ ‌said‌‌to‌‌be‌‌structured‌‌as‌‌parodic‌‌plays‌‌on‌‌the‌‌gothic‌‌that‌‌highlight‌‌how‌‌they‌‌both‌‌                                   

repeat‌‌and‌‌differ‌‌from‌‌the‌‌narrative‌‌conventions‌‌and‌‌tropes‌‌of‌‌the‌‌genre;‌‌conversely,‌‌they‌‌are‌‌                             

more‌‌extensive‌‌in‌‌that‌‌they‌‌not‌‌only‌‌do‌‌that‌‌at‌‌the‌‌level‌‌of‌‌narrative‌‌convention,‌‌but‌‌also‌‌at‌‌a‌‌                                     

diegetic‌‌level‌‌—‌‌that‌‌of‌‌what‌‌Gérard‌‌Genette‌‌(1997,‌‌p.‌‌5)‌‌has‌‌named‌‌hypertextuality.‌‌All‌‌three‌‌                               

of‌‌these‌‌novels‌‌are‌‌hypertexts,‌‌both‌‌derived‌‌from‌‌and‌‌directed‌‌at‌‌previous‌‌specific‌‌hypotexts‌‌                           

in‌ ‌the‌ ‌tradition‌ ‌of‌ ‌gothic‌ ‌fiction,‌ ‌which‌ ‌they‌ ‌aim‌ ‌at‌ ‌reclaiming,‌ ‌revising,‌ ‌rewriting,‌‌                         

reincorporating,‌ ‌and‌ ‌representing‌ ‌under‌ ‌a‌ ‌different‌ ‌perspective:‌ ‌‌Wide‌ ‌Sargasso‌‌Sea‌‌presents‌‌                     

through‌ ‌a‌ ‌postcolonial‌ ‌lens‌ ‌the‌ ‌origin‌ ‌story‌ ‌of‌‌Antoinette‌‌“Bertha”‌‌Mason,‌‌neé‌‌Cosway,‌‌the‌‌                           

“madwoman‌ ‌in‌ ‌the‌ ‌attic”‌ ‌in‌ ‌Charlotte‌ ‌Brontë’s‌ ‌‌Jane‌ ‌Eyre‌;‌ ‌‌H‌ ‌‌is‌ ‌directed‌ ‌at‌ ‌Emily‌ ‌Brontë’s‌‌                             

1848‌ ‌novel‌ ‌‌Wuthering‌ ‌Heights‌ ‌and‌ ‌fulfills‌ ‌the‌ ‌mysterious‌ ‌three-year‌ ‌period‌ ‌during‌ ‌which‌‌                       

Heathcliff‌ ‌grows‌ ‌from‌ ‌runaway‌ ‌foundling‌ ‌to‌ ‌wealthy‌ ‌landowner;‌ ‌and‌ ‌‌Mary‌ ‌Reilly‌ ‌revisits‌‌                       

Robert‌‌Louis‌‌Stevenson’s‌‌1886‌‌novella‌‌‌The‌‌Strange‌‌Case‌‌of‌‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌‌from‌‌the‌‌                               

perspective‌ ‌of‌ ‌a‌ ‌maiden‌ ‌in‌ ‌Jekyll’s‌ ‌household,‌ ‌one‌ ‌who,‌ ‌having‌ ‌been‌ ‌mostly‌ ‌silent‌ ‌(and‌‌                           

unnamed)‌ ‌in‌ ‌the‌ ‌original‌ ‌novella,‌ ‌now‌ ‌gets‌ ‌entangled‌ ‌in‌ ‌the‌ ‌harrowing‌ ‌details‌ ‌of‌ ‌the‌ ‌case.‌ ‌ 

At‌‌first‌‌my‌‌interest‌‌in‌‌these‌‌novels‌‌knew‌‌no‌‌particular‌‌order‌‌or‌‌system;‌‌it‌‌was‌‌merely‌‌                               

motivated‌‌by‌‌my‌‌personal‌‌interest‌‌in‌‌both‌‌the‌‌postmodern‌‌texts‌‌themselves‌‌and‌‌their‌‌targeted‌‌                           

material.‌‌However,‌‌as‌‌my‌‌curiosity‌‌grew‌‌stronger,‌‌my‌‌investigation‌‌suggested‌‌as‌‌strongly‌‌that‌‌                         

the‌ ‌practice‌ ‌of‌ ‌writing‌ ‌back‌ ‌to‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌has‌ ‌been‌ ‌consistent,‌ ‌particularly‌ ‌in‌‌                             

twenty-first‌ ‌century‌ ‌literature‌ ‌in‌ ‌English.‌ ‌Examples‌ ‌of‌ ‌the‌ ‌practice‌ ‌include‌ ‌Rachel‌ ‌Klein’s‌‌                       

novel‌ ‌‌The‌ ‌Moth‌ ‌Diaries‌ ‌‌(2002),‌ ‌which‌ ‌finds‌ ‌an‌ ‌unnamed‌ ‌boarding‌ ‌school‌ ‌student‌ ‌reading‌                         

Joseph‌‌Sheridan‌‌Le‌‌Fanu’s‌‌“Carmilla”‌‌while‌‌pondering‌‌whether‌‌or‌‌not‌‌her‌‌roommate‌‌Lucy‌‌is‌‌                           

being‌ ‌preyed‌ ‌upon‌ ‌by‌ ‌a‌ ‌vampire‌ ‌schoolmate,‌ ‌Ernessa;‌ ‌Will‌ ‌Self’s‌ ‌‌Dorian,‌ ‌An‌ ‌Imitation‌‌                         

(2002),‌‌a‌‌queer‌‌—‌‌we‌‌had‌‌better‌‌say,‌‌queer‌er‌‌—‌‌modern‌‌version‌‌of‌‌Oscar‌‌Wilde’s‌‌‌Picture‌‌of‌‌                                 

Dorian‌‌Gray‌‌set‌‌around‌‌the‌‌time‌‌of‌‌Princess‌‌Diana’s‌‌life;‌‌Elizabeth‌‌Kostova’s‌‌‌The‌‌Historian‌‌                           

(2006),‌‌a‌‌modern‌‌take‌‌on‌‌Bram‌‌Stoker’s‌‌‌Dracula‌‌‌that‌‌mixes‌‌the‌‌account‌‌of‌‌three‌‌generations‌‌                             

of‌ ‌scholars‌ ‌in‌ ‌search‌ ‌of‌ ‌the‌ ‌lost‌ ‌tomb‌ ‌of‌ ‌the‌ ‌medieval‌ ‌prince‌ ‌Vlad‌ ‌Tepes;‌ ‌Adele‌ ‌Griffin’s‌‌                               

Tighter‌‌‌(2011),‌‌which‌‌offers‌‌a‌‌modern‌‌retelling‌‌of‌‌Henry‌‌James’s‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌from‌‌                               

the‌ ‌standpoint‌ ‌of‌ ‌a‌ ‌troubled‌ ‌teenage‌ ‌‌au‌ ‌pair‌,‌ ‌Jamie;‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌ ‌(2014),‌ ‌which‌‌                           

addresses‌ ‌Stevenson’s‌ ‌narrative‌ ‌from‌ ‌the‌ ‌position‌ ‌of‌ ‌the‌ ‌silenced‌ ‌monster;‌ ‌Valerie‌ ‌Browne‌‌                       

Lester’s‌ ‌‌The‌ ‌West‌ ‌Indian‌ (2018),‌ ‌another‌ ‌origin‌‌story‌‌to‌‌Emily‌‌Brontë’s‌‌‌Wuthering‌‌Height‌’s‌‌                         

protagonist,‌ ‌Heathcliff;‌ ‌Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌‌(2019),‌ ‌which‌‌                   

revisits‌‌Mary‌‌Shelley’s‌‌novel‌‌‌Frankenstein‌‌‌and‌‌the‌‌famous‌‌anecdote‌‌of‌‌its‌‌creation‌‌in‌‌order‌‌to‌‌                             

weave‌ ‌together‌ ‌the‌ ‌stories‌ ‌of‌ ‌Ry‌ ‌Shelley,‌ ‌a‌‌transsexual‌‌man,‌‌and‌‌Victor‌‌Stein,‌‌a‌‌tech‌‌mogul‌‌                               

and‌ ‌Ry’s‌ ‌love‌ ‌interest;‌ ‌and‌ ‌many‌ ‌others.‌ ‌ 
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The‌ ‌sheer‌ ‌volume‌ ‌of‌ ‌material‌ ‌would‌ ‌suggest‌ ‌the‌ ‌existence‌ ‌of‌ ‌a‌ ‌systematic‌ ‌practice‌‌                         

consisting‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌parodic‌ ‌retelling‌ ‌of‌ ‌novels‌ ‌in‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌In‌‌                             

other‌ ‌words,‌ ‌it‌ ‌would‌ ‌suggest‌‌that‌‌“Margaret‌‌Atwood’s‌‌postmodern‌‌gothic”‌‌is‌‌in‌‌fact‌‌not‌‌an‌‌                             

appanage‌ ‌of‌ ‌the‌ ‌Canadian‌ ‌writer,‌‌but‌‌rather‌‌an‌‌extensive‌‌and‌‌shared‌‌practice,‌‌which‌‌may‌‌be‌‌                             

referred‌ ‌to‌ ‌as‌ ‌simply‌ ‌the‌ ‌“postmodern‌ ‌gothic”.‌ ‌On‌ ‌that‌ ‌account,‌ ‌possible‌ ‌similarities‌ ‌and‌‌                         

differences‌ ‌among‌ ‌any‌ ‌number‌ ‌of‌ ‌postmodern‌ ‌gothic‌ ‌novels‌ ‌may‌ ‌be‌ ‌duly‌ ‌mapped‌ ‌out‌ ‌and‌‌                           

systematized,‌ ‌and‌ ‌a‌ ‌theorization‌ ‌may‌ ‌be‌ ‌carried‌ ‌out‌ ‌in‌ ‌order‌ ‌for‌ ‌a‌ ‌conceptual‌ ‌framework‌‌                           

describing‌‌the‌‌practice‌‌to‌‌be‌‌developed.‌‌Keeping‌‌those‌‌hypotheses‌‌in‌‌mind,‌‌I‌‌turned‌‌to‌‌current‌‌                             

theoretical‌‌investigations‌‌in‌‌order‌‌to‌‌determine‌‌the‌‌state‌‌of‌‌the‌‌art‌‌in‌‌the‌‌field;‌‌investigation‌‌of‌‌                               

the‌ ‌existing‌ ‌literature‌ ‌on‌ ‌the‌ ‌topic,‌ ‌however,‌ ‌has‌ ‌proven‌ ‌mostly‌‌alarming,‌‌since‌‌most‌‌of‌‌the‌‌                             

novels‌ ‌I‌ ‌have‌ ‌listed‌ ‌above‌ ‌have‌ ‌been‌ ‌largely‌ ‌marginalized‌ ‌in‌‌academic‌‌studies.‌‌Only‌‌a‌‌few,‌‌                             

perhaps‌ ‌more‌ ‌emblematic‌ ‌novels‌ ‌—‌ ‌including‌ ‌‌Wide‌ ‌Sargasso‌ ‌Sea‌,‌ ‌‌Mary‌‌Reilly‌,‌‌‌Dorian,‌‌an‌‌                         

Imitation‌,‌ ‌and‌ ‌‌The‌ ‌Historian‌ ‌—‌ ‌have‌ ‌been‌ ‌subjected‌ ‌to‌ ‌consistent‌‌academic‌‌scrutiny,‌‌while‌‌                         

the‌‌remaining‌‌novels‌‌have‌‌either‌‌been‌‌restricted‌‌to‌‌punctual‌‌investigations‌‌or,‌‌most‌‌frequently,‌‌                         

unacknowledged‌ ‌as‌ ‌the‌ ‌subject‌ ‌matter‌ ‌of‌ ‌academic‌ ‌work.‌ ‌ 

The‌ ‌relatively‌ ‌scanty‌ ‌number‌ ‌of‌ ‌studies‌ ‌of‌ ‌most‌ ‌of‌ ‌these‌ ‌texts‌ ‌may‌ ‌signal‌ ‌different‌‌                           

critical‌ ‌positions.‌ ‌On‌ ‌the‌ ‌one‌ ‌hand,‌ ‌the‌ ‌scarcity‌ ‌of‌ ‌approaches‌ ‌to‌ ‌parodic‌ ‌retellings‌ ‌of‌ ‌the‌‌                             

canon‌ ‌may‌ ‌signal‌ ‌that‌ ‌the‌ ‌gothic‌ ‌classics‌ ‌—‌ ‌those‌ ‌ultimately‌ ‌ungraspable‌ ‌works‌ ‌that‌‌never‌‌                           

cease‌‌to‌‌say‌‌what‌‌they‌‌have‌‌to‌‌say,‌‌and‌‌thus‌‌never‌‌cease‌‌to‌‌generate‌‌a‌‌cloud‌‌of‌‌critical‌‌thought‌‌                                     

surrounding‌‌them,‌‌according‌‌to‌‌Italo‌‌Calvino’s‌‌(2000,‌‌p.‌‌5-6)‌‌celebrated‌‌definition‌‌—‌‌remain‌‌                         

problematic‌ ‌and‌ ‌provocative‌ ‌enough‌ ‌to‌ ‌keep‌ ‌pulling‌ ‌the‌ ‌focus‌ ‌of‌ ‌critical‌ ‌attention.‌ ‌On‌ ‌the‌‌                           

other,‌ ‌more‌ ‌alarming‌ ‌hand,‌ ‌it‌ ‌may‌ ‌be‌ ‌that‌ ‌the‌ ‌dearth‌ ‌in‌ ‌studies‌ ‌of‌ ‌what‌ ‌we‌ ‌are‌ ‌naming‌‌                                 

postmodern‌‌gothic‌‌may‌‌be‌‌predicated‌‌on‌‌a‌‌pervasive‌‌understanding‌‌of‌‌parody‌‌as‌‌a‌‌derivative‌‌                           

mode‌ ‌of‌ ‌engagement‌‌that‌‌must‌‌fail‌‌to‌‌live‌‌up‌‌to‌‌the‌‌auric‌‌quality‌‌of‌‌its‌‌source‌‌material,‌‌thus‌‌                                   

resulting‌ ‌in‌ ‌texts‌ ‌that‌ ‌are‌ ‌less‌ ‌than‌ ‌worthy‌ ‌of‌ ‌the‌ ‌critic’s‌‌time‌‌(HUTCHEON,‌‌2000,‌‌p.‌‌xiv).‌‌                               

The‌ ‌scarcity‌ ‌in‌ ‌academic‌ ‌interest‌ ‌may‌ ‌conversely‌ ‌result‌ ‌from‌ ‌“the‌ ‌continuing‌ ‌strength‌ ‌of‌ ‌a‌‌                           

Romantic‌‌aesthetic‌‌that‌‌values‌‌genius,‌‌originality,‌‌and‌‌individuality”,‌‌as‌‌Hutcheon‌‌(2000,‌‌p.‌‌4)‌‌                         

suggests,‌‌one‌‌that‌‌finds‌‌support‌‌in‌‌a‌‌historically‌‌inaccurate‌‌understanding‌‌of‌‌parody‌‌as‌‌playful‌‌                           

minimal‌ ‌change,‌ ‌often‌ ‌aiming‌ ‌at‌ ‌ridicule‌ ‌(GENETTE,‌ ‌1997,‌ ‌p.‌ ‌25).‌ ‌That‌ ‌understanding‌ ‌is‌‌                         

inaccurate‌ ‌because,‌ ‌while‌ ‌it‌ ‌may‌ ‌have‌ ‌been‌ ‌suitable‌ ‌to‌ ‌describe‌ ‌a‌ ‌certain‌ ‌form‌ ‌of‌ ‌parodic‌‌                             

practice‌ ‌that‌ ‌was‌ ‌highly‌ ‌popular‌ ‌in‌ ‌the‌ ‌eighteenth‌ ‌century,‌ ‌it‌ ‌fails‌ ‌to‌ ‌account‌ ‌for‌ ‌both‌ ‌the‌‌                               

extensive‌‌parodic‌‌engagement‌‌the‌‌postmodern‌‌novels‌‌cited‌‌above‌‌actually‌‌entertain‌‌with‌‌their‌‌                       

targeted‌ ‌texts,‌ ‌and‌ ‌the‌ ‌several‌ ‌strategies‌ ‌they‌ ‌employ‌ ‌to‌ ‌transcend‌‌witty‌‌mockery‌‌towards‌‌a‌‌                           

greater‌‌variety‌‌of‌‌intended‌‌effects.‌‌Needless‌‌to‌‌say,‌‌it‌‌is‌‌my‌‌understanding‌‌—‌‌and‌‌also‌‌that‌‌of‌‌                                 
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the‌ ‌scholars‌ ‌who‌ ‌go‌‌to‌‌great‌‌pains‌‌to‌‌open‌‌up‌‌a‌‌space‌‌of‌‌academic‌‌legitimacy‌‌for‌‌parody‌‌—‌‌                                   

that‌ ‌none‌ ‌of‌ ‌the‌ ‌novels‌ ‌above‌ ‌are‌ ‌derivative‌ ‌or‌ ‌unoriginal;‌ ‌what‌ ‌they‌ ‌are‌ ‌is‌ ‌‌different‌,‌ ‌as‌‌                               

Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌6)‌ ‌has‌ ‌often‌ ‌reinforced,‌ ‌and‌ ‌their‌ ‌ironic‌ ‌difference‌ ‌from‌ ‌their‌ ‌source‌‌                           

material,‌ ‌as‌ ‌well‌ ‌as‌ ‌the‌ ‌multiple‌ ‌implications‌ ‌of‌ ‌that‌ ‌deviation‌ ‌at‌ ‌the‌ ‌diegetic,‌ ‌formal,‌‌                           

pragmatic,‌ ‌and‌ ‌discursive‌ ‌levels,‌ ‌is‌ ‌what‌ ‌they‌ ‌systematically‌ ‌draw‌ ‌attention‌ ‌to.‌ ‌ 

Having‌‌acknowledged‌‌the‌‌scarcity‌‌of‌‌studies‌‌of‌‌the‌‌postmodern‌‌gothic‌‌novels‌‌that‌‌had‌‌                         

become‌ ‌of‌ ‌interest,‌ ‌I‌ ‌turned‌ ‌to‌ ‌study‌ ‌of‌ ‌the‌ ‌concept‌ ‌itself‌ ‌in‌ ‌order‌ ‌to‌ ‌determine‌ ‌what‌ ‌the‌‌                                 

current‌ ‌lines‌ ‌of‌ ‌theory‌ ‌seem‌ ‌to‌ ‌be.‌ ‌Indeed,‌ ‌there‌ ‌have‌ ‌been‌ ‌extensive‌ ‌discussions‌ ‌of‌ ‌the‌‌                             

postmodern‌‌gothic‌‌in‌‌the‌‌past‌‌few‌‌decades,‌‌though‌‌what‌‌is‌‌understood‌‌by‌‌the‌‌name‌‌is‌‌far‌‌from‌‌                                 

consistent.‌ ‌If‌ ‌anything,‌ ‌it‌ ‌is‌ ‌as‌ ‌varied‌ ‌as‌ ‌the‌ ‌number‌ ‌of‌ ‌theoretical‌ ‌perspectives‌ ‌on‌‌                           

postmodernism‌ ‌available‌ ‌—‌ ‌which‌ ‌are‌ ‌constellational,‌ ‌historically‌ ‌specific,‌ ‌and‌ ‌often‌‌                   

incongruent‌ ‌with‌ ‌one‌ ‌another,‌ ‌to‌ ‌replicate‌ ‌Andreas‌ ‌Huyssen’s‌ ‌argument‌ ‌(1986,‌ ‌p.‌‌10).‌‌As‌‌a‌‌                           

result,‌ ‌the‌‌postmodern‌‌gothic‌‌has‌‌been‌‌discussed‌‌—‌‌often‌‌under‌‌multiple‌‌aliases‌‌—‌‌in‌‌terms‌‌                             

of‌‌critical‌‌disturbances‌‌of‌‌categories‌‌of‌‌analysis,‌‌narrative‌‌style,‌‌and‌‌hyperreality‌‌(BOTTING,‌‌                       

1996,‌‌p.‌‌168-176),‌‌the‌‌spreading‌‌of‌‌the‌‌gothic‌‌through‌‌new‌‌media‌‌and‌‌its‌‌disruption‌‌of‌‌genre‌‌                               

boundaries‌ ‌(ALLUÉ,‌‌1999),‌‌the‌‌decline‌‌of‌‌faith‌‌in‌‌paternal‌‌metaphors‌‌or‌‌authoritative‌‌grand‌‌                         

narratives‌ ‌(BOTTING,‌ ‌2002),‌ ‌the‌ ‌dynamics‌ ‌of‌ ‌popular‌ ‌culture’s‌ ‌appropriation‌ ‌of‌ ‌the‌‌canon‌‌                       

(NASH,‌ ‌2004),‌ ‌a‌ ‌counter-discourse‌ ‌to‌ ‌the‌ ‌Enlightenment‌ ‌(TRUFFIN,‌ ‌2009),‌ ‌and‌ ‌a‌‌                     

quintessential‌ ‌correspondence‌ ‌between‌ ‌postmodernism‌ ‌and‌ ‌the‌ ‌gothic‌ ‌(BEVILLE,‌ ‌2009;‌‌                 

PUNTER;‌‌BYRON,‌‌2007,‌‌p.‌‌50-53;‌‌SMITH,‌‌A.‌‌L.,‌‌1996).‌‌As‌‌far‌‌as‌‌parody,‌‌as‌‌well‌‌as‌‌other‌‌                                 

forms‌ ‌of‌‌textual‌‌appropriation,‌‌are‌‌concerned,‌‌studies‌‌have‌‌proven‌‌likely‌‌to‌‌communicate‌‌an‌‌                         

understanding‌ ‌of‌ ‌parody‌ ‌as‌ ‌character‌ ‌performativity‌ ‌(HELYER,‌ ‌2006),‌ ‌as‌ ‌a‌ ‌refashioning‌ ‌of‌‌                       

gothic‌‌tropes‌‌(SMITH,‌‌A.,‌‌2013,‌‌p.‌‌141-142),‌‌as‌‌a‌‌pastiche‌‌of‌‌the‌‌gothic‌‌style,‌‌in‌‌particular‌‌of‌‌                                 

the‌‌eighteenth-century‌‌gothic‌‌(TRUFFIN,‌‌2009,‌‌p.‌‌76),‌‌as‌‌an‌‌update‌‌(SPOONER,‌‌2006,‌‌p‌‌74)‌‌                           

or‌ ‌else‌ ‌an‌ ‌upgrade‌ ‌(STAMENKOVIC,‌ ‌2016,‌ ‌p.‌ ‌400)‌ ‌to‌ ‌the‌‌genre,‌‌or‌‌as‌‌a‌‌form‌‌of‌‌mockery,‌‌                                 

free‌‌play‌‌or‌‌bricolage‌‌that‌‌denotes‌‌the‌‌umpteen‌‌ways‌‌the‌‌gothic‌‌has‌‌leaked‌‌from‌‌literature‌‌into‌‌                               

other‌ ‌venues‌‌of‌‌cultural‌‌production,‌‌which‌‌is‌‌usually‌‌taken‌‌to‌‌denote‌‌a‌‌decline‌‌of‌‌the‌‌former‌‌                               

powers‌‌of‌‌the‌‌genre‌‌(BOTTING,‌‌2008,‌‌p.‌‌12).‌‌Rarely,‌‌if‌‌ever,‌‌parody‌‌is‌‌taken‌‌in‌‌Hutcheon’s‌‌                               

perspective,‌ ‌as‌ ‌a‌ ‌prominent‌ ‌historical‌ ‌postmodern‌ ‌genre‌ ‌that‌ ‌denotes‌ ‌a‌ ‌complicitous‌ ‌and‌‌                       

critical‌ ‌mode‌ ‌of‌ ‌metafictional‌ ‌and‌ ‌discursive‌ ‌engagement‌ ‌with‌ ‌tradition.‌ ‌ 

Critical‌‌commentary‌‌on‌‌the‌‌parodic‌‌aspects‌‌of‌‌the‌‌postmodern‌‌gothic‌‌in‌‌fiction‌‌—‌‌my‌‌                           

own‌‌previous‌‌contribution‌‌included‌‌—‌‌has‌‌also‌‌proven‌‌unusually‌‌limited‌‌in‌‌that‌‌it‌‌has‌‌tended‌‌                             

to‌‌privilege‌‌a‌‌synchronic‌‌approach‌‌to‌‌the‌‌problem:‌‌studies‌‌are‌‌more‌‌often‌‌than‌‌not‌‌limited‌‌to‌‌                               

case‌‌studies‌‌and/or‌‌commentary‌‌on‌‌one‌‌single‌‌writer‌‌or‌‌one‌‌thematic‌‌line.‌‌While‌‌that‌‌is‌‌not‌‌a‌‌                                 
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problem‌ ‌‌per‌ ‌se‌,‌ ‌it‌ ‌does‌ ‌prove‌‌problematic‌‌in‌‌providing‌‌a‌‌theoretical‌‌framework‌‌that‌‌may‌‌be‌‌                             

useful‌ ‌for‌ ‌studies‌ ‌of‌ ‌other‌ ‌texts,‌ ‌in‌ ‌particular‌ ‌when‌ ‌there‌ ‌is‌ ‌little‌ ‌agreement‌ ‌as‌ ‌to‌ ‌what‌‌                               

constitutes‌‌the‌‌specific‌‌postmodern‌‌practices‌‌of‌‌individual‌‌fictionists.‌‌As‌‌a‌‌critical‌‌practice,‌‌it‌‌                         

also‌ ‌makes‌ ‌it‌ ‌harder‌ ‌for‌ ‌critics‌ ‌to‌ ‌perceive‌ ‌the‌ ‌necessarily‌ ‌historical‌ ‌and‌ ‌political‌ ‌nature‌ ‌of‌‌                             

postmodernism,‌ ‌which‌ ‌then‌ ‌restricts‌ ‌their‌ ‌comments‌ ‌to‌ ‌the‌ ‌purely‌ ‌aesthetic‌ ‌dimension‌ ‌of‌‌                       

parody‌‌and‌‌its‌‌many‌‌relatives,‌‌such‌‌as‌‌pastiche‌‌and‌‌travesty.‌‌That‌‌is‌‌not‌‌to‌‌say‌‌there‌‌have‌‌not‌‌                                   

been‌ ‌any‌ ‌attempts‌ ‌to‌ ‌consider‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌as‌ ‌an‌ ‌extensive‌ ‌practice,‌ ‌perhaps‌ ‌a‌‌                           

genre:‌ ‌Maria‌ ‌Beville‌ ‌(2009),‌ ‌for‌ ‌one,‌ ‌has‌ ‌done‌ ‌so‌ ‌thoroughly‌ ‌in‌ ‌her‌ ‌book‌‌                         

Gothic-Postmodernism:‌ ‌Voicing‌ ‌the‌ ‌Terrors‌‌of‌‌Postmodernity‌,‌‌though‌‌her‌‌focus‌‌is‌‌placed‌‌on‌‌                       

the‌‌theoretical‌‌discussion‌‌of‌‌simulation‌‌and‌‌the‌‌postmodern‌‌sublime,‌‌while‌‌parody‌‌hardly‌‌ever‌‌                         

makes‌ ‌an‌ ‌appearance.‌ ‌ 

In‌ ‌short,‌ ‌what‌ ‌recourse‌ ‌to‌ ‌the‌ ‌current‌ ‌theory‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌‌has‌‌shown‌‌is‌‌                             

that‌ ‌either‌ ‌parody‌ ‌is‌ ‌considered‌ ‌to‌ ‌be‌ ‌an‌ ‌important‌‌aspect‌‌of‌‌the‌‌postmodern‌‌gothic,‌‌though‌‌                             

one‌‌mostly‌‌restricted‌‌to‌‌a‌‌formal‌‌dimension‌‌that‌‌fails‌‌to‌‌account‌‌for‌‌the‌‌larger‌‌contestation‌‌of‌‌                               

cultural‌ ‌norms‌ ‌that‌ ‌the‌ ‌postmodern‌ ‌parody‌ ‌actually‌ ‌operates‌ ‌at‌ ‌both‌ ‌the‌ ‌formal‌ ‌and‌ ‌the‌‌                           

discursive‌ ‌levels;‌ ‌or‌ ‌parody‌ ‌is‌ ‌invoked‌ ‌in‌ ‌order‌ ‌to‌ ‌sustain‌ ‌synchronic‌ ‌approaches‌ ‌to‌ ‌the‌‌                           

postmodern‌‌gothic‌‌that‌‌fail‌‌to‌‌account‌‌for‌‌the‌‌diachronic‌‌nature‌‌of‌‌the‌‌actual‌‌novels‌‌available‌‌                             

for‌ ‌study;‌ ‌or‌ ‌else‌ ‌parody‌‌is‌‌thoroughly‌‌absent.‌‌Thereby‌‌none‌‌of‌‌the‌‌studies‌‌available‌‌proved‌‌                             

suitable‌‌for‌‌the‌‌description‌‌of‌‌the‌‌specific‌‌practice‌‌of‌‌postmodern‌‌gothic‌‌I‌‌have‌‌singled‌‌out‌‌for‌‌                               

analysis,‌‌in‌‌that‌‌they‌‌neither‌‌acknowledge‌‌the‌‌parodic‌‌play‌‌on‌‌the‌‌gothic‌‌as‌‌a‌‌shared‌‌practice,‌‌                               

nor‌‌give‌‌an‌‌accurate‌‌account‌‌of‌‌the‌‌multiple‌‌formal,‌‌pragmatic,‌‌and‌‌discursive‌‌implications‌‌of‌‌                           

the‌ ‌parodic‌ ‌play‌ ‌of‌ ‌the‌ ‌gothic‌ ‌in‌ ‌their‌ ‌selected‌ ‌material.‌‌The‌‌practice‌‌of‌‌writing‌‌back‌‌to‌‌the‌‌                                 

canon‌‌of‌‌gothic‌‌exists;‌‌it‌‌has‌‌been‌‌a‌‌frequent‌‌enough‌‌one‌‌to‌‌suggest‌‌that‌‌possible‌‌similarities‌‌                               

may‌‌be‌‌observed,‌‌so‌‌that‌‌a‌‌conceptual‌‌framework‌‌to‌‌describe‌‌these‌‌novels‌‌may‌‌be‌‌developed‌‌                             

—‌ ‌and‌ ‌yet,‌ ‌a‌ ‌systematic‌ ‌study‌ ‌of‌ ‌the‌ ‌practice‌ ‌in‌ ‌those‌ ‌terms‌ ‌is‌ ‌currently‌ ‌lacking.‌ ‌ 

In‌‌light‌‌of‌‌that‌‌problem,‌‌it‌‌is‌‌the‌‌general‌‌objective‌‌of‌‌this‌‌thesis‌‌to‌‌develop‌‌an‌‌inceptive‌‌                                 

conceptual‌ ‌framework‌ ‌to‌ ‌describe‌ ‌a‌ ‌number‌ ‌of‌ ‌novels‌ ‌that‌ ‌participate‌ ‌in‌ ‌the‌ ‌postmodern‌‌                         

gothic.‌ ‌I‌ ‌will‌‌attempt‌‌to‌‌prove‌‌that‌‌there‌‌are‌‌enough‌‌similarities‌‌among‌‌a‌‌number‌‌of‌‌them‌‌to‌‌                                 

sustain‌ ‌the‌ ‌characterization‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌as‌ ‌a‌ ‌shared‌ ‌practice‌ ‌of‌‌addressing‌‌the‌                           

canon‌‌of‌‌gothic‌‌in‌‌postmodern‌‌parodic‌‌form.‌‌The‌‌tag‌‌“postmodern‌‌gothic”‌‌will‌‌be‌‌suggested‌‌                           

to‌ ‌define‌ ‌those‌ ‌novels‌ ‌in‌ ‌which‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌ ‌dimensions‌‌of‌‌parody‌‌                           

conflate‌‌to‌‌give‌‌rise‌‌to‌‌complex‌‌and‌‌sophisticated‌‌revisions‌‌of‌‌the‌‌literary‌‌and‌‌historical‌‌past.‌‌                             

By‌‌means‌‌of‌‌that‌‌practice,‌‌both‌‌whole‌‌targeted‌‌works‌‌and‌‌the‌‌narrative‌‌conventions‌‌of‌‌gothic‌‌                             

fiction‌ ‌are‌ ‌paradoxically‌ ‌installed‌ ‌and‌ ‌subverted‌ ‌so‌ ‌as‌ ‌to‌ ‌emphasize‌ ‌each‌ ‌novel’s‌ ‌ironic‌‌                         
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inversion‌ ‌and‌ ‌critical‌ ‌appropriation‌ ‌of‌ ‌tradition.‌ ‌This‌ ‌metafictional‌ ‌strategy‌‌is‌‌paradoxically‌‌                     

meant,‌‌in‌‌these‌‌postmodern‌‌novels,‌‌as‌‌a‌‌discursive‌‌instrument‌‌to‌‌revise‌‌and‌‌criticize‌‌from‌‌an‌‌                             

ex-centric‌ ‌distance‌ ‌several‌ ‌latent‌‌ideological‌‌assumptions‌‌that‌‌subsume‌‌the‌‌targeted‌‌texts,‌‌as‌‌                       

well‌‌as‌‌how‌‌they‌‌are‌‌involved‌‌in‌‌the‌‌production‌‌of‌‌effects‌‌of‌‌terror.‌‌In‌‌doing‌‌so,‌‌these‌‌parodic‌‌                                   

novels‌ ‌draw‌ ‌attention‌ ‌to‌ ‌the‌ ‌continuing‌ ‌centrality‌ ‌of‌ ‌those‌‌assumptions‌‌in‌‌the‌‌structuring‌‌of‌‌                           

twenty-first‌ ‌century‌ ‌cultures‌ ‌and‌ ‌anxieties,‌ ‌while‌ ‌paradoxically‌ ‌reinstating‌ ‌the‌ ‌formally‌‌                   

parodic‌ ‌into‌ ‌the‌ ‌world‌ ‌‌vis-à-vis‌ ‌the‌ ‌attention‌ ‌dispensed‌ ‌to‌ ‌contextual‌ ‌conditions‌ ‌of‌ ‌textual‌‌                         

production.‌ ‌ 

It‌ ‌would‌ ‌be‌ ‌impossible,‌ ‌considering‌ ‌the‌ ‌pretensions‌ ‌of‌ ‌this‌ ‌project,‌ ‌to‌ ‌develop‌ ‌the‌‌                         

aforementioned‌‌hypothesis‌‌in‌‌relation‌‌to‌‌the‌‌whole‌‌bulk‌‌of‌‌novels‌‌available‌‌for‌‌study;‌‌it‌‌is‌‌in‌‌                               

fact‌ ‌arguable‌ ‌that‌ ‌a‌ ‌reduced,‌ ‌historically‌ ‌limited‌ ‌corpus‌ ‌will‌ ‌provide‌‌the‌‌best‌‌alternative‌‌for‌‌                           

the‌ ‌current‌‌objective‌‌to‌‌be‌‌achieved‌‌with‌‌a‌‌degree‌‌of‌‌success.‌‌It‌‌has‌‌also‌‌been‌‌my‌‌interest‌‌to‌‌                                   

privilege‌‌texts‌‌that‌‌have‌‌seldom,‌‌if‌‌at‌‌all,‌‌been‌‌addressed‌‌by‌‌academic‌‌literary‌‌criticism,‌‌while‌‌                             

also‌‌allowing‌‌myself‌‌to‌‌foreground‌‌my‌‌personal‌‌favorites.‌‌It‌‌is‌‌in‌‌such‌‌spirit‌‌that‌‌verification‌‌                             

of‌ ‌the‌ ‌hypothesis‌ ‌and‌ ‌ensuing‌ ‌comments‌ ‌will‌ ‌focus‌ ‌on‌ ‌Adele‌ ‌Griffin’s‌ ‌‌Tighter‌,‌ ‌Daniel‌‌                         

Levine’s‌ ‌‌Hyde‌,‌ ‌and‌ ‌Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌.‌ ‌ 

Adele‌ ‌Griffin‌ ‌is‌ ‌a‌ ‌celebrated‌ ‌American‌ ‌author‌ ‌of‌ ‌Young‌ ‌Adult‌ ‌fiction‌‌whose‌‌novels‌‌                         

Sons‌ ‌of‌ ‌Liberty‌ ‌(1997)‌ ‌and‌ Where‌ ‌I‌ ‌Want‌ ‌to‌ ‌Be‌ ‌(2005)‌ ‌were‌ ‌finalists‌ ‌of‌ ‌the‌ ‌prestigious‌‌                               

National‌ ‌Book‌ ‌Award‌ ‌for‌ ‌Fiction‌ ‌in‌ ‌the‌ ‌United‌ ‌States‌ ‌of‌ ‌America.‌ ‌Her‌ ‌YA‌ ‌novel‌ ‌‌The‌‌                             

Unfinished‌ ‌Life‌ ‌of‌ ‌Addison‌ ‌Stone‌ ‌(2014)‌ ‌has‌ ‌been‌ ‌the‌ ‌recipient‌ ‌of‌ ‌multiple‌ ‌literary‌ ‌and‌‌                           

commercial‌ ‌prizes‌ ‌and‌ ‌nominations,‌ ‌including‌ ‌the‌ ‌‌YALSA‌ ‌Best‌ ‌Book‌,‌ ‌an‌ ‌‌Amazon‌ ‌Best‌ ‌YA‌‌                         

Book‌‌of‌‌the‌‌Year‌,‌‌a‌‌‌Booklist‌‌Top‌‌Ten‌‌Arts‌‌Books‌‌for‌‌Youth‌,‌‌a‌‌‌Junior‌‌Library‌‌Guild‌‌selection,‌‌a‌‌                                   

Romantic‌‌Times‌‌Finalist‌‌for‌‌Book‌‌of‌‌the‌‌Year‌,‌‌and‌‌a‌‌‌School‌‌Library‌‌Journal‌‌Top‌‌Fiction‌‌pick.‌‌                               

Several‌ ‌of‌ ‌her‌ ‌novels,‌ ‌including‌ ‌‌Tighter‌ ‌‌(STEVENSON,‌ ‌2011,‌ ‌p.‌ ‌417-418),‌ ‌have‌ ‌been‌‌                       

reviewed‌‌for‌‌the‌‌‌Bulletin‌‌of‌‌the‌‌Center‌‌for‌‌Children’s‌‌Books‌‌of‌‌Johns‌‌Hopkins‌‌University,‌‌yet‌‌                             

no‌‌academic‌‌studies‌‌of‌‌any‌‌of‌‌her‌‌novels‌‌have‌‌been‌‌published‌‌to‌‌my‌‌knowledge.‌‌Information‌‌                             

about‌ ‌her‌ ‌life‌ ‌and‌ ‌published‌ ‌books‌ ‌can‌ ‌be‌ ‌found‌ ‌in‌ ‌the‌ ‌author’s‌ ‌website‌‌                         

https://adelegriffin.com/‌.‌ ‌ 

Daniel‌ ‌Levine‌ ‌is‌ ‌an‌ ‌American‌ ‌academic‌ ‌and‌ ‌Creative‌ ‌Writing‌ ‌Professor.‌ ‌He‌‌studied‌‌                       

English‌ ‌Literature‌ ‌and‌ ‌Creative‌ ‌Writing‌ ‌at‌ ‌Brown‌ ‌University‌ ‌in‌ ‌Rhode‌‌Island,‌‌and‌‌received‌‌                         

his‌‌graduate‌‌title‌‌of‌‌Master‌‌in‌‌Fine‌‌Arts‌‌in‌‌Fiction‌‌Writing‌‌from‌‌the‌‌University‌‌of‌‌Florida.‌‌He‌‌                                 

has‌ ‌since‌ ‌taught‌ ‌Composition‌ ‌and‌ ‌Creative‌ ‌Writing‌ ‌at‌ ‌North‌ ‌American‌ ‌High‌ ‌Schools‌ ‌and‌‌                         

Universities,‌‌including‌‌the‌‌University‌‌of‌‌Florida,‌‌Montclair‌‌State‌‌University,‌‌and‌‌Metropolitan‌‌                     

State‌ ‌College‌ ‌of‌ ‌Denver.‌ ‌‌Hyde‌,‌ ‌his‌ ‌first‌ ‌published‌ ‌novel,‌ ‌was‌ ‌a‌ ‌New‌ ‌York‌ ‌Times’‌ ‌Editors‌‌                             

https://adelegriffin.com/
https://adelegriffin.com/
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Choice‌‌of‌‌June‌‌2014,‌‌and‌‌was‌‌selected‌‌by‌‌‌The‌‌Washington‌‌Post‌‌as‌‌one‌‌of‌‌the‌‌five‌‌best‌‌thrillers‌‌                                   

of‌ ‌that‌ ‌year.‌‌Although‌‌the‌‌novel‌‌has‌‌been‌‌reviewed‌‌by‌‌several‌‌newspapers‌‌upon‌‌publication,‌‌                           

no‌ ‌academic‌ ‌studies‌ ‌of‌ ‌it‌ ‌have‌ ‌been‌ ‌published‌ ‌to‌ ‌my‌‌knowledge.‌‌Information‌‌about‌‌his‌‌life‌‌                             

and‌ ‌curiosities‌ ‌about‌ ‌‌Hyde‌ ‌‌can‌ ‌be‌ ‌found‌ ‌in‌ ‌the‌ ‌author’s‌ ‌website‌‌ ‌‌http://danielglevine.com/‌.‌ ‌ 

Jeanette‌‌Winterson,‌‌CBE,‌‌is‌‌an‌‌acclaimed‌‌British‌‌author‌‌and‌‌Professor‌‌of‌‌New‌‌Writing‌‌                         

at‌ ‌the‌ ‌University‌ ‌of‌ ‌Manchester.‌ ‌She‌‌has‌‌published‌‌novels‌‌since‌‌1985,‌‌and‌‌her‌‌most‌‌notable‌                             

works‌ ‌include‌ ‌‌Oranges‌ ‌are‌ ‌not‌ ‌the‌ ‌Only‌ ‌Fruit‌‌‌(1985),‌‌‌The‌‌Passion‌‌‌(1987),‌‌‌Gut‌‌Symmetries‌‌                           

(1997),‌‌‌Why‌‌Be‌‌Happy‌‌When‌‌You‌‌Could‌‌Be‌‌Normal?‌‌‌(2011),‌‌and‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌‌                             

—‌ ‌the‌ ‌latter‌ ‌of‌ ‌which‌ ‌was‌ ‌longlisted‌ ‌for‌ ‌the‌ ‌Booker‌ ‌Prize‌ ‌for‌ ‌Fiction‌ ‌in‌‌2019.‌‌Winterson’s‌‌                               

novels‌‌have‌‌been‌‌published‌‌in‌‌several‌‌countries,‌‌and‌‌have‌‌been‌‌approached‌‌from‌‌an‌‌academic‌‌                           

perspective‌ ‌for‌ ‌their‌ ‌dramatization‌ ‌of‌ ‌lesbian‌ ‌and‌ ‌queer‌ ‌dilemmas,‌ ‌their‌ ‌attention‌ ‌to‌ ‌sexual‌‌                         

and‌‌gender‌‌politics,‌‌and‌‌their‌‌participation‌‌in‌‌the‌‌poetics‌‌of‌‌postmodernism.‌‌Important‌‌studies‌‌                         

of‌ ‌Winterson’s‌ ‌‌oeuvre‌ ‌include‌ ‌Paulina‌ ‌Palmer’s‌ ‌inclusion‌ ‌of‌ ‌several‌ ‌of‌ ‌her‌ ‌novels‌ ‌in‌ ‌the‌‌                           

category‌ ‌of‌ ‌“lesbian‌ ‌gothic”‌ ‌in‌ ‌papers‌ ‌such‌ ‌as‌ ‌“Lesbian‌ ‌Gothic:‌ ‌Transgressive‌ ‌Fictions”‌‌                       

(2010)‌ ‌and‌ ‌“Lesbian‌ ‌Gothic:‌ ‌Genre,‌ ‌Transformation,‌ ‌Transgression”‌ ‌(2004).‌ ‌Winterson’s‌‌                 

narratives‌ ‌have‌ ‌also‌ ‌been‌ ‌discussed‌ ‌in‌ ‌terms‌ ‌of‌ ‌their‌ ‌participation‌ ‌in‌ ‌the‌ ‌poetics‌ ‌of‌‌                           

postmodernism,‌ ‌two‌ ‌examples‌ ‌of‌ ‌which‌ ‌consisting‌ ‌of‌ ‌Natália‌ ‌Lima‌ ‌de‌ ‌Andrade’s‌ ‌Master’s‌‌                       

dissertation‌ ‌‌A‌ ‌Performatividade‌ ‌de‌ ‌Villanelle‌ ‌e‌ ‌Henri:‌ ‌As‌ ‌Representações‌ ‌de‌ ‌Gênero‌ ‌em‌ ‌‌A‌‌                         

Paixão‌,‌‌de‌‌Jeanette‌‌Winterson‌‌‌(2019),‌‌and‌‌Ana‌‌Cecília‌‌Acioli‌‌Lima’s‌‌Doctoral‌‌dissertation‌‌‌As‌‌                         

(Re)Configurações‌‌do‌‌Corpo‌‌Sexuado‌‌na‌‌Ficção‌‌de‌‌Jeanette‌‌Winterson‌‌‌(2008).‌‌The‌‌gothic‌‌in‌‌                         

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌has‌ ‌been‌ ‌approached‌ ‌recently‌ ‌in‌ ‌Júlia‌ ‌Braga‌ ‌Neves’s‌‌paper‌‌“‘I‌‌                           

Live‌ ‌with‌ ‌Doubleness’:‌ ‌Gótico,‌ ‌Ficção‌ ‌Científica‌ ‌e‌ ‌Distopia‌ ‌em‌ ‌‌Frankissstein‌,‌ ‌de‌ ‌Jeanette‌‌                       

Winterson”‌‌(2019),‌‌though‌‌not‌‌from‌‌the‌‌viewpoint‌‌suggested‌‌in‌‌this‌‌thesis.‌‌Information‌‌about‌‌                         

Winterson’s‌ ‌life‌ ‌and‌ ‌writings‌ ‌can‌ ‌be‌ ‌found‌ ‌on‌ ‌her‌ ‌website‌‌ ‌‌http://www.jeanettewinterson.com/‌.‌ ‌ 

In‌ ‌order‌ ‌for‌ ‌the‌ ‌general‌ ‌objective‌ ‌of‌ ‌this‌ ‌research‌ ‌thesis‌ ‌to‌ ‌be‌ ‌accomplished,‌ ‌the‌‌                           

following‌‌specific‌‌objectives‌‌will‌‌be‌‌carried‌‌out:‌‌definition‌‌of‌‌operational‌‌concepts;‌‌reading‌‌of‌‌                         

the‌ ‌corpus;‌ ‌collation‌ ‌and‌ ‌cross-reading‌ ‌of‌ ‌the‌ ‌novels‌ ‌integrating‌ ‌the‌ ‌corpus‌ ‌towards‌ ‌the‌‌                         

formulation‌ ‌of‌ ‌a‌ ‌concept.‌ ‌In‌ ‌Chapter‌ ‌One,‌ ‌“Towards‌ ‌a‌ ‌Concept‌ ‌of‌ ‌the‌ ‌Postmodern‌ ‌Gothic:‌‌                           

Defining‌‌a‌‌Theoretical‌‌Framework”,‌‌the‌‌operational‌‌concepts‌‌that‌‌will‌‌underscore‌‌the‌‌study‌‌of‌‌                         

the‌‌literary‌‌texts‌‌will‌‌be‌‌developed.‌‌In‌‌subsection‌‌one,‌‌“Gothic”,‌‌will‌‌briefly‌‌present‌‌a‌‌history‌‌                             

of‌ ‌gothic‌ ‌fiction‌ ‌pieced‌ ‌together‌ ‌from‌ ‌the‌ ‌field-defining‌ ‌studies‌ ‌of‌ ‌David‌ ‌Punter‌ ‌(1996a,‌‌                         

1996b),‌‌Fred‌‌Botting‌‌(1996),‌‌and‌‌Júlio‌‌França‌‌(2017)‌‌to‌‌eventually‌‌suggest‌‌that‌‌the‌‌gothic‌‌is‌‌a‌‌                               

stable‌‌literary‌‌genre‌‌that‌‌deploys‌‌a‌‌set‌‌of‌‌basic‌‌conventions‌‌—‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌ghostly‌‌                               

manifestation‌ ‌of‌ ‌the‌ ‌past,‌‌and/or‌‌the‌‌monster‌‌—‌‌to‌‌materialize‌‌terror‌‌in‌‌paranoia,‌‌barbarism,‌‌                           

http://danielglevine.com/
http://danielglevine.com/
http://www.jeanettewinterson.com/
http://www.jeanettewinterson.com/
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and‌ ‌taboo‌ ‌while‌ ‌examining‌ ‌the‌ ‌fears‌ ‌and‌ ‌anxieties‌ ‌that‌‌subsume‌‌the‌‌hegemonic‌‌ideology‌‌of‌‌                           

the‌ ‌middle‌ ‌class.‌ ‌From‌ ‌that‌ ‌brief‌ ‌explanation,‌ ‌I‌ ‌will‌ ‌move‌ ‌on‌ ‌to‌ ‌subsection‌ ‌two,‌‌                           

“Postmodernism”,‌ ‌in‌ ‌which‌ ‌I‌ ‌will‌ ‌explore‌‌the‌‌concepts‌‌of‌‌parody‌‌and‌‌postmodernism‌‌in‌‌the‌‌                           

canonical‌‌work‌‌of‌‌Linda‌‌Hutcheon‌‌(2000,‌‌2004,‌‌2013).‌‌Taking‌‌after‌‌Hutcheon‌‌(2004,‌‌p.‌‌22),‌‌I‌‌                             

will‌‌suggest‌‌that‌‌postmodernism‌‌in‌‌the‌‌arts,‌‌including‌‌fiction,‌‌is‌‌founded‌‌upon‌‌a‌‌paradox:‌‌it‌‌is‌‌                               

“marked‌‌paradoxically‌‌by‌‌both‌‌history‌‌and‌‌an‌‌internalized,‌‌self-reflexive‌‌investigation‌‌of‌‌the‌‌                       

nature,‌ ‌the‌ ‌limits,‌ ‌and‌ ‌the‌‌possibilities‌‌of‌‌the‌‌discourse‌‌of‌‌art”.‌‌The‌‌name‌‌Hutcheon‌‌gives‌‌to‌‌                               

that‌ ‌paradoxical‌ ‌configuration‌ ‌in‌ ‌fiction‌ ‌is‌ ‌‌historiographic‌ ‌metafiction‌;‌ ‌and‌ ‌the‌ ‌formal‌‌                     

strategy‌ ‌she‌ ‌claims‌ ‌to‌ ‌be‌ ‌responsible‌ ‌for‌ ‌holding‌ ‌that‌ ‌paradox‌ ‌together‌ ‌is‌ ‌‌parody‌.‌ ‌After‌‌                           

observing‌ ‌the‌ ‌implications‌ ‌of‌ ‌metafiction‌ ‌and‌ ‌parody‌ ‌for‌ ‌Hutcheon’s‌ ‌overall‌ ‌theory‌ ‌of‌‌                       

postmodernism,‌‌I‌‌will‌‌briefly‌‌examine‌‌in‌‌subsection‌‌three,‌‌“Postmodern‌‌gothic”,‌‌a‌‌number‌‌of‌‌                         

existing‌‌studies‌‌of‌‌the‌‌postmodern‌‌gothic‌‌in‌‌order‌‌to‌‌ascertain‌‌by‌‌default‌‌the‌‌relevance‌‌of‌‌the‌‌                               

hypothesis‌‌presented‌‌in‌‌this‌‌thesis.‌‌It‌‌will‌‌become‌‌clear‌‌that,‌‌although‌‌the‌‌postmodern‌‌gothic‌‌                           

has‌ ‌been‌ ‌of‌ ‌academic‌‌interest‌‌in‌‌the‌‌past‌‌few‌‌decades,‌‌most‌‌of‌‌the‌‌existing‌‌literature‌‌fails‌‌to‌‌                                 

account‌ ‌for‌ ‌both‌ ‌the‌‌specificities‌‌and‌‌the‌‌interconnectedness‌‌of‌‌the‌‌corpus‌‌of‌‌parodic‌‌novels‌‌                           

selected‌ ‌for‌ ‌analysis.‌ ‌ 

Having‌ ‌thus‌ ‌established‌ ‌the‌ ‌understanding‌ ‌of‌‌parody,‌‌postmodernism,‌‌and‌‌the‌‌gothic‌‌                     

that‌ ‌shall‌ ‌be‌ ‌used‌ ‌as‌ ‌the‌ ‌conceptual‌ ‌framework‌ ‌of‌ ‌the‌ ‌following‌ ‌discussion,‌ ‌I‌ ‌will‌ ‌proceed‌‌                             

with‌ ‌the‌ ‌reading‌ ‌of‌ ‌the‌ ‌corpus.‌ ‌Keeping‌ ‌in‌ ‌mind‌ ‌that‌ ‌parody,‌ ‌in‌ ‌Hutcheon’s‌ ‌understanding,‌‌                           

must‌ ‌be‌ ‌understood‌ ‌in‌ ‌its‌ ‌formal,‌ ‌pragmatic,‌ ‌and‌ ‌discursive‌ ‌or‌ ‌ideological‌ ‌dimensions,‌ ‌all‌‌                         

three‌ ‌dimensions‌ ‌will‌ ‌be‌ ‌examined‌ ‌as‌ ‌discussion‌ ‌moves‌ ‌forward.‌ ‌The‌‌formal‌‌aspects‌‌of‌‌the‌‌                           

postmodern‌‌gothic‌‌will‌‌be‌‌mapped‌‌out‌‌onto‌‌both‌‌the‌‌diegetic‌‌and‌‌conventional‌‌levels‌‌of‌‌each‌‌                             

novel’s‌ ‌interaction‌ ‌with‌ ‌its‌ ‌background‌ ‌material;‌ ‌in‌ ‌reading‌ ‌the‌ ‌corpus,‌ ‌I‌ ‌will‌ ‌take‌ ‌into‌‌                           

consideration‌ ‌both‌ ‌the‌ ‌ways‌ ‌by‌ ‌which‌ ‌each‌ ‌parodic‌ ‌text‌ ‌rewrites‌ ‌its‌ ‌targeted‌ ‌material‌ ‌with‌‌                           

critical‌ ‌distance‌ ‌—‌ ‌with‌ ‌attention,‌ ‌for‌ ‌example,‌ ‌to‌ ‌issues‌ ‌of‌ ‌point‌ ‌of‌ ‌view,‌ ‌refashioning‌ ‌of‌‌                             

characters,‌ ‌and‌ ‌manipulation,‌ ‌confirmation‌ ‌or‌ ‌contestation‌ ‌of‌ ‌previously‌ ‌known‌ ‌events‌ ‌—,‌‌                     

and‌ ‌the‌ ‌ways‌ ‌by‌ ‌which‌ ‌each‌ ‌novel‌ ‌engages‌ ‌parodically‌ ‌with‌‌gothic‌‌conventions‌‌as‌‌they‌‌are‌‌                             

elaborated‌ ‌in‌ ‌the‌ ‌targeted‌ ‌text.‌ ‌The‌ ‌pragmatic‌ ‌aspects‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌will‌ ‌be‌‌                           

analyzed‌ ‌in‌ ‌reference‌ ‌to‌ ‌the‌ ‌‌ethos‌ ‌‌of‌ ‌the‌ ‌parodic‌ ‌play‌ ‌as‌ ‌it‌ ‌is‌ ‌encoded‌ ‌in‌ ‌each‌ ‌novel‌ ‌—‌‌                                   

contesting,‌ ‌respectful,‌‌or‌‌neutral.‌‌The‌‌implications‌‌of‌‌the‌‌pragmatic‌‌range‌‌of‌‌the‌‌postmodern‌‌                         

gothic‌‌may‌‌be‌‌briefly‌‌discussed.‌‌The‌‌discursive‌‌aspects‌‌of‌‌the‌‌postmodern‌‌gothic‌‌will‌‌include‌‌                           

an‌ ‌understanding‌ ‌of‌ ‌the‌ ‌ways‌ ‌by‌ ‌which‌ ‌the‌ ‌postmodern‌ ‌parody‌ ‌of‌ ‌the‌ ‌gothic‌ ‌tradition,‌ ‌by‌‌                             

force‌ ‌of‌ ‌its‌ ‌status‌ ‌as‌ ‌historiographic‌ ‌metafiction,‌ ‌invites‌ ‌considerations‌ ‌of‌ ‌history,‌‌ideology,‌‌                       

and‌ ‌power,‌ ‌which‌ ‌are‌ ‌often‌ ‌brought‌ ‌about‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌the‌ ‌ex-centric‌‌points‌‌of‌‌view‌‌these‌‌                                 
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postmodern‌ ‌novels‌ ‌purport‌ ‌to‌ ‌sustain,‌ ‌as‌ ‌well‌ ‌as‌ ‌their‌‌ostensible‌‌concerns‌‌with‌‌problems‌‌of‌‌                           

representation,‌ ‌language,‌ ‌identity,‌ ‌gender,‌ ‌sexuality,‌ ‌and‌ ‌the‌ ‌like.‌ ‌ 

In‌ ‌Chapter‌ ‌Two,‌ ‌“Yet‌ ‌Another‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw:‌ ‌Adele‌ ‌Griffin’s‌ ‌‌Tighter‌”,‌ ‌I‌ ‌will‌‌                           

explore‌‌Adele‌‌Griffin’s‌‌novel‌‌‌in‌‌terms‌‌of‌‌its‌‌ex-centric‌‌postmodern‌‌parodic‌‌reading‌‌of‌‌Henry‌‌                           

James’s‌ ‌ghost‌ ‌story‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌a‌‌novella‌‌considered‌‌by‌‌David‌‌Punter‌‌(1996b,‌‌p.‌‌                               

47)‌ ‌to‌ ‌have‌ ‌been‌ ‌“a‌ ‌decisive‌ ‌moment‌ ‌in‌ ‌the‌ ‌history‌ ‌of‌ ‌the‌ ‌Gothic‌ ‌and‌ ‌of‌ ‌the‌ ‌ghost‌ ‌story”.‌‌                                   

Although‌‌it‌‌may‌‌be‌‌risky‌‌to‌‌sort‌‌out‌‌the‌‌formal,‌‌pragmatic‌‌and‌‌ideological‌‌elements‌‌of‌‌parody,‌‌                               

given‌ ‌how‌ ‌the‌ ‌three‌ ‌dimensions‌ ‌interact‌ ‌in‌ ‌order‌ ‌to‌ ‌authorize‌‌the‌‌strategy‌‌of‌‌repeating‌‌with‌‌                             

critical‌‌distance,‌‌I‌‌will‌‌segment‌‌the‌‌discussion‌‌in‌‌three‌‌distinct‌‌subsections,‌‌each‌‌focusing‌‌on‌‌                           

one‌‌set‌‌of‌‌aspects‌‌of‌‌the‌‌novel‌‌(it‌‌should‌‌be‌‌noted,‌‌however,‌‌that‌‌subsections‌‌may‌‌eventually‌‌                               

crisscross‌‌as‌‌certain‌‌narrative‌‌problems‌‌are‌‌raised‌‌and‌‌discussed).‌‌In‌‌subsection‌‌one,‌‌“Depths,‌‌                         

depths!”,‌ ‌I‌ ‌will‌ ‌focus‌ ‌on‌ ‌a‌ ‌number‌‌of‌‌diegetic‌‌and‌‌conventional‌‌similarities‌‌and‌‌distinctions‌‌                           

between‌ ‌the‌ ‌parodic‌ ‌and‌ ‌the‌ ‌parodied‌ ‌texts,‌ ‌in‌ ‌order‌ ‌to‌ ‌reflect‌ ‌on‌ ‌how‌ ‌‌Tighter‌ ‌‌parodically‌‌                             

plays‌‌with‌‌the‌‌gothic‌‌genre‌‌and‌‌its‌‌conventions.‌‌In‌‌subsection‌‌two,‌‌“This‌‌was‌‌no‌‌trick‌‌of‌‌the‌‌                                 

eye”,‌‌I‌‌will‌‌zoom‌‌in‌‌on‌‌the‌‌pragmatic‌‌range‌‌of‌‌intent‌‌displayed‌‌in‌‌the‌‌parodic‌‌novel,‌‌in‌‌order‌‌                                   

to‌‌discuss‌‌how‌‌it‌‌both‌‌reenacts‌‌and‌‌transgresses‌‌a‌‌number‌‌of‌‌stylistic‌‌strategies‌‌that‌‌contribute‌‌                             

to‌‌creating‌‌effects‌‌of‌‌ambiguity‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌.‌‌In‌‌subsection‌‌three,‌‌“In‌‌my‌‌family,‌‌                                 

we‌‌just‌‌call‌‌it‌‌mopey”,‌‌I‌‌will‌‌discuss‌‌how‌‌parody,‌‌an‌‌introverted‌‌metafictional‌‌genre,‌‌comes‌‌as‌‌                               

the‌ ‌means‌ ‌by‌ ‌which‌ ‌Griffin‌ ‌manages‌ ‌to‌ ‌unearth‌ ‌concealed‌ ‌ideological‌ ‌preconceptions‌‌from‌‌                       

her‌ ‌source‌ ‌material‌ ‌and‌ ‌turn‌ ‌them‌ ‌into‌‌the‌‌main‌‌story‌‌of‌‌her‌‌own‌‌postmodern‌‌novel.‌‌By‌‌the‌‌                                 

end‌‌of‌‌the‌‌chapter,‌‌it‌‌will‌‌have‌‌become‌‌clear‌‌that‌‌the‌‌parodic‌‌elements‌‌of‌‌‌Tighter‌‌‌authorize‌‌its‌‌                                 

characterization‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌in‌ ‌the‌ ‌terms‌ ‌suggested‌ ‌in‌ ‌this‌ ‌thesis.‌ ‌ 

In‌‌Chapter‌‌Three,‌‌“The‌‌‌Doppelgänger‌‌Trouble:‌‌Daniel‌‌Levine’s‌‌‌Hyde‌”,‌‌I‌‌will‌‌analyze‌‌                       

Daniel‌ ‌Levine’s‌‌novel‌‌in‌‌terms‌‌of‌‌its‌‌ex-centric‌‌postmodern‌‌parodic‌‌reading‌‌of‌‌Robert‌‌Louis‌‌                           

Stevenson’s‌ ‌gothic‌ ‌novella‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌.‌ ‌Due‌ ‌to‌ ‌the‌‌                             

complexity‌ ‌of‌ ‌the‌ ‌novel’s‌ ‌ex-centric‌ ‌problematization‌ ‌of‌ ‌the‌ ‌ideology‌ ‌of‌ ‌liberal‌ ‌humanism,‌‌                       

and‌ ‌the‌ ‌extent‌ ‌of‌ ‌its‌ ‌parodic‌ ‌activation‌ ‌of‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌one‌‌                             

dominant‌ ‌configuration‌ ‌of‌ ‌the‌ ‌gothic‌ ‌monster‌ ‌in‌ ‌the‌ ‌works‌ ‌of‌ ‌tradition,‌ ‌I‌ ‌will‌ ‌propose‌ ‌a‌                             

different‌‌segmentation:‌‌each‌‌of‌‌the‌‌three‌‌distinct‌‌subsections‌‌of‌‌the‌‌chapter‌‌will‌‌focus‌‌on‌‌one‌‌                             

separate‌‌nucleus‌‌of‌‌the‌‌novel’s‌‌problematization‌‌of‌‌ideology,‌‌which‌‌will‌‌be‌‌examined‌‌in‌‌terms‌‌                           

of‌ ‌the‌ ‌parodic‌ ‌playful‌ ‌activation‌ ‌of‌ ‌the‌ ‌gothic‌ ‌motif‌ ‌of‌ ‌the‌ ‌double.‌ ‌In‌‌subsection‌‌one,‌‌“The‌‌                               

truth‌ ‌is‌ ‌inside‌ ‌this‌ ‌head”,‌ ‌I‌ ‌will‌ ‌discuss‌ ‌the‌ ‌parodic‌ ‌deployment‌ ‌of‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌‌                               

Doppelgänger‌ ‌in‌ ‌‌Hyde‌ ‌as‌ ‌a‌ ‌support‌ ‌to‌ ‌the‌ ‌relativization‌ ‌of‌ ‌monstrosity,‌ ‌leading‌ ‌to‌ ‌the‌‌                           

questioning‌ ‌of‌ ‌truth‌ ‌claims.‌ ‌In‌ ‌subsection‌ ‌two,‌ ‌“We‌ ‌can‌ ‌only‌ ‌marvel‌ ‌at‌ ‌its‌ ‌ruinous‌‌                           
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multiplicity”,‌ ‌I‌‌will‌‌examine‌‌how‌‌the‌‌convention‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌used‌‌and‌‌abused‌‌in‌‌                             

Hyde‌ ‌‌to‌ ‌metaphorize‌ ‌the‌ ‌concept‌ ‌of‌ ‌postmodern‌ ‌identity‌ ‌as‌ ‌a‌ ‌fragmented‌ ‌and‌ ‌multiple‌‌                         

ideological‌‌construct.‌‌In‌‌subsection‌‌three,‌‌“I‌‌could‌‌feel‌‌Jekyll‌‌inside‌‌me”,‌‌I‌‌will‌‌analyze‌‌how‌‌                             

the‌ ‌conventional‌ ‌psychoanalytic‌‌explanation‌‌of‌‌the‌‌‌Doppelgänger‌‌as‌‌symbolic‌‌expression‌‌of‌‌                     

abnormal‌‌homosexual‌‌desire‌‌is‌‌repeated‌‌with‌‌difference‌‌in‌‌order‌‌to‌‌emphasize‌‌the‌‌persecutory‌‌                         

qualities‌ ‌of‌ ‌homophobic‌ ‌violence‌ ‌inherent‌ ‌in‌ ‌cultural‌ ‌dynamics‌ ‌of‌ ‌power‌ ‌and‌ ‌control‌ ‌over‌‌                         

non-reproductive‌ ‌sexuality.‌ ‌By‌ ‌the‌ ‌end‌ ‌of‌ ‌the‌ ‌chapter,‌ ‌it‌ ‌will‌ ‌have‌ ‌become‌ ‌clear‌ ‌that‌ ‌the‌‌                             

formal,‌ ‌pragmatic‌ ‌and‌ ‌ideological‌ ‌dimensions‌ ‌of‌ ‌parody‌ ‌conflate‌ ‌in‌ ‌‌Hyde‌ ‌to‌ ‌give‌ ‌rise‌ ‌to‌ ‌a‌‌                             

sophisticated‌ ‌revision‌ ‌of‌ ‌the‌ ‌literary‌ ‌and‌ ‌cultural‌ ‌past‌ ‌embodied‌ ‌in‌ ‌several‌ ‌ideological‌‌                       

assumptions‌ ‌integrating‌ ‌the‌ ‌ideology‌ ‌of‌ ‌liberal‌ ‌humanism‌ ‌which‌ ‌are‌ ‌filtered‌ ‌by‌ ‌the‌‌                       

conventions‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌The‌ ‌parodic‌ ‌elements‌ ‌in‌ ‌operation‌ ‌in‌ ‌‌Hyde‌ ‌‌thus‌ ‌authorize‌ ‌its‌‌                           

characterization‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌in‌ ‌the‌ ‌terms‌ ‌suggested‌ ‌in‌ ‌this‌ ‌thesis.‌ ‌ 

In‌‌Chapter‌‌Four,‌‌“A‌‌Kiss‌‌at‌‌the‌‌Heart‌‌of‌‌Gothic:‌‌Jeanette‌‌Winterson’s‌‌‌Frankissstein:‌‌A‌‌                           

Love‌ ‌Story‌”,‌ ‌I‌ ‌will‌ ‌explore‌ ‌Jeanette‌‌Winterson’s‌‌novel‌‌in‌‌terms‌‌of‌‌its‌‌ex-centric‌‌postmodern‌‌                           

parodic‌ ‌reading‌ ‌of‌ ‌Mary‌ ‌Shelley’s‌ ‌gothic‌ ‌novel‌ ‌‌Frankenstein,‌ ‌or‌ ‌The‌ ‌Modern‌ ‌Prometheus‌.‌‌                       

Each‌ ‌subsection‌ ‌of‌ ‌the‌ ‌chapter‌ ‌will‌ ‌focus‌ ‌on‌ ‌the‌ ‌parodic‌ ‌activation‌ ‌of‌ ‌the‌ ‌conventions‌ ‌of‌‌                             

gothic‌ ‌fiction‌ ‌as‌ ‌they‌ ‌are‌ ‌presented‌ ‌in‌ ‌‌Frankenstein‌,‌ ‌while‌ ‌issues‌ ‌of‌ ‌the‌ ‌pragmatic‌ ‌and‌‌                           

discursive‌‌dimension‌‌will‌‌be‌‌addressed‌‌whenever‌‌possible.‌‌In‌‌subsection‌‌one,‌‌“The‌‌history‌‌we‌‌                         

are‌ ‌making”,‌ ‌I‌ ‌will‌ ‌analyze‌ ‌instances‌ ‌of‌ ‌the‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌‌                                 

ghostly‌‌manifestation‌‌of‌‌the‌‌past‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel,‌‌in‌‌order‌‌to‌‌understand‌‌how‌‌                             

the‌ ‌resurfacing‌ ‌of‌ ‌the‌ ‌past‌ ‌in‌‌ghostly‌‌guise‌‌structures‌‌a‌‌critique‌‌of‌‌ideological‌‌undercurrents‌‌                           

regarding‌‌the‌‌gothic‌‌tradition,‌‌sexual‌‌politics,‌‌gender‌‌identities,‌‌and‌‌history.‌‌In‌‌subsection‌‌two,‌‌                         

“This‌ ‌futuristic‌ ‌charnel‌ ‌house”,‌ ‌I‌ ‌will‌ ‌examine‌ ‌the‌ ‌parodic‌ ‌repetition‌ ‌with‌ ‌difference‌‌of‌‌the‌‌                           

gothic‌‌convention‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌with‌‌emphasis‌‌placed‌‌                           

on‌ ‌the‌ ‌strategies‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌at‌ ‌play‌ ‌in‌ ‌the‌ ‌novel’s‌ ‌treatment‌ ‌of‌ ‌the‌ ‌settings‌ ‌of‌ ‌the‌‌                                 

charnel‌‌house‌‌and‌‌the‌‌laboratory.‌‌In‌‌subsection‌‌three,‌‌“Freak”,‌‌I‌‌will‌‌zoom‌‌in‌‌on‌‌how‌‌parody‌‌                               

structures‌‌a‌‌reversal‌‌of‌‌expectations‌‌regarding‌‌the‌‌convention‌‌of‌‌the‌‌monster‌‌in‌‌‌Frankissstein:‌‌                         

A‌ ‌Love‌ ‌Story‌,‌‌in‌‌that‌‌the‌‌monster‌‌is‌‌valorized‌‌as‌‌an‌‌authentic‌‌self‌‌while‌‌the‌‌system‌‌of‌‌social‌‌                                   

values‌ ‌that‌ ‌caters‌ ‌to‌ ‌the‌ ‌regulation‌ ‌of‌ ‌bodies‌ ‌and‌ ‌identities‌ ‌is‌ ‌rendered‌ ‌monstrous,‌ ‌its‌‌                           

monstrosity‌‌being‌‌predicated‌‌on‌‌the‌‌violence‌‌it‌‌deploys‌‌to‌‌ensure‌‌its‌‌own‌‌sustenance.‌‌By‌‌the‌‌                             

end‌ ‌of‌ ‌the‌ ‌chapter,‌ ‌it‌ ‌will‌ ‌have‌ ‌become‌ ‌clear‌ ‌that‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌ideological‌‌                             

dimensions‌ ‌of‌ ‌parody‌ ‌conflate‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌as‌ ‌the‌ ‌novel‌ ‌paradoxically‌‌                         

revises‌ ‌and‌ ‌criticizes‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌‌several‌‌latent‌‌ideological‌‌assumptions‌‌that‌‌                       

inform‌ ‌its‌ ‌targeted‌ ‌text,‌ ‌including‌ ‌the‌ ‌gothic‌ ‌tradition,‌ ‌sexual‌ ‌politics,‌ ‌gender‌ ‌identities,‌‌                       
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history,‌‌the‌‌future‌‌of‌‌science,‌‌and‌‌the‌‌making‌‌of‌‌monstrosity.‌‌For‌‌all‌‌of‌‌that,‌‌‌Frankissstein:‌‌A‌‌                               

Love‌ ‌Story‌ ‌will‌ ‌in‌ ‌time‌ ‌qualify‌‌as‌‌a‌‌postmodern‌‌gothic‌‌novel‌‌in‌‌the‌‌terms‌‌that‌‌comprise‌‌our‌‌                                 

working‌ ‌hypothesis.‌ ‌ 

Finally,‌ ‌in‌ ‌the‌ ‌Conclusion,‌ ‌“Postmodern‌ ‌Gothic,‌ ‌or,‌ ‌Postmodern‌ ‌Parodies‌ ‌of‌ ‌Gothic‌‌                     

Fiction”,‌ ‌I‌ ‌will‌ ‌weave‌ ‌an‌‌operational‌‌concept‌‌of‌‌the‌‌postmodern‌‌gothic‌‌from‌‌a‌‌collation‌‌and‌‌                             

cross-reading‌ ‌of‌ ‌elements‌ ‌of‌ ‌the‌ ‌previous‌ ‌analysis.‌ ‌In‌ ‌due‌ ‌time,‌ ‌the‌ ‌chapter‌ ‌will‌ ‌lead‌ ‌to‌ ‌a‌‌                               

discussion‌ ‌of‌ ‌several‌ ‌important‌ ‌questions‌‌raised‌‌by‌‌the‌‌postmodern‌‌parodic‌‌appropriation‌‌of‌‌                       

the‌ ‌gothic.‌ ‌Issues‌ ‌of‌ ‌legitimacy‌ ‌and‌ ‌cultural‌ ‌authority‌ ‌in‌ ‌relation‌‌to‌‌parodic‌‌practice‌‌will‌‌be‌‌                             

briefly‌ ‌discussed‌ ‌as‌ ‌well,‌ ‌whereby‌ ‌we‌ ‌will‌ ‌reflect‌ ‌upon‌ ‌the‌ ‌possible‌‌reasons‌‌underlying‌‌the‌‌                           

frequent‌‌appropriation‌‌of‌‌the‌‌tradition‌‌of‌‌gothic‌‌in‌‌postmodernism,‌‌as‌‌well‌‌as‌‌the‌‌implications‌‌                           

of‌ ‌that‌ ‌practice‌ ‌for‌ ‌the‌ ‌cultural‌ ‌position‌ ‌of‌ ‌the‌ ‌gothic‌ ‌in‌ ‌the‌ ‌past‌ ‌decade.‌ ‌ 

The‌‌research‌‌is‌‌bibliographic.‌‌For‌‌general‌‌considerations‌‌about‌‌the‌‌gothic‌‌genre‌‌I‌‌will‌‌                         

rely‌ ‌on‌ ‌the‌ ‌works‌ ‌of‌ ‌Botting‌ ‌(1996),‌ ‌Castle‌ ‌(1995),‌ ‌França‌ ‌(2017),‌ ‌Lévy‌ ‌(2004),‌ ‌Punter‌‌                           

(1996a,‌‌1996b),‌‌and‌‌Sedgwick‌‌(1986).‌‌Considerations‌‌of‌‌parody‌‌and‌‌postmodernism‌‌will‌‌find‌‌                       

substantiation‌ ‌in‌ ‌the‌ ‌works‌‌of‌‌Barthes‌‌(1977),‌‌Genette‌‌(1997),‌‌Hutcheon‌‌(2002,‌‌2004,‌‌2010,‌‌                         

2013),‌ ‌Huyssen‌ ‌(1986),‌ ‌Jameson‌ ‌(1991),‌ ‌and‌ ‌Kristeva‌ ‌(1980).‌ ‌Existing‌ ‌concepts‌ ‌of‌ ‌the‌‌                       

postmodern‌ ‌gothic‌ ‌will‌ ‌be‌ ‌traced‌ ‌back‌ ‌to‌ ‌the‌ ‌research‌ ‌works‌ ‌of‌ ‌Allan‌ ‌Lloyd‌ ‌Smith‌‌(1996),‌‌                             

Allué‌ ‌(1999),‌ ‌Andrew‌ ‌Smith‌ ‌(2013),‌ ‌Beville‌ ‌(2009),‌ ‌Botting‌ ‌(1996,‌ ‌2002,‌ ‌2008),‌ ‌Helyer‌‌                       

(2006),‌ ‌Nash‌ ‌(2004),‌ ‌Punter‌ ‌and‌ ‌Byron‌ ‌(2007),‌ ‌Stamenkovic‌ ‌(2016),‌ ‌and‌ ‌Truffin‌ ‌(2009).‌‌                       

Other‌ ‌relevant‌ ‌References‌ ‌will‌ ‌be‌ ‌listed‌ ‌by‌ ‌the‌ ‌end.‌ ‌ 
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CHAPTER‌ ‌ONE‌ ‌ 

TOWARDS‌ ‌A‌ ‌CONCEPT‌ ‌OF‌ ‌THE‌ ‌POSTMODERN‌ ‌GOTHIC:‌ ‌DEFINING‌ ‌A‌‌ 

THEORETICAL‌ ‌FRAMEWORK‌ ‌ 

‌ 

This‌ ‌thesis‌ ‌will‌ ‌explore‌ ‌the‌ ‌hypothesis‌ ‌that‌ ‌one‌ ‌of‌‌the‌‌possible‌‌configurations‌‌of‌‌the‌‌                           

postmodern‌‌gothic‌‌in‌‌fiction‌‌consists‌‌of‌‌parodic‌‌rewritings‌‌of‌‌the‌‌tradition‌‌of‌‌the‌‌gothic‌‌genre,‌‌                             

which‌ ‌can‌‌be‌‌observed‌‌in‌‌novels‌‌such‌‌as‌‌Adele‌‌Griffin’s‌‌‌Tighter‌,‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌and‌‌                             

Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌.‌ ‌If‌ ‌that‌ ‌is‌ ‌truly‌ ‌the‌ ‌case,‌ ‌we‌ ‌must‌ ‌first‌‌                             

delimit‌‌an‌‌operational‌‌understanding‌‌of‌‌gothic,‌‌postmodernism,‌‌and‌‌parody‌‌that‌‌may‌‌allow‌‌us‌‌                         

to‌‌refine‌‌that‌‌hypothesis‌‌before‌‌we‌‌can‌‌pursue‌‌a‌‌reading‌‌of‌‌the‌‌corpus.‌‌Unluckily‌‌enough,‌‌we‌‌                               

are‌ ‌caught‌ ‌up‌ ‌in‌ ‌the‌ ‌intersection‌ ‌of‌ ‌a‌ ‌greatly‌ ‌overdetermined‌ ‌terminology,‌ ‌considering‌‌how‌‌                         

difficult‌ ‌it‌ ‌is‌ ‌to‌ ‌find‌ ‌two‌ ‌scholars‌ ‌who‌ ‌would‌ ‌seem‌‌to‌‌agree‌‌on‌‌the‌‌meaning‌‌of‌‌any‌‌three‌‌of‌‌                                     

those‌‌terms.‌‌Of‌‌both‌‌the‌‌gothic‌‌(LÉVY,‌‌2004,‌‌p.‌‌34)‌‌and‌‌postmodernism‌‌(HEBDIGE,‌‌1976,‌‌p.‌‌                             

78),‌‌it‌‌has‌‌been‌‌said‌‌that‌‌the‌‌terms‌‌have‌‌become‌‌highly‌‌all-encompassing,‌‌to‌‌the‌‌extent‌‌where‌‌                               

they‌ ‌may‌ ‌have‌ ‌become‌ ‌indefinable;‌ ‌of‌ ‌parody,‌ ‌nothing‌ ‌of‌ ‌the‌ ‌sort‌ ‌has‌ ‌been‌ ‌said,‌ ‌and‌ ‌yet‌‌                               

studies‌ ‌such‌ ‌as‌ ‌Gérard‌ ‌Genette’s‌ ‌(1997)‌‌suggest‌‌that‌‌the‌‌very‌‌history‌‌of‌‌the‌‌term‌‌is‌‌founded‌‌                               

upon‌ ‌imprecision,‌ ‌speculation,‌ ‌and‌ ‌confusion.‌ ‌While‌ ‌it‌ ‌is‌ ‌certainly‌ ‌not‌ ‌part‌ ‌of‌ ‌our‌ ‌goals‌ ‌to‌‌                             

untangle‌ ‌this‌ ‌yarn‌ ‌to‌ ‌exhaustion,‌ ‌we‌ ‌must‌ ‌at‌ ‌least‌ ‌pull‌ ‌a‌ ‌few‌ ‌threads‌ ‌in‌ ‌order‌ ‌to‌ ‌tie‌ ‌an‌‌                                   

operational‌ ‌knot.‌ ‌To‌ ‌that‌ ‌we‌ ‌now‌ ‌proceed.‌ ‌ 

‌ 

1.1‌ ‌Gothic‌ ‌ 

‌ 

As‌ ‌David‌ ‌Punter‌ ‌(1996a,‌ ‌p.‌ ‌1-19)‌ ‌explains‌ ‌in‌ ‌the‌ ‌introductory‌ ‌chapter‌ ‌to‌ ‌his‌‌                         

field-defining‌ ‌study‌ ‌‌The‌ ‌Literature‌ ‌of‌ ‌Terror‌,‌ ‌the‌ ‌word‌ ‌“gothic”‌ ‌has‌ ‌had‌ ‌a‌ ‌multiplicity‌ ‌of‌‌                           

meanings‌ ‌attached‌ ‌to‌ ‌it:‌ ‌a‌ ‌geographical‌ ‌meaning,‌ ‌designating‌ ‌first‌ ‌the‌ ‌Goths,‌ ‌the‌ ‌barbarian‌‌                         

northern‌‌tribes‌‌which‌‌precipitated‌‌the‌‌downfall‌‌of‌‌the‌‌Roman‌‌Empire‌‌in‌‌the‌‌first‌‌century‌‌AD,‌‌                             

and‌‌later‌‌the‌‌Teutonic‌‌and‌‌Germanic‌‌peoples‌‌as‌‌a‌‌whole;‌‌a‌‌historical‌‌meaning,‌‌particularly‌‌in‌‌                             

the‌‌course‌‌of‌‌the‌‌eighteenth‌‌century,‌‌suggesting‌‌anything‌‌medieval,‌‌relating‌‌to‌‌the‌‌Dark‌‌Ages,‌‌                           

or‌ ‌more‌ ‌broadly‌ ‌anything‌ ‌preceding‌ ‌the‌ ‌seventeenth‌ ‌century‌ ‌historically;‌ ‌an‌ ‌aesthetic‌‌                     

meaning,‌‌imparting‌‌a‌‌sense‌‌of‌‌opposition‌‌to‌‌the‌‌classical;‌‌and‌‌a‌‌more‌‌specifically‌‌architectural‌‌                           

meaning,‌ ‌branding‌ ‌the‌ ‌medieval‌ ‌and‌ ‌ecclesiastical‌ ‌architecture‌ ‌of‌ ‌the‌ ‌Middle‌ ‌Ages,‌ ‌which‌‌                       

was‌‌subjected‌‌to‌‌a‌‌“Gothic‌‌Revival”‌‌in‌‌the‌‌course‌‌of‌‌the‌‌eighteenth‌‌and‌‌nineteenth‌‌centuries.‌‌                             

The‌ ‌value‌ ‌attributed‌ ‌to‌ ‌each‌ ‌meaning‌ ‌has‌ ‌been‌ ‌equally‌ ‌unstable:‌ ‌whereas‌ ‌up‌ ‌until‌ ‌the‌‌                           

mid-eighteenth‌ ‌century‌‌the‌‌barbaric,‌‌medieval‌‌and‌‌anti-classical‌‌were‌‌invested‌‌with‌‌negative‌‌                     
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connotations‌‌of‌‌paganism,‌‌primitivism,‌‌and‌‌excess,‌‌the‌‌Anglo-Saxon‌‌Gothic‌‌Revival‌‌declared‌‌                     

a‌ ‌positive‌ ‌reassessment‌ ‌of‌ ‌the‌ ‌medieval‌ ‌period.‌ ‌Particularly‌ ‌in‌ ‌literature,‌ ‌the‌ ‌word‌‌“gothic”‌‌                         

came‌ ‌to‌‌be‌‌used‌‌in‌‌reference‌‌to‌‌an‌‌authentically‌‌ancient‌‌British‌‌heritage,‌‌including‌‌the‌‌genre‌‌                             

of‌ ‌ballads,‌ ‌the‌ ‌medieval‌ ‌poetry‌ ‌of‌ ‌Chaucer,‌ ‌and‌ ‌the‌‌works‌‌of‌‌Spenser‌‌and‌‌the‌‌Elizabethans,‌‌                             

later‌ ‌to‌ ‌flow‌ ‌into‌ ‌the‌ ‌works‌ ‌of‌ ‌the‌ ‌greatest‌ ‌Romantic‌ ‌poets.‌ ‌ 

As‌ ‌a‌ ‌literary‌ ‌subgenre,‌ ‌gothic‌ ‌has‌ ‌had‌ ‌yet‌ ‌another‌ ‌roster‌ ‌of‌ ‌meanings‌ ‌attached‌‌to‌‌it.‌‌                             

Punter‌‌(1996b,‌‌p.‌‌193)‌‌describes‌‌the‌‌gothic‌‌as‌‌“a‌‌form‌‌of‌‌literature‌‌with‌‌a‌‌very‌‌specific‌‌period‌‌                                 

of‌ ‌origin‌ ‌—‌ ‌the‌ ‌mid-eighteenth‌ ‌century‌ ‌—‌ ‌and‌ ‌a‌ ‌fluctuating‌ ‌but‌ ‌continuing‌ ‌history‌ ‌in‌ ‌the‌‌                             

present‌ ‌day”,‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌which‌‌the‌‌label‌‌“gothic‌‌fiction”‌‌may‌‌have‌‌been‌‌used‌‌to‌‌describe‌‌                                 

outwardly‌ ‌distinct‌ ‌narratives‌ ‌as‌ ‌centuries‌ ‌went‌ ‌by.‌ ‌The‌ ‌historical‌‌origins‌‌of‌‌gothic‌‌literature‌‌                         

consist‌ ‌of‌ ‌works‌ ‌of‌ ‌British‌ ‌fiction‌ ‌written‌ ‌between‌ ‌the‌ ‌1760s‌ ‌and‌ ‌the‌ ‌1820s,‌ ‌all‌ ‌of‌ ‌which‌‌                               

reflected‌‌the‌‌interests‌‌and‌‌anxieties‌‌of‌‌an‌‌emerging‌‌middle-class‌‌audience,‌‌while‌‌exemplifying‌‌                       

a‌‌number‌‌of‌‌dilemmas‌‌that‌‌marked‌‌the‌‌rise‌‌of‌‌the‌‌novel‌‌as‌‌a‌‌literary‌‌form‌‌(PUNTER,‌‌1996a,‌‌                                 

p.‌‌21-53).‌‌According‌‌to‌‌Punter‌‌(1996a,‌‌p.‌‌20-26),‌‌although‌‌the‌‌novel‌‌had‌‌often‌‌been‌‌declared‌‌                             

a‌‌foe‌‌of‌‌the‌‌fanciful‌‌flights‌‌of‌‌the‌‌medieval‌‌romance‌‌at‌‌the‌‌time‌‌of‌‌its‌‌early‌‌formation,‌‌much‌‌                                   

as‌‌a‌‌result‌‌of‌‌its‌‌mainstream‌‌privileging‌‌of‌‌a‌‌realistic‌‌depiction‌‌of‌‌everyday‌‌life‌‌—‌‌a‌‌position‌‌                                 

entertained‌ ‌until‌ ‌recently‌ ‌in‌‌canonical‌‌studies‌‌of‌‌the‌‌form‌‌such‌‌as‌‌Ian‌‌Watt’s‌‌‌The‌‌Rise‌‌of‌‌the‌‌                                 

Novel‌ ‌(1957)‌ ‌—,‌ ‌the‌ ‌form’s‌ ‌paradoxical‌ ‌exploration‌ ‌of‌ ‌sentimentalism,‌ ‌passion,‌ ‌and‌‌                     

psychological‌ ‌depth‌ ‌would‌ ‌go‌ ‌on‌ ‌to‌ ‌influence‌ ‌the‌ ‌development‌ ‌of‌ ‌the‌ ‌gothic,‌ ‌a‌ ‌parallel‌‌                           

narrative‌ ‌genre‌ ‌that‌ ‌has‌ ‌benefited‌ ‌from‌ ‌transgressing‌ ‌the‌ ‌self-acknowledged‌ ‌realism‌ ‌of‌ ‌the‌‌                       

novel.‌ ‌Overall,‌ ‌as‌ ‌Punter‌ ‌(1996a,‌ ‌p.‌ ‌26-40)‌ ‌argues,‌ ‌it‌ ‌was‌ ‌precisely‌ ‌the‌ ‌entanglement‌ ‌of‌‌                           

discourses‌ ‌of‌ ‌sentimentalism‌ ‌and‌ ‌sensibility,‌ ‌along‌ ‌with‌ ‌the‌ ‌growth‌ ‌of‌‌the‌‌graveyard‌‌poetry‌‌                         

and‌‌the‌‌development‌‌of‌‌the‌‌philosophical‌‌discourse‌‌on‌‌the‌‌sublime,‌‌which‌‌have‌‌provided‌‌the‌‌                           

aesthetic‌ ‌and‌ ‌ideological‌ ‌groundwork‌ ‌out‌ ‌of‌ ‌which‌ ‌the‌ ‌gothic‌ ‌has‌ ‌first‌ ‌flourished.‌ ‌ 

Traditionally,‌‌the‌‌origin‌‌story‌‌of‌‌gothic‌‌fiction‌‌hails‌‌Horace‌‌Walpole’s‌‌1764‌‌novel‌‌‌The‌‌                         

Castle‌ ‌of‌ ‌Otranto‌ ‌as‌ ‌the‌ ‌genre’s‌ ‌inaugural‌ ‌act,‌ ‌and‌ ‌James‌ ‌Hogg’s‌ ‌1824‌ ‌novel‌ ‌‌The‌ ‌Private‌‌                             

Memoirs‌‌and‌‌Confessions‌‌of‌‌a‌‌Justified‌‌Sinner‌‌as‌‌its‌‌final‌‌act.‌‌As‌‌Punter‌‌points‌‌out‌‌(1996a,‌‌p.‌‌                                 

7),‌‌everything‌‌in‌‌between‌‌has‌‌been‌‌positioned‌‌by‌‌literary‌‌history‌‌as‌‌a‌‌relatively‌‌homogeneous‌‌                           

body‌ ‌of‌ ‌fiction,‌ ‌one‌ ‌that‌ ‌consists‌ ‌of‌ ‌a‌ ‌coherent‌ ‌set‌ ‌of‌ ‌narrative‌ ‌conventions,‌ ‌themes,‌ ‌and‌‌                             

ideological‌ ‌preoccupations,‌ ‌of‌ ‌which‌ ‌Eve‌ ‌Kosofsky‌ ‌Sedgwick‌ ‌has‌ ‌provided‌ ‌a‌ ‌remarkably‌‌                     

surgical‌ ‌list:‌ ‌ 

‌ ‌  
You‌ ‌know‌‌the‌‌important‌‌features‌‌of‌‌its‌‌‌mise‌‌en‌‌scène‌:‌‌an‌‌oppressive‌‌ruin,‌‌a‌‌                           
wild‌ ‌landscape,‌‌a‌‌Catholic‌‌or‌‌feudal‌‌society.‌‌You‌‌know‌‌about‌‌the‌‌trembling‌‌                       
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sensibility‌ ‌of‌ ‌the‌‌heroine‌‌and‌‌the‌‌impetuosity‌‌of‌‌her‌‌lover.‌‌You‌‌know‌‌about‌‌                         
the‌ ‌tyrannical‌ ‌older‌ ‌man‌‌with‌‌the‌‌piercing‌‌glance‌‌who‌‌is‌‌going‌‌to‌‌imprison‌‌                         
and‌‌try‌‌to‌‌rape‌‌or‌‌murder‌‌them.‌‌You‌‌know‌‌something‌‌about‌‌the‌‌novel’s‌‌form:‌‌                           
it‌ ‌is‌ ‌likely‌ ‌to‌ ‌be‌ ‌discontinuous‌ ‌and‌ ‌involuted,‌ ‌perhaps‌ ‌incorporating‌ ‌tales‌‌                     
within‌ ‌tales,‌ ‌changes‌ ‌of‌ ‌narrators,‌ ‌and‌ ‌such‌ ‌framing‌ ‌devices‌ ‌as‌ ‌found‌‌                     
manuscripts‌‌or‌‌interpolated‌‌histories.‌‌You‌‌also‌‌know‌‌that‌‌whether‌‌with‌‌more‌‌                     
or‌ ‌less‌‌relevance‌‌to‌‌the‌‌main‌‌plot,‌‌certain‌‌characteristic‌‌preoccupations‌‌will‌‌                     
be‌ ‌aired.‌ ‌These‌ ‌include‌ ‌the‌ ‌priesthood‌ ‌and‌ ‌monastic‌ ‌institutions;‌ ‌sleeplike‌‌                   
and‌ ‌deathlike‌ ‌states;‌ ‌subterranean‌ ‌spaces‌ ‌and‌ ‌live‌ ‌burial;‌ ‌doubles;‌ ‌the‌‌                   
discovery‌ ‌of‌ ‌obscured‌ ‌family‌ ‌ties;‌‌affinities‌‌between‌‌narrative‌‌and‌‌pictorial‌‌                   
art;‌ ‌possibilities‌ ‌of‌ ‌incest;‌ ‌unnatural‌ ‌echoes‌ ‌or‌ ‌silences,‌ ‌unintelligible‌‌                 
writings,‌ ‌and‌ ‌the‌ ‌unspeakable;‌ ‌garrulous‌ ‌retainers;‌‌the‌‌poisonous‌‌effects‌‌of‌‌                   
guilt‌‌and‌‌shame;‌‌nocturnal‌‌landscapes‌‌and‌‌dreams;‌‌apparitions‌‌from‌‌the‌‌past;‌‌                     
Faust-‌‌and‌‌the‌‌Wandering‌‌Jew-Like‌‌figures;‌‌civil‌‌insurrections‌‌and‌‌fires;‌‌the‌‌                     
charnel‌ ‌house‌ ‌and‌ ‌the‌ ‌madhouse.‌ ‌(SEDGWICK,‌ ‌1986,‌ ‌p.‌ ‌9-10).‌ ‌ 

‌ ‌  

What‌‌this‌‌inventory‌‌of‌‌conventions‌‌is‌‌meant‌‌to‌‌unify,‌‌however,‌‌is‌‌a‌‌multifarious‌‌body‌‌                           

of‌ ‌fiction‌ ‌that‌ ‌more‌ ‌often‌ ‌than‌ ‌not‌ ‌contradicts‌ ‌the‌ ‌intended‌ ‌homogeneity‌ ‌of‌ ‌genre‌‌                         

expectations.‌ ‌If‌ ‌Walpole’s‌ ‌‌Otranto‌,‌ ‌Clara‌‌Reeve’s‌‌‌The‌‌Old‌‌English‌‌Baron‌,‌‌and‌‌Sophia‌‌Lee’s‌                         

The‌ ‌Recess‌ ‌are‌ ‌all‌ ‌more‌ ‌or‌ ‌less‌ ‌justified‌ ‌by‌ ‌Sedgwick’s‌ ‌list,‌ ‌the‌‌first‌‌cycle‌‌of‌‌gothic‌‌fiction‌‌                                 

also‌ ‌included‌ ‌the‌ ‌novels‌ ‌of‌ ‌Ann‌ ‌Radcliffe‌ ‌and‌ ‌Matthew‌ ‌Gregory‌ ‌Lewis,‌ ‌which‌ ‌largely‌‌                         

exchanged‌ ‌the‌ ‌medieval‌ ‌settings‌ ‌and‌ ‌times‌ ‌for‌ ‌an‌ ‌interest‌ ‌in‌ ‌the‌ ‌sixteenth‌ ‌and‌ ‌seventeenth‌‌                           

centuries‌ ‌and‌ ‌their‌ ‌accompanying‌ ‌concerns‌ ‌with‌ ‌Catholicism‌ ‌and‌ ‌Reformation,‌ ‌Jacobinism,‌‌                   

and‌ ‌the‌ ‌reign‌ ‌of‌‌Elizabeth‌‌I‌‌(PUNTER,‌‌1996a,‌‌p.‌‌51).‌‌In‌‌the‌‌1790s,‌‌when‌‌gothic‌‌fiction‌‌had‌‌                                 

become‌ ‌both‌ ‌more‌ ‌popular‌ ‌and‌ ‌more‌ ‌often‌ ‌acclaimed‌ ‌than‌ ‌despised‌‌by‌‌commentators,‌‌both‌‌                         

Radcliffe‌‌and‌‌Lewis‌‌achieved‌‌the‌‌pinnacle‌‌of‌‌success‌‌with‌‌the‌‌publication‌‌of‌‌‌The‌‌Mysteries‌‌of‌‌                             

Udolpho‌‌and‌‌‌The‌‌Italian‌‌by‌‌the‌‌former,‌‌and‌‌‌The‌‌Monk‌‌by‌‌the‌‌latter.‌‌Although‌‌they‌‌were‌‌still‌‌                                 

indebted‌ ‌to‌ ‌the‌ ‌themes‌ ‌and‌ ‌plot‌ ‌devices‌ ‌of‌ ‌the‌ ‌sentimental‌ ‌novel‌ ‌and‌‌graveyard‌‌poetry‌‌to‌‌a‌‌                               

degree,‌‌those‌‌authors‌‌were‌‌more‌‌deeply‌‌influenced‌‌by‌‌other‌‌traditions:‌‌Radcliffe‌‌by‌‌the‌‌works‌‌                           

of‌‌Shakespeare‌‌and‌‌Milton‌‌(PUNTER,‌‌1996a,‌‌p.‌‌55),‌‌Lewis‌‌by‌‌the‌‌scandalous‌‌‌Schauerroman‌‌                         

or‌ ‌German‌ ‌terror-novel‌ ‌(PUNTER,‌ ‌1996a,‌ ‌p.‌ ‌57-58),‌ ‌and‌ ‌both‌ ‌of‌ ‌them‌ ‌by‌ ‌the‌ ‌discourse‌ ‌of‌‌                             

sensibility‌ ‌that‌ ‌was‌ ‌a‌ ‌staple‌ ‌of‌ ‌eighteenth-century‌ ‌literature‌ ‌(PUNTER,‌ ‌1996a,‌ ‌p.‌ ‌65).‌‌                       

According‌ ‌to‌ ‌Punter‌ ‌(1996a,‌ ‌p.‌ ‌64),‌ ‌their‌ ‌novels‌ ‌were‌ ‌also‌ ‌anticipatory‌ ‌of‌ ‌Romantic‌‌                         

preoccupations‌‌with‌‌the‌‌problematic‌‌antagonism‌‌between‌‌solitude‌‌and‌‌liberatory‌‌imagination‌‌                   

on‌‌the‌‌one‌‌hand,‌‌and‌‌social‌‌life‌‌and‌‌repression‌‌on‌‌the‌‌other;‌‌in‌‌fact,‌‌in‌‌addition‌‌to‌‌the‌‌defining‌‌                                     

works‌‌of‌‌Radcliffe‌‌and‌‌Lewis,‌‌Punter‌‌(1996a,‌‌p.‌‌87-113)‌‌includes‌‌in‌‌the‌‌sixty-year‌‌period‌‌that‌‌                             

marks‌ ‌the‌ ‌birth‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌the‌ ‌works‌ ‌of‌ ‌the‌ ‌major‌ ‌Romantic‌ ‌luminaries:‌ ‌Blake,‌‌                           

Coleridge,‌ ‌Shelley,‌ ‌Byron,‌‌Keats,‌‌Polidori,‌‌and‌‌Mary‌‌Shelley,‌‌author‌‌of‌‌‌Frankenstein‌.‌‌These‌‌                       

authors‌ ‌have‌ ‌not‌ ‌only‌ ‌displayed‌ ‌a‌ ‌continuing‌ ‌interest‌‌in‌‌the‌‌gothic‌‌throughout‌‌the‌‌course‌‌of‌‌                             
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their‌ ‌(often‌ ‌short)‌ ‌careers,‌ ‌they‌ ‌have‌ ‌also‌ ‌helped‌ ‌to‌ ‌perpetuate‌ ‌the‌ ‌gothic‌ ‌in‌ ‌early‌‌                           

nineteenth-century‌ ‌imaginary‌ ‌with‌ ‌recourse‌ ‌to‌ ‌their‌ ‌favoritism‌‌towards‌‌the‌‌symbolic‌‌figures‌‌                     

of‌‌the‌‌wanderer,‌‌the‌‌vampire,‌‌and‌‌the‌‌seeker‌‌after‌‌forbidden‌‌knowledge‌‌(PUNTER,‌‌1996a,‌‌p.‌‌                           

87).‌ ‌The‌ ‌origin‌ ‌period‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌finally‌ ‌included‌ ‌the‌ ‌“paranoiac‌ ‌novels”‌ ‌‌Caleb‌‌                         

Williams‌,‌ ‌by‌ ‌William‌ ‌Godwin,‌ ‌‌Melmoth‌ ‌the‌ ‌Wanderer‌,‌ ‌by‌ ‌Charles‌ ‌Robert‌ ‌Maturin,‌ ‌and‌‌                       

Confessions‌ ‌of‌ ‌a‌ ‌Justified‌ ‌Sinner‌,‌ ‌by‌ ‌James‌ ‌Hogg,‌ ‌which‌ ‌as‌ ‌a‌ ‌whole‌ ‌abandoned‌ ‌the‌‌                           

medievalism‌ ‌of‌ ‌the‌ ‌earlier‌ ‌gothic‌ ‌masters‌ ‌in‌ ‌exchange‌ ‌for‌ ‌psychological‌ ‌investigations‌ ‌of‌‌                       

terror‌ ‌through‌ ‌tyrannical‌ ‌persecution.‌ ‌ 

Precise‌ ‌as‌ ‌its‌ ‌historical‌ ‌origin‌ ‌may‌ ‌have‌ ‌been,‌ ‌then,‌ ‌the‌ ‌actual‌ ‌works‌ ‌of‌ ‌fiction‌‌first‌‌                             

marshaled‌‌under‌‌the‌‌tag‌‌“gothic”‌‌by‌‌literary‌‌history‌‌all‌‌display‌‌definitive‌‌internal‌‌distinctions;‌‌                         

what‌‌allows‌‌Punter‌‌to‌‌nonetheless‌‌group‌‌them‌‌together‌‌is‌‌his‌‌Marxist‌‌approach‌‌to‌‌the‌‌rise‌‌and‌‌                               

development‌ ‌of‌ ‌the‌ ‌genre.‌ ‌By‌ ‌that,‌ ‌we‌ ‌mean‌‌more‌‌than‌‌his‌‌claim‌‌that‌‌the‌‌consolidation‌‌and‌‌                               

continuing‌ ‌influence‌ ‌of‌ ‌the‌ ‌gothic‌ ‌is‌ ‌entangled‌ ‌in‌ ‌the‌ ‌rise‌ ‌of‌ ‌middle-class‌ ‌bourgeoisie,‌ ‌its‌‌                           

modes‌‌of‌‌production‌‌and‌‌consumption,‌‌and‌‌the‌‌ideological‌‌preconceptions‌‌that‌‌have‌‌come‌‌to‌‌                         

sustain‌ ‌its‌ ‌powerful‌ ‌social‌ ‌position;‌ ‌we‌ ‌mean,‌ ‌most‌ ‌importantly,‌ ‌his‌ ‌Marxist‌ ‌‌dialectical‌‌                       

approach,‌ ‌which‌ ‌seeks‌ ‌to‌ ‌understand‌ ‌the‌ ‌progress‌ ‌of‌‌the‌‌gothic‌‌genre‌‌in‌‌terms‌‌of‌‌continuity‌‌                             

through‌‌incorporation‌‌and‌‌change.‌‌To‌‌quote‌‌another‌‌foremost‌‌scholar,‌‌Fred‌‌Botting‌‌(1996,‌‌p.‌‌                         

14),‌ ‌the‌ ‌gothic‌ ‌is‌ ‌best‌ ‌grasped‌ ‌in‌ ‌its‌ ‌relentless‌ ‌historical‌ ‌persistence‌ ‌as‌ ‌“a‌ ‌hybrid‌ ‌form,‌‌                             

incorporating‌ ‌and‌ ‌transforming‌ ‌other‌ ‌literary‌ ‌forms‌ ‌as‌ ‌well‌ ‌as‌ ‌developing‌ ‌and‌ ‌changing‌ ‌its‌‌                         

own‌ ‌conventions‌ ‌in‌ ‌relation‌ ‌to‌ ‌newer‌ ‌modes‌ ‌of‌ ‌writing”.‌ ‌In‌ ‌Botting’s‌ ‌perspective‌‌(1996,‌‌p.‌‌                           

113-134),‌ ‌the‌ ‌mid-nineteenth‌ ‌century‌ ‌witnessed‌ ‌a‌ ‌particularly‌ ‌radical‌ ‌dialectical‌‌                 

transformation‌ ‌of‌ ‌the‌ ‌gothic,‌ ‌whereby‌ ‌traces‌ ‌of‌ ‌the‌ ‌genre‌ ‌were‌ ‌domesticated‌ ‌and‌ ‌diffused‌‌                         

through‌ ‌the‌ ‌forms‌ ‌and‌ ‌subgenres‌ ‌of‌ ‌realism,‌ ‌the‌ ‌historical‌ ‌novel,‌ ‌the‌ ‌sensation‌ ‌novel,‌ ‌the‌‌                           

Newgate‌ ‌novel,‌ ‌and‌ ‌the‌ ‌ghost‌ ‌story.‌ ‌As‌ ‌the‌ ‌gothic‌ ‌became‌ ‌less‌ ‌reliant‌ ‌on‌ ‌the‌ ‌narrative‌‌                             

paraphernalia‌ ‌of‌ ‌its‌ ‌first‌ ‌iteration,‌ ‌its‌ ‌range‌ ‌of‌ ‌concerns‌ ‌expanded‌ ‌to‌ ‌include‌ ‌immediate‌‌                         

dangers‌ ‌to‌ ‌bourgeois‌ ‌domestic‌ ‌life‌ ‌(often‌ ‌implied‌ ‌to‌ ‌be‌ ‌of‌ ‌a‌ ‌sexual‌ ‌nature),‌ ‌as‌ ‌well‌ ‌as‌ ‌the‌‌                                 

monstrous‌ ‌and‌ ‌potentially‌ ‌hazardous‌ ‌effects‌ ‌of‌ ‌industrialization‌‌and‌‌urban‌‌development,‌‌the‌‌                     

lives‌ ‌of‌ ‌criminals‌ ‌and‌ ‌aberrant‌ ‌individuals,‌ ‌and‌ ‌the‌ ‌ethical‌ ‌and‌ ‌moral‌ ‌limits‌ ‌of‌ ‌scientific‌‌                           

innovation.‌ ‌ 

It‌‌was‌‌not‌‌until‌‌the‌‌final‌‌fifteen‌‌years‌‌of‌‌the‌‌nineteenth‌‌century‌‌that‌‌the‌‌gothic‌‌returned‌‌                               

to‌‌something‌‌of‌‌its‌‌original,‌‌“uncontaminated”‌‌form,‌‌or‌‌so‌‌Botting‌‌(1996,‌‌p.‌‌135)‌‌sustains;‌‌for‌‌                             

it‌ ‌was‌ ‌in‌ ‌the‌ ‌dusk‌ ‌of‌ ‌the‌‌1800s‌‌that‌‌the‌‌familiar‌‌gothic‌‌staples‌‌of‌‌the‌‌‌Doppelgänger‌‌‌and‌‌the‌‌                                   

vampire‌ ‌reemerged‌ ‌as‌ ‌sites‌ ‌of‌ ‌intense‌ ‌anxiety‌ ‌and‌ ‌as‌ ‌investments‌ ‌of‌ ‌terror.‌ ‌According‌ ‌to‌‌                           

Punter‌‌(1996b,‌‌p.‌‌1-26),‌‌the‌‌‌Doppelgänger‌‌‌and‌‌the‌‌vampire,‌‌along‌‌with‌‌the‌‌mask‌‌of‌‌innocence‌‌                             
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and‌‌the‌‌maker‌‌of‌‌human‌‌beings,‌‌could‌‌be‌‌termed‌‌the‌‌gothic‌‌myths‌‌of‌‌decadence,‌‌both‌‌for‌‌their‌‌                                 

symbolic‌ ‌quality,‌ ‌that‌ ‌is,‌ ‌the‌ ‌variety‌ ‌of‌ ‌meanings‌ ‌they‌ ‌were‌ ‌able‌ ‌to‌ ‌embody,‌ ‌and‌ ‌for‌ ‌their‌‌                               

persistence‌‌in‌‌the‌‌collective‌‌imaginary‌‌of‌‌modernity‌‌for‌‌decades‌‌to‌‌come.‌‌In‌‌the‌‌final‌‌decade‌‌                             

of‌ ‌the‌ ‌nineteenth‌ ‌century,‌ ‌these‌ ‌myths‌ ‌cropped‌ ‌up‌ ‌in‌ ‌five‌ ‌emblematic‌ ‌gothic‌ ‌novels‌ ‌and‌‌                           

novellas‌ ‌—‌ ‌Robert‌ ‌Louis‌ ‌Stevenson’s‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌‌Hyde‌,‌‌Oscar‌‌                             

Wilde’s‌ ‌‌The‌ ‌Picture‌‌of‌‌Dorian‌‌Gray‌,‌‌H.‌‌G.‌‌Wells’‌‌‌The‌‌Island‌‌of‌‌Dr.‌‌Moreau‌,‌‌Bram‌‌Stoker’s‌‌                               

Dracula‌,‌ ‌and‌ ‌Arthur‌ ‌Machen’s‌ ‌‌The‌ ‌Great‌ ‌God‌ ‌Pan‌ ‌—,‌ ‌in‌ ‌which‌ ‌they‌ ‌were‌ ‌vested‌ ‌with‌‌                             

impressive‌ ‌imperial,‌ ‌Darwinian,‌ ‌and‌ ‌Freudian‌ ‌overtones,‌ ‌often‌ ‌translated‌ ‌into‌ ‌metaphors‌ ‌of‌‌                     

infection.‌ ‌The‌ ‌problem‌ ‌of‌ ‌degeneration‌ ‌connecting‌ ‌these‌ ‌works‌ ‌together‌ ‌was‌ ‌thus‌ ‌made‌ ‌to‌‌                         

symbolize‌‌fears‌‌of‌‌social,‌‌imperial,‌‌biological,‌‌or‌‌psychological‌‌devolution:‌‌social,‌‌concerning‌‌                     

the‌ ‌meddling‌ ‌of‌ ‌the‌ ‌upper-middle‌ ‌classes‌ ‌with‌ ‌the‌ ‌“barbaric”‌ ‌habits‌ ‌of‌ ‌the‌ ‌working‌ ‌class,‌‌                           

which‌ ‌often‌ ‌took‌ ‌on‌ ‌a‌ ‌heavily‌ ‌sexualized,‌ ‌transgressive,‌ ‌or‌ ‌criminal‌ ‌undertone;‌ ‌imperial,‌‌                       

concerning‌ ‌the‌ ‌fear‌ ‌of‌ ‌“going‌ ‌native”,‌ ‌or‌ ‌degrading‌ ‌down‌ ‌into‌ ‌animalization‌ ‌due‌ ‌to‌ ‌the‌‌                           

contamination‌‌of‌‌the‌‌colonial‌‌other;‌‌biological,‌‌as‌‌the‌‌very‌‌bodily‌‌manifestation‌‌of‌‌the‌‌former;‌‌                           

and‌ ‌psychological,‌ ‌as‌ ‌the‌ ‌giving‌ ‌in‌ ‌to‌ ‌the‌ ‌uncontrollable‌ ‌urges‌ ‌of‌ ‌the‌ ‌unconscious‌ ‌and‌‌                           

crossing‌ ‌taboo‌ ‌lines‌ ‌which‌ ‌are‌ ‌instituted‌ ‌to‌ ‌establish‌ ‌the‌ ‌functionality‌ ‌of‌ ‌society.‌ ‌ 

In‌‌the‌‌first‌‌half‌‌of‌‌the‌‌twentieth‌‌century,‌‌gothic‌‌fiction‌‌grew‌‌progressively‌‌synonymous‌‌                         

with‌ ‌the‌ ‌ghost‌ ‌story,‌ ‌both‌‌to‌‌its‌‌advantage‌‌and‌‌to‌‌its‌‌detriment‌‌(PUNTER,‌‌1996b,‌‌p.‌‌47-95).‌‌                               

Henry‌‌James’s‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌provides‌‌a‌‌definitive‌‌moment‌‌for‌‌the‌‌gothic‌‌in‌‌Punter’s‌‌                               

view,‌ ‌considering‌ ‌how‌‌it‌‌conflates‌‌the‌‌convention‌‌of‌‌the‌‌ghostly‌‌apparition‌‌with‌‌a‌‌myriad‌‌of‌‌                             

complex‌ ‌problems‌ ‌including‌ ‌the‌ ‌instability‌ ‌of‌ ‌memory,‌ ‌paranoia,‌ ‌the‌ ‌incipient‌ ‌Victorian‌‌                     

preoccupation‌‌with‌‌the‌‌purity‌‌of‌‌children,‌‌and‌‌anxieties‌‌concerning‌‌social‌‌class,‌‌in‌‌particular‌‌                         

in‌ ‌how‌ ‌they‌ ‌relate‌ ‌to‌ ‌the‌ ‌ambiguous‌ ‌position‌ ‌of‌‌the‌‌governess‌‌in‌‌the‌‌social‌‌scale.‌‌However,‌‌                               

Punter‌ ‌notices‌ ‌that,‌ ‌as‌ ‌the‌ ‌century‌ ‌moved‌ ‌forward,‌ ‌while‌ ‌certain‌ ‌important‌ ‌staples‌ ‌of‌ ‌the‌‌                           

gothic‌ ‌were‌ ‌reinvigorated‌ ‌—‌ ‌such‌ ‌as‌ ‌paranoia,‌ ‌barbarism,‌ ‌and‌ ‌alienation‌‌—‌‌the‌‌ghost‌‌story‌‌                           

turned‌ ‌into‌ ‌a‌ ‌highly‌ ‌formulaic‌ ‌and‌ ‌unoriginal‌ ‌genre,‌ ‌less‌ ‌intent‌ ‌on‌ ‌investigating‌ ‌the‌‌                         

disturbances‌‌of‌‌the‌‌psyche‌‌and‌‌social‌‌fears,‌‌and‌‌more‌‌so‌‌on‌‌adhering‌‌to‌‌a‌‌formula‌‌that‌‌could‌‌                                 

be‌‌repeated‌‌to‌‌infinity.‌‌With‌‌the‌‌advent‌‌of‌‌cinema,‌‌the‌‌gothic‌‌also‌‌leaked‌‌into‌‌the‌‌horror‌‌film,‌‌                                 

both‌ ‌by‌ ‌offering‌ ‌literary‌ ‌sources‌ ‌for‌ ‌adaptation,‌ ‌and‌ ‌by‌ ‌providing‌ ‌cinema‌ ‌with‌ ‌a‌ ‌well‌ ‌of‌‌                             

themes,‌ ‌interests,‌ ‌effects‌‌and‌‌attitudes‌‌towards‌‌monstrosity‌‌of‌‌which‌‌horror‌‌to‌‌this‌‌day‌‌feeds‌‌                           

(PUNTER,‌ ‌1996b,‌ ‌p.‌ ‌96-118).‌ ‌ 

In‌ ‌the‌ ‌meantime,‌ ‌an‌ ‌important‌ ‌tradition‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌had‌ ‌been‌ ‌growing‌ ‌in‌ ‌the‌‌                           

United‌ ‌States‌ ‌of‌ ‌America‌ ‌(PUNTER,‌ ‌1996a,‌ ‌p.‌ ‌165-186;‌ ‌PUNTER,‌ ‌1996b,‌ ‌p.‌ ‌27-46),‌‌                       

beginning‌‌in‌‌the‌‌final‌‌years‌‌of‌‌the‌‌eighteenth‌‌century‌‌as‌‌what‌‌Punter‌‌(1996a,‌‌p.‌‌165)‌‌believes‌‌                               
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to‌ ‌be‌ ‌a‌ ‌refraction‌ ‌of‌ ‌the‌ ‌British‌ ‌gothic.‌ ‌In‌ ‌the‌ ‌land‌ ‌of‌ ‌immigration,‌ ‌professed‌‌freedom,‌‌and‌‌                               

Enlightened‌ ‌republicanism,‌ ‌the‌ ‌past‌ ‌which‌ ‌is‌ ‌hailed‌ ‌as‌ ‌a‌ ‌site‌ ‌of‌ ‌fear‌ ‌was‌‌both‌‌an‌‌imprecise‌‌                               

idea‌ ‌of‌ ‌a‌ ‌historical‌ ‌Europe‌ ‌standing‌ ‌as‌ ‌a‌ ‌hindrance‌‌in‌‌the‌‌path‌‌towards‌‌progress‌‌(PUNTER,‌‌                             

1996a,‌ ‌p.‌ ‌184),‌ ‌and‌ ‌a‌ ‌more‌ ‌immediate‌ ‌inheritance‌ ‌of‌ ‌Puritanism‌ ‌and‌ ‌its‌ ‌legacy‌ ‌of‌ ‌guilt,‌‌                             

witchcraft,‌ ‌and‌ ‌paranoia‌ ‌(PUNTER,‌ ‌1996a,‌ ‌p.‌ ‌165-166).‌ ‌Emblematic‌ ‌of‌‌the‌‌early‌‌American‌‌                       

gothic‌ ‌were‌ ‌the‌ ‌writings‌ ‌of‌ ‌Charles‌ ‌Brockden‌ ‌Brown,‌ ‌author‌ ‌of‌ ‌‌Wieland‌,‌ ‌Nathaniel‌‌                       

Hawthorne,‌‌author‌‌of‌‌‌The‌‌House‌‌of‌‌the‌‌Seven‌‌Gables‌‌and‌‌‌The‌‌Scarlet‌‌Letter‌,‌‌and,‌‌supremely,‌‌                             

Edgar‌ ‌Allan‌ ‌Poe,‌ ‌author‌ ‌of‌ ‌a‌ ‌number‌ ‌of‌ ‌short‌ ‌stories‌‌and‌‌poems‌‌which‌‌have‌‌revolutionized‌‌                             

the‌‌gothic‌‌in‌‌terms‌‌of‌‌tone,‌‌structure,‌‌and‌‌symbolism‌‌(PUNTER,‌‌1996a,‌‌p.‌‌177).‌‌Poe’s‌‌concise‌‌                             

stories‌ ‌of‌ ‌obsession,‌ ‌extreme‌ ‌mental‌‌states,‌‌and‌‌narratorial‌‌unreliability,‌‌which‌‌progress‌‌in‌‌a‌‌                         

“spiralling‌‌intensification”‌‌(PUNTER,‌‌1996a,‌‌p.‌‌177),‌‌reveal‌‌both‌‌his‌‌absorption‌‌of‌‌the‌‌British‌‌                         

tradition‌ ‌of‌ ‌Walpole‌ ‌and‌ ‌Radcliffe,‌ ‌and‌ ‌his‌ ‌intimacy‌‌with‌‌the‌‌decadent‌‌gothic‌‌of‌‌Stevenson,‌‌                           

Stoker,‌‌and‌‌Wilde.‌‌Later‌‌American‌‌gothic‌‌fiction‌‌was‌‌somewhat‌‌plagued‌‌by‌‌the‌‌legacy‌‌of‌‌Poe,‌‌                             

or‌‌at‌‌least‌‌this‌‌is‌‌what‌‌we‌‌can‌‌infer‌‌from‌‌Punter’s‌‌insistence‌‌in‌‌explaining‌‌how‌‌later‌‌writers‌‌—‌‌                                   

in‌ ‌particular‌ ‌Ambrose‌ ‌Bierce,‌ ‌Robert‌ ‌W.‌ ‌Chambers,‌ ‌and‌ ‌H.‌‌P.‌‌Lovecraft‌‌—‌‌differ‌‌from‌‌Poe‌‌                             

rather‌ ‌than‌ ‌patterning‌ ‌themselves‌ ‌after‌ ‌him.‌ ‌For‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌45),‌ ‌the‌ ‌tradition‌ ‌of‌‌                           

American‌‌gothic‌‌going‌‌from‌‌the‌‌final‌‌years‌‌of‌‌the‌‌nineteenth‌‌century‌‌into‌‌the‌‌late‌‌1930s‌‌was‌‌                               

marked‌ ‌by‌ ‌the‌ ‌brevity‌ ‌of‌ ‌length,‌ ‌which‌ ‌was‌ ‌counterbalanced‌ ‌by‌ ‌the‌ ‌creation‌ ‌of‌ ‌extensive‌‌                           

mythologies,‌ ‌such‌ ‌as‌ ‌Lovecraft’s‌ ‌Cthulhu,‌ ‌to‌ ‌make‌ ‌up‌ ‌for‌ ‌the‌ ‌atrophy‌ ‌of‌ ‌form.‌ ‌ 

This‌ ‌cursory‌ ‌history‌ ‌collected‌‌from‌‌the‌‌works‌‌of‌‌David‌‌Punter‌‌and‌‌Fred‌‌Botting‌‌will‌‌                           

comprise‌ ‌our‌ ‌understanding‌ ‌of‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌moving‌ ‌forward.‌ ‌However,‌‌                       

considering‌‌the‌‌multiple‌‌differences‌‌among‌‌texts‌‌that‌‌integrate‌‌that‌‌canon,‌‌a‌‌problem‌‌of‌‌unity‌‌                           

must‌‌be‌‌brought‌‌up‌‌and‌‌examined.‌‌As‌‌we‌‌have‌‌argued,‌‌Punter‌‌is‌‌interested‌‌in‌‌examining‌‌the‌‌                               

history‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌in‌‌Marxist‌‌dialectical‌‌terms‌‌of‌‌continuity‌‌through‌‌incorporation‌‌and‌‌                         

change.‌‌So‌‌far,‌‌we‌‌have‌‌mapped‌‌out‌‌how‌‌the‌‌gothic‌‌has‌‌changed‌‌to‌‌integrate‌‌and‌‌be‌‌absorbed‌‌                                 

by‌ ‌complimentary‌ ‌literary‌ ‌modes,‌ ‌hence‌ ‌we‌ ‌must‌ ‌now‌ ‌examine‌‌what‌‌it‌‌is‌‌that‌‌has‌‌provided‌‌                             

the‌ ‌genre‌ ‌with‌ ‌continuity‌‌from‌‌the‌‌eighteenth‌‌century‌‌to‌‌postmodernism.‌‌For‌‌Punter‌‌(1996a,‌‌                         

p.‌ ‌13),‌ ‌that‌ ‌element‌ ‌of‌ ‌continuity‌ ‌is‌ ‌terror,‌ ‌the‌ ‌feeling‌ ‌of‌ ‌extreme‌ ‌fear‌ ‌that‌ ‌has‌ ‌become‌‌                               

intertwined‌ ‌with‌ ‌the‌ ‌gothic‌ ‌throughout‌ ‌its‌ ‌history;‌ ‌thereby‌ ‌“where‌ ‌we‌ ‌find‌ ‌terror‌ ‌in‌ ‌the‌‌                           

literature‌ ‌of‌ ‌the‌ ‌last‌ ‌two‌ ‌centuries‌‌[...],‌‌we‌‌almost‌‌always‌‌find‌‌traces‌‌of‌‌the‌‌gothic”.‌‌What‌‌is‌‌                                 

truly‌ ‌distinctive‌ ‌about‌ ‌the‌ ‌gothic,‌ ‌Punter‌ ‌claims,‌ ‌is‌ ‌rather‌ ‌less‌ ‌its‌ ‌themes‌ ‌and‌ ‌style,‌ ‌its‌‌                             

conventions‌‌and‌‌narrative‌‌devices,‌‌than‌‌the‌‌consorting‌‌of‌‌such‌‌devices‌‌with‌‌terror.‌‌To‌‌be‌‌more‌‌                             

specific,‌‌fear‌‌in‌‌gothic‌‌fiction‌‌“is‌‌not‌‌merely‌‌a‌‌theme‌‌or‌‌an‌‌attitude,‌‌it‌‌also‌‌has‌‌consequences‌‌                                 

in‌‌terms‌‌of‌‌form,‌‌style‌‌and‌‌the‌‌social‌‌relations‌‌of‌‌the‌‌texts”‌‌(PUNTER,‌‌1996a,‌‌p.‌‌18).‌‌Terror,‌‌                                 
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then,‌ ‌is‌ ‌‌inscribed‌ ‌‌in‌ ‌the‌ ‌text,‌ ‌materialized‌ ‌in‌ ‌a‌ ‌number‌ ‌of‌ ‌narrative‌ ‌strategies:‌ ‌convoluted‌‌                           

style,‌‌disorienting‌‌and‌‌suspenseful‌‌plotlines,‌‌the‌‌first-person‌‌point‌‌of‌‌view,‌‌the‌‌irruption‌‌of‌‌the‌‌                           

fantastic‌ ‌to‌ ‌collapse‌ ‌the‌ ‌grounds‌ ‌of‌ ‌realism,‌ ‌the‌ ‌cropping-up‌ ‌of‌ ‌multiple‌ ‌frame‌ ‌narratives‌‌                         

providing‌ ‌internal‌ ‌verification‌ ‌to‌ ‌the‌ ‌narrative,‌ ‌among‌ ‌others.‌ ‌These‌ ‌strategies‌ ‌pivot,‌‌                     

according‌ ‌to‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌184),‌ ‌on‌ ‌problems‌ ‌of‌ ‌paranoia,‌ ‌barbarism,‌ ‌and‌ ‌taboo,‌ ‌those‌‌                           

being‌ ‌“the‌ ‌aspects‌ ‌of‌ ‌the‌ ‌terrifying‌ ‌to‌ ‌which‌ ‌the‌ ‌Gothic‌‌constantly,‌‌and‌‌hauntedly,‌‌returns”.‌‌                           

Paranoia,‌ ‌or‌ ‌the‌ ‌growing‌ ‌sense‌ ‌of‌ ‌persecution‌ ‌and‌ ‌impending‌ ‌doom,‌ ‌is‌ ‌present‌‌in‌‌fiction‌‌in‌‌                             

which‌ ‌the‌ ‌reader‌ ‌“is‌ ‌placed‌ ‌in‌ ‌a‌ ‌situation‌ ‌of‌ ‌ambiguity‌‌with‌‌regard‌‌to‌‌fears‌‌within‌‌the‌‌text”‌‌                                 

(PUNTER,‌ ‌1996b,‌ ‌p.‌ ‌183),‌ ‌and‌ ‌comes‌ ‌to‌ ‌question‌ ‌whether‌ ‌or‌ ‌not‌ ‌there‌ ‌is‌ ‌reason‌ ‌for‌ ‌the‌‌                               

internal‌‌turmoil‌‌a‌‌character‌‌is‌‌going‌‌through;‌‌in‌‌gothic‌‌fiction,‌‌“the‌‌attribution‌‌of‌‌persecution‌‌                           

remains‌ ‌uncertain,‌ ‌and‌ ‌the‌ ‌reader‌ ‌is‌ ‌invited‌ ‌to‌ ‌share‌ ‌in‌ ‌the‌ ‌doubts‌ ‌and‌ ‌uncertainties‌ ‌which‌                             

pervade‌ ‌the‌ ‌apparent‌ ‌story”‌ ‌(PUNTER,‌ ‌1996b,‌ ‌p.‌ ‌183),‌ ‌including‌ ‌whether‌ ‌or‌ ‌not‌ ‌the‌‌                         

supernatural‌ ‌has‌ ‌actually‌ ‌taken‌ ‌place.‌ ‌Barbarism,‌‌in‌‌its‌‌turn,‌‌consists‌‌of‌‌any‌‌elements‌‌which‌‌                           

“bring‌ ‌us‌ ‌up‌ ‌against‌ ‌the‌ ‌boundaries‌ ‌of‌ ‌the‌ ‌civilized”‌ ‌(PUNTER,‌ ‌1996b,‌ ‌p.‌ ‌183);‌ ‌often‌‌                           

projected‌‌onto‌‌the‌‌distant‌‌past‌‌—‌‌and,‌‌lately,‌‌increasingly‌‌observed‌‌in‌‌the‌‌immediate‌‌past,‌‌the‌‌                             

present,‌ ‌and‌ ‌even‌ ‌the‌ ‌future‌ ‌—‌ ‌barbarism‌ ‌confronts‌ ‌us‌ ‌with‌ ‌cruelty,‌ ‌criminality,‌ ‌and‌ ‌the‌‌                           

breaking‌‌down‌‌of‌‌social‌‌codes.‌‌Taboo,‌‌on‌‌the‌‌other‌‌hand,‌‌is‌‌a‌‌wide-ranging‌‌concern‌‌of‌‌gothic‌‌                               

fiction,‌ ‌which‌ ‌is‌ ‌translated‌ ‌into‌ ‌the‌ ‌work‌ ‌of‌ ‌writers‌ ‌who‌ ‌probe‌ ‌those‌ ‌“areas‌ ‌of‌‌                           

socio-psychological‌‌life‌‌which‌‌offend,‌‌which‌‌are‌‌suppressed,‌‌which‌‌are‌‌generally‌‌swept‌‌under‌‌                       

the‌‌carpet‌‌in‌‌the‌‌interests‌‌of‌‌social‌‌and‌‌psychological‌‌equilibrium”‌‌(PUNTER,‌‌1996b,‌‌p.‌‌184);‌‌                           

more‌ ‌often‌ ‌than‌ ‌not,‌ ‌the‌ ‌taboo‌‌at‌‌the‌‌heart‌‌of‌‌gothic‌‌is‌‌of‌‌a‌‌sexual‌‌or‌‌gendered‌‌nature,‌‌or‌‌of‌‌                                       

humanity’s‌ ‌place‌ ‌in‌ ‌the‌ ‌natural‌ ‌or‌ ‌divine‌ ‌hierarchy‌ ‌of‌ ‌life.‌ ‌ 

Moreover,‌ ‌terror‌ ‌may‌ ‌be‌ ‌manifested‌‌in‌‌the‌‌narrative‌‌conventions‌‌of‌‌the‌‌genre,‌‌which‌‌                         

scholar‌ ‌Júlio‌ ‌França‌ ‌(2017,‌ ‌p.‌ ‌117-118)‌ ‌appropriately‌ ‌narrows‌ ‌down‌ ‌to‌ ‌the‌‌‌locus‌‌horribilis‌,‌‌                         

the‌ ‌ghostly‌ ‌irruption‌ ‌of‌ ‌the‌ ‌past,‌ ‌and‌ ‌the‌ ‌monster.‌ ‌The‌ ‌terrible‌ ‌place‌ ‌where‌ ‌secrets‌ ‌of‌ ‌past‌‌                               

transgressions‌ ‌and‌ ‌supernatural‌ ‌threats‌ ‌are‌ ‌harbored‌ ‌may‌ ‌have‌ ‌been‌ ‌the‌ ‌most‌ ‌iconographic‌‌                       

convention‌‌of‌‌the‌‌gothic‌‌over‌‌the‌‌centuries,‌‌beginning‌‌with‌‌the‌‌gothic‌‌castles,‌‌medieval‌‌ruins‌‌                           

and‌ ‌Catholic‌ ‌priories‌ ‌which‌ ‌abounded‌ ‌in‌ ‌the‌ ‌first‌ ‌cycle‌‌of‌‌novels.‌‌According‌‌to‌‌Mary‌‌Ellen‌‌                             

Snodgrass‌ ‌(2005,‌ ‌p.‌ ‌158-159),‌ ‌the‌ ‌terrifying‌ ‌setting‌ ‌intersects‌ ‌the‌ ‌past‌ ‌with‌ ‌the‌ ‌present‌ ‌in‌‌                           

order‌‌to‌‌blur‌‌the‌‌boundaries‌‌of‌‌time,‌‌space,‌‌and‌‌self,‌‌while‌‌also‌‌serving‌‌as‌‌“an‌‌allegorical‌‌and‌‌                                 

psychological‌ ‌extension‌ ‌to‌ ‌the‌ ‌human‌ ‌character‌ ‌and‌ ‌behavior”‌ ‌portrayed‌ ‌in‌ ‌the‌ ‌text.‌ ‌The‌                         

maze-like‌ ‌‌locus‌ ‌horribilis‌,‌ ‌where‌ ‌social‌ ‌isolation‌ ‌is‌ ‌enforced‌ ‌and‌ ‌hazards‌ ‌to‌ ‌physical‌ ‌and‌‌                         

emotional‌ ‌integrity‌ ‌are‌ ‌experienced,‌ ‌proves‌ ‌itself‌ ‌a‌ ‌metaphorical‌ ‌representation‌ ‌of‌ ‌the‌‌                     

entrapped‌ ‌character:‌ ‌its‌ ‌locked‌ ‌rooms‌ ‌standing‌ ‌for‌ ‌repressed‌ ‌desires,‌ ‌its‌ ‌staircases‌ ‌being‌‌                       
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pathways‌ ‌towards‌ ‌sexuality‌ ‌(LÉVY,‌ ‌2004,‌ ‌p.‌ ‌25).‌ ‌For‌ ‌Botting‌ ‌(1996,‌ ‌p.‌ ‌20),‌ ‌“[o]ld‌ ‌castles,‌‌                           

houses‌‌and‌‌ruins,‌‌as‌‌in‌‌wild‌‌landscapes‌‌and‌‌labyrinthine‌‌cities,‌‌situate‌‌[heroes],‌‌heroines‌‌and‌‌                           

readers‌ ‌at‌ ‌the‌‌limits‌‌of‌‌normal‌‌worlds‌‌and‌‌mores”:‌‌the‌‌‌locus‌‌horribilis‌‌is‌‌thus‌‌a‌‌space‌‌where‌‌                                 

social‌ ‌convention,‌ ‌as‌ ‌well‌ ‌as‌ ‌the‌ ‌conventions‌ ‌of‌ ‌the‌ ‌rational‌ ‌world,‌ ‌are‌ ‌suspended,‌ ‌and‌‌                           

shockingly‌ ‌barbaric‌ ‌action‌ ‌defies‌ ‌the‌‌expectations‌‌of‌‌normalcy‌‌to‌‌veer‌‌too‌‌close‌‌to‌‌breaking‌‌                           

taboo‌ ‌norms.‌ ‌The‌ ‌horrific‌ ‌site,‌ ‌for‌‌França‌‌(2017,‌‌p.‌‌117),‌‌“affects,‌‌not‌‌to‌‌say‌‌determines‌‌the‌‌                               

character‌ ‌and‌ ‌actions‌ ‌of‌ ‌the‌ ‌personages‌ ‌inhabiting‌ ‌it”‌1‌,‌ ‌as‌ ‌seclusion‌ ‌and‌ ‌impending‌ ‌doom‌‌                         

leads‌ ‌to‌ ‌vulnerability,‌ ‌paranoia‌ ‌and‌ ‌excessive‌‌emotional‌‌states‌‌(PUNTER,‌‌1996a,‌‌p.‌‌67).‌‌As‌‌                         

decades‌‌progressed‌‌and‌‌new‌‌anxieties‌‌emerged,‌‌contemporary‌‌spaces‌‌were‌‌also‌‌regimented‌‌as‌‌                       

loci‌ ‌horribilis‌:‌ ‌haunted‌ ‌attics‌ ‌and‌ ‌vaults,‌ ‌scientists’‌ ‌chambers‌ ‌and‌ ‌laboratories,‌ ‌madhouses‌‌                     

and‌‌churchyards,‌‌dark‌‌alleys‌‌and‌‌prisons‌‌in‌‌the‌‌urban‌‌scene,‌‌tropical‌‌and‌‌selvatic‌‌areas,‌‌ghost‌‌                             

towns‌‌and‌‌secluded‌‌properties‌‌on‌‌the‌‌moors,‌‌and‌‌the‌‌very‌‌best‌‌of‌‌bourgeois‌‌households.‌‌The‌‌                             

gothic‌‌setting‌‌has‌‌thus‌‌turned‌‌from‌‌an‌‌iconographic‌‌representation‌‌of‌‌pastness‌‌to‌‌an‌‌import‌‌of‌‌                             

the‌ ‌hidden‌ ‌dangers‌ ‌of‌ ‌the‌ ‌present,‌ ‌as‌ ‌gothic‌ ‌itself‌ ‌leans‌ ‌more‌ ‌closely‌ ‌onto‌ ‌an‌ ‌extended‌‌                             

examination‌ ‌of‌ ‌the‌ ‌ideological‌ ‌fringes‌ ‌of‌ ‌modernity.‌ ‌ 

The‌ ‌ghostly‌ ‌irruption‌ ‌of‌ ‌the‌ ‌past‌ ‌is‌ ‌the‌ ‌second‌ ‌central‌ ‌convention‌ ‌of‌ ‌the‌ ‌genre‌ ‌in‌‌                             

França’s‌ ‌point‌‌of‌‌view.‌‌In‌‌gothic‌‌fiction,‌‌the‌‌past‌‌is‌‌usually‌‌hailed‌‌as‌‌a‌‌site‌‌of‌‌barbarism‌‌and‌‌                                   

transgression,‌ ‌where‌‌the‌‌most‌‌primitive,‌‌punitive‌‌and‌‌sadistic‌‌impulses‌‌—‌‌revenge‌‌being‌‌the‌‌                         

most‌ ‌prominent‌ ‌—‌ ‌run‌ ‌amok‌ ‌(BRIGGS,‌ ‌2012,‌ ‌p.‌ ‌182).‌ ‌In‌ ‌this‌ ‌genre‌ ‌of‌ ‌fiction,‌ ‌the‌‌                             

after-effects‌ ‌of‌ ‌past‌ ‌transgressions‌ ‌are‌ ‌best‌ ‌exemplified‌ ‌by‌ ‌that‌ ‌which‌ ‌may‌ ‌have‌ ‌been‌ ‌the‌‌                           

foremost‌‌theme‌‌of‌‌gothic‌‌fiction‌‌in‌‌the‌‌opinion‌‌of‌‌several‌‌scholars:‌‌“the‌‌revisiting‌‌of‌‌the‌‌sins‌‌                               

of‌ ‌the‌ ‌father‌ ‌upon‌ ‌their‌ ‌children”‌ ‌(PUNTER,‌ ‌1996a,‌ ‌p.‌ ‌46),‌ ‌a‌ ‌theme‌‌first‌‌elaborated‌‌in‌‌‌The‌‌                               

Castle‌ ‌of‌ ‌Otranto‌ ‌and‌ ‌later‌ ‌picked‌ ‌up‌ ‌on‌‌by‌‌several‌‌novelists‌‌over‌‌two‌‌and‌‌a‌‌half‌‌centuries.‌‌                                 

According‌ ‌to‌ ‌França‌ ‌(2017,‌ ‌p.‌ ‌117),‌ ‌the‌ ‌acceleration‌ ‌of‌ ‌time‌ ‌experienced‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌‌                             

modernity‌ ‌has‌ ‌caused‌ ‌a‌ ‌break‌ ‌in‌ ‌continuity‌ ‌between‌ ‌historical‌ ‌times,‌ ‌whereby‌ ‌past‌ ‌events‌‌                         

“become‌ ‌strange‌ ‌and‌ ‌potentially‌ ‌uncanny,‌ ‌returning‌ ‌in‌ ‌ghostly‌ ‌guise‌ ‌to‌ ‌affect‌ ‌present‌‌                       

actions”‌2‌.‌ ‌As‌ ‌Julia‌ ‌Briggs‌ ‌(2012,‌ ‌p.‌ ‌179)‌ ‌argues‌ ‌in‌ ‌her‌ ‌turn,‌ ‌the‌ ‌sudden‌ ‌intrusion‌ ‌into‌ ‌the‌‌                               

present‌ ‌of‌ ‌a‌ ‌dead‌ ‌past‌ ‌which‌ ‌refuses‌ ‌to‌ ‌stay‌ ‌buried‌ ‌brings‌ ‌along‌ ‌with‌ ‌it‌ ‌a‌ ‌liquefaction‌ ‌of‌‌                                 

boundaries‌‌between‌‌reality,‌‌fantasy,‌‌and‌‌delusion,‌‌which‌‌finds‌‌material‌‌—‌‌we‌‌had‌‌better‌‌say,‌‌                           

immaterial‌‌—‌‌manifestation‌‌in‌‌the‌‌figure‌‌of‌‌the‌‌ghost.‌‌For‌‌Briggs‌‌(2012,‌‌p.‌‌185),‌‌“the‌‌figure‌‌                               

1 ‌The‌‌translation‌‌is‌‌mine.‌‌Original:‌‌“a‌‌literatura‌‌gótica‌‌caracteriza-se‌‌por‌‌ser‌‌ambientada‌‌em‌‌espaços‌‌narrativos‌‌                               
opressivos,‌‌que‌‌afetam,‌‌quando‌‌não‌‌determinam,‌‌o‌‌caráter‌‌e‌‌as‌‌ações‌‌das‌‌personagens‌‌que‌‌lá‌‌vivem”.‌‌(FRANÇA,‌‌                                 
2017,‌ ‌p.‌ ‌117).‌ ‌ 
2 ‌‌The‌ ‌translation‌ ‌is‌ ‌mine.‌ ‌Original:‌ ‌“Os‌ ‌eventos‌ ‌do‌ ‌passado‌ ‌[...]‌ ‌tornam-se‌ ‌estranhos‌ ‌e‌ ‌potencialmente‌‌                             
aterrorizantes,‌ ‌retornando,‌ ‌de‌ ‌modo‌ ‌fantasmagórico,‌ ‌para‌ ‌afetar‌ ‌as‌ ‌ações‌ ‌do‌ ‌presente”‌ ‌(FRANÇA,‌ ‌2017,‌ ‌p.‌ ‌117).‌‌ 
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of‌‌the‌‌ghost‌‌has‌‌provided‌‌a‌‌powerful‌‌imagery‌‌for‌‌the‌‌darkness‌‌of‌‌the‌‌past‌‌and‌‌its‌‌inescapable‌‌                                 

historical‌‌legacies”;‌‌hence‌‌supernatural‌‌visitors‌‌varying‌‌from‌‌“ghouls‌‌and‌‌ghosts,‌‌apparitions,‌‌                     

poltergeists,‌ ‌witches,‌ ‌[and]‌ ‌spooks”‌ ‌(SNODGRASS,‌ ‌2005,‌ ‌p.‌ ‌329)‌ ‌turn,‌ ‌in‌ ‌the‌ ‌words‌ ‌of‌                         

Punter‌ ‌(1996a,‌ ‌p.‌ ‌47),‌ ‌into‌ ‌symbols‌ ‌of‌ ‌“our‌ ‌past‌ ‌rising‌ ‌against‌ ‌us,‌ ‌whether‌ ‌it‌ ‌be‌ ‌the‌‌                               

psychological‌ ‌past‌ ‌—‌ ‌the‌ ‌realm‌ ‌of‌ ‌those‌ ‌primitive‌ ‌desires‌ ‌repressed‌ ‌by‌ ‌the‌ ‌demands‌ ‌of‌‌[a]‌‌                             

closely‌ ‌organized‌ ‌society‌ ‌—‌ ‌or‌ ‌the‌‌historical‌‌past,‌‌the‌‌realm‌‌of‌‌an‌‌[aristocratic]‌‌social‌‌order‌‌                             

characterized‌‌by‌‌absolute‌‌power‌‌and‌‌servitude”.‌‌Not‌‌surprisingly,‌‌one‌‌of‌‌the‌‌most‌‌systematic‌‌                         

and‌ ‌endurable‌ ‌transformations‌ ‌of‌ ‌gothic‌‌fiction‌‌has‌‌been‌‌the‌‌ghost‌‌story‌‌(BRIGGS,‌‌2012,‌‌p.‌‌                           

177),‌ ‌which‌ ‌we‌ ‌will‌ ‌address‌ ‌in‌ ‌more‌ ‌details‌ ‌moving‌ ‌forward.‌ ‌ 

The‌‌monstrous‌‌character,‌‌either‌‌a‌‌villain‌‌or‌‌an‌‌anti-hero,‌‌is‌‌the‌‌third‌‌central‌‌convention‌‌                           

of‌‌the‌‌genre‌‌in‌‌França’s‌‌summary.‌‌The‌‌word‌‌“monster”‌‌is‌‌rooted‌‌in‌‌the‌‌Latin‌‌language,‌‌having‌‌                               

evolved‌‌either‌‌from‌‌‌monstrare‌—‌‌to‌‌show,‌‌to‌‌display‌‌—‌‌or‌‌‌monere‌—‌‌to‌‌warn‌‌(HUET,‌‌1993,‌‌p.‌‌                               

6).‌ ‌According‌ ‌to‌ ‌the‌ ‌etymological‌ ‌tradition,‌ ‌the‌ ‌monster‌ ‌may‌ ‌be‌ ‌described‌ ‌as‌ ‌an‌ ‌unnatural‌‌                           

being,‌‌regarded‌‌as‌‌a‌‌divine‌‌omen,‌‌whose‌‌arrival‌‌signals‌‌a‌‌warning‌‌from‌‌beyond,‌‌a‌‌presage‌‌of‌‌                               

evil,‌‌a‌‌menace‌‌of‌‌calamities‌‌to‌‌come.‌‌The‌‌monster‌‌is‌‌a‌‌harbinger,‌‌a‌‌stand-in‌‌—‌‌it‌‌is‌‌a‌‌‌sign‌‌‌of‌‌                                       

something‌‌“other”‌‌than‌‌itself.‌‌The‌‌monster’s‌‌body,‌‌for‌‌Jeffrey‌‌Jerome‌‌Cohen‌‌(1996,‌‌p.‌‌4),‌‌is‌‌a‌‌                               

cultural‌ ‌body,‌ ‌which‌ ‌means‌ ‌monstrosity‌‌is‌‌culturally‌‌specific:‌‌monstrous‌‌figures‌‌can‌‌thus‌‌be‌‌                         

described‌‌as‌‌the‌‌constitutive‌‌others‌‌of‌‌a‌‌given‌‌culture,‌‌“the‌‌exceptions‌‌[allowing]‌‌structures‌‌to‌‌                           

be‌ ‌identified‌ ‌and‌ ‌instituted,‌ ‌difference‌ ‌providing‌ ‌the‌ ‌prior‌ ‌condition‌ ‌for‌‌identity‌‌to‌‌emerge”‌‌                         

(BOTTING,‌ ‌2008,‌ ‌p.‌ ‌8),‌ ‌always‌ ‌at‌ ‌a‌ ‌specific‌ ‌time‌ ‌and‌ ‌place.‌ ‌Yet,‌ ‌in‌ ‌providing‌ ‌a‌ ‌negative‌‌                               

parameter‌ ‌for‌ ‌categorization‌ ‌to‌ ‌be‌ ‌exacted,‌ ‌monsters‌ ‌themselves‌ ‌resist‌ ‌easy‌ ‌categorization:‌‌                     

they‌‌are‌‌hybrids‌‌by‌‌nature,‌‌ambiguous‌‌embodiments‌‌of‌‌deviation,‌‌and‌‌thus‌‌of‌‌taboo‌‌(COHEN,‌‌                           

1996,‌‌p.‌‌6).‌‌Monsters‌‌are‌‌“difference‌‌made‌‌flesh”,‌‌in‌‌Cohen’s‌‌(1996,‌‌p.‌‌7)‌‌popular‌‌definition,‌‌                             

and‌ ‌as‌ ‌such‌ ‌they‌ ‌may‌ ‌be‌ ‌inscriptions‌ ‌of‌ ‌any‌ ‌kind‌ ‌of‌ ‌difference,‌ ‌in‌ ‌particular‌ ‌“cultural,‌‌                             

political,‌‌racial,‌‌economic,‌‌sexual”‌‌(COHEN,‌‌1996,‌‌p.‌‌7).‌‌As‌‌a‌‌result,‌‌the‌‌reasons‌‌underlying‌‌                           

any‌‌delimitation‌‌of‌‌monstrosity‌‌are‌‌culturally‌‌specific,‌‌and‌‌may‌‌include,‌‌according‌‌to‌‌França‌‌                         

(2017,‌‌p.‌‌118),‌‌“psychopathologies,‌‌cultural‌‌differences,‌‌social‌‌determinants,‌‌the‌‌hubris‌‌‌of‌‌the‌‌                       

man‌ ‌of‌ ‌science,‌ ‌among‌ ‌others”‌3‌.‌ ‌ 

Terror,‌‌then,‌‌in‌‌its‌‌multiple‌‌forms‌‌of‌‌paranoia,‌‌barbarism,‌‌and‌‌taboo,‌‌is‌‌made‌‌visible‌‌in‌‌                             

gothic‌‌fiction‌‌in‌‌the‌‌conventions‌‌of‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌ghostly‌‌irruption‌‌of‌‌the‌‌past,‌‌and‌‌                               

the‌ ‌monster.‌ ‌Yet‌ ‌terror‌ ‌also‌ ‌bears‌ ‌witness‌ ‌to‌ ‌the‌ ‌social‌ ‌relations‌ ‌of‌ ‌the‌ ‌texts:‌‌the‌‌gothic‌‌not‌‌                                 

3 ‌‌The‌ ‌translation‌ ‌is‌ ‌mine.‌ ‌Original:‌ ‌“As‌ ‌causas‌ ‌atribuídas‌ ‌à‌ ‌existência‌ ‌do‌ ‌monstro‌ ‌são‌ ‌variáveis‌ ‌—‌‌                               
psicopatologias,‌ ‌diferenças‌ ‌culturais,‌ ‌determinantes‌ ‌sociais,‌ ‌a‌ ‌‌hubris‌ ‌‌do‌ ‌homem‌ ‌de‌ ‌ciência,‌ ‌entre‌ ‌outras”‌‌                         
(FRANÇA,‌ ‌2017,‌ ‌p.‌ ‌118).‌‌ 
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only‌‌gives‌‌textual‌‌shape‌‌to‌‌terror,‌‌but‌‌also‌‌inscribes‌‌in‌‌textual‌‌form‌‌the‌‌fears‌‌and‌‌anxieties‌‌of‌‌a‌                                   

world‌ ‌that‌ ‌lies‌ ‌without‌ ‌—‌ ‌the‌ ‌world‌ ‌of‌ ‌the‌ ‌bourgeois‌ ‌middle-class‌ ‌and‌ ‌its‌ ‌ever‌ ‌increasing‌‌                             

hegemonic‌‌ideology.‌‌For‌‌Punter‌‌(1996a,‌‌p.‌‌112),‌‌“[g]othic‌‌writing‌‌emerges‌‌at‌‌a‌‌particular‌‌and‌‌                           

definable‌ ‌stage‌ ‌in‌ ‌the‌ ‌development‌ ‌of‌ ‌class‌ ‌relations:‌ ‌[...]‌ ‌the‌ ‌stage‌ ‌when‌ ‌the‌ ‌bourgeoisie,‌‌                           

having‌ ‌to‌ ‌all‌ ‌intents‌ ‌and‌ ‌purposes‌ ‌gained‌ ‌social‌ ‌power,‌ ‌began‌ ‌to‌ ‌try‌ ‌to‌ ‌understand‌ ‌the‌‌                             

conditions‌‌and‌‌history‌‌of‌‌their‌‌own‌‌ascent”.‌‌Gothic‌‌fiction‌‌is‌‌thus‌‌understood‌‌as‌‌“a‌‌process‌‌of‌‌                               

cultural‌‌self-analysis”‌‌(1996b,‌‌p.‌‌205)‌‌by‌‌which‌‌the‌‌powerful‌‌Western‌‌bourgeoisie‌‌in‌‌Europe‌‌                         

and‌ ‌North‌ ‌America‌ ‌has‌ ‌come‌ ‌to‌ ‌examine‌ ‌the‌ ‌many‌ ‌anxieties‌ ‌fostered‌ ‌by‌ ‌its‌ ‌coming‌ ‌into‌‌                             

being:‌‌its‌‌miscegenated‌‌class‌‌origins,‌‌its‌‌mix‌‌of‌‌appreciation‌‌and‌‌fear‌‌for‌‌the‌‌aristocracy;‌‌the‌‌                             

successive‌ ‌changes‌ ‌in‌ ‌modes‌‌of‌‌capitalist‌‌production,‌‌knowledge,‌‌and‌‌governance‌‌that‌‌came‌‌                       

along‌‌with‌‌its‌‌social‌‌ascendancy;‌‌its‌‌moral,‌‌religious,‌‌and‌‌aesthetic‌‌values;‌‌its‌‌racial,‌‌ethnical,‌                           

and‌‌gender‌‌biases;‌‌later,‌‌particularly‌‌from‌‌the‌‌twentieth‌‌century‌‌onwards,‌‌the‌‌consequences‌‌of‌‌                         

the‌ ‌expansion‌ ‌of‌ ‌capitalist‌ ‌production‌ ‌into‌ ‌late‌ ‌and‌ ‌global‌ ‌capitalism;‌ ‌the‌ ‌ensuing‌‌                       

restructuring‌‌of‌‌the‌‌social‌‌strata;‌‌the‌‌horrors‌‌of‌‌global‌‌warfare;‌‌the‌‌hidden‌‌terrors‌‌of‌‌suburbia‌‌                             

and‌‌the‌‌nuclear‌‌family;‌‌child‌‌abuse;‌‌the‌‌rise‌‌of‌‌the‌‌digital‌‌world‌‌—‌‌and‌‌that‌‌is‌‌just‌‌to‌‌name‌‌a‌‌                                       

few.‌ ‌ 

That‌ ‌is‌ ‌the‌ ‌reason‌ ‌why,‌ ‌for‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌187),‌ ‌gothic‌ ‌fiction‌ ‌is‌ ‌“a‌ ‌mode‌ ‌—‌‌                               

perhaps‌ ‌‌the‌ ‌‌mode‌ ‌—‌ ‌of‌ ‌unofficial‌ ‌history”,‌ ‌or‌ ‌at‌ ‌least,‌ ‌as‌ ‌Maurice‌ ‌Lévy‌ ‌(2004,‌ ‌p.‌ ‌31)‌‌                               

suggests,‌‌a‌‌useful‌‌semantic‌‌tool‌‌[...]‌‌to‌‌approach‌‌and‌‌interpret‌‌history”.‌‌Throughout‌‌the‌‌course‌‌                           

of‌ ‌gothic‌ ‌fiction,‌ ‌a‌ ‌negative‌ ‌history‌ ‌—‌ ‌an‌ ‌“other”‌ ‌history‌ ‌of‌ ‌modernity‌ ‌and‌ ‌the‌ ‌rise‌ ‌of‌ ‌the‌‌                                 

middle‌‌class‌‌—‌‌has‌‌been‌‌written‌‌in‌‌its‌‌own‌‌tortuous,‌‌fragmentary,‌‌symbolic,‌‌and‌‌inconsistent‌‌                           

way.‌‌That‌‌is‌‌not‌‌the‌‌history‌‌of‌‌the‌‌successful‌‌rise‌‌of‌‌a‌‌merchant‌‌class‌‌to‌‌social‌‌prominence‌‌and‌‌                                   

political‌ ‌power,‌ ‌but‌ ‌rather‌ ‌the‌ ‌history‌ ‌of‌ ‌that‌ ‌class’s‌ ‌unremitting‌ ‌fear‌ ‌that‌ ‌the‌ ‌world‌ ‌might‌‌                             

actually‌ ‌be‌ ‌powered‌ ‌in‌ ‌secrecy‌ ‌by‌ ‌an‌ ‌obscure‌ ‌elite‌ ‌of‌ ‌aristocratic‌ ‌origin;‌ ‌it‌ ‌is‌ ‌not‌ ‌quite‌ ‌the‌‌                                 

history‌ ‌of‌ ‌a‌ ‌domestic‌ ‌middle‌ ‌class,‌ ‌whose‌ ‌values‌ ‌are‌ ‌founded‌ ‌upon‌ ‌marriage,‌ ‌family,‌ ‌and‌‌                           

childbearing,‌ ‌but‌ ‌rather‌ ‌of‌ ‌how‌ ‌that‌ ‌class’s‌ ‌domestic‌ ‌ideology‌ ‌conceals‌ ‌threats‌ ‌to‌ ‌women,‌‌                         

children,‌‌and‌‌non-conforming‌‌sexualities;‌‌it‌‌is‌‌hardly‌‌ever‌‌the‌‌history‌‌of‌‌the‌‌consolidation‌‌of‌‌                           

the‌ ‌Enlightenment‌ ‌and‌‌its‌‌promises‌‌of‌‌universal‌‌human‌‌progress‌‌as‌‌the‌‌focal‌‌grand‌‌narrative‌‌                           

of‌ ‌modernity,‌ ‌but‌ ‌rather‌ ‌one‌ ‌of‌ ‌the‌ ‌“toxic‌ ‌side‌ ‌effects”‌ ‌the‌ ‌Enlightenment‌ ‌has‌ ‌produced,‌‌to‌‌                             

quote‌ ‌Terry‌ ‌Castle‌ ‌(1995,‌ ‌p.‌ ‌8);‌ ‌it‌ ‌is‌ ‌less‌ ‌the‌ ‌history‌ ‌of‌ ‌the‌ ‌successful‌ ‌establishment‌ ‌of‌‌                               

Republicanism‌ ‌as‌ ‌a‌ ‌staple‌ ‌of‌ ‌the‌ ‌modern‌ ‌political‌ ‌state,‌ ‌but‌ ‌rather‌ ‌of‌‌the‌‌Terror‌‌that‌‌hovers‌‌                               

over‌ ‌the‌ ‌allegedly‌ ‌democratic‌ ‌order,‌ ‌as‌ ‌Lévy‌ ‌(2004,‌ ‌p.‌ ‌32)‌ ‌suggests;‌ ‌it‌ ‌is‌ ‌even‌ ‌less‌ ‌so‌ ‌the‌‌                                 

history‌‌of‌‌industrial‌‌progress‌‌and‌‌urbanization,‌‌but‌‌that‌‌of‌‌the‌‌aberrant‌‌exploration‌‌concealed‌‌                         

in‌ ‌the‌ ‌fringes‌ ‌of‌ ‌industrial‌ ‌urban‌ ‌contexts,‌ ‌as‌ ‌Botting‌ ‌(1996,‌ ‌p.‌ ‌123)‌ ‌highlights.‌ ‌ 
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Gothic‌ ‌could‌ ‌thus‌ ‌be‌ ‌described‌ ‌as‌ ‌a‌ ‌literary‌ ‌history‌ ‌of‌ ‌the‌ ‌terrors‌‌of‌‌modernity.‌‌It‌‌is‌‌                               

arguably‌ ‌due‌ ‌to‌ ‌gothic’s‌ ‌cultural‌ ‌development‌ ‌as‌ ‌a‌ ‌mode‌ ‌of‌ ‌unofficial‌ ‌history‌‌of‌‌modernity‌‌                           

that‌‌the‌‌genre‌‌has‌‌become‌‌an‌‌impressive‌‌tool‌‌of‌‌investigation‌‌into‌‌the‌‌hegemonic‌‌ideology‌‌of‌‌                             

the‌‌middle‌‌class.‌‌Ideology‌‌here‌‌must‌‌be‌‌understood‌‌in‌‌the‌‌terms‌‌developed‌‌by‌‌Louis‌‌Althusser‌‌                             

(2014,‌ ‌p.‌ ‌171-207):‌ ‌as‌ ‌an‌ ‌imaginary‌ ‌representation‌ ‌of‌ ‌the‌ ‌social‌ ‌codes,‌ ‌moral‌ ‌values‌ ‌and‌‌                           

conventions‌‌of‌‌a‌‌dominant‌‌group‌‌or‌‌class,‌‌which‌‌shape‌‌and‌‌determine‌‌the‌‌material‌‌conditions‌‌                           

of‌ ‌life‌ ‌through‌ ‌their‌ ‌codification‌ ‌in‌ ‌a‌ ‌number‌ ‌of‌ ‌state‌ ‌apparatuses‌ ‌including‌ ‌the‌ ‌family,‌ ‌the‌‌                             

arts,‌ ‌religions,‌ ‌and‌ ‌language.‌ ‌The‌ ‌Althusserian‌ ‌concept‌ ‌of‌ ‌ideology‌ ‌and‌ ‌its‌ ‌postmodern‌‌                       

elaboration,‌‌as‌‌Hutcheon‌‌(2004,‌‌p.‌‌69)‌‌highlights,‌‌presupposes‌‌the‌‌existence‌‌of‌‌a‌‌“never‌‌fully‌‌                           

articulated,‌ ‌but‌ ‌always‌ ‌present,‌ ‌system‌ ‌of‌ ‌preconceptions‌ ‌which‌ ‌govern‌ ‌a‌ ‌society”‌ ‌and‌‌                       

determines‌ ‌its‌ ‌dominant‌ ‌structuring‌ ‌of‌ ‌categories‌ ‌of‌ ‌class,‌ ‌gender,‌ ‌race,‌ ‌ethnicity,‌ ‌sexual‌‌                       

orientation,‌ ‌and‌ ‌other‌ ‌marks‌ ‌of‌ ‌“ex-centric”‌ ‌difference.‌ ‌It‌ ‌is‌ ‌the‌ ‌function‌ ‌of‌ ‌ideology,‌ ‌as‌‌                           

Punter‌ ‌(1996b,‌ ‌p.‌ ‌200)‌‌reminds‌‌us,‌‌to‌‌naturalize‌‌those‌‌codes,‌‌values‌‌and‌‌conventions‌‌so‌‌that‌‌                             

they‌ ‌can‌ ‌appear‌ ‌to‌ ‌be‌ ‌God-given,‌ ‌immutable,‌ ‌eternal;‌ ‌ideology‌ ‌is‌‌thus‌‌made‌‌to‌‌misconstrue‌‌                           

itself‌‌as‌‌emanating‌‌from‌‌the‌‌material‌‌conditions‌‌of‌‌life,‌‌rather‌‌than‌‌shaping‌‌the‌‌‌status‌‌quo‌‌by‌‌                               

force‌ ‌of‌ ‌its‌ ‌innumerous‌ ‌apparatuses.‌ ‌Yet‌ ‌ideology,‌ ‌in‌ ‌Althusser’s‌ ‌conceptualization,‌‌                   

conversely‌ ‌contributes‌ ‌to‌ ‌subjecting‌ ‌individuals‌ ‌through‌ ‌interpellation‌ ‌and‌ ‌discipline,‌ ‌thus‌‌                   

getting‌ ‌them‌ ‌to‌ ‌adjust‌ ‌to‌ ‌the‌ ‌mores‌ ‌of‌ ‌the‌ ‌hegemonic‌ ‌norm.‌ ‌As‌ ‌a‌ ‌result‌ ‌of‌ ‌such‌ ‌a‌‌                                 

homogenizing‌ ‌dynamic,‌ ‌according‌ ‌to‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌200),‌ ‌ideology‌ ‌establishes‌ ‌by‌‌                     

opposition‌‌what‌‌is‌‌to‌‌be‌‌considered‌‌unnatural,‌‌and‌‌thus‌‌invested‌‌with‌‌terror.‌‌The‌‌gothic‌‌is‌‌thus‌‌                               

deeply‌ ‌implicated‌ ‌in‌ ‌the‌ ‌questioning,‌ ‌unveiling,‌ ‌and,‌ ‌to‌ ‌a‌ ‌paradoxical‌ ‌extent,‌ ‌sustenance‌ ‌of‌‌                         

bourgeois‌ ‌ideology:‌ ‌both‌ ‌paranoia‌ ‌and‌ ‌barbarism,‌ ‌in‌ ‌the‌ ‌ambiguity‌ ‌and‌ ‌distortion‌ ‌that‌ ‌they‌‌                         

produce,‌‌are‌‌meant‌‌to‌‌“demonstrate‌‌to‌‌us‌‌the‌‌relative‌‌nature‌‌of‌‌ethical‌‌and‌‌behavioural‌‌codes”‌‌                             

(PUNTER,‌ ‌1996b,‌‌p.‌‌183-184),‌‌while‌‌taboo‌‌is‌‌activated‌‌as‌‌a‌‌tool‌‌of‌‌enforcement‌‌through‌‌its‌‌                             

implication‌‌in‌‌“[the]‌‌process‌‌of‌‌sealing‌‌off‌‌questions”‌‌(PUNTER,‌‌1996b,‌‌p.‌‌200)‌‌that‌‌ideology‌‌                           

sustains‌ ‌in‌ ‌the‌ ‌name‌ ‌of‌ ‌social‌ ‌cohesion.‌ ‌ 

In‌ ‌spite‌ ‌of‌ ‌its‌ ‌historical‌ ‌evolution‌ ‌and‌ ‌change,‌‌then,‌‌the‌‌gothic‌‌could‌‌be‌‌defined‌‌as‌‌a‌‌                               

highly‌‌stable‌‌literary‌‌genre‌‌that‌‌deploys‌‌a‌‌set‌‌of‌‌basic‌‌conventions‌‌—‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌                               

ghostly‌‌presence‌‌of‌‌the‌‌past,‌‌and‌‌the‌‌monster‌‌—‌‌to‌‌produce‌‌effects‌‌of‌‌terror‌‌while‌‌examining‌‌                               

the‌‌fears‌‌and‌‌anxieties‌‌that‌‌subsume‌‌the‌‌maintenance‌‌of‌‌the‌‌hegemonic‌‌ideology‌‌of‌‌the‌‌middle‌‌                             

class.‌ ‌That‌ ‌does‌ ‌not‌ ‌allay‌ ‌a‌ ‌certain‌ ‌problem‌ ‌of‌ ‌periodization‌ ‌lying‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌Punter’s‌‌                               

considerations.‌‌Punter’s‌‌study,‌‌in‌‌its‌‌1996‌‌edition‌‌in‌‌two‌‌volumes,‌‌extends‌‌into‌‌what‌‌he‌‌titles‌‌                             

“Modern‌ ‌perceptions‌ ‌of‌‌the‌‌barbaric”,‌‌comprising‌‌fiction‌‌of‌‌the‌‌1960s,‌‌70s,‌‌and‌‌80s‌‌(1996b,‌‌                           

p.‌ ‌119-144),‌ ‌and‌ ‌“Contemporary‌ ‌gothic‌ ‌transformations”‌‌(1996b,‌‌p.‌‌145-180),‌‌incorporating‌‌                   
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fiction‌ ‌from‌ ‌the‌ ‌final‌ ‌years‌ ‌of‌ ‌the‌ ‌millennium.‌ ‌In‌ ‌both‌ ‌segments‌ ‌of‌ ‌his‌ ‌discussion,‌ ‌he‌‌                             

acknowledges‌ ‌the‌ ‌increasing‌ ‌range‌ ‌of‌ ‌meanings‌ ‌the‌ ‌gothic‌ ‌has‌ ‌come‌ ‌to‌ ‌designate,‌ ‌some‌ ‌of‌‌                           

which‌ ‌quite‌ ‌different‌ ‌from‌ ‌the‌ ‌original‌ ‌usages‌ ‌of‌ ‌the‌ ‌term,‌ ‌and‌ ‌the‌ ‌ensuing‌ ‌difficulty‌ ‌in‌‌                             

delimiting‌ ‌a‌ ‌pathway‌ ‌of‌ ‌investigation.‌ ‌Interestingly‌ ‌enough,‌ ‌his‌ ‌discussion‌ ‌of‌‌the‌‌“modern”‌‌                       

and‌‌“contemporary”‌‌gothic‌‌is‌‌actually‌‌centered‌‌on‌‌a‌‌number‌‌of‌‌canonical‌‌“postmodern”‌‌texts,‌‌                         

including‌ ‌Joyce‌ ‌Carol‌ ‌Oates’s‌ ‌‌Expensive‌ ‌People‌,‌ ‌Angela‌‌Carter’s‌‌‌Heroes‌‌and‌‌Villains‌,‌‌J.‌‌G.‌‌                         

Ballard’s‌‌‌The‌‌Atrocity‌‌Exhibition‌,‌‌Robert‌‌Coover’s‌‌‌Pricksongs‌‌and‌‌Descants‌,‌‌Stephen‌‌King’s‌‌                     

The‌‌Shining‌,‌‌Iain‌‌Banks’s‌‌‌The‌‌Wasp‌‌Factory‌,‌‌Bret‌‌Easton‌‌Ellis’s‌‌‌American‌‌Psycho‌,‌‌and,‌‌most‌‌                           

alarmingly,‌ ‌the‌‌high‌‌priest‌‌of‌‌postmodernism’s‌‌sacred‌‌tomes,‌‌Thomas‌‌Pynchon’s‌‌‌The‌‌Crying‌‌                       

of‌ ‌Lot‌‌49‌‌and‌‌‌Gravity’s‌‌Rainbow‌.‌‌Punter‌‌is‌‌clearly‌‌reluctant‌‌to‌‌use‌‌the‌‌term‌‌“postmodern”‌‌at‌‌                               

all‌‌—‌‌possibly‌‌an‌‌effect‌‌of‌‌his‌‌Marxist‌‌approach‌‌—,‌‌and‌‌when‌‌he‌‌does‌‌use‌‌it‌‌(1996b,‌‌p.‌‌207),‌‌                                     

it‌ ‌is‌ ‌to‌ ‌decry‌ ‌the‌ ‌alleged‌ ‌erasure‌ ‌of‌ ‌history,‌ ‌characteristic‌ ‌of‌ ‌a‌ ‌certain‌ ‌understanding‌ ‌of‌ ‌the‌‌                               

postmodern‌‌condition‌‌and‌‌deeply‌‌ingrained‌‌in‌‌his‌‌opinion‌‌in‌‌an‌‌apparent‌‌decline‌‌of‌‌gothic‌‌in‌‌                             

contemporaneity.‌ ‌We‌ ‌will‌ ‌later‌ ‌return‌ ‌to‌ ‌this‌ ‌argument‌ ‌to‌ ‌contest‌ ‌it,‌ ‌but‌ ‌important‌ ‌here‌ ‌is‌‌                             

noticing‌‌how‌‌a‌‌certain‌‌diffusion‌‌and‌‌loss‌‌of‌‌specificity‌‌of‌‌the‌‌gothic‌‌is‌‌indirectly‌‌attributed‌‌to‌                               

the‌ ‌consolidation‌ ‌of‌ ‌postmodern‌ ‌fiction.‌ ‌What‌ ‌ensues,‌ ‌perhaps‌ ‌as‌ ‌a‌ ‌strategy‌ ‌to‌ ‌contest‌ ‌the‌‌                           

dispersion‌ ‌of‌ ‌gothic,‌ ‌is‌ ‌an‌ ‌emptying‌ ‌out‌ ‌of‌ ‌postmodernism,‌ ‌both‌ ‌as‌ ‌a‌ ‌particular‌ ‌historical‌‌                           

manifestation‌ ‌of‌ ‌the‌ ‌gothic‌ ‌and‌ ‌as‌ ‌a‌ ‌historical‌ ‌period‌ ‌in‌ ‌itself.‌ ‌That‌ ‌evacuation‌ ‌has‌ ‌been‌‌                             

refracted‌ ‌in‌ ‌a‌ ‌somewhat‌ ‌fractured‌ ‌conceptualization‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic,‌ ‌since‌‌                     

postmodernism‌ ‌is‌ ‌not‌ ‌usually‌ ‌seen‌‌to‌‌bear‌‌any‌‌possibility‌‌of‌‌continuity‌‌and‌‌similarity‌‌of‌‌the‌‌                             

sort‌ ‌Punter‌ ‌relies‌ ‌on‌ ‌when‌ ‌developing‌ ‌his‌ ‌history‌ ‌of‌ ‌gothic‌ ‌fiction.‌ 

Postmodernism‌ ‌thus‌ ‌enters‌ ‌the‌ ‌scenario‌ ‌through‌ ‌the‌ ‌backdoor,‌ ‌at‌ ‌the‌ ‌expense‌ ‌of‌ ‌its‌‌                         

sequestration‌ ‌from‌ ‌that‌ ‌which‌ ‌may‌ ‌be‌ ‌called‌ ‌the‌ ‌definitive‌ ‌history‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌Its‌‌                           

entrance‌ ‌could‌ ‌not‌ ‌have‌ ‌been‌ ‌more‌ ‌proper:‌ ‌the‌‌postmodern‌‌is,‌‌among‌‌other‌‌things,‌‌the‌‌very‌‌                             

historical‌ ‌contestation‌ ‌of‌ ‌definitive‌ ‌histories.‌ ‌But‌ ‌before‌ ‌we‌ ‌can‌ ‌get‌ ‌to‌ ‌that‌ ‌contention,‌ ‌we‌‌                           

must‌ ‌first‌ ‌provide‌ ‌a‌ ‌few‌ ‌lines‌ ‌of‌ ‌understanding‌ ‌to‌ ‌postmodernism.‌ ‌ 

‌ 

1.2‌ ‌Postmodernism‌ ‌ 

‌ 

Postmodernism,‌ ‌much‌ ‌like‌ ‌the‌ ‌gothic,‌ ‌is‌ ‌a‌ ‌term‌‌that‌‌has‌‌acquired‌‌multiple‌‌meanings‌‌                         

vis-à-vis‌‌extensive‌‌and‌‌unruly‌‌usage,‌‌so‌‌much‌‌so‌‌that,‌‌for‌‌Linda‌‌Hutcheon‌‌(2004,‌‌p.‌‌3),‌‌it‌‌may‌‌                                 

have‌ ‌become‌ ‌the‌ ‌most‌ ‌overdetermined‌ ‌and‌ ‌under-defined‌ ‌term‌ ‌in‌ ‌cultural‌ ‌studies‌ ‌and‌‌                       

contemporary‌ ‌literary‌ ‌theory‌ ‌alike.‌ ‌So‌ ‌overdetermined,‌ ‌indeed,‌ ‌as‌ ‌to‌ ‌actually‌ ‌verge‌ ‌on‌ ‌the‌‌                         

emptiness‌ ‌of‌ ‌a‌ ‌buzzword‌ ‌—‌ ‌or‌ ‌that‌ ‌is‌ ‌how‌ ‌Dick‌ ‌Hebdige‌ ‌describes‌ ‌its‌ ‌vertiginous‌ ‌contours:‌ ‌ 
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‌ ‌  

When‌‌it‌‌becomes‌‌possible‌‌for‌‌people‌‌to‌‌describe‌‌as‌‌“postmodern”‌‌the‌‌decor‌‌                       
of‌‌a‌‌room,‌‌the‌‌design‌‌of‌‌a‌‌building,‌‌the‌‌diegesis‌‌of‌‌a‌‌film,‌‌the‌‌construction‌‌of‌‌                               
a‌‌record,‌‌or‌‌a‌‌“scratch”‌‌video,‌‌a‌‌TV‌‌commercial,‌‌or‌‌an‌‌arts‌‌documentary,‌‌or‌‌                           
the‌ ‌“intertextual”‌ ‌relations‌ ‌between‌ ‌them,‌ ‌the‌‌layout‌‌of‌‌a‌‌page‌‌in‌‌a‌‌fashion‌‌                         
magazine‌ ‌or‌ ‌critical‌ ‌journal,‌ ‌an‌ ‌anti-teleological‌ ‌tendency‌ ‌within‌‌               
epistemology,‌ ‌the‌ ‌attack‌ ‌on‌ ‌the‌ ‌“metaphysics‌ ‌of‌ ‌presence”,‌ ‌a‌ ‌general‌‌                   
attenuation‌ ‌of‌ ‌feeling,‌ ‌the‌ ‌collective‌ ‌chagrin‌ ‌and‌ ‌morbid‌ ‌projections‌ ‌of‌ ‌a‌‌                     
post-War‌‌generation‌‌of‌‌Baby‌‌Boomers‌‌confronting‌‌disillusioned‌‌middle‌‌age,‌‌                 
the‌‌“predicament”‌‌of‌‌reflexivity,‌‌a‌‌group‌‌of‌‌rhetorical‌‌tropes,‌‌a‌‌proliferation‌‌                     
of‌‌surfaces,‌‌a‌‌new‌‌phase‌‌in‌‌commodity‌‌fetishism,‌‌a‌‌fascination‌‌for‌‌“images”,‌‌                       
codes‌ ‌and‌‌styles,‌‌a‌‌process‌‌of‌‌cultural,‌‌political‌‌or‌‌existential‌‌fragmentation‌‌                     
and/or‌ ‌crisis,‌ ‌the‌ ‌“de-centering”‌ ‌of‌ ‌the‌ ‌subject,‌ ‌an‌ ‌“incredulity‌ ‌towards‌‌                   
metanarratives”,‌ ‌the‌ ‌replacement‌ ‌of‌ ‌unitary‌ ‌power‌ ‌axes‌ ‌by‌ ‌a‌ ‌pluralism‌ ‌of‌‌                     
power/discourse‌ ‌formations,‌ ‌the‌ ‌“implosion‌ ‌of‌ ‌meaning”,‌ ‌the‌ ‌collapse‌ ‌of‌‌                 
cultural‌ ‌hierarchies,‌ ‌the‌ ‌dread‌ ‌engendered‌ ‌by‌ ‌the‌ ‌threat‌ ‌of‌ ‌nuclear‌‌                   
self-destruction,‌‌the‌‌decline‌‌of‌‌the‌‌University,‌‌the‌‌functioning‌‌and‌‌effects‌‌of‌‌                     
the‌‌new‌‌miniaturised‌‌technologies,‌‌broad‌‌societal‌‌and‌‌economic‌‌shifts‌‌into‌‌a‌‌                     
“media”,‌ ‌“consumer”‌ ‌or‌ ‌“multinational”‌ ‌phase,‌‌a‌‌sense‌‌(depending‌‌on‌‌who‌‌                   
you‌ ‌read)‌ ‌of‌ ‌“placelessness”‌ ‌or‌‌the‌‌abandonment‌‌of‌‌placelessness‌‌(“critical‌‌                   
regionalism”)‌ ‌or‌ ‌(even)‌ ‌a‌ ‌generalised‌ ‌substitution‌ ‌of‌ ‌spatial‌ ‌for‌ ‌temporal‌‌                   
co-ordinates‌ ‌—‌ ‌when‌ ‌it‌ ‌becomes‌ ‌possible‌ ‌to‌ ‌describe‌ ‌all‌ ‌these‌ ‌things‌ ‌as‌‌                       
“postmodern”‌ ‌(or‌ ‌more‌ ‌simply‌ ‌using‌ ‌a‌ ‌current‌ ‌abbreviation,‌ ‌as‌ ‌“post”‌ ‌or‌‌                     
“very‌ ‌post”)‌ ‌then‌ ‌it’s‌ ‌clear‌ ‌we‌ ‌are‌ ‌in‌ ‌the‌ ‌presence‌ ‌of‌ ‌a‌ ‌buzzword.‌‌                         
(HEBDIGE,‌ ‌1976,‌ ‌p.‌ ‌78).‌ ‌ 

‌ ‌  

‌  This‌‌kaleidoscopic‌‌list‌‌covers‌‌over‌‌three‌‌decades‌‌of‌‌academic‌‌inquiry‌‌to‌‌illustrate,‌‌in‌‌a‌                           

somewhat‌ ‌haphazard‌ ‌fashion,‌ ‌how‌ ‌postmodernism‌ ‌has‌ ‌been‌ ‌sequentially‌ ‌appropriated‌ ‌by‌ ‌a‌‌                     

myriad‌ ‌of‌ ‌disciplines‌ ‌to‌‌describe‌‌phenomena‌‌that‌‌do‌‌not‌‌necessarily‌‌converge.‌‌To‌‌produce‌‌a‌‌                           

useful‌ ‌definition‌ ‌of‌ ‌postmodernism‌ ‌thus‌ ‌comes‌ ‌as‌ ‌a‌ ‌Herculean‌ ‌work‌ ‌of‌ ‌theory,‌ ‌and‌ ‌a‌ ‌critic‌‌                             

may‌ ‌find‌ ‌themselves‌ ‌immersed‌ ‌in‌ ‌something‌ ‌of‌ ‌a‌ ‌terminological‌ ‌aporia:‌ ‌how,‌ ‌if‌ ‌at‌ ‌all,‌‌is‌‌it‌‌                               

possible‌ ‌to‌ ‌conceive‌ ‌of‌ ‌what‌ ‌has‌ ‌come‌‌after‌‌the‌‌modern?‌‌If‌‌the‌‌modern‌‌itself‌‌is‌‌in‌‌principle‌‌                                 

the‌‌sign‌‌of‌‌a‌‌“present-absolute”,‌‌as‌‌Perry‌‌Anderson‌‌(1999,‌‌p.‌‌14)‌‌and‌‌others‌‌have‌‌suggested,‌‌                             

should‌‌the‌‌postmodern‌‌be‌‌understood‌‌as‌‌the‌‌telltale‌‌sign‌‌of‌‌the‌‌collapse‌‌of‌‌the‌‌modern‌‌into‌‌a‌‌                                 

relative‌‌past,‌‌the‌‌epitome‌‌of‌‌the‌‌contemporary,‌‌or‌‌else‌‌as‌‌the‌‌oracular‌‌prediction‌‌of‌‌the‌‌future?‌‌                               

Is‌ ‌the‌ ‌modern‌ ‌inherent‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌the‌ ‌sign‌ ‌of‌ ‌a‌ ‌set‌ ‌of‌ ‌complex‌ ‌artistic‌ ‌practices‌‌                               

collectively‌ ‌named‌ ‌“modernism”‌ ‌or‌ ‌the‌ ‌sign‌ ‌of‌ ‌an‌ ‌epoch‌ ‌in‌ ‌the‌ ‌history‌ ‌of‌ ‌the‌ ‌West‌ ‌named‌‌                               

“modernity”?‌‌Though‌‌these‌‌questions‌‌bear‌‌more‌‌answers‌‌than‌‌we‌‌may‌‌be‌‌able‌‌to‌‌handle,‌‌we‌‌                             

must‌ ‌make‌ ‌our‌‌way‌‌through‌‌the‌‌conundrum‌‌until‌‌we‌‌have‌‌reached‌‌a‌‌satisfactory‌‌operational‌‌                           

paradigm.‌ ‌It‌ ‌is‌ ‌tempting‌ ‌to‌ ‌accept‌ ‌Anderson’s‌ ‌claim‌ ‌(1999,‌ ‌p.‌ ‌14)‌ ‌that‌ ‌the‌ ‌use‌ ‌of‌ ‌the‌ ‌term‌‌                                 

“postmodernism”‌‌has‌‌been‌‌of‌‌a‌‌merely‌‌circumstantial‌‌importance‌‌in‌‌comparison‌‌to‌‌the‌‌scope‌‌                         

of‌ ‌its‌ ‌theoretical‌ ‌development,‌ ‌but‌ ‌the‌ ‌very‌ ‌problems‌ ‌inscribed‌ ‌in‌ ‌the‌ ‌term‌ ‌reveal‌ ‌the‌‌                           

existence‌ ‌of‌ ‌friction‌ ‌and‌ ‌dilemmas‌ ‌that‌‌are‌‌no‌‌stranger‌‌to‌‌those‌‌of‌‌the‌‌gothic‌‌—‌‌thus,‌‌as‌‌we‌‌                                   
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shall‌ ‌see,‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic.‌ ‌Off‌ ‌we‌ ‌must‌ ‌go,‌ ‌then,‌ ‌in‌ ‌an‌ ‌attempt‌ ‌to‌ ‌“ride‌ ‌the‌‌                                 

postmodern‌ ‌bullet”,‌ ‌to‌ ‌cheerfully‌ ‌(mis)quote‌ ‌a‌ ‌book‌ ‌by‌ ‌Stephen‌ ‌King.‌ ‌ 

‌  In‌‌‌A‌‌Poetics‌‌of‌‌Postmodernism:‌‌History,‌‌Theory,‌‌Fiction‌,‌‌Linda‌‌Hutcheon’s‌‌definitive‌‌                     

contribution‌ ‌to‌‌the‌‌study‌‌of‌‌the‌‌postmodern,‌‌and‌‌arguably‌‌one‌‌of‌‌the‌‌most‌‌polished‌‌accounts‌‌                             

given‌ ‌to‌ ‌the‌ ‌term,‌ ‌the‌ ‌Canadian‌ ‌critic‌ ‌characterizes‌ ‌postmodern‌ ‌art,‌ ‌including‌ ‌fiction,‌ ‌as‌‌                         

paradoxically‌ ‌parodic:‌ ‌both‌ ‌formally‌ ‌introverted‌‌in‌‌its‌‌repetition‌‌with‌‌critical‌‌distance‌‌of‌‌the‌‌                         

art‌‌of‌‌the‌‌past‌‌and‌‌grounded‌‌onto‌‌“the‌‌world”‌‌by‌‌means‌‌of‌‌its‌‌historical‌‌awareness.‌‌Hutcheon‌‌                               

(2004,‌‌p.‌‌3)‌‌warns‌‌us‌‌from‌‌the‌‌outset‌‌that,‌‌however‌‌we‌‌choose‌‌to‌‌define‌‌the‌‌postmodern‌‌in‌‌the‌‌                                   

arts‌ ‌and‌ ‌fiction,‌ ‌we‌ ‌must‌ ‌first‌ ‌acknowledge‌ ‌that,‌ ‌by‌ ‌its‌ ‌very‌ ‌nomenclature,‌ ‌postmodernism‌‌                         

establishes‌‌a‌‌critical‌‌relationship‌‌of‌‌continuity‌‌and‌‌break‌‌with‌‌the‌‌modern‌‌that‌‌has‌‌preceded‌‌it‌‌                             

historically‌ ‌—‌ ‌both‌ ‌the‌ ‌aesthetic‌ ‌modernism‌ ‌and‌ ‌the‌ ‌broader‌ ‌assortment‌ ‌of‌ ‌ideological‌‌                       

preconceptions‌ ‌of‌ ‌modernity‌ ‌to‌ ‌which‌ ‌she‌ ‌conveniently‌ ‌refers‌ ‌as‌ ‌“liberal‌ ‌humanism”.‌‌                     

Artistically,‌‌postmodernism‌‌“challenges‌‌some‌‌aspects‌‌of‌‌the‌‌modernist‌‌dogma:‌‌its‌‌view‌‌of‌‌the‌‌                         

autonomy‌ ‌of‌ ‌art‌ ‌and‌ ‌its‌ ‌deliberate‌ ‌separation‌ ‌from‌ ‌life;‌ ‌its‌ ‌expression‌ ‌of‌ ‌individual‌‌                         

subjectivity;‌ ‌its‌ ‌adversarial‌ ‌status‌ ‌‌vis-à-vis‌ ‌‌mass‌ ‌culture‌ ‌and‌ ‌bourgeois‌ ‌life”‌ ‌(HUTCHEON,‌‌                     

2004,‌ ‌p.‌ ‌43).‌ ‌‌Contra‌ ‌‌those‌‌dogmatic‌‌positions,‌‌postmodern‌‌art‌‌foregrounds‌‌the‌‌fact‌‌that‌‌it‌‌is‌‌                             

both‌‌historical‌‌and‌‌discourse-specific,‌‌a‌‌result‌‌of‌‌the‌‌social,‌‌political,‌‌and‌‌ideological‌‌contexts‌‌                         

of‌‌its‌‌production‌‌and‌‌reception;‌‌as‌‌such,‌‌it‌‌must‌‌not‌‌so‌‌much‌‌be‌‌understood‌‌as‌‌the‌‌expression‌‌                                 

of‌‌an‌‌individual‌‌genius,‌‌as‌‌it‌‌must‌‌be‌‌positioned‌‌as‌‌a‌‌venue‌‌‌where‌‌multiple‌‌voices‌‌converge‌‌in‌‌                                 

a‌ ‌dialogical‌ ‌interaction‌ ‌that‌ ‌evades‌ ‌any‌ ‌ultimate‌ ‌synthesis.‌ ‌Yet,‌ ‌on‌ ‌the‌ ‌other‌ ‌hand,‌ ‌“the‌‌                           

postmodern‌ ‌clearly‌ ‌also‌ ‌developed‌ ‌out‌ ‌of‌ ‌other‌ ‌modernist‌ ‌strategies:‌ ‌its‌ ‌self-reflexive‌‌                     

experimentation,‌ ‌its‌‌ironic‌‌ambiguities,‌‌and‌‌its‌‌contestations‌‌of‌‌classic‌‌realist‌‌representation”‌‌                     

(HUTCHEON,‌‌2004,‌‌p.‌‌43).‌‌Postmodern‌‌art‌‌is‌‌thus‌‌interested‌‌in‌‌examining‌‌its‌‌own‌‌processes,‌‌                           

its‌‌own‌‌codes,‌‌and‌‌its‌‌own‌‌conditions‌‌of‌‌possibility,‌‌as‌‌well‌‌as‌‌the‌‌ironic‌‌effects‌‌produced‌‌by‌‌a‌‌                                   

confrontation‌ ‌between‌ ‌self-referentiality‌ ‌and‌ ‌mimesis.‌ ‌Thereby,‌ ‌for‌ ‌Hutcheon‌‌(2004,‌‌p.‌‌22),‌‌                     

postmodernism‌ ‌in‌ ‌the‌ ‌arts‌ ‌is‌ ‌founded‌ ‌upon‌ ‌a‌ ‌paradox:‌ ‌it‌ ‌is‌ ‌“marked‌ ‌paradoxically‌ ‌by‌ ‌both‌‌                             

history‌ ‌and‌ ‌an‌ ‌internalized,‌ ‌self-reflexive‌ ‌investigation‌ ‌of‌ ‌the‌ ‌nature,‌ ‌the‌ ‌limits,‌ ‌and‌ ‌the‌‌                         

possibilities‌‌of‌‌the‌‌discourse‌‌of‌‌art”.‌‌The‌‌name‌‌she‌‌gives‌‌to‌‌that‌‌paradoxical‌‌configuration‌‌in‌‌                             

fiction‌‌is‌‌‌historiographic‌‌metafiction‌;‌‌and‌‌the‌‌formal‌‌strategy‌‌she‌‌claims‌‌to‌‌be‌‌responsible‌‌for‌‌                           

enabling‌ ‌that‌ ‌paradox‌ ‌is‌ ‌‌parody‌‌ ‌(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌124).‌ ‌ 

Understanding‌‌Hutcheon’s‌‌concept‌‌of‌‌postmodernism‌‌thus‌‌demands‌‌that‌‌we‌‌trace‌‌back‌‌                     

its‌ ‌vestiges‌ ‌in‌ ‌her‌ ‌previous‌ ‌studies‌ ‌of‌ ‌metafiction‌ ‌(2013)‌ ‌and‌ ‌parody‌ ‌(2000),‌‌both‌‌of‌‌which‌‌                             

find‌ ‌their‌ ‌definitive‌ ‌formulation‌ ‌in‌ ‌her‌ ‌reflections‌ ‌on‌ ‌historiographic‌ ‌metafiction‌ ‌and‌ ‌the‌‌                       

postmodern‌ ‌parody.‌ ‌In‌ ‌the‌ ‌Prefaces‌ ‌to‌ ‌the‌ ‌new‌ ‌editions‌ ‌of‌ ‌both‌ ‌‌Narcissistic‌ ‌Narrative:‌‌The‌‌                           
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Metafictional‌ ‌Paradox‌ ‌(2013,‌ ‌p.‌ ‌ix)‌ ‌and‌ ‌‌A‌ ‌Theory‌ ‌of‌ ‌Parody:‌ ‌The‌ ‌Teachings‌ ‌of‌‌                         

Twentieth-Century‌ ‌Art‌ ‌Forms‌ ‌‌(2000,‌ ‌p.‌ ‌xi),‌ ‌Hutcheon‌ ‌examines‌ ‌in‌ ‌hindsight‌ ‌how‌ ‌her‌‌                       

influential‌ ‌theories‌ ‌of‌ ‌postmodernism‌ ‌are‌ ‌indebted‌ ‌to‌ ‌her‌ ‌earlier‌ ‌interest‌ ‌in‌ ‌metafiction‌ ‌and‌‌                         

parody;‌‌what‌‌postmodernism‌‌adds‌‌to‌‌these‌‌forms‌‌of‌‌introverted,‌‌self-reflexive,‌‌self-referential‌‌                     

—‌ ‌narcissistic‌ ‌—‌ ‌practice‌ ‌in‌ ‌literature‌ ‌and‌ ‌other‌ ‌arts‌ ‌is‌ ‌its‌ ‌deep‌ ‌consciousness‌ ‌of‌ ‌its‌‌                             

paradoxical‌ ‌implications‌ ‌in‌ ‌what‌ ‌the‌ ‌Canadian‌ ‌critic‌ ‌names‌ ‌simply‌ ‌“the‌ ‌world”‌ ‌—‌ ‌that‌ ‌is,‌‌                           

their‌ ‌implications‌ ‌in‌ ‌history,‌ ‌ideology,‌ ‌and‌ ‌power‌ ‌(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌36).‌ ‌Hutcheon’s‌‌                       

previous‌ ‌studies‌ ‌are‌ ‌nonetheless‌ ‌anticipatory‌ ‌of‌ ‌both‌ ‌the‌‌fundamentally‌‌paradoxical‌‌identity‌‌                     

of‌‌postmodernism,‌‌which‌‌is‌‌a‌‌central‌‌element‌‌of‌‌her‌‌description,‌‌and‌‌her‌‌rejection‌‌of‌‌prevalent‌‌                             

positions‌ ‌that‌ ‌see‌ ‌the‌ ‌postmodern‌ ‌as‌ ‌a‌ ‌thorough‌ ‌break‌ ‌with‌ ‌the‌ ‌modern,‌ ‌such‌ ‌as‌ ‌Fredric‌‌                             

Jameson’s‌‌(1991,‌‌p.‌‌1-54)‌‌equally‌‌influential‌‌theory.‌‌For,‌‌if‌‌we‌‌accept‌‌Hutcheon’s‌‌claims‌‌that‌‌                           

metafiction,‌ ‌be‌ ‌it‌ ‌modern‌ ‌or‌ ‌postmodern,‌ ‌is‌ ‌not‌ ‌an‌ ‌invention‌ ‌of‌ ‌the‌ ‌twentieth‌ ‌century,‌ ‌but‌‌                             

simply‌ ‌a‌ ‌more‌ ‌overt‌ ‌development‌ ‌of‌ ‌the‌ ‌inherent‌ ‌condition‌ ‌of‌ ‌the‌ ‌novel‌ ‌as‌ ‌a‌ ‌form‌‌                             

(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌8),‌ ‌and‌ ‌that‌ ‌parody‌ ‌is‌ ‌the‌ ‌strategy‌ ‌that‌ ‌connects‌ ‌the‌ ‌modern‌ ‌to‌‌the‌‌                               

postmodern‌ ‌(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌xii),‌ ‌then‌ ‌it‌ ‌will‌ ‌become‌ ‌extremely‌ ‌difficult‌ ‌to‌ ‌frame‌‌                         

historiographic‌ ‌metafiction‌ ‌in‌ ‌terms‌ ‌of‌ ‌an‌ ‌epistemological‌‌break‌‌with‌‌the‌‌modern.‌‌It‌‌will‌‌be‌‌                           

possible,‌‌however,‌‌to‌‌think‌‌of‌‌it‌‌in‌‌terms‌‌of‌‌‌both‌‌continuity‌‌and‌‌discontinuity‌‌with‌‌what‌‌came‌‌                               

before‌ ‌—‌ ‌namely,‌ ‌the‌ ‌aesthetics‌ ‌of‌ ‌modernism‌ ‌—,‌ ‌which‌ ‌is‌ ‌the‌ ‌route‌ ‌Hutcheon‌ ‌favors.‌ ‌ 

Hutcheon‌‌wrote‌Narcissistic‌‌Narrative‌‌‌as‌‌an‌‌intervention‌‌in‌‌the‌‌larger‌‌debate‌‌about‌‌the‌‌                         

fate‌‌of‌‌the‌‌novel‌‌in‌‌the‌‌1970s.‌‌As‌‌the‌‌debate‌‌went‌‌(HUTCHEON,‌‌2013,‌‌p.‌‌13),‌‌the‌‌rise‌‌in‌‌the‌‌                                     

late‌ ‌60s‌‌and‌‌early‌‌70s‌‌of‌‌a‌‌consistent‌‌and‌‌international‌‌trend‌‌of‌‌“fiction‌‌about‌‌fiction‌‌—‌‌that‌‌                                 

is,‌ ‌fiction‌ ‌that‌ ‌includes‌ ‌within‌ ‌itself‌ ‌a‌ ‌commentary‌ ‌on‌ ‌its‌ ‌own‌ ‌narrative‌ ‌and/or‌ ‌linguistic‌‌                           

identity”‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌1)‌ ‌—‌ ‌signaled‌ ‌the‌‌exhaustion‌‌of‌‌the‌‌realist‌‌paradigm,‌‌and‌‌                           

thus‌‌of‌‌the‌‌novel‌‌as‌‌a‌‌form‌‌fundamentally‌‌reliant‌‌on‌‌the‌‌mimetic‌‌representation‌‌of‌‌the‌‌world.‌‌                               

Although‌‌accusations‌‌of‌‌the‌‌death‌‌of‌‌the‌‌novel,‌‌denunciations‌‌of‌‌metafiction,‌‌and‌‌claims‌‌for‌‌a‌‌                             

return‌ ‌to‌ ‌realism‌ ‌and‌ ‌the‌ ‌social‌ ‌novel‌ ‌were‌ ‌not‌ ‌infrequent‌ ‌in‌‌that‌‌context‌‌(see,‌‌for‌‌instance,‌‌                               

BUFORD,‌ ‌1983;‌ ‌ROTH,‌ ‌1961;‌ ‌WOLFE,‌ ‌1989),‌ ‌Hutcheon’s‌ ‌argument‌ ‌rests‌ ‌on‌ ‌a‌ ‌different‌‌                       

understanding.‌ ‌According‌ ‌to‌‌the‌‌Canadian‌‌critic‌‌(2013,‌‌p.‌‌5),‌‌the‌‌theoretical‌‌characterization‌‌                       

of‌ ‌the‌ ‌novel‌ ‌as‌ ‌an‌ ‌intrinsically‌ ‌realist‌ ‌form,‌ ‌now‌ ‌allegedly‌ ‌imperiled‌ ‌by‌ ‌the‌ ‌promiscuity‌ ‌of‌‌                             

metafiction,‌ ‌is‌ ‌a‌ ‌transhistorical‌ ‌and‌ ‌equivocal‌ ‌one;‌ ‌because‌ ‌that‌ ‌characterization‌ ‌had‌ ‌risen‌‌                       

from‌ ‌a‌ ‌scholarly‌ ‌focus‌ ‌on‌ ‌dominant‌ ‌forms‌ ‌of‌ ‌late‌ ‌eighteenth‌ ‌and‌ ‌early‌ ‌nineteenth‌ ‌century‌‌                           

fiction,‌ ‌with‌ ‌its‌ ‌valorization‌ ‌of‌ ‌formal‌ ‌realism‌ ‌as‌ ‌the‌ ‌final‌ ‌goal‌ ‌of‌ ‌fiction,‌ ‌it‌ ‌has‌ ‌tended‌ ‌to‌‌                                 
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camouflage‌ ‌or‌ ‌misrepresent‌ ‌the‌ ‌ever-present‌ ‌narcissistic‌4‌ ‌dimension‌ ‌of‌ ‌the‌ ‌novel.‌‌Hutcheon‌‌                     

argues‌‌that‌‌that‌‌self-referential‌‌dimension‌‌has‌‌been‌‌encoded‌‌in‌‌the‌‌novel‌‌from‌‌its‌‌beginnings,‌‌                           

in‌ ‌multiple‌ ‌forms‌ ‌and‌ ‌shapes:‌ ‌in‌ ‌early‌ ‌journal‌ ‌and‌ ‌epistolary‌ ‌novels‌ ‌(2013,‌ ‌p.‌ ‌12),‌ ‌in‌ ‌‌Don‌‌                               

Quijote‌’s‌‌parody‌‌of‌‌the‌‌medieval‌‌romance‌‌(2013,‌‌p.‌‌18),‌‌in‌‌‌Tristan‌‌Shandy‌’s‌‌manifest‌‌concern‌‌                           

with‌ ‌the‌ ‌textualized‌ ‌actualization‌ ‌of‌ ‌the‌ ‌author‌ ‌(2013,‌ ‌p.‌ ‌9),‌ ‌in‌ ‌the‌ ‌Romantic‌ ‌forms‌ ‌of‌‌                             

Bildungsroman‌,‌ ‌‌Entwicklungsroman‌,‌ ‌and‌ ‌‌Klüsterroman‌,‌ ‌‌in‌ ‌all‌ ‌of‌ ‌which‌‌the‌‌novelist‌‌and‌‌his‌‌                       

craft‌‌figured‌‌as‌‌legitimate‌‌subject‌‌matters‌‌(2013,‌‌p.‌‌11),‌‌in‌‌the‌‌psychological‌‌realism‌‌of‌‌early‌‌                             

twentieth-century‌‌fiction‌‌(2013,‌‌p.‌‌25),‌‌not‌‌to‌‌say‌‌in‌‌genre‌‌fiction‌‌as‌‌a‌‌whole‌‌(2013,‌‌p.‌‌94)‌‌—‌‌                                   

and,‌‌though‌‌she‌‌does‌‌not‌‌mention‌‌it‌‌but‌‌Punter‌‌has‌‌certainly‌‌done‌‌so‌‌and‌‌we‌‌have‌‌singled‌‌out‌‌                                   

in‌ ‌the‌ ‌subsection‌ ‌above,‌ ‌in‌ ‌the‌ ‌tradition‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌ 

For‌ ‌Hutcheon‌ ‌(2013,‌ ‌p.‌ ‌18),‌ ‌in‌ ‌a‌ ‌word,‌ ‌“[i]f‌ ‌self-awareness‌ ‌is‌ ‌a‌ ‌sign‌ ‌of‌ ‌the‌ ‌genre’s‌‌                               

disintegration,‌ ‌then‌ ‌the‌ ‌novel‌ ‌began‌ ‌its‌ ‌decline‌ ‌at‌ ‌birth”.‌ ‌The‌ ‌forms‌ ‌of‌ ‌metafiction‌ ‌under‌‌                           

development‌‌in‌‌the‌‌1970s‌‌are‌‌thus‌‌considered‌‌by‌‌Hutcheon‌‌(2013,‌‌p.‌‌5)‌‌to‌‌be‌‌the‌‌culmination‌‌                               

of‌ ‌a‌ ‌gradually‌ ‌evolving‌ ‌historical‌ ‌process.‌ ‌In‌ ‌line‌ ‌with‌ ‌her‌ ‌usual‌ ‌definition‌ ‌of‌ ‌theory‌ ‌as‌ ‌a‌‌                               

practice‌ ‌that‌ ‌stems‌ ‌from‌ ‌art‌ ‌rather‌ ‌than‌ ‌imposes‌ ‌itself‌ ‌onto‌ ‌it,‌ ‌the‌ ‌Canadian‌ ‌critic‌‌(2013,‌‌p.‌‌                               

6-7)‌ ‌claims‌ ‌that‌ ‌metafiction‌ ‌has‌ ‌serious‌ ‌implications‌ ‌for‌ ‌a‌ ‌theory‌ ‌of‌‌the‌‌novel‌‌as‌‌a‌‌mimetic‌‌                               

genre,‌‌since‌‌it‌‌forces‌‌us‌‌to‌‌recognize‌‌that‌‌fiction‌‌—‌‌even‌‌realist‌‌fiction‌‌—‌‌has‌‌no‌‌actual‌‌claim‌‌                                   

to‌ ‌represent‌ ‌empirical‌ ‌reality,‌ ‌but‌ ‌simply‌ ‌to‌ ‌create‌ ‌“heterocosms”,‌ ‌worlds‌ ‌of‌ ‌its‌‌own‌‌whose‌‌                           

referents‌ ‌are‌ ‌necessarily‌ ‌fictive,‌ ‌albeit‌ ‌often‌ ‌based‌ ‌on‌ ‌empirical‌ ‌entities.‌ ‌Metafiction‌ ‌also‌‌                       

forces‌‌us‌‌to‌‌confront‌‌the‌‌fact‌‌that‌‌the‌‌activities‌‌of‌‌reading‌‌and‌‌writing‌‌are‌‌as‌‌much‌‌part‌‌of‌‌the‌‌                                     

empirical‌ ‌reality‌ ‌as‌ ‌anything‌ ‌else‌ ‌realism‌ ‌might‌ ‌claim‌ ‌to‌ ‌represent,‌ ‌and‌ ‌thus‌ ‌necessarily‌‌                         

included‌‌as‌‌a‌‌possibility‌‌in‌‌any‌‌possible‌‌heterocosm‌‌in‌‌both‌‌realist‌‌and‌‌non-realist‌‌fiction.‌‌In‌‌                             

order‌‌to‌‌account‌‌for‌‌that,‌‌Hutcheon‌‌(2013,‌‌p.‌‌38-39)‌‌argues‌‌that‌‌the‌‌concept‌‌of‌‌mimesis‌‌must‌‌                               

be‌‌enlarged‌‌from‌‌that‌‌of‌‌a‌‌‌mimesis‌‌of‌‌product‌‌—‌‌focusing‌‌on‌‌characters,‌‌actions,‌‌settings,‌‌and‌‌                               

how‌‌perfectly‌‌they‌‌are‌‌made‌‌to‌‌resemble‌‌empirical‌‌reality‌‌—‌‌to‌‌include‌‌a‌‌‌mimesis‌‌of‌‌process‌‌                               

—‌‌focusing‌‌on‌‌the‌‌baring‌‌of‌‌conventions‌‌or‌‌disruption‌‌of‌‌the‌‌linguistic‌‌codes‌‌of‌‌the‌‌fictional‌‌                               

text.‌‌Particularly‌‌in‌‌the‌‌last‌‌case,‌‌the‌‌reader‌‌is‌‌invited‌‌to‌‌do‌‌more‌‌than‌‌just‌‌recognize‌‌from‌‌afar‌‌                                   

the‌‌fictionality‌‌of‌‌the‌‌text‌‌at‌‌hand;‌‌embedded‌‌in‌‌the‌‌text‌‌as‌‌a‌‌structural‌‌position,‌‌the‌‌reader‌‌is‌‌                                   

4 ‌‌“Narcissistic”,‌‌in‌‌Hutcheon’s‌‌assertion,‌‌is‌‌not‌‌meant‌‌as‌‌a‌‌diagnosis‌‌of‌‌excessive‌‌self-infatuation‌‌on‌‌the‌‌part‌‌of‌‌                                   
authors,‌ ‌but‌ ‌rather‌ ‌as‌ ‌an‌ ‌adjective‌ ‌to‌‌describe‌‌texts‌‌that‌‌are‌‌“introspective,‌‌introverted,‌‌and‌‌self-conscious‌‌[...]‌‌                               
self-reflective,‌ ‌self-informing,‌‌self-reflexive,‌‌auto-referential,‌‌auto-representational”‌‌(HUTCHEON,‌‌2013,‌‌p.‌‌1)‌‌                 
—‌‌all‌‌of‌‌which‌‌were‌‌used‌‌pejoratively‌‌in‌‌the‌‌early‌‌1970s‌‌in‌‌the‌‌broader‌‌context‌‌of‌‌discussions‌‌on‌‌the‌‌death‌‌of‌‌the‌‌                                           
novel.‌‌Narcissistic,‌‌here,‌‌gains‌‌an‌‌ironic‌‌underling:‌‌Hutcheon‌‌is‌‌actually‌‌counteracting‌‌the‌‌argument‌‌that,‌‌much‌‌                             
as‌ ‌the‌ ‌mythic‌ ‌Narcissus‌‌jumped‌‌to‌‌his‌‌death‌‌in‌‌pursuit‌‌of‌‌his‌‌own‌‌image,‌‌the‌‌novel‌‌genre‌‌was‌‌on‌‌the‌‌verge‌‌of‌‌                                           
destruction‌ ‌as‌ ‌it‌ ‌veered‌ ‌towards‌ ‌metafiction.‌‌ 
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actually‌ ‌enticed‌ ‌to‌ ‌engage‌ ‌with‌ ‌the‌ ‌author‌ ‌in‌ ‌a‌ ‌shared‌ ‌activity‌ ‌of‌ ‌conscious‌ ‌textual‌‌                           

construction‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌39).‌ ‌ 

Consequently,‌‌it‌‌is‌‌possible‌‌to‌‌affirm‌‌with‌‌Hutcheon‌‌(2013,‌‌p.‌‌6)‌‌that‌‌the‌‌two‌‌focuses‌‌                             

of‌‌metafiction‌‌are‌‌the‌‌role‌‌of‌‌the‌‌reader‌‌and‌‌the‌‌self-referential‌‌foregrounding‌‌of‌‌linguistic‌‌and‌‌                             

narrative‌ ‌structures.‌ ‌Metafictional‌ ‌narratives,‌ ‌in‌ ‌the‌ ‌Canadian‌ ‌scholar’s‌ ‌assertion‌ ‌(2013,‌ ‌p.‌‌                     

144,‌‌emphasis‌‌added),‌‌are‌‌“fictions‌‌about‌‌their‌‌own‌‌processes,‌‌‌as‌‌experienced‌‌and‌‌created‌‌by‌‌                           

the‌‌reader’s‌‌responses‌”.‌‌Readers‌‌are‌‌thus‌‌integral‌‌to‌‌metafictional‌‌texts:‌‌not‌‌only‌‌may‌‌they‌‌be‌‌                             

interpellated,‌ ‌textualized‌ ‌as‌ ‌a‌ ‌structural‌ ‌position,‌ ‌or‌ ‌thematically‌ ‌included‌ ‌in‌ ‌the‌ ‌text,‌ ‌they‌‌                         

must‌ ‌also‌ ‌be‌ ‌foregrounded‌ ‌as‌ ‌essential‌ ‌actors‌ ‌in‌ ‌a‌ ‌process‌ ‌of‌ ‌co-creation‌ ‌of‌ ‌fictional‌‌                           

heterocosms.‌ ‌In‌ ‌line‌ ‌with‌ ‌theories‌ ‌of‌ ‌Semiology‌ ‌and‌ ‌intertextuality‌‌that‌‌had‌‌just‌‌been‌‌made‌‌                           

popular‌ ‌through‌ ‌the‌ ‌works‌‌of‌‌Julia‌‌Kristeva‌‌(1980),‌‌Roland‌‌Barthes‌‌(1977,‌‌p.‌‌142-148),‌‌and‌‌                           

Gérard‌ ‌Genette‌ ‌(1997),‌ ‌Hutcheon‌ ‌(2013,‌‌p.‌‌7)‌‌argues‌‌that‌‌metafictional‌‌texts‌‌foreground‌‌the‌‌                         

role‌ ‌of‌ ‌the‌ ‌reader‌ ‌in‌ ‌actualizing‌ ‌the‌ ‌signifying‌ ‌process‌ ‌of‌ ‌the‌ ‌text‌ ‌at‌ ‌the‌ ‌expense‌ ‌of‌ ‌the‌‌                                 

authoritative‌ ‌intentions‌ ‌of‌ ‌the‌ ‌writer.‌ ‌Narcissistic‌ ‌narratives,‌ ‌in‌ ‌their‌ ‌multiple‌ ‌possible‌‌                     

configurations,‌ ‌demand‌ ‌“that‌ ‌[the‌ ‌reader]‌ ‌participate,‌ ‌that‌ ‌he‌ ‌engage‌ ‌himself‌ ‌intellectually,‌‌                     

imaginatively,‌ ‌and‌ ‌affectively‌ ‌in‌ ‌[their]‌ ‌co-creation”‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌7),‌ ‌thus‌‌                     

assuming‌‌a‌‌composite‌‌identity:‌‌that‌‌of‌‌reader,‌‌writer,‌‌and‌‌critic‌‌at‌‌once‌‌(HUTCHEON,‌‌2013,‌‌                           

p.‌ ‌144).‌ ‌Metafiction‌ ‌thus‌ ‌demands‌ ‌that‌ ‌the‌ ‌reader‌ ‌refuses‌ ‌a‌ ‌passive‌ ‌position‌ ‌of‌ ‌receiver‌ ‌or‌‌                             

mere‌‌spectator‌‌of‌‌a‌‌text‌‌—‌‌a‌‌position‌‌implicit‌‌in‌‌the‌‌act‌‌of‌‌reading‌‌realist‌‌fiction‌‌—‌‌to‌‌take‌‌on‌‌                                       

an‌ ‌active‌ ‌role‌ ‌of‌ ‌decoding,‌ ‌and‌ ‌as‌ ‌such‌ ‌co-authoring,‌ ‌the‌ ‌text‌ ‌at‌ ‌hand.‌ ‌ 

Having‌‌thus‌‌established‌‌the‌‌fundamental‌‌role‌‌of‌‌the‌‌reader,‌‌Hutcheon‌‌(2013,‌‌p.‌‌22-23)‌                         

goes‌‌on‌‌to‌‌provide‌‌a‌‌typology‌‌of‌‌metafiction‌‌in‌‌terms‌‌of‌‌modes‌‌and‌‌forms‌‌of‌‌its‌‌linguistic‌‌and‌‌                                   

narrative‌‌structures.‌‌For‌‌Hutcheon,‌‌there‌‌are‌‌two‌‌modes‌‌of‌‌metafiction,‌‌which‌‌can‌‌be‌‌termed‌‌                           

diegetic‌‌‌and‌‌‌linguistic‌:‌‌the‌‌diegetic‌‌mode,‌‌on‌‌the‌‌one‌‌hand,‌‌includes‌‌texts‌‌that‌‌are‌‌“conscious‌‌                             

of‌ ‌their‌ ‌own‌ ‌narrative‌ ‌process”,‌ ‌in‌ ‌which‌ ‌case‌ ‌“the‌ ‌text‌ ‌presents‌ ‌itself‌ ‌as‌ ‌diegesis,‌ ‌as‌‌                             

narrative”‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌22-23);‌ ‌the‌ ‌linguistic‌ ‌mode,‌ ‌on‌ ‌the‌ ‌other‌ ‌hand,‌ ‌includes‌‌                         

texts‌‌that‌‌“demonstrat[e]‌‌their‌‌awareness‌‌of‌‌the‌‌limits‌‌and‌‌the‌‌powers‌‌of‌‌their‌‌own‌‌language”,‌‌                             

in‌‌which‌‌case‌‌the‌‌text‌‌presents‌‌itself‌‌as‌‌“unobfuscated‌‌text,‌‌language”‌‌(HUTCHEON,‌‌2013,‌‌p.‌‌                           

23).‌‌In‌‌addition‌‌to‌‌that,‌‌Hutcheon‌‌argues‌‌that‌‌metafiction‌‌can‌‌manifest‌‌in‌‌either‌‌an‌‌‌overt‌‌‌or‌‌a‌‌                                 

covert‌‌‌form.‌‌Overt‌‌forms‌‌of‌‌metafiction‌‌are‌‌present‌‌in‌‌texts‌‌in‌‌which‌‌the‌‌self-consciousness‌‌or‌‌                             

self-reflection‌‌is‌‌“usually‌‌explicitly‌‌thematized‌‌or‌‌allegorized‌‌within‌‌the‌‌‘fiction’”,‌‌whereas‌‌in‌‌                       

covert‌ ‌forms‌ ‌“this‌ ‌process‌ ‌would‌ ‌be‌ ‌structuralized,‌ ‌internalized,‌ ‌actualized”‌ ‌(HUTCHEON,‌‌                   

2013,‌ ‌p.‌ ‌23).‌ ‌We‌ ‌are‌ ‌thus‌ ‌left‌ ‌with‌ ‌the‌ ‌following‌ ‌four-part‌ ‌system:‌ ‌ 

‌ ‌  



42‌ ‌ 

‌ ‌  

The‌ ‌overt‌ ‌form‌ ‌of‌ ‌the‌ ‌linguistic‌ ‌mode,‌ ‌according‌ ‌to‌ ‌Hutcheon‌ ‌(2013,‌ ‌p.‌ ‌99-101),‌‌                         

consists‌ ‌of‌ ‌those‌ ‌texts‌ ‌that‌ ‌are‌ ‌self-conscious‌ ‌and‌ ‌self-reflexive‌ ‌about‌ ‌their‌ ‌existence‌ ‌as‌‌                         

language.‌‌Such‌‌texts‌‌“draw‌‌the‌‌reader’s‌‌attention‌‌overtly‌‌to‌‌the‌‌fact‌‌that‌‌he‌‌is‌‌reading‌‌words,‌‌                               

words‌ ‌with‌ ‌their‌ ‌different‌ ‌textures‌ ‌and‌ ‌meanings”‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌118).‌ ‌This‌ ‌is‌‌                         

achieved‌ ‌with‌ ‌recourse‌ ‌to‌ ‌various‌ ‌strategies,‌ ‌including‌ ‌the‌ ‌pastiche‌ ‌of‌ ‌a‌ ‌certain‌ ‌style‌ ‌of‌‌                           

writing,‌ ‌the‌ ‌text’s‌‌extreme‌‌awareness‌‌of‌‌its‌‌medium,‌‌its‌‌exploration‌‌of‌‌the‌‌auditory‌‌or‌‌visual‌‌                             

attributes‌ ‌of‌ ‌the‌ ‌linguistic‌‌sign,‌‌the‌‌thematization‌‌of‌‌the‌‌activity‌‌of‌‌writing‌‌words‌‌on‌‌a‌‌page,‌‌                               

and‌ ‌the‌ ‌inclusion‌ ‌of‌ ‌jokes‌ ‌and‌‌riddles‌‌within‌‌a‌‌text.‌‌The‌‌covert‌‌form‌‌of‌‌the‌‌linguistic‌‌mode,‌‌                                 

for‌‌Hutcheon‌‌(2013,‌‌p.‌‌120),‌‌is‌‌harder‌‌to‌‌analyze,‌‌but‌‌it‌‌may‌‌be‌‌located‌‌in‌‌forms‌‌of‌‌generative‌‌                                   

word‌ ‌play,‌ ‌such‌ ‌as‌ ‌puns‌ ‌and‌ ‌anagrams.‌ ‌We‌ ‌must‌ ‌say‌ ‌here‌ ‌that‌ ‌the‌ ‌linguistic‌ ‌mode‌ ‌of‌‌                               

metafiction‌‌is‌‌a‌‌poorly‌‌developed‌‌side‌‌of‌‌Hutcheon’s‌‌study‌‌at‌‌this‌‌point,‌‌one‌‌that‌‌poses‌‌more‌‌                               

problems‌ ‌than‌ ‌it‌ ‌provides‌ ‌answers.‌ ‌One‌ ‌noteworthy‌ ‌problem‌ ‌is‌ ‌her‌ ‌posing‌ ‌of‌ ‌pastiche‌ ‌as‌‌                           

“parodic‌‌play‌‌on‌‌a‌‌certain‌‌style‌‌of‌‌writing”‌‌(2013,‌‌p.‌‌99);‌‌in‌‌later‌‌studies,‌‌particularly‌‌after‌‌her‌‌                                 

interest‌‌in‌‌postmodernism‌‌had‌‌become‌‌more‌‌blatant,‌‌she‌‌abandoned‌‌the‌‌conflation‌‌of‌‌pastiche‌‌                         

and‌ ‌parody‌ ‌in‌ ‌search‌ ‌of‌ ‌a‌ ‌more‌ ‌affirmative‌ ‌distinction‌ ‌between‌ ‌parody‌ ‌as‌ ‌creative‌‌                         

differentiation‌ ‌and‌ ‌pastiche‌‌as‌‌uncreative‌‌similarity‌‌(cf.‌‌HUTCHEON,‌‌2000,‌‌p.‌‌38).‌‌Another‌‌                       

noteworthy‌ ‌problem‌ ‌is‌ ‌her‌ ‌difficulty‌ ‌in‌ ‌deciding‌ ‌whether‌ ‌puns‌ ‌and‌ ‌anagrams‌ ‌are‌ ‌overt‌ ‌or‌‌                           

covert‌ ‌forms‌ ‌of‌ ‌the‌ ‌linguistic‌ ‌mode:‌ ‌she‌ ‌gets‌ ‌away‌ ‌with‌ ‌referring‌ ‌them‌ ‌to‌ ‌both‌ ‌forms‌‌                             

(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌101;‌ ‌p.‌ ‌120)‌ ‌and‌ ‌never‌ ‌explaining‌ ‌to‌ ‌which‌ ‌category‌ ‌they‌ ‌actually‌‌                           

belong.‌‌While‌‌it‌‌may‌‌be‌‌argued‌‌that‌‌puns‌‌and‌‌anagrams‌‌may‌‌be‌‌both‌‌thematic‌‌and‌‌actualized‌‌                               

exercises‌ ‌in‌ ‌word‌ ‌play‌ ‌—‌ ‌that‌ ‌is,‌ ‌both‌ ‌inscribed‌ ‌as‌ ‌themes‌ ‌in‌ ‌a‌ ‌text‌ ‌and‌ ‌explored‌ ‌for‌ ‌their‌‌                                   

material‌ ‌attributes‌ ‌—‌ ‌the‌ ‌indecision‌ ‌proves‌ ‌problematic‌ ‌in‌ ‌light‌ ‌of‌ ‌Hutcheon’s‌ ‌highly‌‌                       

METAFICTION‌ ‌  linguistic‌ ‌mode‌ ‌  diegetic‌ ‌mode‌ ‌ 

overt‌ ‌form‌ ‌  pastiche‌ ‌(stylistic‌ ‌parody),‌‌     

awareness‌ ‌of‌ ‌the‌ ‌medium,‌‌       

thematic‌ ‌word‌ ‌play‌ ‌(jokes,‌‌       

riddles)‌ ‌ 

parody‌,‌ ‌mise‌ ‌en‌ ‌abyme,‌‌       

allegory‌ ‌ 

covert‌ ‌form‌ ‌  generative‌ ‌or‌ ‌actualized‌‌     

word‌ ‌play‌ ‌(puns,‌ ‌anagrams)‌ ‌ 

detective‌ ‌story,‌ ‌fantasy,‌‌     

game‌‌structure,‌‌erotica,‌‌‌and,‌‌       

we‌ ‌must‌ ‌add,‌ ‌the‌ ‌gothic‌ ‌ 
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schematic‌ ‌typology.‌ ‌All‌ ‌in‌ ‌all,‌ ‌the‌ ‌problem‌ ‌will‌ ‌be‌ ‌largely‌ ‌abandoned‌ ‌later,‌ ‌as‌ ‌her‌ ‌focus‌‌                             

becomes‌ ‌more‌ ‌closely‌ ‌placed‌ ‌on‌ ‌diegetic‌ ‌modes‌ ‌of‌ ‌metafiction,‌ ‌parody‌ ‌in‌ ‌particular.‌ ‌ 

The‌‌covert‌‌form‌‌of‌‌the‌‌diegetic‌‌mode‌‌consists‌‌of‌‌those‌‌texts‌‌—‌‌or,‌‌to‌‌be‌‌more‌‌precise,‌‌                                 

those‌‌genres‌‌—‌‌that‌‌“function‌‌as‌‌self-reflective‌‌paradigms,‌‌making‌‌the‌‌act‌‌of‌‌reading‌‌into‌‌one‌‌                             

of‌‌active‌‌‘production’,‌‌of‌‌imagining,‌‌interpreting,‌‌decoding,‌‌ordering,‌‌in‌‌short‌‌of‌‌constructing‌‌                       

the‌ ‌literary‌ ‌universe‌ ‌through‌ ‌the‌ ‌fictive‌ ‌referents‌ ‌of‌ ‌the‌ ‌words”‌ ‌on‌ ‌the‌‌page‌‌(HUTCHEON,‌‌                           

2013,‌ ‌p.‌ ‌86).‌ ‌Such‌ ‌texts‌ ‌demand‌ ‌of‌ ‌the‌ ‌reader‌ ‌an‌ ‌actualization‌ ‌of‌ ‌narrative‌ ‌structures:‌ ‌the‌‌                             

author‌‌assumes‌‌the‌‌reader‌‌is‌‌able‌‌to‌‌recognize‌‌the‌‌inherent‌‌rules‌‌of‌‌the‌‌genre‌‌in‌‌which‌‌the‌‌text‌‌                                   

is‌ ‌written,‌ ‌while‌ ‌the‌ ‌reader‌ ‌themselves‌ ‌is‌ ‌invited‌ ‌to‌ ‌activate‌ ‌their‌ ‌previous‌ ‌knowledge‌ ‌of‌‌                           

narrative‌ ‌structures‌ ‌in‌ ‌order‌ ‌to‌ ‌“co-author”‌ ‌the‌ ‌text.‌ ‌The‌ ‌reader‌ ‌is‌ ‌thus‌ ‌inscribed‌‌in‌‌the‌‌text‌‌                               

through‌‌sequential‌‌acts‌‌of‌‌anticipation,‌‌so‌‌much‌‌so‌‌that‌‌the‌‌act‌‌of‌‌reading‌‌is‌‌made‌‌an‌‌evident‌‌                                 

act‌‌of‌‌reading‌‌‌fiction‌‌‌—‌‌that‌‌is,‌‌reading‌‌a‌‌text‌‌that‌‌is‌‌contrived‌‌according‌‌to‌‌certain‌‌rules‌‌and‌‌                                   

expectations.‌ ‌For‌ ‌Hutcheon,‌ ‌covert‌ ‌diegetic‌ ‌metafiction‌ ‌is‌ ‌more‌ ‌readily‌ ‌perceived‌ ‌in‌‌highly‌‌                       

conventionalized‌‌and‌‌ritualized‌‌genres,‌‌also‌‌usually‌‌referred‌‌to‌‌as‌‌“genre‌‌fiction”,‌‌such‌‌as‌‌the‌‌                           

detective‌ ‌story,‌ ‌fantasy,‌ ‌games,‌ ‌erotica‌ ‌—‌ ‌and,‌ ‌we‌ ‌must‌ ‌again‌ ‌add,‌ ‌the‌ ‌gothic.‌ ‌ 

Finally,‌‌the‌‌overt‌‌form‌‌of‌‌the‌‌diegetic‌‌mode‌‌consists‌‌of‌‌those‌‌narratives‌‌that‌‌thematize‌‌                           

narrative‌ ‌artifice,‌ ‌whereby‌ ‌“the‌‌‘rules’‌‌of‌‌fiction-making‌‌come‌‌into‌‌play‌‌as‌‌the‌‌overt‌‌‌subject‌‌                           

matter‌”‌‌of‌‌fiction‌‌(HUTCHEON,‌‌2013,‌‌p.‌‌52,‌‌emphasis‌‌added).‌‌The‌‌reader‌‌is‌‌often‌‌evidently‌‌                           

inscribed‌ ‌in‌ ‌the‌ ‌text‌ ‌and‌ ‌interpellated‌ ‌or‌ ‌addressed‌ ‌to‌ ‌focus‌ ‌on‌ ‌certain‌ ‌aspects‌ ‌of‌ ‌the‌ ‌story‌‌                               

told.‌‌Conversely,‌‌the‌‌narrative‌‌may‌‌draw‌‌explicit‌‌attention‌‌to‌‌its‌‌condition‌‌as‌‌narrative,‌‌which‌‌                           

is‌ ‌achieved‌ ‌with‌ ‌recourse‌ ‌to‌ ‌parody,‌ ‌mise‌ ‌en‌ ‌abyme,‌ ‌and‌ ‌allegory.‌ ‌Already,‌ ‌in‌ ‌this‌ ‌earlier‌‌                             

study,‌‌parody‌‌is‌‌included‌‌as‌‌a‌‌distinctive‌‌device‌‌of‌‌metafiction;‌‌however,‌‌Hutcheon’s‌‌(2013,‌‌p.‌‌                           

24)‌ ‌understanding‌ ‌of‌ ‌parody‌ ‌here‌ ‌is‌ ‌still‌ ‌theorized‌ ‌in‌ ‌conformity‌ ‌with‌ ‌a‌ ‌Russian‌ ‌formalist‌‌                           

paradigm.‌ ‌According‌ ‌to‌ ‌the‌ ‌formalist‌ ‌understanding,‌ ‌parody‌ ‌comes‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌a‌‌                         

refunctionalization‌‌or‌‌repurposing‌‌of‌‌old‌‌aesthetic‌‌forms‌‌and‌‌conventions,‌‌one‌‌that‌‌takes‌‌place‌‌                         

when‌ ‌such‌ ‌forms‌ ‌and‌ ‌conventions‌ ‌have‌ ‌become‌ ‌insufficiently‌ ‌motivated‌ ‌—‌ ‌that‌ ‌is,‌ ‌too‌‌                         

conventional,‌ ‌too‌ ‌formal,‌ ‌too‌ ‌obvious‌ ‌and‌ ‌expected;‌ ‌whenever‌ ‌that‌‌happens,‌‌a‌‌new,‌‌parodic‌‌                         

usage‌‌is‌‌given‌‌to‌‌the‌‌form‌‌or‌‌convention‌‌in‌‌case,‌‌in‌‌order‌‌to‌‌revitalize‌‌it,‌‌lest‌‌it‌‌degenerate‌‌into‌‌                                     

pure‌ ‌protocol.‌ ‌Therefore,‌ ‌parody,‌ ‌in‌ ‌the‌ ‌formalist‌ ‌understanding,‌ ‌both‌ ‌self-consciously‌‌                   

unmasks‌ ‌the‌ ‌artifice‌ ‌of‌ ‌genre‌ ‌conventions‌ ‌and‌ ‌reinvigorates‌ ‌the‌ ‌canon‌ ‌by‌ ‌opening‌ ‌up‌ ‌new‌‌                           

possibilities‌ ‌for‌ ‌the‌ ‌artist‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌50).‌ ‌ 

Why‌ ‌is‌ ‌this‌ ‌detailed‌ ‌review‌ ‌of‌ ‌Hutcheon’s‌ ‌work‌‌on‌‌metafiction‌‌important?‌‌First‌‌and‌‌                         

foremost,‌ ‌if‌ ‌one‌ ‌of‌ ‌the‌‌most‌‌prominent‌‌configurations‌‌of‌‌postmodernism‌‌in‌‌literature,‌‌in‌‌her‌‌                           

opinion,‌‌is‌‌historiographic‌‌metafiction,‌‌then‌‌it‌‌is‌‌important‌‌to‌‌understand‌‌what‌‌she‌‌defines‌‌as‌‌                           
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metafiction‌‌proper‌‌before‌‌we‌‌can‌‌delve‌‌into‌‌the‌‌later‌‌form.‌‌It‌‌is‌‌also‌‌interesting‌‌to‌‌note‌‌how,‌‌in‌‌                                   

this‌ ‌earlier‌ ‌study,‌ ‌Hutcheon‌ ‌(2013,‌ ‌p.‌ ‌2-3)‌ ‌deliberately‌ ‌avoids‌ ‌equating‌ ‌metafiction‌ ‌and‌‌                       

postmodernism:‌ ‌though‌ ‌at‌ ‌the‌ ‌time‌ ‌of‌ ‌this‌ ‌earlier‌ ‌treatise‌ ‌postmodernism‌ ‌had‌ ‌already‌ ‌been‌‌                         

bracketed‌ ‌as‌ ‌the‌ ‌very‌ ‌practice‌ ‌of‌ ‌narrative‌ ‌narcissism‌ ‌as‌ ‌a‌ ‌whole,‌ ‌in‌ ‌special‌ ‌in‌ ‌the‌ ‌critical‌‌                               

work‌ ‌of‌ ‌John‌ ‌Barth‌ ‌(1984),‌ ‌Hutcheon‌ ‌senses‌ ‌that‌ ‌the‌ ‌postmodern‌ ‌version‌ ‌of‌ ‌narrative‌‌                         

narcissism‌ ‌is‌ ‌something‌ ‌other‌ ‌than‌ ‌pure‌ ‌metafiction,‌ ‌or‌ ‌perhaps‌ ‌metafiction‌ ‌‌plus‌‌something‌‌                       

else‌.‌ ‌That‌ ‌something‌‌else,‌‌she‌‌will‌‌claim‌‌later‌‌(2013,‌‌p.‌‌ix),‌‌is‌‌an‌‌acute‌‌awareness‌‌of‌‌history‌‌                                 

and‌ ‌its‌ ‌modes‌‌of‌‌telling.‌‌This‌‌is‌‌a‌‌point‌‌of‌‌contention‌‌she‌‌will‌‌later‌‌sanction‌‌as‌‌the‌‌strongest‌‌                                   

distinction‌ ‌between‌ ‌modern‌ ‌and‌ ‌postmodern‌ ‌metafiction‌ ‌in‌ ‌‌A‌ ‌Poetics‌ ‌of‌ ‌Postmodernism‌‌                     

(2004,‌ ‌p.‌ ‌40).‌ ‌It‌ ‌is‌ ‌also‌ ‌in‌ ‌regard‌ ‌to‌ ‌metafiction‌ ‌that‌ ‌her‌ ‌embryonic‌ ‌understanding‌ ‌of‌‌                             

postmodernism‌ ‌takes‌ ‌shape:‌ ‌when‌ ‌acknowledging‌ ‌that‌ ‌“there‌ ‌is‌ ‌a‌ ‌certain‌ ‌continuity‌ ‌of‌‌                       

concern‌‌between‌‌contemporary‌‌self-reflective‌‌texts‌‌and‌‌those‌‌of‌‌the‌‌earlier‌‌modernist‌‌period”,‌‌                       

Hutcheon‌ ‌(2013,‌ ‌p.‌ ‌2-3)‌ ‌already‌ ‌concludes‌ ‌that‌ ‌“[t]he‌ ‌‘post’‌ ‌of‌ ‌‘postmodernism’‌ ‌would‌‌                       

therefore‌‌suggest‌‌not‌‌‘after’,‌‌so‌‌much‌‌as‌‌an‌‌extension‌‌of‌‌modernism‌‌and‌‌a‌‌reaction‌‌to‌‌it”.‌‌This‌‌                                 

is‌‌an‌‌insight‌‌that‌‌she‌‌declines‌‌to‌‌pursue‌‌here,‌‌but‌‌that‌‌will‌‌later‌‌inform‌‌both‌‌her‌‌reformulation‌‌                                 

of‌ ‌the‌ ‌formalist‌ ‌concept‌ ‌of‌ ‌parody‌ ‌and‌ ‌her‌ ‌entire‌‌theory‌‌of‌‌postmodernism‌‌as‌‌a‌‌paradoxical‌‌                             

phenomenon‌‌of‌‌continuation‌‌and‌‌break‌‌with‌‌modernism,‌‌and‌‌complicity‌‌(with)‌‌and‌‌critique‌‌of‌‌                         

the‌ ‌ideological‌ ‌assumptions‌ ‌of‌ ‌modernity‌ ‌and‌ ‌liberal‌ ‌humanism.‌ ‌ 

As‌ ‌a‌ ‌matter‌ ‌of‌ ‌fact,‌ ‌her‌ ‌study‌ ‌of‌ ‌metafiction‌ ‌already‌ ‌demonstrates‌‌her‌‌proclivity‌‌for‌‌                           

paradoxical‌‌definitions‌‌of‌‌complex‌‌phenomena.‌‌For‌‌Hutcheon‌‌(2013,‌‌p.‌‌7),‌‌metafiction‌‌itself‌‌                       

is‌‌founded‌‌upon‌‌a‌‌paradox:‌‌while‌‌the‌‌text‌‌turns‌‌inwards‌‌into‌‌expressing‌‌its‌‌own‌‌condition‌‌as‌                               

text,‌ ‌it‌ ‌is‌ ‌also‌ ‌oriented‌ ‌outwards‌ ‌into‌ ‌the‌ ‌world‌ ‌through‌ ‌the‌ ‌challenging‌ ‌demands‌ ‌of‌‌                           

intellectual,‌‌imaginative,‌‌and‌‌affective‌‌co-creation‌‌it‌‌imposes‌‌on‌‌the‌‌reader.‌‌Thus‌‌it‌‌is‌‌that‌‌the‌‌                             

paradox‌ ‌of‌ ‌metafiction‌ ‌explored‌ ‌here‌ ‌already‌ ‌implies‌ ‌a‌ ‌preoccupation‌ ‌with‌‌how‌‌art‌‌and‌‌life‌‌                           

can‌ ‌be‌ ‌bridged‌ ‌together‌ ‌(HUTCHEON,‌ ‌2013,‌ ‌p.‌ ‌70),‌ ‌one‌ ‌that‌ ‌is‌ ‌a‌ ‌central‌ ‌concern‌ ‌of‌‌                             

postmodernism‌‌in‌‌its‌‌configuration‌‌as‌‌the‌‌parodic‌‌form‌‌of‌‌historiographic‌‌metafiction.‌‌At‌‌this‌‌                         

point,‌ ‌the‌ ‌worldly‌ ‌dimension‌ ‌of‌ ‌narrative‌ ‌introversion‌ ‌is‌ ‌restricted‌ ‌to‌ ‌how‌ ‌the‌ ‌reader‌ ‌is‌‌                           

implicated‌‌in‌‌the‌‌activity‌‌of‌‌co-creation‌‌of‌‌fictional‌‌heterocosms;‌‌in‌‌later‌‌studies,‌‌however,‌‌the‌‌                           

worldly‌ ‌dimension‌ ‌of‌ ‌self-referentiality‌ ‌will‌ ‌be‌ ‌expanded‌ ‌to‌ ‌include‌ ‌the‌ ‌pragmatic‌‌range‌‌of‌‌                         

parodic‌ ‌play,‌ ‌until‌ ‌it‌ ‌finds‌ ‌its‌ ‌most‌ ‌complex‌ ‌formulation‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌concerns‌ ‌with‌‌                           

history,‌ ‌ideology,‌ ‌and‌ ‌power.‌ ‌All‌ ‌in‌ ‌all,‌ ‌we‌ ‌already‌ ‌sense‌ ‌here‌ ‌that,‌ ‌due‌ ‌to‌ ‌the‌ ‌paradoxical‌‌                               

nature‌ ‌of‌ ‌metafiction,‌ ‌its‌ ‌cannibalizing‌ ‌urges‌ ‌cannot‌ ‌be‌ ‌simply‌ ‌blank‌ ‌or‌ ‌derivative,‌ ‌as,‌ ‌for‌‌                           

instance,‌ ‌Fredric‌ ‌Jameson‌ ‌(1991,‌ ‌p.‌ ‌17)‌ ‌would‌ ‌claim;‌ ‌in‌ ‌fact,‌ ‌one‌ ‌of‌ ‌the‌ ‌most‌ ‌notable‌ ‌of‌‌                               

Hutcheon’s‌ ‌suggestions‌ ‌(2013,‌ ‌p.‌ ‌6)‌ ‌is‌ ‌that‌ ‌“metafiction‌ ‌constitutes‌ ‌its‌ ‌own‌ ‌first‌ ‌critical‌‌                         
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commentary,‌‌and‌‌in‌‌so‌‌doing‌‌[...]‌‌sets‌‌up‌‌the‌‌theoretical‌‌frame‌‌of‌‌reference‌‌in‌‌which‌‌it‌‌must‌‌be‌‌                                   

considered”.‌ ‌Metafiction,‌ ‌then‌ ‌—‌ ‌as‌ ‌the‌ ‌prefix‌ ‌‌meta-‌ ‌would‌ ‌suggest‌ ‌(GENETTE,‌ ‌1997,‌ ‌p.‌‌                         

4-5)‌‌—‌‌is‌‌not‌‌simply‌‌fiction‌‌about‌‌fiction,‌‌but‌‌rather‌‌fiction‌‌that‌‌establishes‌‌a‌‌critical‌‌view‌‌of‌‌                                 

fiction‌ ‌and‌ ‌language.‌ ‌ 

Another‌ ‌remarkable‌ ‌aspect‌ ‌of‌ ‌Hutcheon’s‌ ‌preliminary‌ ‌incursion‌ ‌into‌ ‌metafiction‌ ‌is‌‌                   

that‌‌it‌‌hitherto‌‌forecasts‌‌most‌‌of‌‌the‌‌paramount‌‌arguments‌‌in‌‌her‌‌later‌‌definition‌‌of‌‌parody‌‌as‌‌                               

the‌ ‌organizing‌ ‌strategy‌ ‌of‌‌postmodern‌‌art.‌‌Although‌‌here‌‌her‌‌comprehension‌‌is‌‌still‌‌founded‌‌                         

upon‌ ‌the‌ ‌Russian‌ ‌formalist‌ ‌debate‌ ‌of‌ ‌parody‌ ‌as‌ ‌the‌ ‌attribution‌ ‌of‌ ‌a‌ ‌new‌ ‌function‌ ‌to‌ ‌an‌‌                               

insufficiently‌‌motivated‌‌form,‌‌Hutcheon‌‌(2013,‌‌p.‌‌25)‌‌already‌‌implies‌‌that‌‌this‌‌very‌‌breathing‌‌                         

of‌‌new‌‌life‌‌into‌‌an‌‌old‌‌form‌‌hampers‌‌dominant‌‌definitions‌‌of‌‌parody‌‌as‌‌a‌‌function‌‌of‌‌mockery,‌‌                                 

ridicule,‌ ‌or‌ ‌destruction‌ ‌(GENETTE,‌ ‌1997,‌ ‌p.‌ ‌23-25).‌ ‌She‌ ‌chooses‌ ‌instead‌ ‌to‌ ‌see‌ ‌it‌ ‌in‌ ‌more‌‌                             

neutral‌ ‌terms‌ ‌of‌ ‌“an‌ ‌exploration‌ ‌of‌‌difference‌‌and‌‌similarity”‌‌—‌‌another‌‌paradox‌‌—‌‌shaped‌‌                           

into‌ ‌a‌ ‌form‌ ‌of‌ ‌art‌ ‌that‌ ‌both‌ ‌deviates‌ ‌from‌ ‌the‌ ‌norm‌ ‌and‌ ‌includes‌ ‌that‌ ‌norm‌ ‌within‌ ‌itself‌‌as‌‌                                   

backgrounded‌‌material‌‌(2013,‌‌p.‌‌50)‌‌—‌‌yet‌‌another‌‌paradox.‌‌She‌‌also‌‌suggests‌‌(2013,‌‌p.‌‌50)‌‌                             

quite‌ ‌lightly‌ ‌that‌ ‌there‌ ‌is‌ ‌a‌ ‌problem‌ ‌inherent‌ ‌in‌ ‌definitions‌ ‌of‌ ‌parody‌‌as‌‌satirical‌‌ridicule‌‌of‌‌                               

non-literary‌‌external‌‌elements,‌‌seeing‌‌as‌‌what‌‌lies‌‌at‌‌the‌‌heart‌‌of‌‌metafictional‌‌parodic‌‌play‌‌is‌‌                             

an‌ ‌internal‌ ‌and‌ ‌literary‌ ‌code.‌ ‌Later‌ ‌on,‌ ‌the‌ ‌distinction‌ ‌between‌ ‌parody‌‌and‌‌satire‌‌will‌‌be‌‌an‌‌                               

important‌‌innovation‌‌of‌‌her‌‌comments‌‌on‌‌intertextuality.‌‌All‌‌of‌‌these‌‌comments‌‌are‌‌ventured‌‌                         

in‌ ‌‌Narcissistic‌ ‌Narrative‌ ‌as‌ ‌mere‌ ‌insights,‌ ‌several‌ ‌of‌ ‌which‌ ‌will‌ ‌be‌ ‌later‌ ‌developed‌ ‌more‌‌                           

consistently‌ ‌in‌ ‌‌A‌ ‌Theory‌ ‌of‌ ‌Parody‌,‌ ‌a‌ ‌transitional‌ ‌study‌ ‌which‌ ‌is,‌ ‌in‌ ‌many‌ ‌respects,‌‌                           

Hutcheon’s‌ ‌first‌ ‌attempt‌ ‌at‌ ‌theorizing‌ ‌the‌ ‌postmodern‌ ‌in‌ ‌art.‌ ‌ 

In‌ ‌‌A‌ ‌Theory‌ ‌of‌ ‌Parody‌,‌ ‌Hutcheon‌ ‌makes‌ ‌a‌ ‌strong‌ ‌case‌‌for‌‌parody‌‌as‌‌not‌‌simply‌‌one‌‌                               

among‌‌many‌‌metafictional‌‌strategies,‌‌but‌‌rather‌‌the‌‌utmost‌‌blueprint‌‌of‌‌postmodernism,‌‌later‌‌                       

to‌‌be‌‌rebranded‌‌“historiographic‌‌metafiction”.‌‌Hutcheon’s‌‌interest‌‌in‌‌parody‌‌grew‌‌from‌‌what‌‌                       

she‌ ‌considered‌ ‌“a‌ ‌lack‌ ‌of‌ ‌fit‌ ‌between‌ ‌what‌ ‌parody‌ ‌did‌ ‌and‌ ‌what‌ ‌people‌ ‌said‌ ‌it‌ ‌did”,‌‌                               

considering‌‌how‌‌the‌‌arts‌‌of‌‌the‌‌twentieth‌‌century‌‌“seemed‌‌to‌‌present‌‌serious‌‌challenges‌‌to‌‌the‌‌                             

many‌ ‌existing‌ ‌theories‌ ‌of‌ ‌parody”‌ ‌(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌xi).‌ ‌As‌ ‌French‌ ‌critic‌ ‌Gérard‌‌                         

Genette‌ ‌(1997,‌ ‌p.‌ ‌10)‌ ‌explains,‌ ‌the‌ ‌confusion‌ ‌stems‌ ‌from‌ ‌the‌ ‌very‌ ‌genesis‌ ‌of‌ ‌the‌ ‌term,‌‌                             

originating‌‌in‌‌or‌‌around‌‌the‌‌writing‌‌of‌‌Aristotle’s‌‌‌Poetics‌‌‌(1997).‌‌After‌‌defining‌‌poetry‌‌as‌‌the‌‌                             

representation‌‌in‌‌verse‌‌of‌‌human‌‌actions,‌‌Aristotle‌‌distinguishes‌‌between‌‌two‌‌types‌‌of‌‌actions‌‌                         

—‌ ‌high‌ ‌and‌ ‌low‌ ‌—‌ ‌in‌ ‌terms‌ ‌of‌ ‌their‌ ‌moral‌ ‌or‌ ‌social‌ ‌dignity,‌ ‌and‌ ‌two‌ ‌types‌ ‌of‌ ‌genres‌ ‌—‌‌                                     

dramatic‌ ‌and‌ ‌narrative‌ ‌—‌ ‌in‌ ‌terms‌ ‌of‌ ‌their‌ ‌modes‌ ‌of‌ ‌representation.‌ ‌We‌ ‌are‌ ‌left‌ ‌with‌ ‌four‌‌                               

possibilities,‌ ‌according‌ ‌to‌ ‌Aristotle’s‌ ‌scheme:‌ ‌representation‌ ‌of‌ ‌high‌ ‌actions‌ ‌in‌ ‌dramatic‌‌                     

mode,‌‌or‌‌tragedy;‌‌representation‌‌of‌‌low‌‌actions‌‌in‌‌dramatic‌‌mode,‌‌or‌‌comedy;‌‌representation‌‌                         
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of‌‌high‌‌actions‌‌in‌‌narrative‌‌mode,‌‌or‌‌epic;‌‌and‌‌finally,‌‌representation‌‌of‌‌low‌‌action‌‌in‌‌narrative‌‌                               

mode,‌ ‌to‌‌which‌‌Aristotle‌‌refers‌‌in‌‌the‌‌most‌‌elusive‌‌terms‌‌by‌‌the‌‌name‌‌‌parodia‌.‌‌Elusive,‌‌that‌‌                               

is,‌‌because‌‌the‌‌topic‌‌of‌‌‌parodia‌‌proper‌‌is‌‌never‌‌developed‌‌in‌‌the‌‌Aristotelian‌‌‌Poetics‌‌‌—‌‌or,‌‌if‌‌                                 

it‌ ‌has‌ ‌been‌ ‌indeed‌ ‌developed,‌ ‌the‌ ‌manuscript‌ ‌has‌ ‌not‌ ‌survived.‌ ‌The‌ ‌few‌ ‌works‌ ‌to‌ ‌which‌‌                             

Aristotle‌ ‌refers‌ ‌as‌ ‌illustrative‌ ‌of‌ ‌low‌ ‌action‌ ‌in‌ ‌the‌ ‌narrative‌ ‌mode‌ ‌have‌ ‌not‌ ‌survived‌ ‌either,‌‌                             

which‌ ‌has‌ ‌left‌ ‌critics‌ ‌somewhat‌ ‌free‌ ‌to‌ ‌frolic‌ ‌on‌ ‌the‌ ‌perilous‌ ‌territories‌ ‌of‌ ‌blank-filling.‌ ‌In‌‌                             

short,‌‌according‌‌to‌‌Genette‌‌(1997,‌‌p.‌‌10),‌‌“we‌‌are‌‌reduced‌‌to‌‌conjectures‌‌as‌‌to‌‌what‌‌seems‌‌to‌‌                                 

constitute,‌ ‌in‌ ‌principle‌ ‌or‌ ‌in‌ ‌structure,‌ ‌the‌ ‌uncharted‌ ‌territory‌ ‌of‌ ‌[parody],‌ ‌and‌ ‌these‌‌                         

conjectures‌‌do‌‌not‌‌entirely‌‌converge”.‌‌Historically,‌‌then,‌‌the‌‌concept‌‌of‌‌parody‌‌has‌‌developed‌‌                         

as‌ ‌a‌ ‌succession‌ ‌of‌ ‌unauthorized‌ ‌versions,‌ ‌which‌ ‌is‌ ‌made‌ ‌clear‌ ‌by‌ ‌the‌ ‌great‌‌confusion‌‌often‌‌                             

surrounding‌ ‌the‌ ‌term.‌ ‌ 

Much‌ ‌of‌ ‌the‌ ‌confusion‌ ‌may‌ ‌have‌ ‌stemmed‌ ‌from‌ ‌the‌ ‌etymology‌ ‌of‌ ‌the‌ ‌word.‌ ‌The‌‌                           

prefix‌ ‌‌para-‌ ‌means‌ ‌both‌ ‌“counter”‌ ‌and‌ ‌“along,‌ ‌beside”,‌ ‌while‌ ‌‌ode‌ ‌is‌ ‌the‌ ‌Greek‌ ‌term‌ ‌for‌‌                             

“chant”.‌ ‌Parody‌ ‌could‌ ‌thus‌ ‌be‌ ‌defined,‌ ‌in‌ ‌one‌ ‌possibility,‌ ‌as‌ ‌either‌ ‌a‌ ‌counter-chant,‌ ‌or‌ ‌as‌‌a‌‌                               

singing‌ ‌along‌ ‌or‌ ‌singing‌ ‌beside.‌ ‌The‌ ‌implications‌ ‌of‌ ‌this‌ ‌definition,‌ ‌according‌ ‌to‌ ‌Genette‌‌                         

(1997,‌ ‌p.‌ ‌10-11)‌ ‌are‌ ‌multiple:‌ ‌parody‌ ‌might‌ ‌simply‌ ‌have‌ ‌meant‌ ‌that‌ ‌the‌ ‌rhapsodist‌ ‌would‌‌                           

modify,‌ ‌perhaps‌ ‌minimally,‌ ‌the‌ ‌delivery‌ ‌or‌ ‌traditional‌ ‌musical‌ ‌accompaniment‌ ‌of‌ ‌an‌ ‌epic‌‌                       

chant;‌‌or‌‌else‌‌that‌‌he‌‌would‌‌manipulate‌‌the‌‌meaning‌‌of‌‌the‌‌text‌‌by‌‌minimally‌‌transforming‌‌its‌‌                               

subject‌ ‌matter.‌ ‌Considering,‌ ‌however,‌ ‌how‌ ‌‌parodia‌ ‌might‌ ‌be‌ ‌related‌ ‌to‌ ‌the‌ ‌epic‌ ‌in‌ ‌ways‌‌                           

possibly‌ ‌similar‌ ‌to‌ ‌how‌ ‌comedy‌ ‌relates‌ ‌to‌ ‌tragedy‌ ‌—‌ ‌that‌ ‌is,‌ ‌in‌ ‌terms‌ ‌of‌ ‌a‌ ‌certain‌ ‌comic‌‌                                 

vulgarization‌ ‌of‌ ‌a‌ ‌serious‌ ‌subject‌ ‌matter‌ ‌—‌ ‌then‌ ‌parody,‌ ‌for‌ ‌Aristotle,‌ ‌might‌ ‌in‌ ‌fact‌ ‌have‌‌                             

implied‌‌a‌‌counter-narrative,‌‌or‌‌the‌‌treatment‌‌of‌‌a‌‌lowly‌‌or‌‌vulgar‌‌subject‌‌in‌‌a‌‌noble,‌‌epic‌‌style.‌‌                                 

Thus,‌ ‌the‌ ‌traditional‌ ‌concept‌ ‌of‌ ‌parody‌ ‌derived‌ ‌from‌‌Aristotle‌‌might‌‌have‌‌been‌‌conditioned‌‌                         

by‌ ‌a‌ ‌mockery‌ ‌ethos,‌ ‌whereby‌ ‌laughter‌ ‌was‌ ‌the‌ ‌effect‌ ‌intended‌ ‌by‌ ‌the‌ ‌contrast‌ ‌between‌ ‌the‌‌                             

noble‌ ‌narrative‌ ‌style‌ ‌of‌ ‌the‌ ‌work‌ ‌and‌ ‌the‌ ‌crass‌ ‌spirit‌ ‌of‌ ‌the‌ ‌plot.‌ ‌The‌ ‌two‌ ‌possibilities‌ ‌of‌‌                                 

interpretation‌ ‌—‌‌parody‌‌as‌‌a‌‌minimal‌‌formal‌‌or‌‌thematic‌‌transformation,‌‌parody‌‌as‌‌mockery‌‌                         

of‌‌the‌‌epic‌‌—‌‌are‌‌not‌‌at‌‌all‌‌contiguous,‌‌and‌‌may‌‌in‌‌fact‌‌be‌‌considered‌‌very‌‌much‌‌unlike‌‌each‌‌                                     

other.‌ ‌What‌ ‌is‌ ‌striking‌ ‌about‌ ‌parody,‌ ‌however,‌ ‌is‌ ‌that,‌ ‌as‌ ‌millennia‌ ‌went‌ ‌by,‌ ‌the‌‌first,‌‌more‌‌                               

neutral‌ ‌interpretation‌ ‌has‌ ‌largely‌‌vanished,‌‌while‌‌the‌‌second,‌‌more‌‌ethically‌‌marked‌‌one‌‌has‌‌                         

become‌ ‌paradigmatic:‌ ‌parody‌ ‌has‌ ‌come‌ ‌to‌ ‌signify‌ ‌ever‌ ‌more‌ ‌frequently‌ ‌a‌ ‌parallel‌ ‌mocking‌‌                         

“chant”,‌ ‌intended‌ ‌as‌ ‌ridicule‌ ‌of‌ ‌a‌ ‌previous‌ ‌one.‌ ‌This‌ ‌is‌ ‌one‌ ‌relevant‌ ‌aspect‌ ‌of‌ ‌parody‌ ‌with‌‌                               

which‌ ‌Hutcheon‌ ‌will‌ ‌beg‌ ‌to‌ ‌differ.‌ ‌ 

According‌ ‌to‌‌Genette‌‌(1997,‌‌p.‌‌15-19),‌‌during‌‌the‌‌classical‌‌age,‌‌the‌‌appeal‌‌of‌‌parody‌‌                           

as‌ ‌a‌ ‌preoccupation‌ ‌of‌ ‌poetics‌ ‌vanished,‌ ‌yet‌ ‌interest‌ ‌in‌ ‌parody‌ ‌as‌ ‌a‌ ‌rhetorical‌ ‌trope‌ ‌grew‌‌                             
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considerably.‌‌In‌‌the‌‌eighteenth‌‌century‌‌in‌‌particular,‌‌parody‌‌was‌‌granted‌‌what‌‌may‌‌have‌‌been‌‌                           

its‌ ‌clearest‌ ‌definition‌‌to‌‌date:‌‌a‌‌brief‌‌and‌‌punctual‌‌play‌‌on‌‌words‌‌which‌‌is‌‌meant‌‌to‌‌alter‌‌the‌‌                                   

meaning‌‌of‌‌a‌‌previous‌‌well-known‌‌verse‌‌or‌‌sentence,‌‌often‌‌with‌‌a‌‌mocking‌‌intention‌‌in‌‌mind.‌‌                             

For‌‌Genette‌‌(1997,‌‌p.‌‌16,‌‌emphasis‌‌original),‌‌“[t]he‌‌most‌‌rigorous‌‌form‌‌of‌‌parody,‌‌or‌‌‌minimal‌‌                             

parody‌,‌‌consists,‌‌then,‌‌of‌‌taking‌‌up‌‌a‌‌familiar‌‌text‌‌literally‌‌and‌‌giving‌‌it‌‌a‌‌new‌‌meaning,‌‌while‌‌                                 

playing,‌ ‌if‌ ‌possible‌ ‌and‌ ‌as‌ ‌needed,‌ ‌on‌ ‌the‌ ‌words”‌ ‌of‌ ‌that‌ ‌previous‌ ‌text.‌ ‌Distortion,‌ ‌in‌ ‌this‌‌                               

assertion,‌ ‌is‌ ‌minimal‌ ‌but‌ ‌necessary;‌ ‌most‌ ‌usually,‌ ‌what‌ ‌stands‌ ‌for‌ ‌parody‌ ‌is‌ ‌a‌ ‌quote‌ ‌that,‌‌                             

deflected‌ ‌from‌ ‌its‌ ‌original‌ ‌context‌ ‌and‌ ‌subjected‌ ‌to‌ ‌a‌ ‌minimal‌ ‌transformation,‌ ‌is‌ ‌demoted‌‌                         

from‌ ‌its‌ ‌noble‌ ‌standing.‌ ‌Because‌ ‌it‌ ‌was‌ ‌brief,‌ ‌punctual,‌ ‌and‌ ‌intended‌ ‌to‌ ‌perform‌ ‌a‌ ‌comic‌‌                             

though‌‌transient‌‌effect,‌‌parody‌‌has‌‌been‌‌hailed‌‌in‌‌the‌‌classical‌‌age‌‌as‌‌a‌‌figure‌‌of‌‌speech‌‌rather‌‌                                 

than‌‌a‌‌genre‌‌or‌‌category‌‌of‌‌works.‌‌That‌‌is‌‌the‌‌reason‌‌why,‌‌as‌‌Genette‌‌(1997,‌‌p.‌‌17)‌‌explains,‌‌                                   

the‌ ‌practice‌ ‌of‌ ‌parody‌‌at‌‌the‌‌time‌‌was‌‌seen‌‌to‌‌be‌‌limited‌‌to‌‌brief‌‌texts,‌‌such‌‌as‌‌short‌‌poems,‌‌                                     

verses,‌ ‌and‌ ‌proverbs.‌ ‌ 

However,‌ ‌the‌ ‌rigorous‌ ‌definition‌ ‌of‌ ‌parody‌ ‌in‌ ‌the‌ ‌eighteenth‌ ‌century‌ ‌was‌ ‌not‌ ‌to‌ ‌be‌‌                           

reproduced‌ ‌in‌ ‌later‌ ‌times.‌ ‌As‌ ‌Genette‌ ‌(1997,‌ ‌p.‌ ‌24)‌ ‌explains,‌ ‌in‌ ‌the‌ ‌nineteenth‌ ‌century‌ ‌in‌‌                             

particular,‌ ‌the‌ ‌term‌ ‌“parody”‌ ‌was‌ ‌often‌ ‌used‌ ‌in‌ ‌tautological‌‌definitions‌‌of‌‌an‌‌assemblage‌‌of‌‌                           

practices‌ ‌that‌ ‌“designate‌ ‌at‌‌times‌‌playful‌‌distortion,‌‌at‌‌times‌‌the‌‌burlesque‌‌transposition‌‌of‌‌a‌‌                           

text,‌‌and‌‌on‌‌other‌‌occasions‌‌the‌‌satirical‌‌imitation‌‌of‌‌a‌‌style”.‌‌The‌‌confusion‌‌came‌‌as‌‌a‌‌result‌‌                                 

of‌ ‌the‌ ‌functional‌ ‌convergence‌‌of‌‌the‌‌genres,‌‌all‌‌of‌‌which‌‌were‌‌believed‌‌to‌‌produce‌‌similarly‌‌                             

comic‌‌effects‌‌through‌‌mockery.‌‌Though‌‌Genette‌‌would‌‌agree‌‌to‌‌define‌‌parody‌‌as‌‌the‌‌practice‌‌                           

of‌ ‌playful‌ ‌distortion,‌ ‌he‌ ‌is‌ ‌adamant‌ ‌that‌ ‌the‌ ‌remaining‌ ‌practices‌‌differ‌‌considerably,‌‌both‌‌in‌‌                           

their‌‌scope‌‌and‌‌their‌‌mode‌‌of‌‌relationship‌‌to‌‌a‌‌previous‌‌text.‌‌Contrary‌‌to‌‌parody,‌‌the‌‌burlesque‌‌                               

transposition‌‌of‌‌a‌‌text‌‌—‌‌what‌‌he‌‌names‌‌burlesque‌‌travesty‌‌—‌‌would‌‌signal‌‌the‌‌rendition‌‌of‌‌a‌‌                                 

noble‌ ‌subject‌ ‌in‌ ‌a‌ ‌vulgar‌ ‌or‌ ‌popular‌ ‌style.‌ ‌Both‌ ‌are‌ ‌transformations‌ ‌of‌ ‌a‌ ‌previous‌ ‌text,‌ ‌but‌‌                               

parody‌ ‌transforms‌ ‌the‌ ‌subject‌ ‌matter‌ ‌while‌ ‌burlesque‌ ‌travesty‌ ‌transforms‌ ‌the‌ ‌style.‌ ‌The‌‌                       

satirical‌‌imitation‌‌of‌‌a‌‌style‌‌—‌‌what‌‌he‌‌names‌‌pastiche‌‌—,‌‌on‌‌the‌‌other‌‌hand,‌‌does‌‌not‌‌imply‌‌                                   

transformation,‌ ‌but‌ ‌merely‌ ‌stylistic‌ ‌imitation‌ ‌meant‌ ‌as‌ ‌ridicule‌ ‌of‌ ‌the‌ ‌stylist.‌ ‌All‌ ‌in‌ ‌all,‌‌                           

according‌‌to‌‌Genette‌‌(1997,‌‌p.‌‌20),‌‌the‌‌understanding‌‌of‌‌parody‌‌as‌‌stylistic‌‌imitation‌‌aimed‌‌at‌‌                             

ridicule‌ ‌will‌ ‌be‌ ‌faithfully‌ ‌transmitted‌ ‌throughout‌ ‌the‌ ‌eighteenth‌ ‌and‌ ‌nineteenth‌‌centuries‌‌—‌‌                       

and‌‌well‌‌into‌‌the‌‌twentieth,‌‌we‌‌might‌‌add,‌‌seeing‌‌as‌‌this‌‌is‌‌the‌‌very‌‌definition‌‌at‌‌the‌‌heart‌‌of‌‌                                     

Fredric‌ ‌Jameson’s‌ ‌(1991,‌ ‌p.‌ ‌16-17)‌ ‌condemnation‌ ‌of‌ ‌postmodernism‌ ‌as‌ ‌pastiche,‌ ‌“blank‌‌                     

parody”,‌ ‌parody‌ ‌destitute‌ ‌of‌ ‌any‌ ‌satirical‌ ‌effect.‌ ‌At‌ ‌this‌ ‌point,‌ ‌however,‌ ‌the‌ ‌conceptual‌‌                         

bewilderment‌ ‌has‌ ‌become‌ ‌so‌ ‌overwhelming‌ ‌that‌ ‌Genette‌ ‌(1997,‌ ‌p.‌ ‌25-26)‌ ‌fastidiously‌‌                     
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exclaims‌‌that‌‌“it‌‌is‌‌impossible‌‌to‌‌clear‌‌up‌‌this‌‌lexical‌‌area‌‌effectively”,‌‌and‌‌thus‌‌“it‌‌would‌‌be‌‌                                 

useful‌ ‌perhaps‌ ‌to‌ ‌reform‌ ‌the‌ ‌entire‌ ‌system”.‌ ‌ 

Both‌ ‌Genette‌ ‌and‌ ‌Hutcheon‌ ‌have‌ ‌taken‌ ‌the‌ ‌clearance‌ ‌of‌ ‌the‌ ‌field‌ ‌to‌ ‌heart;‌ ‌yet,‌‌                           

mystification‌ ‌goes‌ ‌on,‌ ‌considering‌ ‌how‌ ‌their‌ ‌definitions‌ ‌of‌ ‌parody‌ ‌still‌ ‌diverge.‌ ‌Genette’s‌‌                       

study‌ ‌is‌ ‌more‌ ‌encompassing:‌ ‌he‌ ‌begins‌ ‌by‌ ‌defining‌ ‌a‌ ‌whole‌ ‌field‌‌of‌‌hypertextuality‌‌—‌‌one‌‌                             

among‌ ‌five‌‌fields‌‌of‌‌transtextuality‌‌or‌‌the‌‌textual‌‌transcendence‌‌of‌‌the‌‌text‌‌—‌‌in‌‌the‌‌context‌‌                               

of‌‌which‌‌parody‌‌and‌‌its‌‌companions‌‌can‌‌be‌‌defined.‌‌Hypertextuality,‌‌for‌‌Genette‌‌(1997,‌‌p.‌‌5),‌‌                             

names‌‌any‌‌relationship‌‌uniting‌‌a‌‌text‌‌B‌‌—‌‌a‌‌hypertext‌‌—‌‌to‌‌a‌‌previous‌‌text‌‌A‌‌—‌‌a‌‌hypotext‌‌                                     

—‌‌upon‌‌which‌‌it‌‌is‌‌grafted‌‌in‌‌a‌‌manner‌‌that‌‌is‌‌not‌‌that‌‌of‌‌critical‌‌commentary.‌‌According‌‌to‌‌                                   

Genette‌ ‌(1997,‌ ‌p.‌ ‌5),‌ ‌a‌ ‌hypertext,‌ ‌or‌ ‌“text‌ ‌in‌ ‌the‌ ‌second‌ ‌degree”,‌ ‌is‌ ‌achieved‌ ‌by‌ ‌means‌ ‌of‌‌                                 

either‌‌imitation‌‌or‌‌transformation‌‌of‌‌a‌‌hypotext.‌‌Processes‌‌of‌‌imitation‌‌in‌‌Genette’s‌‌attribution‌‌                         

include‌ ‌pastiche‌ ‌(neutral‌ ‌stylistic‌ ‌imitation),‌ ‌caricature‌ ‌(stylistic‌ ‌imitation‌‌meant‌‌as‌‌ridicule,‌‌                     

or‌ ‌what‌ ‌was‌ ‌previously‌ ‌called‌ ‌“satirical‌ ‌pastiche”)‌ ‌and‌ ‌forgery‌ ‌(serious‌ ‌stylistic‌ ‌imitation);‌‌                       

processes‌ ‌of‌ ‌transformation‌ ‌include‌ ‌parody‌ ‌—‌ ‌the‌ ‌playful‌ ‌distortion‌ ‌of‌ ‌a‌ ‌text‌ ‌by‌ ‌means‌ ‌of‌‌                             

minimal‌‌transformation‌‌—,‌‌travesty‌‌(the‌‌transformation‌‌of‌‌a‌‌style‌‌meant‌‌to‌‌debase‌‌said‌‌style)‌‌                           

and‌‌transposition,‌‌or‌‌“serious‌‌parody”‌‌(serious‌‌transformation‌‌of‌‌a‌‌hypotext).‌‌It‌‌is‌‌interesting‌‌                         

to‌‌notice,‌‌however,‌‌that,‌‌even‌‌if‌‌the‌‌French‌‌critic‌‌claims‌‌to‌‌reject‌‌the‌‌functional‌‌distribution‌‌of‌‌                               

hypertextuality‌ ‌—‌‌that‌‌is,‌‌the‌‌succession‌‌of‌‌definitions‌‌stemming‌‌from‌‌the‌‌encoded‌‌intent‌‌of‌‌                           

the‌‌text‌‌—‌‌in‌‌exchange‌‌for‌‌a‌‌structural‌‌distribution‌‌based‌‌solely‌‌on‌‌transtextual‌‌relationships‌‌                           

of‌ ‌either‌ ‌transformation‌ ‌or‌ ‌imitation,‌ ‌the‌ ‌problem‌ ‌of‌ ‌intent‌ ‌—‌ ‌and‌ ‌that‌ ‌of‌ ‌the‌ ‌mocking‌ ‌or‌‌                               

ridicule‌ ‌intent‌ ‌in‌ ‌particular‌ ‌—‌ ‌persists.‌ ‌ 

In‌‌some‌‌respects,‌‌Hutcheon’s‌‌understanding‌‌of‌‌parody‌‌overlaps‌‌with‌‌Genette’s,‌‌not‌‌to‌‌                       

say‌‌with‌‌the‌‌overall‌‌debate‌‌of‌‌intertextuality,‌‌though‌‌her‌‌study‌‌marks‌‌an‌‌important‌‌conceptual‌‌                           

difference‌ ‌with‌ ‌the‌ ‌inscription‌ ‌of‌ ‌parody‌ ‌in‌‌the‌‌larger‌‌problems‌‌of‌‌pragmatics‌‌and‌‌ideology.‌‌                           

This‌ ‌is‌ ‌the‌ ‌reason‌ ‌why‌ ‌her‌ ‌discussion‌ ‌of‌ ‌parody‌ ‌is‌ ‌more‌ ‌appropriate‌ ‌for‌ ‌considerations‌ ‌of‌‌                             

postmodern‌‌fiction,‌‌which,‌‌Hutcheon‌‌(2004,‌‌p.‌‌36)‌‌herself‌‌highlights,‌‌is‌‌self-reflective‌‌of‌‌both‌‌                         

its‌‌textual‌‌and‌‌contextual‌‌dimensions,‌‌thus‌‌carrying‌‌out‌‌a‌‌necessary‌‌statement‌‌on‌‌ideology‌‌and‌‌                           

power.‌ ‌Contrary‌ ‌to‌ ‌Genette‌ ‌in‌ ‌particular,‌ ‌Hutcheon‌ ‌largely‌ ‌avoids‌ ‌proposing‌ ‌a‌ ‌concept‌ ‌of‌‌                         

parody‌ ‌that‌ ‌is‌ ‌in‌ ‌any‌ ‌way‌ ‌indebted‌ ‌to‌ ‌how‌ ‌the‌ ‌term‌ ‌has‌ ‌been‌ ‌previously‌ ‌defined;‌ ‌it‌ ‌is‌ ‌her‌‌                                   

belief‌ ‌that‌ ‌concepts‌ ‌of‌ ‌parody‌ ‌should‌ ‌be‌ ‌historical,‌ ‌and‌ ‌that‌ ‌the‌ ‌nature‌ ‌of‌ ‌parodic‌ ‌play‌ ‌in‌‌                               

twentieth-century‌‌art‌‌would‌‌forbid‌‌any‌‌transhistorical‌‌reliance‌‌on‌‌the‌‌theoretical‌‌models‌‌of‌‌old‌‌                         

(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌10).‌ ‌For‌ ‌starters,‌ ‌Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌19)‌ ‌does‌ ‌not‌ ‌see‌ ‌parody‌ ‌as‌‌                             

limited‌ ‌to‌ ‌minimal‌ ‌transformation;‌ ‌she‌ ‌sees‌ ‌it‌ ‌as‌ ‌an‌ ‌extended‌ ‌practice‌‌of‌‌reformulation‌‌that‌‌                           

informs‌‌the‌‌overall‌‌artistic‌‌production‌‌in‌‌the‌‌twentieth‌‌century,‌‌in‌‌both‌‌fiction‌‌and‌‌other‌‌arts.‌‌                             
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She‌ ‌also‌ ‌refuses‌ ‌to‌ ‌restrict‌ ‌parody‌ ‌to‌ ‌‌textual‌ ‌‌transformation‌‌only,‌‌proposing‌‌instead‌‌that‌‌the‌‌                           

target‌ ‌of‌ ‌parody‌ ‌may‌ ‌be‌ ‌any‌ ‌work‌‌of‌‌art‌‌or‌‌any‌‌form‌‌of‌‌codified‌‌discourse‌‌(2000,‌‌p.‌‌16).‌‌In‌‌                                     

terms‌‌of‌‌the‌‌ethos‌‌of‌‌parody‌‌—‌‌that‌‌is,‌‌its‌‌encoded‌‌pragmatic‌‌intent‌‌—,‌‌Hutcheon’s‌‌(2000,‌‌p.‌‌                                 

15-16)‌ ‌main‌ ‌contribution‌ ‌is‌ ‌to‌ ‌reformulate‌ ‌the‌ ‌scope‌ ‌of‌‌pragmatic‌‌intent‌‌to‌‌include‌‌a‌‌whole‌‌                             

gamut‌ ‌of‌ ‌possibilities‌ ‌ranging‌ ‌from‌ ‌neutral‌ ‌playfulness‌ ‌through‌ ‌contestation‌ ‌to‌ ‌admiration.‌‌                     

And‌‌in‌‌terms‌‌of‌‌its‌‌often‌‌claimed‌‌satirical‌‌intent,‌‌Hutcheon‌‌(2000,‌‌p.‌‌43)‌‌makes‌‌an‌‌important‌‌                               

distinction:‌ ‌while‌ ‌parody‌ ‌is‌ ‌intramural‌ ‌in‌ ‌its‌ ‌aims,‌ ‌satire‌ ‌is‌ ‌extramural,‌ ‌directed‌ ‌at‌ ‌social‌‌                           

mores‌ ‌and‌ ‌conventions,‌ ‌often‌ ‌with‌ ‌an‌ ‌ameliorative‌ ‌purpose‌ ‌in‌ ‌mind.‌ ‌ 

Much‌ ‌like‌ ‌Genette‌ ‌(1997,‌ ‌p.‌ ‌25),‌ ‌Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌38-49)‌ ‌establishes‌‌distinctions‌‌                       

between‌ ‌parody‌ ‌and‌ ‌other‌ ‌forms‌ ‌of‌ ‌textual‌ ‌imitation‌ ‌and‌ ‌appropriation.‌ ‌Besides‌ ‌satire,‌ ‌she‌‌                         

takes‌‌a‌‌moment‌‌to‌‌differentiate‌‌between‌‌parody‌‌and‌‌pastiche,‌‌plagiarism,‌‌quotation,‌‌allusion,‌‌                       

and‌ ‌burlesque‌ ‌travesty.‌ ‌With‌ ‌the‌ ‌probable‌ ‌exception‌ ‌of‌ ‌satire‌ ‌and,‌ ‌of‌ ‌course,‌ ‌parody,‌‌                         

Hutcheon’s‌ ‌discrimination‌ ‌of‌ ‌these‌ ‌concurrent‌‌forms‌‌is‌‌arguably‌‌less‌‌solid‌‌than‌‌Genette’s;‌‌it‌‌                         

must‌ ‌be‌ ‌noted,‌ ‌however,‌ ‌that‌ ‌most‌ ‌of‌ ‌them‌ ‌have‌ ‌few‌ ‌implications‌ ‌for‌ ‌her‌ ‌overall‌ ‌theory‌‌of‌‌                               

parody.‌ ‌As‌ ‌a‌ ‌whole,‌ ‌against‌ ‌her‌ ‌concept‌ ‌of‌ ‌parody‌ ‌as‌ ‌repetition‌ ‌with‌ ‌difference,‌ ‌Hutcheon‌‌                           

argues‌ ‌that‌ ‌pastiche‌ ‌is‌ ‌the‌ ‌imitation‌ ‌of‌ ‌style;‌ ‌plagiarism‌ ‌is‌ ‌textual‌ ‌“borrowing”‌ ‌aimed‌ ‌at‌‌                           

concealing‌ ‌the‌ ‌borrowed‌ ‌element;‌ ‌quotation‌ ‌is‌ ‌‌ipsis‌ ‌litteris‌ ‌borrowing‌ ‌aimed‌ ‌at‌ ‌providing‌‌                       

argumentative‌‌authority‌‌by‌‌default;‌‌allusion‌‌is‌‌correspondence‌‌between‌‌codes,‌‌not‌‌difference;‌‌                     

and‌‌burlesque‌‌travesty‌‌requires‌‌a‌‌ridiculing‌‌ethos,‌‌whereas‌‌parody‌‌does‌‌not.‌‌More‌‌compelling,‌‌                         

however,‌‌is‌‌Hutcheon’s‌‌passing‌‌suggestion‌‌(2000,‌‌p.‌‌40)‌‌that‌‌the‌‌distinction‌‌between‌‌forms‌‌of‌‌                           

imitation‌‌and‌‌appropriation‌‌in‌‌terms‌‌of‌‌high‌‌and‌‌low‌‌art‌‌are‌‌too‌‌rigid‌‌to‌‌account‌‌properly‌‌for‌‌                                 

much‌‌modern‌‌and‌‌especially‌‌postmodern‌‌art,‌‌the‌‌latter‌‌of‌‌which‌‌is‌‌particularly‌‌known‌‌for‌‌its‌‌                             

cannibalization‌ ‌of‌ ‌both‌ ‌canonical‌ ‌and‌ ‌popular‌ ‌art‌ ‌forms.‌ ‌ 

If‌ ‌in‌ ‌‌Narcissistic‌ ‌Narrative‌ ‌parody‌ ‌had‌ ‌been‌ ‌offered‌ ‌equanimous‌ ‌status‌ ‌with‌ ‌other‌‌                       

metafictional‌ ‌devices,‌ ‌in‌ ‌‌A‌ ‌Theory‌ ‌of‌ ‌Parody‌ ‌it‌ ‌is‌ ‌focused‌ ‌as‌ ‌a‌ ‌major‌ ‌strategy‌ ‌of‌‌                             

self-reflexivity‌ ‌in‌ ‌the‌ ‌arts‌ ‌of‌ ‌the‌ ‌twentieth‌ ‌century,‌ ‌so‌ ‌much‌ ‌so‌ ‌that‌ ‌it‌ ‌could‌ ‌be‌ ‌hailed‌ ‌as‌ ‌a‌‌                                   

model‌‌for‌‌the‌‌artistic‌‌process‌‌of‌‌much‌‌modern‌‌and‌‌postmodern‌‌art‌‌(HUTCHEON,‌‌2000,‌‌p.‌‌5).‌‌                             

After‌ ‌recognizing‌ ‌that‌ ‌concepts‌ ‌of‌ ‌parody‌ ‌grounded‌ ‌on‌ ‌minimal‌ ‌transformation‌ ‌intended‌ ‌to‌‌                       

produce‌ ‌ridicule‌ ‌no‌ ‌longer‌ ‌apply‌ ‌to‌ ‌the‌ ‌more‌ ‌complex‌ ‌and‌ ‌extensive‌ ‌parodic‌ ‌practices‌ ‌of‌‌                           

postmodernity‌ ‌in‌ ‌special,‌ ‌Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌6)‌ ‌defines‌ ‌parody‌ ‌as‌ ‌“repetition‌ ‌with‌ ‌critical‌‌                         

distance,‌ ‌which‌ ‌marks‌ ‌difference‌ ‌rather‌ ‌than‌ ‌similarity”‌ ‌from‌ ‌its‌ ‌source‌ ‌material.‌ ‌The‌‌                       

definition‌ ‌is‌ ‌far‌‌less‌‌generic‌‌than‌‌it‌‌may‌‌come‌‌off‌‌as‌‌initially.‌‌The‌‌transformative‌‌strategy‌‌of‌‌                               

repeating‌ ‌with‌ ‌critical‌ ‌distance‌ ‌circumvents‌ ‌“an‌ ‌integrated‌ ‌structural‌ ‌modeling‌ ‌process‌ ‌of‌‌                     

revising,‌ ‌replaying,‌ ‌inverting,‌ ‌and‌ ‌‘trans-contextualizing’‌ ‌previous‌ ‌works‌ ‌of‌ ‌art”‌‌                 
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(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌11).‌ ‌For‌ ‌Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌12),‌ ‌the‌ ‌operation‌ ‌can‌ ‌be‌ ‌directed‌ ‌at‌‌                             

either‌ ‌entire‌ ‌art‌ ‌works‌ ‌or‌ ‌general‌ ‌iconic‌ ‌conventions,‌‌and‌‌often‌‌both‌‌at‌‌the‌‌same‌‌time‌‌—‌‌an‌‌                                 

aspect‌ ‌that,‌ ‌particularly‌ ‌for‌ ‌diegetic‌ ‌metafiction,‌ ‌extends‌ ‌the‌ ‌influence‌ ‌of‌ ‌parody‌ ‌from‌ ‌the‌‌                         

formalist‌ ‌confines‌ ‌of‌ ‌the‌ ‌ameliorative‌ ‌repurposing‌ ‌of‌ ‌tired‌ ‌genre‌ ‌tropes,‌‌to‌‌that‌‌of‌‌the‌‌more‌‌                             

neutral‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌covert‌ ‌genre‌ ‌conventions.‌ ‌What‌ ‌parody‌ ‌does,‌ ‌then,‌ ‌is‌ ‌absorb‌‌                         

another‌ ‌work‌ ‌of‌ ‌art‌ ‌in‌ ‌order‌ ‌to‌ ‌replay‌ ‌it‌ ‌in‌ ‌a‌ ‌different‌ ‌context,‌ ‌and,‌ ‌in‌ ‌doing‌ ‌so,‌ ‌revise‌ ‌the‌‌                                     

(often‌ ‌ideological)‌ ‌premises‌ ‌most‌ ‌deeply‌ ‌embedded‌ ‌in‌ ‌the‌ ‌targeted‌ ‌work.‌ ‌Parody‌ ‌is‌ ‌thus‌ ‌a‌‌                           

paradoxical‌ ‌genre‌ ‌in‌ ‌many‌ ‌ways;‌ ‌one‌ ‌of‌ ‌them‌ ‌being‌ ‌that,‌ ‌while‌ ‌its‌ ‌strategy‌ ‌is‌ ‌one‌ ‌of‌‌                               

incorporation,‌ ‌its‌‌function‌‌is‌‌one‌‌of‌‌reworking,‌‌separation‌‌and‌‌contrast‌‌(HUTCHEON,‌‌2000,‌‌                       

p.‌ ‌34).‌ ‌Trans-contextualization‌ ‌and‌ ‌inversion‌ ‌are‌ ‌the‌ ‌main‌ ‌formal‌ ‌strategies‌ ‌by‌ ‌which‌ ‌this‌‌                         

paradoxical‌‌operation‌‌is‌‌performed,‌‌both‌‌of‌‌which‌‌rely‌‌on‌‌the‌‌structural‌‌operation‌‌of‌‌irony‌‌to‌‌                             

inscribe‌ ‌difference‌ ‌at‌ ‌the‌ ‌core‌ ‌of‌ ‌similarity.‌ ‌ 

The‌‌ironic‌‌dimension‌‌of‌‌parody,‌‌according‌‌to‌‌Hutcheon‌‌(2000,‌‌p.‌‌54-55),‌‌is‌‌structural‌‌                         

rather‌‌than‌‌pragmatic.‌‌Irony,‌‌in‌‌the‌‌Canadian‌‌critic’s‌‌words‌‌(2000,‌‌p.‌‌xiv),‌‌could‌‌be‌‌described‌‌                             

as‌ ‌the‌ ‌rhetorical‌ ‌miniature‌ ‌of‌‌parody,‌‌because,‌‌formally,‌‌both‌‌operate‌‌the‌‌superimposition‌‌of‌‌                         

two‌ ‌contrasting‌ ‌levels‌ ‌—‌ ‌that‌ ‌is,‌ ‌two‌ ‌contrasting‌ ‌meanings,‌ ‌voices,‌ ‌or‌ ‌texts.‌ ‌That‌ ‌is‌ ‌why‌‌                             

parody‌ ‌could‌ ‌complimentary‌ ‌be‌ ‌defined,‌ ‌in‌ ‌formal‌ ‌terms,‌ ‌as‌ ‌a‌ ‌“bitextual‌ ‌synthesis‌ ‌or‌‌                         

double-voiced‌‌discourse”‌‌that‌‌produces‌‌ironic‌‌inversion:‌‌it‌‌superimposes‌‌two‌‌levels‌‌—‌‌that‌‌of‌‌                         

the‌ ‌foregrounded‌ ‌or‌‌parodic‌‌text,‌‌the‌‌hypertext,‌‌and‌‌that‌‌of‌‌the‌‌background‌‌or‌‌parodied‌‌text,‌‌                             

the‌ ‌hypotext‌ ‌—,‌ ‌the‌ ‌final‌ ‌meaning‌‌of‌‌which‌‌rests‌‌on‌‌the‌‌recognition‌‌of‌‌the‌‌ironic‌‌difference‌‌                               

that‌ ‌lies‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌their‌ ‌similarity‌ ‌(HUTCHEON,‌‌2000,‌‌p.‌‌34).‌‌The‌‌difference‌‌between‌‌                             

parody‌ ‌and‌ ‌irony,‌ ‌however,‌ ‌lies‌ ‌in‌ ‌pragmatic‌ ‌intent:‌ ‌while‌ ‌irony‌ ‌superimposes‌ ‌meaning‌ ‌to‌‌                         

materialize‌ ‌an‌ ‌often‌ ‌pejorative‌ ‌judgment‌ ‌of‌ ‌something,‌ ‌the‌ ‌ethos‌ ‌of‌ ‌parody,‌ ‌for‌ ‌Hutcheon‌‌                         

(2000,‌ ‌p.‌ ‌60),‌ ‌is‌ ‌unmarked,‌ ‌and‌ ‌thus‌ ‌must‌ ‌be‌ ‌determined‌ ‌in‌ ‌relation‌ ‌to‌ ‌each‌ ‌parodic‌‌                             

occurrence.‌‌A‌‌parodic‌‌text,‌‌according‌‌to‌‌this‌‌assertion,‌‌may‌‌challenge‌‌or‌‌contest‌‌the‌‌codes‌‌of‌‌                             

the‌‌backgrounded‌‌text;‌‌it‌‌may‌‌pay‌‌respect‌‌and‌‌deference‌‌to‌‌it;‌‌or‌‌it‌‌may‌‌be‌‌neutrally‌‌playful‌‌in‌‌                                   

its‌ ‌tackling‌ ‌of‌ ‌the‌ ‌parodied‌ ‌text.‌ ‌That‌ ‌does‌ ‌not‌ ‌mean‌ ‌that‌‌parody‌‌may‌‌never‌‌be‌‌ironic‌‌in‌‌its‌                                   

pragmatic‌‌intent,‌‌but‌‌simply‌‌that‌‌the‌‌sort‌‌of‌‌judgment‌‌implied‌‌in‌‌irony‌‌is‌‌neither‌‌a‌‌given‌‌nor‌‌a‌‌                                   

sine‌ ‌qua‌ ‌non‌‌of‌‌the‌‌parodic‌‌process;‌‌more‌‌often,‌‌the‌‌ironic‌‌intent‌‌of‌‌parody‌‌is‌‌restricted‌‌to‌‌a‌‌                                   

smirk‌ ‌of‌ ‌recognition‌ ‌of‌ ‌the‌ ‌encoded‌ ‌playfulness‌ ‌of‌‌the‌‌parodic‌‌text‌‌(HUTCHEON,‌‌2000,‌‌p.‌‌                           

61).‌ ‌ 

The‌ ‌word‌ ‌“recognition”‌‌is‌‌crucial‌‌for‌‌a‌‌detailed‌‌understanding‌‌of‌‌how‌‌parody‌‌works.‌‌                         

Hutcheon’s‌ ‌description‌ ‌(2000,‌ ‌p.‌ ‌93)‌ ‌often‌ ‌highlights‌‌the‌‌fact‌‌that‌‌parody‌‌can‌‌only‌‌manifest‌‌                           

itself‌ ‌as‌ ‌a‌ ‌phenomenon‌ ‌when‌ ‌both‌ ‌the‌ ‌producer‌ ‌and‌ ‌the‌ ‌decoder‌ ‌of‌ ‌a‌ ‌parodic‌ ‌text‌ ‌share‌ ‌a‌‌                                 
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hegemonic‌ ‌set‌ ‌of‌ ‌codes.‌ ‌That‌ ‌is‌ ‌why‌ ‌“when‌ ‌we‌ ‌call‌ ‌something‌ ‌a‌ ‌parody,‌ ‌we‌ ‌posit‌ ‌some‌‌                               

encoding‌‌intent‌‌to‌‌cast‌‌a‌‌critical‌‌and‌‌differentiating‌‌eye‌‌on‌‌the‌‌artistic‌‌past,‌‌an‌‌intent‌‌that‌‌we,‌‌                                 

as‌‌readers,‌‌then‌‌‌infer‌‌‌from‌‌the‌‌text’s‌‌(covert‌‌or‌‌overt)‌‌inscription‌‌of‌‌it”‌‌(HUTCHEON,‌‌2000,‌‌                             

p.‌ ‌84,‌ ‌emphasis‌‌original).‌‌The‌‌intent‌‌to‌‌parody‌‌is‌‌encoded‌‌in‌‌the‌‌text,‌‌inscribed‌‌in‌‌it‌‌through‌‌                                 

clues‌‌and‌‌hints,‌‌in‌‌such‌‌a‌‌way‌‌that‌‌the‌‌author‌‌will‌‌guide‌‌the‌‌reader’s‌‌understanding‌‌of‌‌the‌‌text‌‌                                   

as‌‌parody‌,‌‌while‌‌it‌‌is‌‌up‌‌to‌‌the‌‌reader‌‌to‌‌successfully‌‌recognize‌‌the‌‌clues‌‌in‌‌order‌‌to‌‌complete‌‌                                   

the‌ ‌parodic‌ ‌performance.‌ ‌Hence‌ ‌parody,‌ ‌contrary‌ ‌to‌ ‌the‌ ‌prevalent‌ ‌intertextual‌ ‌model‌ ‌of‌‌                       

emphasis‌ ‌on‌ ‌the‌ ‌reader‌ ‌and‌ ‌the‌ ‌intertext‌ ‌alone,‌ ‌draws‌ ‌attention‌‌for‌‌the‌‌whole‌‌pragmatics‌‌of‌‌                             

enunciation:‌ ‌the‌ ‌author’s‌ ‌intent‌ ‌to‌ ‌parody,‌ ‌their‌ ‌skill‌ ‌in‌ ‌encoding‌ ‌recognizable‌ ‌clues‌ ‌of‌‌that‌‌                           

intent,‌ ‌the‌ ‌reader’s‌ ‌success‌ ‌in‌ ‌decoding‌ ‌such‌ ‌hints,‌ ‌the‌ ‌effect‌ ‌produced‌ ‌by‌ ‌the‌ ‌competent‌‌                           

decoding‌‌of‌‌the‌‌parodic‌‌intent,‌‌the‌‌contextual‌‌elements‌‌that‌‌mediate‌‌the‌‌comprehension‌‌of‌‌the‌‌                           

parodic‌ ‌text‌ ‌—‌ ‌all‌ ‌of‌ ‌these‌ ‌are‌ ‌constituents‌ ‌implicated‌ ‌in‌ ‌the‌ ‌successful‌ ‌co-authoring‌ ‌of‌‌                           

parody‌ ‌(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌22).‌ ‌ 

In‌‌‌A‌‌Theory‌‌of‌‌Parody‌,‌‌Hutcheon‌‌(2000,‌‌p.‌‌22)‌‌sets‌‌out‌‌to‌‌develop‌‌a‌‌theoretical‌‌model‌‌                               

that‌ ‌is‌ ‌both‌ ‌formal‌ ‌and‌ ‌pragmatic,‌ ‌which‌ ‌she‌ ‌does‌ ‌very‌ ‌successfully,‌ ‌yet‌ ‌the‌ ‌discursive‌‌                           

implications‌‌of‌‌parody‌‌are‌‌never‌‌too‌‌far‌‌from‌‌surfacing.‌‌The‌‌attention‌‌to‌‌pragmatics‌‌positions‌‌                           

parody‌ ‌as‌ ‌a‌ ‌genre‌ ‌that,‌‌self-referential‌‌as‌‌it‌‌may‌‌be,‌‌is‌‌involved‌‌in‌‌“the‌‌world”,‌‌and‌‌must‌‌be‌‌                                   

examined‌ ‌in‌ ‌relation‌ ‌to‌ ‌its‌ ‌discursive‌‌or‌‌contextual‌‌implications.‌‌Hutcheon‌‌(2000,‌‌p.‌‌100)‌‌is‌‌                           

well‌ ‌aware‌ ‌of‌ ‌the‌ ‌fact‌ ‌that‌ ‌parody,‌‌like‌‌any‌‌other‌‌form‌‌or‌‌genre‌‌of‌‌art,‌‌is‌‌discourse-specific,‌‌                                 

that‌ ‌is,‌ ‌it‌ ‌cannot‌ ‌evade‌ ‌its‌ ‌historical,‌ ‌social,‌ ‌and‌ ‌ideological‌ ‌contexts‌ ‌of‌ ‌production‌ ‌and‌‌                           

reception.‌‌Parody‌‌is‌‌paradoxical‌‌in‌‌yet‌‌that‌‌other‌‌aspect:‌‌while‌‌it‌‌is‌‌a‌‌mode‌‌of‌‌self-reflexivity‌‌                               

—‌‌and‌‌not‌‌just‌‌any‌‌mode,‌‌but‌‌one‌‌that‌‌the‌‌critic‌‌has‌‌singled‌‌out‌‌as‌‌a‌‌model‌‌for‌‌the‌‌“mimesis‌‌                                       

of‌‌process”‌‌—‌‌it‌‌is‌‌paradoxically‌‌integrated‌‌in‌‌a‌‌discursive‌‌dimension,‌‌short‌‌of‌‌which‌‌its‌‌full‌‌                               

interpretation‌‌would‌‌be‌‌hindered,‌‌if‌‌not‌‌denied.‌‌After‌‌we‌‌have‌‌determined‌‌how‌‌parody‌‌works,‌‌                           

then,‌‌the‌‌issue‌‌of‌‌how‌‌this‌‌worldly‌‌aspect‌‌of‌‌parody‌‌can‌‌be‌‌assessed‌‌may‌‌be‌‌phrased‌‌in‌‌terms‌‌                                   

of‌ ‌motivation:‌ ‌why‌ ‌does‌ ‌parody‌ ‌occur‌ ‌at‌ ‌all?‌ ‌Answers‌ ‌to‌ ‌this‌ ‌question‌ ‌are‌ ‌only‌ ‌partially‌‌                             

provided‌ ‌in‌ ‌Hutcheon’s‌ ‌theory‌ ‌of‌ ‌parodic‌ ‌art.‌ ‌ 

In‌‌Hutcheon’s‌‌study‌‌of‌‌parody,‌‌the‌‌worldly‌‌dimension‌‌of‌‌‌parodia‌‌is‌‌thus‌‌summarized:‌‌                         

“through‌‌interaction‌‌with‌‌satire,‌‌through‌‌the‌‌pragmatic‌‌need‌‌for‌‌encoder‌‌and‌‌decoder‌‌to‌‌share‌‌                           

codes,‌ ‌and‌ ‌through‌ ‌the‌ ‌paradox‌ ‌of‌ ‌its‌ ‌authorized‌ ‌transgression,‌‌the‌‌parodic‌‌appropriation‌‌of‌‌                         

the‌‌past‌‌reaches‌‌out‌‌beyond‌‌textual‌‌introversion‌‌and‌‌aesthetic‌‌narcissism‌‌to‌‌address‌‌‘the‌‌text’s‌‌                           

situation‌‌in‌‌the‌‌world’”‌‌(HUTCHEON,‌‌2000,‌‌p.‌‌116).‌‌The‌‌differentiation‌‌between‌‌parody‌‌and‌‌                         

satire‌ ‌takes‌ ‌up‌ ‌a‌ ‌considerable‌ ‌portion‌ ‌of‌ ‌the‌ ‌discussion‌ ‌prior‌ ‌to‌ ‌this‌ ‌quote:‌ ‌for‌ ‌Hutcheon‌‌                             

(2000,‌ ‌p.‌ ‌51;‌ ‌58),‌ ‌if‌ ‌parody‌ ‌is‌ ‌to‌ ‌the‌ ‌present‌ ‌day‌ ‌erroneously‌ ‌conceptualized‌ ‌as‌ ‌having‌ ‌a‌‌                               
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marked‌ ‌ridiculing‌ ‌ethos,‌ ‌it‌ ‌is‌ ‌due‌‌to‌‌its‌‌interaction‌‌with‌‌satire,‌‌which‌‌has‌‌been‌‌made‌‌a‌‌close‌‌                                 

one‌ ‌since‌ ‌at‌ ‌least‌‌the‌‌eighteenth‌‌century.‌‌Yet,‌‌according‌‌to‌‌the‌‌Canadian‌‌critic‌‌(2000,‌‌p.‌‌43),‌‌                               

parody‌‌and‌‌satire‌‌are‌‌different‌‌genres:‌‌while‌‌parody‌‌is‌‌a‌‌mode‌‌of‌‌self-reflexive‌‌discourse‌‌that‌‌                             

has‌ ‌a‌ ‌broad‌ ‌range‌ ‌of‌ ‌possible‌‌‌ethe‌,‌‌the‌‌target‌‌of‌‌satire‌‌is‌‌extramural,‌‌whereby‌‌the‌‌social‌‌and‌‌                                 

moral‌ ‌conventions‌ ‌of‌ ‌a‌ ‌certain‌ ‌time‌ ‌and‌ ‌place‌ ‌are‌ ‌held‌ ‌to‌ ‌ridicule‌ ‌with‌ ‌an‌ ‌eye‌ ‌to‌ ‌their‌‌                                 

amelioration.‌ ‌Being‌ ‌different,‌ ‌however,‌ ‌does‌ ‌not‌ ‌entail‌ ‌being‌ ‌mutually‌ ‌exclusive;‌ ‌indeed,‌‌                     

Hutcheon‌‌(2000,‌‌p.‌‌11;‌‌62)‌‌suggests‌‌that‌‌modern‌‌and‌‌postmodern‌‌parodic‌‌art‌‌can‌‌still‌‌be‌‌used‌‌                               

to‌‌fulfill‌‌satirical‌‌ends.‌‌As‌‌such,‌‌if‌‌the‌‌differences‌‌between‌‌the‌‌two‌‌genres‌‌are‌‌duly‌‌noted,‌‌it‌‌is‌‌                                   

possible‌ ‌to‌ ‌safely‌ ‌consider‌ ‌satire‌ ‌as‌ ‌a‌ ‌venue‌ ‌of‌ ‌the‌ ‌worldly‌ ‌harvesting‌ ‌of‌ ‌parody.‌ ‌ 

Yet‌ ‌Hutcheon’s‌ ‌summary‌ ‌leaves‌ ‌us‌ ‌to‌ ‌muse‌ ‌upon‌ ‌a‌ ‌more‌ ‌striking‌ ‌undercurrent:‌ ‌the‌‌                         

posing‌‌of‌‌parody‌‌as‌‌a‌‌mode‌‌of‌‌appropriation‌‌of‌‌the‌‌past.‌‌This‌‌rebranding‌‌of‌‌parody‌‌pushes‌‌the‌‌                                 

genre‌‌further‌‌away‌‌from‌‌the‌‌confines‌‌of‌‌an‌‌intertextual‌‌approach,‌‌for‌‌the‌‌belief‌‌in‌‌an‌‌osmotic‌‌                               

—‌‌rhizomatic,‌‌if‌‌you‌‌will‌‌—‌‌absorption‌‌of‌‌texts‌‌into‌‌the‌‌“infinite‌‌text”‌‌(BARTHES,‌‌1998,‌‌p.‌‌                               

36)‌‌is‌‌replaced‌‌with‌‌a‌‌profound‌‌intimation‌‌of‌‌historical‌‌awareness‌‌that‌‌parody‌‌cannot‌‌by‌‌any‌‌                             

means‌ ‌elude‌ ‌(HUTCHEON,‌ ‌2000,‌ ‌p.‌ ‌4).‌ ‌What‌ ‌is‌ ‌appropriated‌ ‌through‌ ‌parody,‌ ‌then,‌ ‌is‌ ‌not‌‌                           

simply‌ ‌any‌‌other‌‌text;‌‌it‌‌is‌‌a‌‌text‌‌from‌‌the‌‌past,‌‌one‌‌that‌‌integrates‌‌tradition,‌‌or‌‌else‌‌the‌‌very‌‌                                     

history‌‌of‌‌art,‌‌which‌‌is‌‌activated‌‌in‌‌order‌‌to‌‌subsume‌‌ironic‌‌difference.‌‌Hence,‌‌‌pace‌‌‌Hutcheon‌‌                             

(2000,‌ ‌p.‌ ‌110),‌ ‌“[parody’s]‌ ‌appropriation‌ ‌of‌ ‌the‌ ‌past,‌ ‌of‌ ‌history,‌ ‌its‌ ‌questioning‌ ‌of‌ ‌the‌‌                           

contemporary‌‌by‌‌‘referencing’‌‌it‌‌to‌‌a‌‌different‌‌set‌‌of‌‌codes,‌‌is‌‌a‌‌way‌‌of‌‌establishing‌‌continuity‌‌                               

that‌ ‌may,‌ ‌in‌ ‌itself,‌ ‌have‌ ‌ideological‌ ‌implications”.‌ ‌Such‌ ‌implications‌ ‌are‌ ‌indeed‌ ‌manifold:‌‌                       

who‌ ‌appropriates‌ ‌the‌ ‌past‌ ‌in‌ ‌parodic‌ ‌fashion‌ ‌and‌ ‌why?‌ ‌What‌ ‌and‌ ‌whose‌ ‌past‌ ‌is‌ ‌thus‌‌                             

appropriated‌ ‌—‌ ‌or,‌ ‌in‌ ‌another‌ ‌formulation,‌ ‌whose‌ ‌stories‌ ‌are‌ ‌told‌ ‌and‌ ‌whose‌ ‌stories‌ ‌are‌‌                           

silenced?‌‌How,‌‌if‌‌at‌‌all,‌‌is‌‌that‌‌past‌‌held‌‌to‌‌criticism?‌‌What‌‌are‌‌the‌‌ideological‌‌implications‌‌of‌‌                                 

the‌‌power‌‌struggle‌‌enacted‌‌between‌‌silencers‌‌and‌‌the‌‌silenced‌‌ones?‌‌How‌‌is‌‌it‌‌even‌‌possible‌‌                             

to‌ ‌access‌ ‌and‌ ‌assess‌ ‌past‌ ‌events‌ ‌that‌ ‌have‌ ‌become‌ ‌lost‌ ‌in‌ ‌the‌ ‌mists‌ ‌of‌ ‌time?‌ ‌‌A‌ ‌Theory‌ ‌of‌‌                                   

Parody‌ ‌‌lifts‌ ‌the‌ ‌veil‌ ‌to‌ ‌take‌ ‌a‌ ‌sneak‌ ‌peek‌ ‌of‌ ‌these‌ ‌problems‌ ‌underneath,‌ ‌but‌ ‌only‌ ‌in‌ ‌its‌‌                                 

concluding‌ ‌chapter.‌ ‌These,‌ ‌however,‌ ‌are‌ ‌the‌ ‌very‌ ‌problems‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌‌A‌ ‌Poetics‌ ‌of‌‌                             

Postmodernism‌,‌ ‌Linda‌ ‌Hutcheon’s‌ ‌subsequent‌ ‌investigation‌ ‌into‌ ‌the‌ ‌problems‌ ‌of‌ ‌parodic‌‌                   

metafiction.‌ ‌ 

As‌ ‌we‌ ‌have‌ ‌suggested‌ ‌before,‌ ‌‌A‌ ‌Theory‌ ‌of‌ ‌Parody‌ ‌is,‌ ‌in‌ ‌many‌‌respects,‌‌Hutcheon’s‌‌                           

first‌ ‌theory‌ ‌of‌ ‌postmodern‌ ‌artistic‌ ‌practices.‌ ‌Although‌ ‌she‌ ‌claims‌ ‌here‌ ‌that‌ ‌parody‌ ‌is‌ ‌what‌‌                           

links‌ ‌the‌ ‌modern‌ ‌to‌ ‌the‌ ‌postmodern,‌ ‌she‌ ‌unsurprisingly‌ ‌reflects‌ ‌(2000,‌ ‌p.‌ ‌xi),‌ ‌in‌ ‌the‌‌                           

Introduction‌‌to‌‌the‌‌2000‌‌edition‌‌of‌‌the‌‌book,‌‌that‌‌the‌‌term‌‌postmodernism‌‌would‌‌later‌‌become‌‌                             

the‌‌accepted‌‌way‌‌to‌‌refer‌‌to‌‌the‌‌paradoxically‌‌parodic‌‌and‌‌historical‌‌art‌‌she‌‌was‌‌interested‌‌in‌‌                               



53‌ ‌ 

exploring.‌‌Several‌‌unassuming‌‌indexes‌‌may‌‌point‌‌to‌‌the‌‌fact‌‌that,‌‌in‌‌describing‌‌parody‌‌in‌‌the‌‌                             

terms‌ ‌she‌ ‌chooses‌ ‌to,‌ ‌Hutcheon‌ ‌is‌ ‌in‌ ‌fact‌ ‌describing‌ ‌a‌ ‌form‌ ‌of‌ ‌‌postmodern‌ ‌parody‌ ‌—‌ ‌a‌‌                               

collocation‌‌that‌‌crops‌‌up‌‌amply‌‌in‌‌‌A‌‌Poetics‌‌of‌‌Postmodernism‌.‌‌It‌‌is‌‌in‌‌‌Parody‌,‌‌for‌‌example,‌‌                               

that‌ ‌Hutcheon‌ ‌(2000,‌ ‌p.‌ ‌11)‌ ‌will‌ ‌first‌ ‌declare‌ ‌her‌ ‌belief‌ ‌that‌ ‌postmodern‌ ‌architecture‌ ‌is‌ ‌the‌‌                             

archetypal‌‌configuration‌‌of‌‌parody‌‌—‌‌merely‌‌four‌‌years‌‌before‌‌she‌‌will‌‌declare‌‌(2004,‌‌p.‌‌22),‌‌                             

in‌ ‌‌Poetics‌,‌ ‌that‌ ‌postmodern‌ ‌architecture‌ ‌is‌ ‌the‌ ‌archetypal‌ ‌manifestation‌ ‌of‌ ‌the‌ ‌postmodern.‌‌                       

Her‌ ‌‌Parody‌ ‌is‌ ‌also‌ ‌filled‌ ‌with‌ ‌references‌ ‌to‌ ‌John‌ ‌Fowles’s‌ ‌novel‌ ‌‌The‌ ‌French‌ ‌Lieutenant’s‌‌                           

Woman‌,‌ ‌a‌ ‌text‌ ‌that‌ ‌had‌ ‌figured‌ ‌prominently‌ ‌in‌ ‌‌Narcissistic‌ ‌Narrative‌ ‌as‌ ‌a‌ ‌paradigmatic‌‌                         

example‌ ‌of‌ ‌diegetic‌ ‌metafiction,‌ ‌and‌ ‌that‌ ‌was‌ ‌now‌ ‌hailed‌ ‌as‌ ‌a‌ ‌paradigmatic‌ ‌example‌ ‌of‌‌                           

parody,‌ ‌only‌ ‌to‌ ‌crop‌ ‌up‌ ‌again‌ ‌later‌ ‌in‌ ‌‌Poetics‌ ‌as‌ ‌a‌ ‌paradigmatic‌ ‌form‌ ‌of‌ ‌historiographic‌‌                             

metafiction.‌ ‌But‌ ‌it‌ ‌is‌ ‌Hutcheon’s‌ ‌(2004,‌ ‌p.‌ ‌11;‌ ‌35)‌ ‌more‌ ‌incisive‌ ‌qualification‌ ‌of‌ ‌parody‌‌as‌‌                             

“postmodern‌‌parody”,‌‌as‌‌“a‌‌perfect‌‌postmodern‌‌form”‌‌and‌‌“a‌‌privileged‌‌mode‌‌of‌‌postmodern‌‌                         

self-reflexivity”,‌ ‌in‌ ‌‌A‌ ‌Poetics‌ ‌of‌ ‌Postmodernism‌,‌ ‌that‌ ‌finally‌ ‌conflates‌ ‌her‌ ‌sophisticated‌‌                     

concept‌ ‌of‌ ‌parody‌ ‌with‌ ‌the‌ ‌realm‌ ‌of‌ ‌her‌ ‌study‌ ‌of‌ ‌the‌ ‌postmodern.‌ ‌Here,‌ ‌however,‌ ‌parody‌‌                             

undergoes‌ ‌a‌ ‌reassessment‌ ‌of‌ ‌sorts:‌ ‌while‌ ‌the‌ ‌impulse‌ ‌to‌ ‌parody‌‌may‌‌still‌‌be‌‌said‌‌to‌‌provide‌‌                               

continuity‌ ‌between‌ ‌the‌ ‌modern‌ ‌and‌ ‌the‌ ‌postmodern,‌ ‌the‌ ‌postmodern‌ ‌parody‌ ‌is‌ ‌also‌‌                       

investigated‌ ‌for‌ ‌its‌ ‌signs‌ ‌of‌ ‌a‌ ‌simultaneous‌ ‌paradoxical‌ ‌break,‌ ‌one‌ ‌that‌ ‌must‌ ‌declare‌ ‌a‌‌                           

differential‌ ‌trait‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌continuity.‌ ‌What‌ ‌distinguishes‌ ‌the‌ ‌postmodern‌ ‌parody,‌ ‌for‌‌                         

Hutcheon,‌‌is‌‌its‌‌explicit‌‌foregrounding‌‌of‌‌the‌‌problems‌‌of‌‌discourse,‌‌particularly‌‌in‌‌reference‌‌                         

to‌ ‌history,‌ ‌ideology,‌ ‌and‌ ‌power.‌ ‌ 

In‌ ‌Hutcheon’s‌ ‌‌magnum‌ ‌opus‌,‌ ‌then,‌ ‌considerations‌ ‌on‌ ‌the‌ ‌discursive‌ ‌or‌ ‌ideological‌‌                     

dimension‌ ‌of‌ ‌parody‌ ‌are‌ ‌added‌ ‌to‌ ‌the‌ ‌formal‌ ‌and‌ ‌pragmatic‌ ‌features‌ ‌of‌ ‌previous‌ ‌studies‌‌                           

(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌x)‌ ‌in‌ ‌order‌ ‌to‌ ‌amplify‌ ‌the‌ ‌scope‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌parody‌ ‌and‌ ‌its‌‌                               

paradoxical‌ ‌activation‌ ‌of‌ ‌aesthetic‌ ‌introversion‌ ‌and‌ ‌historical‌ ‌awareness‌ ‌towards‌ ‌its‌‌                   

engulfment‌‌in‌‌the‌‌domain‌‌of‌‌postmodernism.‌‌Thereby,‌‌the‌‌paradoxical‌‌language‌‌of‌‌parody‌‌—‌‌                         

one‌‌of‌‌repetition‌‌and‌‌difference,‌‌inscription‌‌and‌‌distance,‌‌authorization‌‌and‌‌transgression‌‌—‌‌is‌‌                         

magnified‌ ‌in‌ ‌her‌ ‌‌Poetics‌ ‌‌to‌ ‌describe‌ ‌the‌ ‌paradoxical‌ ‌dynamic‌ ‌of‌ ‌postmodernism‌ ‌as‌ ‌one‌ ‌of‌‌                           

incorporation‌ ‌and‌ ‌contestation‌ ‌—‌ ‌use‌ ‌and‌ ‌abuse‌‌—‌‌complicity‌‌(with)‌‌and‌‌critique‌‌—‌‌of‌‌the‌‌                             

modern‌‌and‌‌its‌‌assortment‌‌of‌‌ideological‌‌preconceptions.‌‌Here,‌‌a‌‌longer‌‌quote‌‌of‌‌Hutcheon’s‌‌                         

will‌ ‌make‌ ‌the‌ ‌entanglement‌ ‌clearer:‌ ‌ 

‌ ‌  

[P]ostmodernism‌ ‌is‌ ‌a‌ ‌fundamentally‌ ‌contradictory‌ ‌enterprise:‌ ‌its‌ ‌art‌ ‌forms‌‌                 
(and‌‌its‌‌theory)‌‌at‌‌once‌‌use‌‌and‌‌abuse,‌‌install‌‌and‌‌then‌‌destabilize‌‌convention‌‌                         
in‌ ‌parodic‌ ‌ways,‌ ‌self-consciously‌ ‌pointing‌ ‌both‌ ‌to‌ ‌their‌ ‌own‌ ‌inherent‌‌                   
paradoxes‌ ‌and‌ ‌provisionally‌ ‌and,‌ ‌of‌ ‌course,‌ ‌to‌ ‌their‌ ‌critical‌ ‌or‌ ‌ironic‌‌                     
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re-reading‌ ‌of‌ ‌the‌ ‌art‌ ‌of‌ ‌the‌ ‌past.‌ ‌In‌ ‌implicitly‌ ‌contesting‌ ‌in‌ ‌this‌ ‌way‌ ‌such‌‌                           
concepts‌‌as‌‌aesthetic‌‌originality‌‌and‌‌textual‌‌closure,‌‌postmodernist‌‌art‌‌offers‌‌                   
a‌‌new‌‌model‌‌for‌‌mapping‌‌the‌‌borderland‌‌between‌‌art‌‌and‌‌the‌‌world,‌‌a‌‌model‌‌                           
that‌ ‌works‌ ‌from‌ ‌a‌ ‌position‌ ‌within‌ ‌both‌ ‌and‌ ‌yet‌ ‌not‌ ‌totally‌ ‌within‌ ‌either,‌ ‌a‌‌                           
model‌ ‌that‌ ‌is‌ ‌profoundly‌ ‌implicated‌ ‌in,‌ ‌yet‌ ‌still‌ ‌capable‌ ‌of‌‌criticizing,‌‌that‌‌                       
which‌ ‌it‌ ‌seeks‌ ‌to‌ ‌describe.‌ ‌(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌23).‌ ‌ 

‌ ‌  

The‌ ‌foremost‌ ‌contradiction‌ ‌of‌ ‌postmodernism‌ ‌is‌ ‌that‌ ‌it‌ ‌works‌ ‌within‌ ‌the‌ ‌systems‌ ‌it‌‌                         

attempts‌ ‌to‌ ‌subvert:‌ ‌what‌ ‌both‌ ‌postmodern‌ ‌art‌ ‌and‌ ‌theory‌ ‌do‌ ‌is‌ ‌install‌ ‌and‌ ‌destabilize‌‌                           

convention,‌ ‌which‌ ‌is‌ ‌why‌ ‌they‌ ‌are‌ ‌less‌ ‌iconoclastic‌ ‌than‌ ‌they‌ ‌are‌ ‌ironically‌ ‌playful.‌ ‌The‌‌                           

strategy‌ ‌that‌ ‌allows‌ ‌that‌ ‌paradox‌‌to‌‌materialize‌‌is‌‌parody‌‌—‌‌but,‌‌contrary‌‌to‌‌her‌‌more‌‌sober‌                               

intimations‌ ‌of‌ ‌possible‌ ‌ideological‌ ‌implications‌ ‌in‌ ‌the‌ ‌concluding‌ ‌remarks‌ ‌to‌ ‌‌A‌ ‌Theory‌ ‌of‌‌                         

Parody‌,‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌22-23)‌ ‌is‌ ‌now‌ ‌more‌ ‌inclined‌ ‌to‌ ‌declare‌ ‌that‌ ‌the‌ ‌formal‌‌                           

introversion‌ ‌of‌ ‌parody‌ ‌is‌ ‌‌the‌ ‌very‌ ‌reason‌ ‌why‌ ‌‌postmodernism‌ ‌is‌ ‌both‌ ‌overtly‌ ‌historical‌‌and‌‌                           

unavoidably‌ ‌political.‌ ‌The‌ ‌historicity‌ ‌and‌ ‌politics‌ ‌of‌ ‌postmodernism‌ ‌are‌ ‌only‌ ‌possible,‌ ‌she‌‌                       

claims,‌ ‌because‌ ‌parody‌ ‌incorporates‌ ‌the‌ ‌literary‌ ‌and‌ ‌historical‌ ‌past‌ ‌textually‌ ‌to‌ ‌contest‌ ‌it‌‌                         

ideologically,‌‌thus‌‌implying‌‌that‌‌art‌‌and‌‌the‌‌world‌‌are‌‌intrinsically‌‌connected.‌‌The‌‌paradox‌‌of‌‌                           

self-referentiality‌‌and‌‌historical‌‌awareness‌‌hinted‌‌at‌‌in‌‌the‌‌final‌‌chapter‌‌of‌‌‌A‌‌Theory‌‌of‌‌Parody‌‌                             

is‌ ‌thus‌ ‌rendered‌ ‌the‌ ‌very‌ ‌‌raison‌ ‌d’être‌ ‌of‌ ‌postmodernism,‌ ‌and‌ ‌the‌ ‌consequences‌‌for‌‌artistic‌‌                           

practices‌‌are‌‌multiple.‌‌For‌‌starters,‌‌parody‌‌is‌‌more‌‌overtly‌‌described‌‌as‌‌a‌‌textual‌‌incorporation‌‌                           

of‌‌the‌‌past‌‌into‌‌the‌‌present,‌‌though‌‌one‌‌that‌‌is‌‌meant‌‌to‌‌emphasize‌‌ironic‌‌difference.‌‌Through‌‌                               

parody,‌‌the‌‌past‌‌is‌‌not‌‌simply‌‌acknowledged,‌‌let‌‌alone‌‌nostalgically‌‌exalted,‌‌then,‌‌but‌‌heavily‌‌                           

problematized;‌ ‌it‌ ‌is‌ ‌used‌ ‌and‌ ‌abused,‌ ‌activated‌‌and‌‌modified,‌‌first‌‌incorporated‌‌then‌‌held‌‌to‌‌                           

critique‌ ‌‌vis-à-vis‌ ‌the‌ ‌very‌ ‌tensions‌ ‌entertained‌ ‌by‌ ‌the‌ ‌practice‌ ‌of‌ ‌repeating‌ ‌with‌ ‌difference.‌‌                         

For‌ ‌Hutcheon,‌ ‌the‌ ‌problematization‌ ‌of‌ ‌the‌ ‌past‌ ‌in‌ ‌postmodern‌ ‌parodic‌ ‌art‌ ‌such‌ ‌as‌‌                         

historiographic‌ ‌metafiction‌ ‌encompasses‌ ‌ 

‌ ‌  

issues‌ ‌such‌ ‌as‌ ‌those‌ ‌of‌ ‌narrative‌ ‌form,‌ ‌of‌ ‌intertextuality,‌ ‌of‌ ‌strategies‌ ‌of‌‌                       
representation,‌‌of‌‌the‌‌role‌‌of‌‌language,‌‌of‌‌the‌‌relation‌‌between‌‌historical‌‌fact‌                       
and‌ ‌experiential‌ ‌event,‌ ‌and,‌ ‌in‌ ‌general,‌ ‌of‌ ‌the‌ ‌epistemological‌ ‌and‌‌                   
ontological‌‌consequences‌‌of‌‌the‌‌act‌‌of‌‌rendering‌‌problematic‌‌that‌‌which‌‌was‌‌                     
once‌ ‌taken‌ ‌for‌ ‌granted‌ ‌by‌ ‌historiography‌ ‌—‌ ‌and‌ ‌literature.‌ ‌(HUTCHEON,‌‌                   
2004,‌ ‌p.‌ ‌12).‌ ‌ 

‌ ‌  

A‌ ‌whole‌ ‌range‌ ‌of‌ ‌critical‌ ‌possibilities‌ ‌is‌ ‌then‌ ‌opened‌ ‌up.‌ ‌Postmodern‌ ‌parody‌‌                       

incorporates‌‌and‌‌contests‌‌the‌‌narrative‌‌forms‌‌of‌‌the‌‌past‌‌and‌‌its‌‌many‌‌conventions:‌‌in‌‌fiction,‌‌                             

that‌ ‌would‌ ‌include‌ ‌the‌ ‌mimetic‌ ‌pretensions‌ ‌of‌ ‌realist‌ ‌art;‌ ‌the‌ ‌well‌ ‌defined‌ ‌limits‌ ‌between‌‌                           

narrative‌ ‌genres,‌ ‌between‌ ‌fiction‌ ‌and‌ ‌reality,‌ ‌or‌ ‌art‌ ‌and‌ ‌criticism;‌ ‌traditional‌ ‌notions‌ ‌of‌‌                         
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perspective‌‌anchored‌‌on‌‌the‌‌author‌‌as‌‌the‌‌harbinger‌‌of‌‌meaning;‌‌omniscient‌‌narration;‌‌internal‌‌                         

logics;‌‌coherent‌‌characterization;‌‌traditional‌‌closure‌‌devices‌‌such‌‌as‌‌marriage‌‌or‌‌death,‌‌among‌‌                       

others.‌ ‌Yet‌ ‌this‌ ‌form‌ ‌of‌ ‌parody‌ ‌also‌ ‌problematizes‌ ‌“what‌ ‌was‌ ‌once‌ ‌taken‌ ‌for‌ ‌granted‌ ‌by‌‌                             

historiography‌ ‌and‌ ‌literature”,‌ ‌that‌ ‌is,‌ ‌the‌ ‌distinction‌ ‌between‌ ‌fact‌ ‌and‌ ‌fiction,‌ ‌truth‌ ‌and‌‌                         

invention,‌‌anchored‌‌on‌‌the‌‌acknowledged‌‌transparency‌‌of‌‌the‌‌historical‌‌report,‌‌not‌‌to‌‌say‌‌the‌‌                           

very‌ ‌working‌ ‌of‌ ‌ideology‌ ‌in‌ ‌posing‌ ‌as‌ ‌a‌ ‌transparent,‌ ‌immutable‌ ‌given.‌ ‌Historiographic‌‌                       

metafiction‌‌is‌‌known‌‌to‌‌weave‌‌an‌‌intertext‌‌out‌‌of‌‌both‌‌fiction‌‌and‌‌history‌‌—‌‌for‌‌example,‌‌by‌‌                                 

having‌ ‌historical‌ ‌personalities‌ ‌interact‌ ‌with‌ ‌fictional‌ ‌characters,‌ ‌by‌ ‌altering‌ ‌well-known‌‌                   

historical‌ ‌facts,‌ ‌by‌ ‌placing‌ ‌fictional‌ ‌characters‌ ‌in‌ ‌real‌ ‌life‌ ‌events,‌ ‌by‌ ‌patterning‌ ‌fictional‌‌                         

constructs‌ ‌out‌ ‌of‌ ‌historical‌ ‌reports,‌ ‌by‌ ‌filling‌ ‌in‌ ‌the‌ ‌gaps‌ ‌left‌ ‌unaddressed‌ ‌by‌ ‌authoritative‌‌                           

accounts‌‌of‌‌history‌‌—,‌‌and,‌‌in‌‌doing‌‌so,‌‌it‌‌makes‌‌obvious‌‌the‌‌fact‌‌that‌‌the‌‌past‌‌as‌‌referent‌‌is‌‌                                     

rendered‌ ‌inaccessible‌ ‌unless‌ ‌it‌ ‌may‌‌be‌‌given‌‌textualized‌‌form.‌‌What‌‌the‌‌postmodern‌‌parody‌‌                         

ultimately‌ ‌renders‌ ‌evident‌ ‌is‌ ‌the‌ ‌argument‌ ‌that‌ ‌the‌ ‌past‌ ‌can‌ ‌only‌ ‌be‌ ‌known‌ ‌and‌ ‌interpreted‌‌                             

with‌ ‌recourse‌ ‌to‌ ‌its‌ ‌textual‌ ‌vestiges,‌ ‌and‌ ‌as‌ ‌such‌ ‌it‌ ‌cannot‌ ‌be‌ ‌too‌ ‌unlike‌ ‌fiction‌ ‌after‌ ‌all‌‌                                 

(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌125).‌ ‌Both‌ ‌are‌ ‌textual‌ ‌reconstructions,‌ ‌performed‌ ‌‌a‌ ‌posteriori‌ ‌and‌‌                       

materialized‌‌in‌‌language;‌‌hence‌‌they‌‌are‌‌both‌‌to‌‌different‌‌degrees‌‌subjected‌‌to‌‌manipulation,‌‌                         

interpretation,‌ ‌and‌ ‌questioning.‌ ‌Neither‌ ‌can‌ ‌sustain‌ ‌a‌‌stronger‌‌claim‌‌to‌‌conveying‌‌truth‌‌than‌‌                         

the‌ ‌other,‌ ‌and‌ ‌their‌ ‌difference‌ ‌in‌ ‌status‌ ‌is‌ ‌in‌ ‌part‌ ‌ideological.‌ ‌ 

Postmodern‌ ‌parodic‌ ‌writing‌ ‌can,‌‌in‌‌a‌‌certain‌‌sense,‌‌be‌‌distinguished‌‌by‌‌its‌‌insistence‌‌                         

in‌‌foregrounding‌‌—‌‌and‌‌often‌‌thematizing‌‌—‌‌the‌‌ideological‌‌critique‌‌of‌‌the‌‌premises‌‌it‌‌both‌‌                             

installs‌‌and‌‌subverts‌‌(HUTCHEON,‌‌2004,‌‌p.‌‌25;‌‌129).‌‌Beyond‌‌the‌‌restraints‌‌of‌‌its‌‌critique‌‌of‌‌                             

historiography,‌ ‌its‌ ‌revaluation‌ ‌of‌ ‌the‌ ‌past‌ ‌through‌ ‌parody‌ ‌is‌ ‌directed‌ ‌at‌ ‌the‌ ‌whole‌ ‌range‌ ‌of‌‌                             

assumptions‌ ‌that‌ ‌integrate‌ ‌what‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌57)‌ ‌refers‌ ‌to‌ ‌as‌ ‌liberal‌ ‌humanism:‌‌                         

“autonomy,‌ ‌transcendence,‌ ‌certainty,‌ ‌authority,‌ ‌unity,‌ ‌totalization,‌ ‌system,‌ ‌universalization,‌‌               

center,‌ ‌continuity,‌ ‌teleology,‌ ‌closure,‌ ‌hierarchy,‌ ‌homogeneity,‌ ‌uniqueness,‌ ‌origin”.‌ ‌These‌‌                 

premises‌ ‌are‌ ‌not‌ ‌revoked,‌ ‌nor‌ ‌are‌ ‌they‌ ‌denied,‌ ‌but‌ ‌they‌ ‌are‌ ‌nevertheless‌ ‌criticized‌ ‌from‌                           

within.‌‌For‌‌example,‌‌parodic‌‌texts‌‌both‌‌install‌‌and‌‌subvert‌‌assumptions‌‌of‌‌creative‌‌authority,‌‌                         

uniqueness‌‌and‌‌origin,‌‌considering‌‌how,‌‌in‌‌its‌‌bitextual‌‌synthesis‌‌or‌‌double-voiced‌‌discourse,‌‌                       

parody‌ ‌is‌ ‌both‌ ‌reliant‌ ‌on‌ ‌the‌ ‌recognition‌ ‌of‌ ‌encoded‌ ‌authorial‌ ‌intent‌ ‌and‌ ‌discursive‌‌                         

contextualization‌ ‌of‌ ‌all‌ ‌art,‌ ‌and‌ ‌implicitly‌ ‌critical‌ ‌of‌ ‌notions‌ ‌of‌ ‌originality‌ ‌and‌ ‌genius‌ ‌as‌‌                           

discursive‌ ‌custodians‌ ‌of‌‌artistic‌‌value.‌‌We‌‌might‌‌say‌‌that‌‌parody‌‌is‌‌‌both‌‌‌a‌‌work‌‌of‌‌art‌‌in‌‌the‌‌                                   

modernist‌ ‌notion‌ ‌‌and‌ ‌‌a‌ ‌text‌ ‌in‌ ‌the‌ ‌post-structuralist‌ ‌assumption‌ ‌of‌ ‌intertextuality‌ ‌—‌ ‌a‌‌                         

“textwork”‌‌might‌‌be‌‌a‌‌useful‌‌neologism‌‌—‌‌and‌‌‌neither‌‌‌one‌‌of‌‌them‌‌in‌‌particular.‌‌In‌‌fact,‌‌the‌‌                                 

whole‌ ‌bulk‌ ‌of‌ ‌postmodern‌ ‌parodic‌ ‌arts,‌ ‌for‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌46),‌ ‌is‌ ‌characterized‌‌by‌‌the‌‌                             
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shifting‌‌and‌‌unstable‌‌“both/and/neither”‌‌structure.‌‌One‌‌of‌‌the‌‌reasons‌‌why‌‌parody‌‌has‌‌become‌‌                         

a‌‌privileged‌‌mode‌‌of‌‌postmodern‌‌self-reflexivity‌‌is‌‌precisely‌‌that‌‌its‌‌paradoxical‌‌incorporation‌‌                       

and‌ ‌contestation‌ ‌of‌ ‌the‌ ‌past‌ ‌points‌ ‌didactically‌ ‌to‌ ‌such‌ ‌ideological‌ ‌assumptions;‌ ‌that,‌ ‌for‌‌                         

Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌35),‌ ‌is‌ ‌also‌ ‌why‌ ‌parody‌ ‌has‌ ‌become‌ ‌a‌ ‌favored‌‌mode‌‌of‌‌revisionism‌‌for‌‌                               

“the‌ ‌ex-centric”,‌ ‌those‌ ‌marginalized‌ ‌by‌ ‌the‌ ‌dominant‌ ‌ideology.‌ ‌ 

Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌57-58)‌ ‌argues‌ ‌in‌ ‌‌A‌ ‌Poetics‌ ‌of‌ ‌Postmodernism‌ ‌that,‌ ‌among‌ ‌the‌‌                         

many‌ ‌assumptions‌ ‌of‌ ‌liberal‌ ‌humanism‌ ‌questioned‌ ‌by‌ ‌postmodern‌ ‌art,‌ ‌the‌ ‌notion‌ ‌of‌ ‌the‌‌                         

center,‌ ‌in‌ ‌all‌ ‌of‌ ‌its‌‌forms,‌‌shapes,‌‌and‌‌modes,‌‌has‌‌been‌‌a‌‌central‌‌one‌‌(the‌‌paradoxical‌‌pun‌‌is‌‌                                   

very‌ ‌much‌ ‌intended).‌ ‌The‌ ‌center,‌ ‌and‌ ‌its‌ ‌associated‌ ‌concerns‌ ‌with‌ ‌origin,‌ ‌originality,‌ ‌unity,‌                         

eternity,‌ ‌universality,‌ ‌homogeneity,‌ ‌and‌ ‌truth,‌ ‌have‌‌been‌‌placed‌‌under‌‌a‌‌magnifying‌‌glass‌‌as‌‌                         

postmodernism‌‌has‌‌come‌‌about‌‌with‌‌a‌‌profound‌‌interrogation‌‌of‌‌the‌‌basis‌‌of‌‌any‌‌certainty‌‌or‌‌                             

any‌‌standards‌‌of‌‌judgment.‌‌In‌‌postmodernism,‌‌according‌‌to‌‌Hutcheon‌‌(2004,‌‌p.‌‌58),‌‌the‌‌center‌‌                           

gives‌ ‌way‌ ‌to‌ ‌the‌ ‌margins‌ ‌while‌ ‌remaining‌ ‌a‌‌desired‌‌fiction;‌‌as‌‌such,‌‌it‌‌is‌‌questioned‌‌for‌‌the‌‌                                 

exclusions‌ ‌it‌ ‌operates‌ ‌and‌ ‌camouflages,‌ ‌and‌ ‌the‌ ‌limits‌ ‌of‌ ‌its‌ ‌homogenizing‌ ‌strategies.‌ ‌As‌‌                         

fiction,‌‌the‌‌center‌‌is‌‌revealed‌‌to‌‌be‌‌a‌‌cultural‌‌construct,‌‌an‌‌inconspicuous‌‌position‌‌that‌‌passes‌‌                             

for‌‌truth,‌‌one‌‌plenty‌‌of‌‌ideological‌‌friction‌‌which‌‌now‌‌becomes‌‌the‌‌very‌‌subject‌‌matter‌‌of‌‌art.‌‌                               

In‌ ‌opposition‌ ‌to‌ ‌the‌ ‌injunctions‌ ‌of‌ ‌the‌ ‌center,‌ ‌postmodernism‌ ‌focuses‌ ‌on‌ ‌the‌ ‌heterogeneity,‌‌                         

plurality,‌ ‌and‌ ‌marginal‌ ‌difference‌ ‌of‌ ‌the‌ ‌ex-centric‌ ‌—‌ ‌those‌ ‌who,‌ ‌in‌ ‌both‌ ‌depending‌‌on‌‌the‌‌                             

center‌ ‌and‌ ‌being‌ ‌marginalized‌ ‌by‌ ‌it,‌ ‌are‌ ‌able‌ ‌to‌ ‌question‌ ‌its‌ ‌centrality‌ ‌from‌ ‌within.‌ ‌Yet‌ ‌in‌‌                               

questioning‌ ‌the‌ ‌fixity‌ ‌of‌ ‌the‌ ‌center‌ ‌for‌ ‌ideology,‌ ‌those‌ ‌identifying‌ ‌as‌ ‌ex-centric‌ ‌are‌ ‌also‌‌                           

subjected‌ ‌to‌ ‌shifting‌ ‌alignments.‌ ‌The‌ ‌focus‌ ‌on‌ ‌difference‌ ‌in‌ ‌postmodernism‌ ‌thus‌ ‌assumes‌‌                       

opposition‌ ‌to‌ ‌be‌ ‌“a‌ ‌flux‌ ‌of‌ ‌contextualized‌ ‌identities:‌ ‌contextualized‌ ‌by‌ ‌gender,‌ ‌class,‌ ‌race,‌‌                         

ethnicity,‌ ‌sexual‌ ‌preference,‌ ‌education,‌ ‌social‌ ‌role,‌ ‌and‌ ‌so‌ ‌on”‌ ‌(HUTCHEON,‌‌2004,‌‌p.‌‌59).‌‌                         

Those‌‌identities,‌‌too,‌‌have‌‌a‌‌vested‌‌interest‌‌in‌‌the‌‌center‌‌which‌‌they‌‌are‌‌denied,‌‌and‌‌they,‌‌too,‌‌                                 

are‌ ‌always‌ ‌on‌ ‌the‌ ‌verge‌ ‌of‌ ‌reproducing‌ ‌the‌ ‌binary‌ ‌structures‌ ‌that‌ ‌establish‌ ‌hierarchies‌ ‌of‌‌                           

power‌ ‌in‌ ‌the‌ ‌name‌ ‌of‌ ‌the‌ ‌center.‌ ‌The‌ ‌challenge‌ ‌of‌ ‌postmodernism‌ ‌is‌ ‌to‌ ‌avoid‌ ‌making‌ ‌the‌‌                               

margin‌ ‌into‌ ‌another‌ ‌center,‌ ‌thus‌ ‌reinstating‌ ‌the‌ ‌monolithism‌ ‌of‌ ‌the‌ ‌center‌ ‌in‌ ‌the‌ ‌name‌ ‌of‌‌                             

difference‌ ‌(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌65).‌ ‌ 

For‌‌Hutcheon‌‌(2004,‌‌p.‌‌61),‌‌the‌‌breakout‌‌of‌‌ex-centric‌‌questioning‌‌in‌‌the‌‌West‌‌thinks‌‌                           

back‌ ‌to‌ ‌the‌ ‌1960s,‌ ‌the‌ ‌historical‌ ‌period‌ ‌that‌ ‌witnessed‌ ‌“the‌ ‌inscribing‌ ‌into‌ ‌history‌ ‌[...]‌ ‌of‌‌                             

previously‌‌‘silent’‌‌groups‌‌defined‌‌by‌‌differences‌‌of‌‌race,‌‌gender,‌‌sexual‌‌preferences,‌‌ethnicity,‌‌                       

native‌ ‌status,‌ ‌class”.‌ ‌In‌ ‌light‌ ‌of‌ ‌the‌ ‌fusion‌ ‌of‌ ‌the‌ ‌political‌ ‌and‌ ‌the‌ ‌aesthetic‌ ‌into‌ ‌the‌‌                               

countercultural,‌ ‌an‌ ‌abundance‌ ‌of‌ ‌diverse‌ ‌reactions‌ ‌to‌ ‌a‌ ‌shared‌ ‌condition‌ ‌of‌ ‌marginalization‌‌                       

brought‌ ‌about‌ ‌vigorous‌ ‌challenges‌ ‌to‌ ‌the‌ ‌multiple‌ ‌andro-‌ ‌(phallo-),‌ ‌hetero-,‌ ‌Euro-,‌ ‌and‌‌                       
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ethno-centrisms‌ ‌which‌ ‌hold‌‌the‌‌center‌‌in‌‌place‌‌as‌‌a‌‌powerful‌‌fiction.‌‌As‌‌Hutcheon‌‌(2004,‌‌p.‌‌                             

66)‌‌explains,‌‌those‌‌heterogeneous‌‌responses‌‌against‌‌the‌‌hegemonic‌‌culture‌‌had‌‌in‌‌common‌‌a‌‌                         

paradoxical‌ ‌position:‌ ‌they‌ ‌all‌‌contested‌‌the‌‌center‌‌from‌‌within‌‌its‌‌structures,‌‌incorporating‌‌it‌‌                         

first‌‌to‌‌criticize‌‌it‌‌later,‌‌in‌‌the‌‌manner‌‌of‌‌an‌‌implosion‌‌followed‌‌by‌‌a‌‌reconstruction.‌‌It‌‌is‌‌only‌‌                                   

expected,‌‌then,‌‌that‌‌parody‌‌might‌‌have‌‌become‌‌the‌‌favored‌‌strategy‌‌of‌‌ex-centric‌‌contestation‌‌                         

in‌ ‌postmodernism.‌ ‌The‌ ‌activation‌ ‌of‌ ‌parody‌ ‌by‌ ‌the‌ ‌ex-centric‌ ‌reveals‌ ‌that‌ ‌historiographic‌‌                       

metafiction‌‌may‌‌be‌‌granted‌‌relevant‌‌socio-political‌‌uses.‌‌By‌‌its‌‌very‌‌definition,‌‌parody‌‌asserts‌‌                         

difference‌‌at‌‌the‌‌heart‌‌of‌‌similarity,‌‌and‌‌that‌‌difference‌‌is‌‌often‌‌politically‌‌charged‌‌in‌‌terms‌‌of‌‌                               

intersectional‌ ‌identity.‌ ‌From‌ ‌the‌ ‌perspective‌ ‌of‌ ‌a‌ ‌marginalized‌ ‌race,‌ ‌ethnicity,‌ ‌sex,‌ ‌gender,‌‌                       

sexual‌‌orientation,‌‌or‌‌nationality,‌‌to‌‌read‌‌the‌‌past‌‌parodically‌‌is‌‌to‌‌revise‌‌it‌‌politically;‌‌hence,‌‌                             

aesthetic‌ ‌appropriation‌ ‌and‌ ‌difference‌ ‌are‌ ‌made‌ ‌into‌ ‌an‌ ‌instrument‌‌of‌‌ex-centric‌‌ideological‌‌                       

contestation.‌ ‌ 

In‌‌Hutcheon’s‌‌words‌‌(2004,‌‌p.‌‌35),‌‌“parody‌‌has‌‌certainly‌‌become‌‌a‌‌most‌‌popular‌‌and‌‌                           

effective‌ ‌strategy‌‌of‌‌[…]‌‌black,‌‌ethnic,‌‌gay,‌‌and‌‌feminist‌‌artists‌‌[…]‌‌trying‌‌to‌‌come‌‌to‌‌terms‌‌                               

with‌ ‌and‌ ‌to‌ ‌respond,‌ ‌critically‌ ‌and‌ ‌creatively,‌‌to‌‌the‌‌still‌‌predominantly‌‌white,‌‌heterosexual,‌‌                         

male‌ ‌culture‌ ‌in‌ ‌which‌ ‌they‌ ‌find‌ ‌themselves”.‌ ‌Parody‌ ‌thus‌ ‌figures‌ ‌as‌ ‌an‌ ‌instrument‌ ‌of‌‌                           

reckoning,‌ ‌of‌‌reassessing‌‌the‌‌system‌‌of‌‌ideological‌‌preconceptions‌‌that‌‌govern‌‌society‌‌while‌‌                       

never‌ ‌being‌ ‌fully‌ ‌articulated‌ ‌—‌ ‌and‌‌it‌‌does‌‌so‌‌by‌‌expanding‌‌that‌‌system‌‌to‌‌include‌‌multiple‌‌                               

identitary‌‌axes‌‌that‌‌participate‌‌in‌‌the‌‌reproduction‌‌and‌‌contestation‌‌of‌‌the‌‌center.‌‌Besides,‌‌the‌‌                           

“[i]ntertextual‌ ‌parody‌ ‌of‌ ‌canonical‌ ‌American‌ ‌and‌ ‌European‌ ‌classics‌ ‌is‌ ‌one‌ ‌mode‌ ‌of‌‌                       

appropriating‌ ‌and‌ ‌reformulating‌ ‌—‌ ‌with‌ ‌significant‌ ‌change‌ ‌—‌ ‌the‌ ‌dominant‌ ‌white,‌ ‌male,‌‌                       

middle-class,‌‌heterosexual,‌‌Eurocentric‌‌culture”‌‌(HUTCHEON,‌‌2004,‌‌p.‌‌30).‌‌Through‌‌its‌‌use‌‌                     

and‌‌abuse‌‌of‌‌the‌‌canon,‌‌signaling‌‌both‌‌its‌‌dependence‌‌and‌‌its‌‌distant‌‌criticism‌‌of‌‌the‌‌powerful‌‌                               

influence‌ ‌of‌ ‌the‌ ‌canon’s‌ ‌central‌ ‌position,‌ ‌parody‌ ‌may‌ ‌be‌ ‌activated‌ ‌in‌‌order‌‌for‌‌a‌‌newcomer‌‌                             

artist‌ ‌to‌ ‌come‌ ‌to‌ ‌terms‌ ‌with‌ ‌the‌ ‌inexorable‌ ‌persistence‌ ‌of‌ ‌tradition‌ ‌and‌ ‌the‌ ‌concealed‌‌                           

ideological‌‌preconceptions‌‌that‌‌inform‌‌the‌‌works‌‌of‌‌a‌‌past‌‌moment‌‌in‌‌time.‌‌These‌‌seem‌‌to‌‌be‌‌                               

in‌ ‌part‌ ‌the‌ ‌underlying‌ ‌motivations‌ ‌of‌ ‌Adele‌ ‌Griffin’s‌ ‌‌Tighter‌,‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌,‌ ‌and‌‌                         

Jeanette‌‌Winterson’s‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌all‌‌of‌‌which,‌‌we‌‌will‌‌attempt‌‌to‌‌prove,‌‌may‌‌                             

be‌ ‌described‌ ‌as‌ ‌parodic‌ ‌appropriations‌ ‌of‌ ‌specific‌ ‌works‌ ‌in‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌—‌‌                             

respectively,‌ ‌Henry‌ ‌James’s‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌Robert‌ ‌Louis‌ ‌Stevenson’s‌ ‌‌The‌ ‌Strange‌‌                         

Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌,‌ ‌and‌ ‌Mary‌ ‌Shelley’s‌ ‌‌Frankenstein‌ ‌‌—,‌ ‌in‌ ‌Hutcheon’s‌ ‌terms.‌ ‌ 

After‌‌we‌‌have‌‌briefly‌‌reviewed‌‌the‌‌conceptual‌‌framework‌‌that‌‌will‌‌inform‌‌our‌‌reading‌                         

of‌‌these‌‌novels‌‌in‌‌the‌‌following‌‌chapters,‌‌it‌‌has‌‌come‌‌time‌‌to‌‌refine‌‌our‌‌hypothesis‌‌in‌‌light‌‌of‌‌                                   

the‌‌comments‌‌above.‌‌Adele‌‌Griffin’s‌‌‌Tighter‌,‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌and‌‌Jeanette‌‌Winterson’s‌‌                       
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Frankissstein:‌‌A‌‌Love‌‌Story‌‌are‌‌novels‌‌that‌‌may‌‌be‌‌referred‌‌to‌‌as‌‌‌postmodern‌‌gothic‌,‌‌a‌‌shared‌‌                               

practice‌ ‌of‌ ‌postmodern‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌ ‌gothic‌ ‌genre.‌ ‌They‌ ‌are‌ ‌fictional‌ ‌“textworks”‌ ‌in‌‌                           

which‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌ ‌or‌ ‌ideological‌ ‌dimensions‌‌of‌‌parody‌‌conflate‌‌to‌‌                         

give‌‌rise‌‌to‌‌complex‌‌and‌‌sophisticated‌‌revisions‌‌of‌‌the‌‌literary‌‌and‌‌cultural‌‌past.‌‌By‌‌means‌‌of‌‌                               

that‌‌practice,‌‌both‌‌the‌‌whole‌‌targeted‌‌works‌‌and‌‌the‌‌narrative‌‌conventions‌‌of‌‌gothic‌‌fiction‌‌—‌‌                             

the‌‌exploration‌‌of‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌ghostly‌‌irruption‌‌of‌‌the‌‌past,‌‌and/or‌‌the‌‌monster‌‌in‌‌                               

order‌ ‌to‌ ‌produce‌ ‌effects‌ ‌of‌ ‌terror‌ ‌—‌ ‌are‌ ‌paradoxically‌ ‌installed‌ ‌and‌ ‌subverted‌ ‌so‌ ‌as‌ ‌to‌‌                             

emphasize‌ ‌each‌ ‌novel’s‌ ‌ironic‌ ‌inversion‌ ‌and‌ ‌critical‌ ‌appropriation‌ ‌of‌ ‌tradition.‌ ‌This‌‌                     

metafictional‌ ‌strategy‌ ‌is‌ ‌paradoxically‌ ‌meant,‌ ‌in‌ ‌these‌ ‌novels,‌ ‌as‌ ‌a‌ ‌discursive‌ ‌instrument‌‌to‌‌                         

revise‌‌and‌‌criticize‌‌from‌‌an‌‌ex-centric‌‌distance‌‌the‌‌latent‌‌ideological‌‌assumptions‌‌that‌‌inform‌‌                         

their‌‌targeted‌‌texts,‌‌as‌‌well‌‌as‌‌how‌‌they‌‌are‌‌involved‌‌in‌‌the‌‌production‌‌of‌‌effects‌‌of‌‌terror.‌‌In‌‌                                   

doing‌ ‌so,‌ ‌these‌ ‌parodic‌ ‌“textworks”‌ ‌draw‌ ‌attention‌ ‌to‌ ‌the‌ ‌continuing‌ ‌centrality‌ ‌of‌ ‌those‌‌                         

assumptions‌ ‌in‌ ‌the‌ ‌structuring‌ ‌of‌ ‌twenty-first‌ ‌century‌ ‌cultures‌ ‌and‌ ‌anxieties,‌ ‌while‌‌                     

paradoxically‌ ‌reinstating‌ ‌the‌ ‌formally‌ ‌parodic‌ ‌into‌‌the‌‌world‌‌through‌‌attention‌‌to‌‌contextual‌‌                       

conditions‌ ‌of‌ ‌textual‌ ‌production.‌ ‌In‌ ‌the‌ ‌following‌ ‌discussion,‌ ‌we‌ ‌will‌ ‌observe‌ ‌how‌ ‌this‌‌                         

dynamic‌ ‌plays‌ ‌out‌ ‌in‌ ‌each‌ ‌particular‌‌novel,‌‌prior‌‌to‌‌collating‌‌them‌‌towards‌‌a‌‌concept‌‌of‌‌the‌‌                               

postmodern‌ ‌gothic.‌ ‌However,‌ ‌before‌ ‌we‌ ‌can‌ ‌proceed,‌ ‌it‌ ‌is‌ ‌important‌ ‌to‌ ‌briefly‌ ‌review‌ ‌a‌‌                           

number‌ ‌of‌ ‌existing‌ ‌attempts‌ ‌at‌ ‌conceptualizing‌ ‌the‌ ‌postmodern‌ ‌gothic.‌ ‌It‌ ‌will‌‌become‌‌clear‌‌                         

that‌ ‌neither‌ ‌are‌ ‌those‌ ‌attempts‌ ‌able‌ ‌to‌ ‌account‌ ‌for‌ ‌the‌ ‌specificities‌‌of‌‌the‌‌practice‌‌described‌‌                             

above,‌‌nor‌‌are‌‌they‌‌sustainable‌‌as‌‌general‌‌descriptions‌‌of‌‌any‌‌literary‌‌practices.‌‌That‌‌being‌‌the‌‌                             

case,‌ ‌pursuing‌ ‌and‌ ‌developing‌ ‌the‌ ‌thesis‌ ‌expressed‌ ‌above‌ ‌proves‌ ‌itself‌ ‌a‌ ‌valid‌ ‌and‌ ‌urgent‌‌                           

academic‌ ‌enterprise.‌ ‌ 

‌ 

1.3‌ ‌Postmodern‌ ‌gothic‌ ‌ 

‌ 

If‌ ‌it‌ ‌is‌ ‌true,‌ ‌as‌ ‌Huyssen‌ ‌(1986,‌ ‌p.‌ ‌10)‌ ‌suggests,‌ ‌that‌ ‌the‌ ‌postmodern‌ ‌can‌ ‌only‌ ‌be‌‌                               

thought‌ ‌of‌ ‌as‌ ‌constellations‌ ‌of‌‌meanings,‌‌then‌‌the‌‌postmodern‌‌gothic‌‌has‌‌certainly‌‌absorbed‌‌                         

some‌ ‌of‌ ‌that‌ ‌star‌ ‌quality‌ ‌—‌ ‌an‌ ‌evidence‌ ‌of‌ ‌which‌ ‌being‌ ‌the‌ ‌utter‌ ‌amount‌ ‌of‌ ‌diverging‌‌                               

comments‌ ‌to‌ ‌be‌ ‌found‌ ‌in‌ ‌the‌ ‌academic‌ ‌literature‌ ‌of‌ ‌the‌ ‌past‌ ‌three‌ ‌decades.‌ ‌While‌ ‌it‌ ‌is‌ ‌our‌‌                                 

understanding‌ ‌that‌ ‌recent‌ ‌scholarship‌ ‌on‌ ‌the‌ ‌“contemporary”‌ ‌gothic‌ ‌has‌ ‌tended‌ ‌to‌‌erase‌‌the‌‌                         

postmodern‌ ‌nominally‌ ‌while‌ ‌retaining‌‌its‌‌tenets‌‌as‌‌constituents‌‌of‌‌theorization‌‌—‌‌which‌‌has‌‌                         

given‌ ‌rise‌ ‌to‌ ‌several‌ ‌conceptual‌ ‌inconsistencies‌ ‌and‌ ‌a‌ ‌long‌‌list‌‌of‌‌alternative‌‌monikers‌‌—‌‌it‌‌                             

might‌ ‌be‌ ‌unnecessary‌ ‌for‌ ‌the‌ ‌moment‌ ‌to‌ ‌take‌ ‌a‌ ‌detour‌ ‌and‌ ‌split‌ ‌critics’‌ ‌hairs‌ ‌in‌ ‌order‌ ‌to‌‌                                 

examine‌‌this‌‌particular‌‌point.‌‌It‌‌is‌‌arguably‌‌more‌‌important,‌‌for‌‌the‌‌time‌‌being,‌‌to‌‌provide‌‌an‌‌                               
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overview‌ ‌of‌ ‌the‌ ‌field‌ ‌in‌ ‌order‌ ‌to‌ ‌locate‌ ‌ourselves‌ ‌within‌ ‌its‌ ‌limits‌ ‌while‌ ‌delimiting‌ ‌the‌‌                             

importance‌ ‌of‌ ‌the‌ ‌alternative‌ ‌theoretical‌ ‌approach‌ ‌proposed‌ ‌here.‌ ‌We‌ ‌shall‌ ‌focus,‌ ‌then,‌ ‌on‌‌                         

critical‌ ‌comments‌ ‌which‌ ‌either‌ ‌admittedly‌ ‌speak‌ ‌from‌‌a‌‌postmodern‌‌standpoint‌‌or‌‌elaborate‌‌                       

on‌ ‌the‌ ‌idea‌ ‌of‌ ‌parody‌ ‌even‌ ‌if‌ ‌they‌ ‌make‌ ‌away‌ ‌with‌ ‌the‌ ‌“postmodern”‌ ‌nominally.‌ ‌It‌ ‌will‌‌                               

become‌ ‌clear‌ ‌that‌ ‌concepts‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌are‌ ‌stuck‌ ‌in‌ ‌an‌ ‌unseemly‌ ‌crossroads:‌‌                           

they‌ ‌are‌ ‌either‌‌author-oriented‌‌or‌‌vexed‌‌by‌‌unsystematic‌‌or‌‌poorly‌‌explained‌‌understandings‌‌                       

of‌ ‌parody,‌ ‌or‌ ‌else‌‌lost‌‌in‌‌accusations‌‌of‌‌the‌‌decline‌‌of‌‌the‌‌gothic.‌‌Our‌‌thesis‌‌is‌‌at‌‌once‌‌more‌‌                                     

systematic‌‌in‌‌its‌‌understanding‌‌of‌‌parody,‌‌more‌‌encompassing‌‌in‌‌its‌‌scope,‌‌and‌‌more‌‌willing‌‌                           

to‌ ‌affirm‌ ‌that‌ ‌parodic‌ ‌play‌ ‌is‌ ‌a‌ ‌rich‌ ‌mode‌ ‌of‌ ‌engagement‌ ‌with‌ ‌the‌ ‌gothic‌ ‌—‌ ‌one‌ ‌that‌ ‌has‌‌                                   

important‌ ‌consequences‌ ‌for‌ ‌both‌ ‌the‌ ‌genre‌ ‌in‌ ‌specific‌ ‌and‌ ‌“the‌ ‌world”‌ ‌as‌ ‌a‌ ‌whole.‌ ‌ 

The‌ ‌postmodern‌ ‌gothic‌ ‌has‌ ‌been‌ ‌discussed‌ ‌in‌ ‌terms‌ ‌of‌ ‌critical‌ ‌disturbances‌ ‌of‌‌                       

categories‌ ‌of‌ ‌analysis,‌ ‌narrative‌ ‌style,‌ ‌and‌ ‌hyperreality‌ ‌(BOTTING,‌ ‌1996,‌ ‌p.‌ ‌168-176),‌ ‌the‌‌                       

decline‌‌of‌‌faith‌‌in‌‌paternal‌‌metaphors‌‌or‌‌authoritative‌‌grand‌‌narratives‌‌(BOTTING,‌‌2002),‌‌the‌‌                         

spreading‌ ‌of‌ ‌the‌ ‌gothic‌ ‌through‌ ‌new‌‌media‌‌and‌‌its‌‌disruption‌‌of‌‌genre‌‌boundaries‌‌(ALLUÉ,‌‌                           

1999),‌ ‌the‌ ‌dynamics‌ ‌of‌ ‌popular‌ ‌culture’s‌ ‌appropriation‌ ‌of‌ ‌high‌ ‌fiction‌ ‌(NASH,‌ ‌2004),‌ ‌a‌‌                         

counter-discourse‌ ‌to‌ ‌the‌ ‌Enlightenment‌ ‌(TRUFFIN,‌ ‌2009),‌ ‌and‌ ‌a‌ ‌quintessential‌‌                 

correspondence‌ ‌between‌ ‌postmodernism‌ ‌and‌ ‌the‌ ‌gothic‌ ‌(BEVILLE,‌ ‌2009;‌ ‌PUNTER;‌‌                 

BYRON,‌ ‌2007,‌‌p.‌‌50-53;‌‌SMITH,‌‌A.‌‌L.,‌‌1996).‌‌As‌‌concerns‌‌multiple‌‌intertextual‌‌strategies,‌‌                         

studies‌ ‌have‌ ‌proven‌ ‌likely‌ ‌to‌ ‌communicate‌ ‌an‌ ‌understanding‌ ‌of‌ ‌parody‌ ‌as‌ ‌character‌‌                       

performativity‌ ‌(HELYER,‌ ‌2006),‌ ‌as‌ ‌a‌ ‌refashioning‌ ‌of‌ ‌gothic‌ ‌tropes‌ ‌(SMITH,‌ ‌A.,‌ ‌2013,‌ ‌p.‌‌                         

141-142),‌ ‌as‌ ‌a‌ ‌pastiche‌ ‌of‌ ‌the‌ ‌gothic‌ ‌style,‌ ‌in‌ ‌particular‌ ‌of‌ ‌the‌ ‌eighteenth-century‌ ‌gothic‌‌                           

(TRUFFIN,‌ ‌2009,‌ ‌p.‌ ‌76),‌ ‌as‌ ‌an‌ ‌update‌ ‌(SPOONER,‌ ‌2006,‌ ‌p‌ ‌74)‌ ‌or‌ ‌else‌ ‌an‌ ‌upgrade‌‌                             

(STAMENKOVIC,‌‌2016,‌‌p.‌‌400)‌‌to‌‌the‌‌genre,‌‌or‌‌as‌‌a‌‌form‌‌of‌‌mockery,‌‌free‌‌play‌‌or‌‌bricolage‌‌                                 

that‌ ‌denotes‌ ‌the‌ ‌umpteen‌ ‌ways‌ ‌the‌ ‌gothic‌ ‌has‌ ‌spread‌ ‌from‌ ‌literature‌ ‌to‌ ‌culture,‌ ‌which‌ ‌is‌‌                             

usually‌‌taken‌‌to‌‌denote‌‌a‌‌decline‌‌of‌‌the‌‌former‌‌powers‌‌of‌‌the‌‌genre‌‌(BOTTING,‌‌2008,‌‌p.‌‌12).‌‌                                 

Rarely,‌ ‌if‌ ‌ever,‌ ‌is‌ ‌parody‌ ‌taken‌ ‌in‌ ‌Hutcheon’s‌ ‌perspective,‌ ‌as‌ ‌a‌ ‌prominent‌ ‌historical‌‌                         

configuration‌ ‌that‌ ‌denotes‌ ‌a‌ ‌complicit‌ ‌and‌ ‌critical‌ ‌mode‌ ‌of‌ ‌metafictional‌ ‌and‌ ‌discursive‌‌                       

engagement‌ ‌with‌ ‌tradition.‌ ‌ 

Several‌‌studies‌‌of‌‌the‌‌postmodern‌‌gothic‌‌fall‌‌prey‌‌to‌‌the‌‌specificities‌‌of‌‌what‌‌might‌‌be‌‌                             

termed‌‌a‌‌synchronic‌‌approach‌‌to‌‌genre,‌‌meaning‌‌the‌‌study’s‌‌privileging‌‌of‌‌one‌‌single‌‌author,‌‌                           

and‌ ‌perhaps‌ ‌one‌ ‌single‌ ‌novel,‌ ‌who‌ ‌or‌ ‌which‌ ‌are‌ ‌taken‌ ‌to‌ ‌be‌ ‌paradigmatic‌ ‌examples‌ ‌of‌ ‌the‌‌                               

whole‌‌genre.‌‌For‌‌example,‌‌in‌‌a‌‌study‌‌of‌‌Stephen‌‌King’s‌‌‌Pet‌‌Sematary‌,‌‌Jesse‌‌W.‌‌Nash‌‌(2004)‌‌                               

discusses‌ ‌the‌ ‌dynamics‌ ‌of‌ ‌popular‌ ‌culture’s‌‌appropriation‌‌of‌‌the‌‌canon‌‌in‌‌the‌‌way‌‌the‌‌novel‌‌                             

relates‌ ‌to‌ ‌various‌ ‌canonical‌ ‌texts‌‌ranging‌‌from‌‌the‌‌tragedies‌‌of‌‌Sophocles‌‌to‌‌Mary‌‌Shelley’s‌‌                           
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Frankenstein‌.‌ ‌He‌ ‌concludes‌ ‌that‌ ‌“King’s‌ ‌novel‌ ‌is‌ ‌an‌ ‌example‌ ‌of‌ ‌what‌ ‌we‌ ‌might‌ ‌fruitfully‌‌                           

think‌ ‌of‌ ‌as‌ ‌‘postmodern‌ ‌Gothic’,‌ ‌which‌ ‌is‌ ‌a‌ ‌transformation‌ ‌or‌ ‌historical‌ ‌mutation‌ ‌of‌ ‌the‌‌                           

traditional‌ ‌Gothic‌‌tale”‌‌(NASH,‌‌2004,‌‌p.‌‌152).‌‌His‌‌main‌‌argument‌‌is‌‌somewhat‌‌Jamesonian:‌‌                         

in‌ ‌Stephen‌ ‌King’s‌ ‌narrative,‌ ‌he‌ ‌claims‌ ‌(2004,‌ ‌p.‌ ‌153;157),‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌has‌‌                         

allegedly‌‌absorbed‌‌the‌‌dissolution‌‌between‌‌high‌‌and‌‌mass‌‌culture‌‌into‌‌the‌‌“privileging‌‌of‌‌folk,‌‌                           

archaic,‌‌and‌‌popular‌‌traditions‌‌over‌‌that‌‌of‌‌scientific‌‌rationalism‌‌[...]‌‌wherein‌‌the‌‌premonition‌‌                         

is‌‌privileged‌‌over‌‌reason,‌‌where‌‌the‌‌dream‌‌should‌‌be‌‌taken‌‌seriously,‌‌and‌‌where‌‌ghosts‌‌have‌‌                             

more‌ ‌authority‌ ‌than‌ ‌scientists”.‌ ‌This‌ ‌is‌ ‌allegedly‌‌done‌‌so‌‌that‌‌the‌‌author‌‌can‌‌more‌‌willingly‌‌                             

tackle‌ ‌“explicitly‌ ‌cultural‌ ‌issues‌ ‌as‌ ‌opposed‌ ‌to‌ ‌the‌ ‌traditional‌ ‌Gothic‌ ‌preoccupations‌ ‌with‌‌                       

personality‌ ‌and‌ ‌character”‌ ‌(NASH,‌ ‌2004,‌ ‌p.‌ ‌152).‌ ‌For‌ ‌Nash,‌ ‌the‌ ‌aspect‌ ‌of‌ ‌this‌ ‌experience‌‌                           

most‌ ‌often‌ ‌attacked‌ ‌by‌ ‌Stephen‌ ‌King‌ ‌is‌ ‌the‌ ‌institution‌ ‌of‌ ‌the‌ ‌American‌ ‌family‌ ‌and‌ ‌its‌‌                             

mistreatment‌‌of‌‌kids‌‌and‌‌teenagers.‌‌According‌‌to‌‌Nash‌‌(2004,‌‌p.‌‌155),‌‌King’s‌‌superficiality‌‌is‌‌                           

the‌ ‌very‌ ‌reason‌ ‌why‌ ‌his‌ ‌narratives‌ ‌are‌ ‌extremely‌ ‌successful‌ ‌as‌ ‌instruments‌ ‌of‌ ‌ideology‌‌                         

critique;‌ ‌accordingly,‌‌postmodernism‌‌has‌‌been‌‌hailed‌‌by‌‌Fredric‌‌Jameson‌‌(1991,‌‌p.‌‌9)‌‌as‌‌the‌‌                           

aesthetics‌ ‌of‌ ‌depthlessness‌ ‌and‌ ‌superficial‌ ‌pastiche,‌ ‌a‌ ‌counteraction‌ ‌to‌ ‌the‌ ‌auric‌ ‌depths‌‌                       

advocated‌‌by‌‌a‌‌modernist‌‌aesthetic‌‌in‌‌which‌‌personal‌‌style‌‌and‌‌uniqueness‌‌were‌‌paradigms‌‌of‌‌                           

true‌ ‌art.‌ ‌Therefore,‌ ‌in‌ ‌Nash’s‌ ‌version‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic,‌ ‌meaning‌ ‌is‌ ‌supposed‌ ‌to‌‌be‌‌                             

found‌ ‌in‌ ‌the‌ ‌superficial‌ ‌articulation‌ ‌of‌ ‌the‌‌narrative,‌‌rather‌‌than‌‌its‌‌often‌‌nonsensical‌‌deeper‌‌                           

implications.‌ ‌ 

In‌ ‌a‌ ‌chapter‌ ‌on‌‌Chuck‌‌Palahniuk,‌‌Sherry‌‌R.‌‌Truffin‌‌(2009,‌‌p.‌‌75)‌‌delves,‌‌in‌‌her‌‌turn,‌‌                               

into‌ ‌the‌ ‌‌oeuvre‌ ‌of‌ ‌the‌ ‌celebrated‌ ‌American‌ ‌writer‌ ‌to‌ ‌illustrate‌ ‌how,‌ ‌in‌ ‌an‌ ‌echo‌ ‌of‌ ‌the‌ ‌first‌‌                                 

gothic’s‌ ‌handling‌ ‌of‌ ‌the‌ ‌obscure‌ ‌legacy‌ ‌of‌ ‌the‌ ‌Middle‌ ‌Ages,‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌now‌‌                           

“wrestle[s]‌ ‌with‌ ‌the‌ ‌legacy‌ ‌of‌ ‌the‌ ‌Enlightenment‌ ‌itself”.‌ ‌Truffin‌ ‌(2009,‌ ‌p.‌ ‌75)‌ ‌notes‌ ‌in‌ ‌her‌‌                             

analysis‌ ‌that‌ ‌“the‌ ‌Gothic‌ ‌is‌ ‌not‌ ‌the‌ ‌only‌ ‌literary‌ ‌discourse‌ ‌with‌ ‌a‌ ‌counter-Enlightenment‌‌                         

strain”,‌ ‌since,‌ ‌in‌ ‌addition‌‌to‌‌it,‌‌“there‌‌are‌‌Modernism‌‌and‌‌Postmodernism”.‌‌She‌‌believes‌‌the‌‌                           

legacy‌ ‌of‌ ‌the‌ ‌Enlightenment‌ ‌is‌ ‌best‌ ‌represented‌ ‌by‌ ‌the‌ ‌dominance‌ ‌of‌ ‌reason‌ ‌over‌‌                         

obscurantism‌ ‌and‌ ‌the‌ ‌development‌ ‌of‌ ‌capitalism‌ ‌and‌ ‌subsequent‌ ‌rise‌ ‌of‌ ‌the‌ ‌middle‌ ‌class,‌‌                         

which‌ ‌have‌ ‌come‌ ‌to‌ ‌signal‌ ‌both‌ ‌a‌ ‌blessing‌ ‌and‌ ‌a‌ ‌curse.‌ ‌She‌ ‌claims‌ ‌that‌ ‌“[c]ontemporary‌‌                             

discourse‌‌on‌‌the‌‌Gothic‌‌is,‌‌in‌‌fact,‌‌dominated‌‌by‌‌the‌‌notion‌‌that‌‌it‌‌is‌‌simultaneously‌‌a‌‌product‌‌                                 

of‌‌and‌‌a‌‌challenge‌‌to‌‌the‌‌reason‌‌and‌‌visibility‌‌valorized‌‌by‌‌the‌‌Enlightenment‌‌and‌‌embodied‌‌                             

in‌ ‌the‌ ‌term”‌ ‌(TRUFFIN,‌ ‌2009,‌ ‌p.‌ ‌75),‌ ‌later‌ ‌arguing‌ ‌that‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌of‌ ‌Chuck‌‌                             

Palahniuk‌ ‌works‌ ‌through‌ ‌this‌ ‌legacy‌ ‌by‌ ‌centering‌ ‌on‌ ‌“mystified,‌ ‌tormented,‌ ‌and‌‌                     

dehumanized”‌ ‌monstrous‌ ‌protagonists,‌ ‌“with‌ ‌a‌ ‌propensity‌ ‌for‌ ‌violence‌ ‌and‌ ‌a‌ ‌complete‌‌                     

disregard‌ ‌for‌ ‌taboo”‌ ‌(TRUFFIN,‌ ‌2009,‌ ‌p.‌ ‌76).‌ ‌Moreover,‌ ‌she‌ ‌trusts‌ ‌that‌ ‌“it‌ ‌is‌ ‌easy‌ ‌to‌ ‌see‌‌                               
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correspondences‌ ‌between‌ ‌Postmodern‌ ‌pastiche‌ ‌in‌ ‌which‌ ‌older‌‌aesthetic‌‌forms‌‌are‌‌wrenched‌‌                     

from‌ ‌their‌ ‌contexts‌ ‌and‌ ‌combined‌ ‌in‌ ‌new‌ ‌ways,‌ ‌and‌ ‌the‌ ‌Gothic,‌ ‌which‌ ‌originated‌ ‌in‌‌                           

contemplation‌ ‌of‌ ‌the‌ ‌ruins‌ ‌of‌ ‌the‌ ‌past”‌ ‌(TRUFFIN,‌ ‌2009,‌ ‌p.‌ ‌76).‌ ‌Chuck‌ ‌Palahniuk’s‌‌                         

postmodern‌ ‌gothic‌ ‌is‌ ‌thus‌ ‌assessed‌ ‌for‌ ‌its‌ ‌campy‌ ‌quality,‌ ‌which‌ ‌translates‌ ‌both‌ ‌into‌ ‌his‌‌                           

grotesque‌ ‌monsters‌ ‌and‌ ‌his‌ ‌citation‌ ‌of‌ ‌gothic‌ ‌forms‌ ‌of‌ ‌the‌ ‌past;‌ ‌yet,‌ ‌in‌ ‌foregrounding‌ ‌the‌‌                             

concept‌ ‌of‌ ‌pastiche,‌ ‌Truffin‌ ‌loses‌ ‌touch‌ ‌of‌ ‌forms‌ ‌of‌ ‌parodic‌ ‌play‌ ‌that‌ ‌seem‌ ‌to‌ ‌inform‌ ‌a‌‌                               

considerable‌ ‌number‌ ‌of‌ ‌other‌ ‌postmodern‌ ‌gothic‌ ‌texts.‌ ‌ 

Parody,‌ ‌other‌ ‌than‌ ‌pastiche,‌ ‌has‌ ‌not‌ ‌been‌ ‌altogether‌ ‌absent‌ ‌from‌ ‌studies‌ ‌of‌ ‌the‌‌                         

postmodern‌‌gothic.‌‌For‌‌example,‌‌in‌‌an‌‌analysis‌‌of‌‌Bret‌‌Easton‌‌Ellis’s‌‌‌American‌‌Psycho‌,‌‌Ruth‌‌                           

Helyer‌ ‌reasons‌ ‌that‌ ‌ 

‌ ‌  

[t]he‌‌potential‌‌for‌‌characters‌‌within‌‌modern‌‌Gothic‌‌narratives‌‌to‌‌parody‌‌not‌‌                     
only‌ ‌the‌ ‌genre,‌ ‌but‌ ‌themselves,‌ ‌suggests‌ ‌that‌ ‌the‌ ‌title‌ ‌is‌ ‌no‌ ‌longer‌ ‌a‌‌                         
convenient‌ ‌genre‌ ‌‘label’,‌ ‌evoking‌ ‌affected‌ ‌eighteenth-century‌ ‌novels,‌‌but‌‌a‌‌                 
new‌ ‌and‌‌modern‌‌representation,‌‌or‌‌rather‌‌a‌‌fissure‌‌between‌‌representations,‌‌                   
through‌ ‌which‌ ‌we‌ ‌can‌ ‌look‌ ‌back,‌ ‌to‌ ‌multiple‌ ‌scenes.‌ ‌(HELYER,‌ ‌2000,‌ ‌p.‌‌                       
741).‌ ‌ 

‌ ‌  

Her‌‌description‌‌is‌‌launched‌‌by‌‌a‌‌checklist‌‌of‌‌similarities‌‌between‌‌the‌‌postmodern‌‌and‌‌                         

the‌ ‌gothic,‌ ‌but‌ ‌it‌‌diverges‌‌from‌‌previous‌‌definitions‌‌in‌‌that‌‌it‌‌foregrounds,‌‌as‌‌an‌‌outstanding‌‌                             

feature,‌ ‌a‌ ‌double-take‌ ‌on‌ ‌parody:‌ ‌parody‌ ‌as‌ ‌a‌ ‌visitation‌ ‌of‌ ‌the‌ ‌subject‌ ‌matters‌ ‌and‌‌                           

characteristics‌‌of‌‌the‌‌earlier‌‌gothic‌‌tradition,‌‌and‌‌parody‌‌as‌‌character‌‌performance.‌‌The‌‌first‌‌is‌‌                           

up‌‌to‌‌par‌‌with‌‌the‌‌genre’s‌‌extremely‌‌conventional‌‌nature,‌‌which‌‌renders‌‌it‌‌prone‌‌to‌‌imitation.‌‌                             

As‌‌Helyer‌‌(2000,‌‌p.‌‌730)‌‌notes,‌‌“the‌‌Gothic‌‌genre‌‌in‌‌general‌‌[is]‌‌easily‌‌mimicked‌‌due‌‌to‌‌[its]‌‌                                 

strong‌‌distinguishing‌‌features”,‌‌a‌‌fact‌‌that‌‌highlights‌‌the‌‌readily‌‌recognizable‌‌iconography‌‌of‌‌                       

the‌ ‌genre‌ ‌and‌ ‌its‌ ‌apparently‌ ‌endless‌ ‌commercial‌ ‌appeal.‌ ‌However,‌ ‌parody‌ ‌is‌ ‌seen‌ ‌here‌ ‌as‌‌                           

imitation‌‌rather‌‌than‌‌transformation,‌‌an‌‌adoption‌‌of‌‌characteristics‌‌that,‌‌rather‌‌than‌‌producing‌‌                       

ironic‌‌inversion,‌‌usually‌‌works‌‌as‌‌an‌‌actualization‌‌of‌‌tradition‌‌that‌‌lacks‌‌any‌‌degree‌‌of‌‌critical‌‌                             

distance.‌ ‌Parody‌ ‌would‌ ‌seem‌ ‌to‌ ‌be,‌ ‌in‌ ‌other‌ ‌words,‌ ‌conflated‌ ‌with‌ ‌pastiche.‌ ‌More‌‌                         

interestingly,‌ ‌in‌ ‌Helyer’s‌ ‌second‌ ‌assertion,‌ ‌parody‌ ‌has‌‌to‌‌do‌‌with‌‌the‌‌stereotypical‌‌nature‌‌of‌‌                           

the‌‌gothic‌‌persona,‌‌especially‌‌in‌‌the‌‌figure‌‌of‌‌the‌‌villain.‌‌Patrick,‌‌the‌‌protagonist‌‌of‌‌‌American‌‌                             

Psycho‌,‌ ‌is‌ ‌seen‌ ‌to‌ ‌consciously‌ ‌“imitate‌‌the‌‌self‌‌he‌‌wants‌‌to‌‌perpetuate”‌‌(HELYER,‌‌2000,‌‌p.‌‌                             

729),‌‌as‌‌he‌‌purposefully‌‌plays‌‌the‌‌role‌‌of‌‌a‌‌murderous‌‌villain‌‌as‌‌a‌‌means‌‌to‌‌make‌‌sense‌‌of‌‌his‌‌                                     

moral‌ ‌ambivalence‌ ‌and‌ ‌sociopathic‌ ‌lack‌ ‌of‌ ‌empathy.‌ ‌ 

‌  An‌‌interesting‌‌aspect‌‌Helyer‌‌(2000,‌‌p.‌‌741)‌‌hints‌‌at‌‌but‌‌fails‌‌to‌‌develop‌‌further‌‌is‌‌her‌‌                               

review‌ ‌of‌ ‌the‌ ‌postmodern‌‌gothic‌‌as‌‌“a‌‌self-conscious‌‌and‌‌parodic‌‌mixing‌‌of‌‌multiple‌‌genres‌‌                           
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and‌ ‌strands”.‌ ‌In‌ ‌this‌ ‌respect,‌ ‌she‌ ‌might‌ ‌be‌ ‌indebted‌ ‌to‌ ‌Sonia‌‌Baelo‌‌Allué’s‌‌(1999)‌‌previous‌‌                             

study,‌ ‌in‌ ‌which‌ ‌the‌ ‌latter‌ ‌claims‌ ‌that‌ ‌“[t]he‌ ‌contemporary‌ ‌gothic‌ ‌still‌ ‌presents‌ ‌narratives‌ ‌of‌‌                           

darkness,‌ ‌desire‌ ‌and‌ ‌power,‌ ‌although‌‌these‌‌effects‌‌are‌‌achieved‌‌through‌‌new‌‌techniques‌‌and‌‌                         

have‌‌extended‌‌into‌‌different‌‌genres‌‌and‌‌media”‌‌(ALLUÉ,‌‌1999,‌‌p.‌‌31).‌‌Here,‌‌Allué‌‌considers‌‌                           

the‌‌parodic‌‌postmodern‌‌gothic‌‌of‌‌‌American‌‌Psycho‌‌in‌‌view‌‌of‌‌the‌‌novel’s‌‌self-awareness‌‌and‌‌                           

uncertainty‌‌at‌‌the‌‌level‌‌of‌‌genre‌‌and‌‌narrative,‌‌“which‌‌is‌‌a‌‌trait‌‌typical‌‌of‌‌postmodern‌‌gothic‌‌                               

and‌ ‌postmodern‌ ‌products‌ ‌in‌ ‌general”‌ ‌(ALLUÉ,‌ ‌1999,‌ ‌p.‌ ‌31-32).‌ ‌By‌ ‌the‌ ‌genre’s‌‌                       

self-awareness,‌‌Allué‌‌(1999,‌‌p.‌‌31)‌‌means‌‌“the‌‌expansion‌‌of‌‌the‌‌gothic,‌‌which‌‌is‌‌now‌‌used‌‌in‌‌                               

a‌‌wider‌‌range‌‌of‌‌contexts:‌‌cinema,‌‌music‌‌videos,‌‌advertisements,‌‌[and]‌‌comics”.‌‌She‌‌believes‌‌                         

that‌‌this‌‌spreading‌‌of‌‌the‌‌gothic‌‌through‌‌new‌‌media‌‌has‌‌resulted‌‌in‌‌the‌‌genre’s‌‌self-awareness,‌‌                             

a‌ ‌process‌ ‌that‌ ‌has‌ ‌been‌ ‌encoded‌ ‌in‌ ‌‌American‌ ‌Psycho‌ ‌in‌ ‌how‌ ‌the‌ ‌novel‌ ‌draws‌ ‌from‌ ‌the‌‌                               

languages‌‌of‌‌the‌‌slasher‌‌movie,‌‌the‌‌yellow‌‌newspaper,‌‌and‌‌television‌‌ads.‌‌According‌‌to‌‌Allué,‌‌                           

this‌‌“combination‌‌of‌‌the‌‌languages‌‌of‌‌different‌‌cultural‌‌manifestations”‌‌(ALLUÉ,‌‌1999,‌‌p.‌‌34)‌‌                         

into‌ ‌a‌ ‌novel‌ ‌that‌ ‌defies‌ ‌easy‌ ‌categorizations‌ ‌leads‌ ‌to‌ ‌uncertainty‌ ‌at‌ ‌the‌ ‌level‌ ‌of‌ ‌genre,‌ ‌one‌‌                               

further‌‌enhanced‌‌by‌‌diegetic‌‌uncertainty‌‌as‌‌it‌‌becomes‌‌impossible‌‌to‌‌ascertain‌‌whether‌‌Patrick‌‌                         

represents‌ ‌the‌ ‌monstrous‌ ‌side‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌condition,‌ ‌or‌ ‌simply‌ ‌the‌ ‌new‌ ‌normal‌ ‌of‌ ‌a‌‌                             

society‌ ‌that‌ ‌is‌ ‌unable‌ ‌to‌ ‌destroy‌ ‌the‌ ‌monsters‌ ‌it‌ ‌has‌ ‌engendered.‌ ‌ 

It‌‌may‌‌have‌‌become‌‌clear‌‌by‌‌now‌‌that‌‌what‌‌we‌‌have‌‌termed‌‌the‌‌synchronic‌‌approach‌                             

to‌‌the‌‌postmodern‌‌gothic‌‌structures‌‌a‌‌problem‌‌of‌‌definition,‌‌given‌‌how‌‌what‌‌is‌‌said‌‌about‌‌one‌‌                               

specific‌ ‌writer/novel‌ ‌can‌ ‌hardly‌ ‌ever‌ ‌be‌ ‌mapped‌ ‌out‌ ‌on‌ ‌considerations‌ ‌of‌ ‌another‌ ‌specific‌‌                         

writer‌‌or‌‌novel,‌‌not‌‌to‌‌mention‌‌that‌‌the‌‌usual‌‌confusion‌‌between‌‌parody‌‌and‌‌pastiche‌‌persists.‌‌                             

Nonetheless,‌ ‌there‌ ‌have‌ ‌been‌ ‌attempts‌ ‌to‌ ‌define‌ ‌the‌ ‌postmodern‌‌gothic‌‌in‌‌diachronic‌‌terms,‌‌                         

which‌‌often‌‌consider‌‌postmodernism‌‌to‌‌be‌‌a‌‌period‌‌category‌‌rather‌‌than‌‌an‌‌aesthetic‌‌one.‌‌Fred‌‌                             

Botting‌ ‌(1996,‌ ‌p.‌ ‌168-176)‌ ‌for‌ ‌one‌ ‌has‌ ‌addressed‌ ‌the‌ ‌topic‌ ‌more‌ ‌consistently‌ ‌in‌ ‌‌Gothic‌,‌ ‌in‌‌                             

Jamesonian‌ ‌terms‌ ‌of‌ ‌critical‌ ‌disturbances‌ ‌of‌ ‌categories‌ ‌of‌ ‌analysis,‌ ‌narrative‌ ‌style,‌ ‌and‌‌                       

hyperreality.‌‌For‌‌Botting‌‌(1996,‌‌p.‌‌168),‌‌the‌‌postmodern‌‌gothic‌‌is‌‌inscribed‌‌in‌‌a‌‌“play‌‌of‌‌fear‌‌                               

and‌ ‌laughter”,‌‌considering‌‌how‌‌its‌‌narratives‌‌find‌‌humor‌‌in‌‌fear,‌‌and‌‌strangeness‌‌in‌‌comedy.‌‌                           

Postmodern‌ ‌gothic‌ ‌fiction‌ ‌shapes‌ ‌dark‌ ‌humor‌ ‌into‌ ‌pastiche‌ ‌in‌ ‌its‌ ‌disturbance‌ ‌of‌‌genres‌‌and‌‌                           

narrative‌‌affects‌‌through‌‌“fictions‌‌that‌‌juxtapose,‌‌and‌‌thereby‌‌reorganize,‌‌narrative‌‌styles‌‌and‌‌                       

relations”‌‌(BOTTING,‌‌1996,‌‌p.‌‌169).‌‌By‌‌means‌‌of‌‌this‌‌artificial‌‌assemblage,‌‌the‌‌postmodern‌‌                         

gothic‌ ‌discloses‌ ‌the‌ ‌artificiality‌ ‌of‌ ‌those‌ ‌identitary‌ ‌constructions‌ ‌that‌ ‌question‌ ‌the‌ ‌grand‌‌                       

narratives‌ ‌of‌ ‌modernity‌ ‌for‌ ‌being‌‌“social,‌‌historical‌‌and‌‌individual‌‌formations‌‌[...]‌‌bound‌‌up‌‌                         

with‌ ‌the‌ ‌organizing‌ ‌effects‌ ‌of‌‌narratives”‌‌(BOTTING,‌‌1996,‌‌p.‌‌169).‌‌By‌‌figuring‌‌identity‌‌as‌‌                           

performativity,‌ ‌the‌ ‌gothic‌ ‌thus‌ ‌reflects‌ ‌the‌ ‌postmodern‌ ‌loss‌ ‌of‌ ‌confidence‌ ‌in‌ ‌truth,‌ ‌history,‌‌                         
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authority,‌‌and‌‌power.‌‌Finally,‌‌for‌‌Botting‌‌(1996,‌‌p.‌‌171),‌‌the‌‌postmodern‌‌gothic‌‌overlaps‌‌with‌‌                           

the‌‌hyperreal‌‌world‌‌of‌‌simulacra,‌‌which‌‌allows‌‌it‌‌to‌‌question‌‌the‌‌“unity‌‌of‌‌word‌‌or‌‌image‌‌and‌‌                                 

thing”‌‌by‌‌foregrounding‌‌“words‌‌and‌‌images‌‌without‌‌things‌‌or‌‌as‌‌things‌‌themselves,‌‌effects‌‌of‌‌                           

narrative‌ ‌form‌ ‌and‌ ‌nothing‌ ‌else”.‌ ‌ 

Taking‌‌after‌‌Fredric‌‌Jameson‌‌(1991),‌‌Botting‌‌(2002,‌‌p.‌‌277-300)‌‌finds‌‌the‌‌postmodern‌‌                       

gothic‌ ‌to‌ ‌be‌ ‌the‌ ‌result‌ ‌of‌ ‌the‌ ‌expansion‌ ‌of‌ ‌late‌ ‌capitalism‌ ‌and‌ ‌its‌ ‌cultural‌ ‌logic‌ ‌of‌‌                               

depthlessness,‌ ‌apathy,‌ ‌and‌‌ahistoricism.‌‌In‌‌“Aftergothic:‌‌Consumption,‌‌Machines,‌‌and‌‌Black‌‌                   

Holes”,‌ ‌he‌ ‌argues‌ ‌that,‌ ‌with‌ ‌the‌ ‌expansion‌ ‌of‌ ‌the‌ ‌gothic‌‌into‌‌the‌‌culture‌‌as‌‌a‌‌whole,‌‌itself‌‌a‌‌                                   

product‌ ‌of‌ ‌late‌ ‌capitalism,‌ ‌fear‌ ‌and‌ ‌terror‌ ‌have‌ ‌become‌‌intensely‌‌marketed-oriented,‌‌mostly‌‌                       

produced‌ ‌for‌ ‌the‌ ‌sake‌ ‌of‌ ‌power‌ ‌and‌ ‌profit.‌ ‌As‌ ‌a‌ ‌result,‌ ‌gothic‌ ‌descends‌ ‌into‌ ‌the‌ ‌state‌ ‌of‌‌                                 

consumerist‌ ‌exhilaration‌ ‌that‌ ‌characterizes‌ ‌the‌ ‌postmodern‌ ‌waning‌ ‌of‌ ‌affect,‌ ‌which‌ ‌in‌‌                     

Botting’s‌ ‌view‌ ‌has‌‌shaped‌‌a‌‌cultural‌‌condition‌‌of‌‌“aftergothic”.‌‌Postmodernism‌‌is‌‌the‌‌divide‌‌                         

that‌‌has‌‌set‌‌the‌‌gothic‌‌apart‌‌from‌‌its‌‌aftergothic‌‌dispersal‌‌into‌‌the‌‌forms‌‌of‌‌an‌‌alienated‌‌gothic‌‌                                 

culture,‌ ‌which‌ ‌for‌ ‌Botting‌ ‌has‌ ‌brought‌ ‌about‌ ‌ever‌ ‌more‌ ‌pessimistic‌ ‌results:‌ ‌ 

‌ ‌  

A‌ ‌sense‌ ‌of‌ ‌cultural‌ ‌exhaustion‌ ‌haunts‌ ‌the‌ ‌present.‌ ‌An‌ ‌inhuman‌ ‌future‌ ‌is‌‌                       
shrouded‌‌in‌‌old‌‌Gothic‌‌trappings‌‌emptied‌‌of‌‌any‌‌strong‌‌charge;‌‌past‌‌images‌‌                       
and‌ ‌forms‌ ‌are‌ ‌worn‌ ‌too‌ ‌thin‌ ‌to‌ ‌veil‌ ‌the‌ ‌gaping‌ ‌hole‌ ‌of‌ ‌objectless‌ ‌anxiety.‌‌                           
Gothic‌‌fiction,‌‌which‌‌served‌‌as‌‌earlier‌‌modernity’s‌‌black‌‌hole‌‌and‌‌has‌‌served‌‌                       
up‌‌a‌‌range‌‌of‌‌objects‌‌and‌‌figures‌‌crystallizing‌‌anxiety‌‌into‌‌fear,‌‌has‌‌become‌‌                         
too‌‌familiar‌‌after‌‌two‌‌centuries‌‌of‌‌repetitive‌‌mutation‌‌and‌‌seems‌‌incapable‌‌of‌‌                       
shocking‌ ‌anew.‌ ‌Inured‌ ‌to‌ ‌Gothic‌ ‌shocks‌ ‌and‌ ‌terrors,‌ ‌contemporary‌ ‌culture‌‌                   
recycles‌ ‌its‌ ‌images‌ ‌in‌ ‌the‌ ‌hope‌‌of‌‌finding‌‌a‌‌charge‌‌intense‌‌enough‌‌to‌‌stave‌‌                           
off‌ ‌the‌ ‌black‌ ‌hole‌ ‌within‌‌and‌‌without,‌‌the‌‌one‌‌opened‌‌up‌‌by‌‌postmodernist‌‌                         
fragmentation‌‌and‌‌plurality.‌‌Gothic‌‌figures,‌‌once‌‌giving‌‌form‌‌to‌‌the‌‌anxieties‌‌                     
surrounding‌ ‌the‌ ‌transition‌ ‌from‌ ‌aristocratic‌ ‌to‌ ‌bourgeois‌ ‌culture,‌ ‌now‌‌                 
disclose‌ ‌only‌ ‌the‌ ‌formlessness,‌ ‌the‌ ‌consuming‌ ‌void,‌ ‌underlying‌ ‌the‌‌                 
flickering‌‌thrills‌‌of‌‌contemporary‌‌Western‌‌simulations.‌‌(BOTTING,‌‌2002,‌‌p.‌‌                 
298).‌ ‌ 

‌ ‌  

This‌ ‌paradigmatic‌ ‌quote‌ ‌must‌ ‌be‌ ‌contextualized.‌ ‌The‌ ‌transition‌ ‌from‌ ‌aristocratic‌ ‌to‌‌                     

bourgeois‌‌culture‌‌Botting‌‌mentions‌‌here‌‌must‌‌perforce‌‌restrict‌‌his‌‌comments‌‌to‌‌the‌‌first‌‌cycle‌‌                           

of‌ ‌gothic‌ ‌fiction,‌ ‌which‌ ‌mirrored‌ ‌a‌ ‌greater‌ ‌crisis‌ ‌in‌ ‌the‌ ‌authority‌ ‌of‌ ‌the‌ ‌aristocracy‌ ‌as‌ ‌the‌‌                               

middle‌‌class‌‌initially‌‌rose‌‌to‌‌economic‌‌and‌‌political‌‌power.‌‌In‌‌the‌‌first‌‌batch‌‌of‌‌gothic‌‌novels,‌‌                               

the‌ ‌genre’s‌ ‌figures‌ ‌or‌ ‌conventions‌ ‌—‌ ‌the‌ ‌medieval‌ ‌‌locus‌ ‌horribilis‌,‌ ‌the‌‌ghostly‌‌irruption‌‌of‌‌                           

the‌ ‌past,‌ ‌and‌ ‌the‌ ‌monster‌ ‌—‌ ‌often‌ ‌inscribed‌ ‌in‌ ‌textual‌ ‌imagery‌ ‌the‌ ‌bourgeois‌ ‌anxieties‌                           

concerning‌ ‌the‌ ‌continuing‌ ‌power‌ ‌of‌ ‌the‌ ‌barely‌ ‌overcome‌ ‌political‌ ‌order.‌ ‌If‌ ‌those‌ ‌anxieties‌‌                         

were‌‌eventually‌‌dispelled‌‌—‌‌medieval‌‌ruins‌‌fled‌‌from,‌‌past‌‌transgressions‌‌amended,‌‌monsters‌‌                       

and‌‌villains‌‌destroyed‌‌—‌‌it‌‌was‌‌in‌‌the‌‌interest‌‌of‌‌reaffirming‌‌the‌‌more‌‌deserving‌‌authority‌‌of‌‌                               
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the‌ ‌new‌ ‌order.‌ ‌With‌ ‌postmodernism,‌ ‌however,‌ ‌it‌ ‌is‌ ‌the‌ ‌metanarrative‌ ‌of‌ ‌final‌ ‌authority‌‌that‌‌                           

stands‌ ‌accused:‌ ‌as‌ ‌Botting‌ ‌hints‌ ‌at‌ ‌here‌ ‌and‌ ‌develops‌ ‌later‌ ‌in‌ ‌his‌ ‌‌Limits‌ ‌of‌ ‌Horror:‌‌                             

Technologies,‌‌Bodies,‌‌Gothic‌,‌‌it‌‌is‌‌the‌‌“paternal‌‌metaphor”‌‌of‌‌a‌‌coherent‌‌and‌‌centered‌‌source‌‌                           

of‌‌social‌‌authority‌‌that‌‌is‌‌dead,‌‌lost‌‌in‌‌a‌‌mist‌‌of‌‌provisional‌‌and‌‌fractured‌‌cultural‌‌interests‌‌that‌‌                                 

never‌ ‌finally‌ ‌cohere‌ ‌(BOTTING,‌ ‌2008,‌ ‌p.‌ ‌15-77).‌ ‌If‌ ‌the‌ ‌conventions‌ ‌of‌ ‌gothic‌ ‌fiction‌‌once‌‌                           

gave‌ ‌metaphorical‌ ‌shape‌ ‌to‌ ‌a‌ ‌dynamic‌ ‌of‌ ‌lost‌ ‌and‌ ‌recovered‌ ‌bourgeois‌‌authority,‌‌they‌‌have‌‌                           

now‌ ‌become‌ ‌“old‌ ‌trappings”,‌ ‌simulacra‌ ‌devoid‌ ‌of‌ ‌their‌ ‌former‌ ‌function,‌ ‌subsisting‌ ‌only‌ ‌as‌‌                         

iconography,‌‌unable‌‌to‌‌absorb‌‌anxiety‌‌and‌‌crystallize‌‌it‌‌into‌‌fear.‌‌As‌‌a‌‌result,‌‌“[t]he‌‌genre‌‌[...]‌‌                               

begins‌ ‌to‌ ‌eat‌ ‌itself,‌ ‌consuming‌ ‌its‌ ‌own‌ ‌conventions‌ ‌in‌ ‌a‌ ‌highly‌ ‌reflexive‌ ‌play‌ ‌of‌ ‌recycled‌‌                             

features”‌ ‌(BOTTING,‌ ‌2008,‌ ‌p.‌ ‌12):‌ ‌it‌ ‌is,‌‌in‌‌other‌‌words,‌‌aestheticized‌‌under‌‌the‌‌pressure‌‌of‌‌                             

the‌ ‌machinery‌ ‌of‌ ‌late‌ ‌capitalism‌ ‌to‌ ‌become‌ ‌invested‌ ‌in‌ ‌pastiche‌ ‌and‌ ‌superficial‌ ‌repetition,‌‌                         

while,‌ ‌deprived‌ ‌of‌ ‌its‌ ‌erstwhile‌ ‌functions,‌ ‌it‌ ‌is‌ ‌rendered‌ ‌an‌ ‌empty‌ ‌vessel‌ ‌for‌ ‌the‌ ‌powers‌ ‌of‌‌                               

capital‌ ‌to‌ ‌tighten‌ ‌their‌ ‌grip.‌ ‌ 

Botting’s‌ ‌words‌ ‌are‌ ‌far‌ ‌from‌ ‌configuring‌ ‌a‌ ‌celebratory‌ ‌stance‌ ‌on‌ ‌the‌ ‌intertextual‌‌                       

dimension‌‌of‌‌the‌‌postmodern‌‌gothic;‌‌most‌‌importantly,‌‌they‌‌do‌‌not‌‌seem‌‌to‌‌describe‌‌with‌‌any‌‌                             

particular‌ ‌precision‌ ‌the‌ ‌practice‌ ‌of‌ ‌parodic‌ ‌appropriation‌ ‌of‌ ‌the‌ ‌gothic‌ ‌canon‌ ‌that‌ ‌we‌ ‌are‌‌                           

considering‌‌here.‌‌They‌‌nevertheless‌‌have‌‌the‌‌merit‌‌of‌‌conceptual‌‌cohesion.‌‌Other‌‌critics‌‌have‌‌                         

not‌ ‌been‌ ‌so‌ ‌cohesive,‌ ‌and‌ ‌may‌ ‌have‌ ‌been‌‌at‌‌times‌‌quite‌‌elusive‌‌in‌‌their‌‌comments.‌‌In‌‌more‌‌                                 

than‌ ‌one‌ ‌consideration,‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌has‌ ‌been‌ ‌described‌ ‌in‌ ‌increasingly‌ ‌generic‌‌                       

assertions‌ ‌in‌ ‌terms‌ ‌of‌ ‌an‌ ‌intensification,‌ ‌complexification,‌ ‌refashioning‌ ‌or‌ ‌reworking‌ ‌of‌‌the‌‌                       

gothic,‌ ‌free‌ ‌of‌ ‌any‌ ‌distinguishing‌ ‌characteristics‌ ‌other‌ ‌than‌ ‌a‌ ‌certain‌ ‌“postmodern‌ ‌twist”.‌‌                       

Scholar‌ ‌Sladana‌ ‌Stamenkovic‌ ‌(2016,‌ ‌p.‌ ‌400)‌ ‌has‌ ‌claimed,‌ ‌for‌ ‌instance,‌ ‌that‌ ‌“[t]he‌ ‌genre‌‌of‌‌                           

Postmodern‌‌Gothic‌‌represents‌‌a‌‌postmodern‌‌incarnation‌‌of‌‌the‌‌traditional‌‌Gothic‌‌genre‌‌and‌‌it‌‌                         

includes‌ ‌traditional‌ ‌Gothic‌ ‌elements‌ ‌although‌ ‌somewhat‌ ‌modified‌ ‌and‌ ‌upgraded”.‌ ‌What‌ ‌an‌‌                     

upgraded‌ ‌incarnation‌ ‌of‌ ‌the‌ ‌traditional‌ ‌gothic‌ ‌is‌ ‌supposed‌ ‌to‌ ‌resemble‌ ‌is‌ ‌never‌ ‌clarified,‌‌                         

though‌‌it‌‌might‌‌arguably‌‌verge‌‌on‌‌either‌‌pastiche‌‌or‌‌parody.‌‌Scholar‌‌Andrew‌‌Smith‌‌(2013,‌‌p.‌‌                             

142)‌‌argues‌‌in‌‌his‌‌turn‌‌that‌‌the‌‌postmodern‌‌gothic‌‌of‌‌popular‌‌culture‌‌stands‌‌for‌‌the‌‌horror‌‌text‌‌                                 

that‌ ‌“reworks‌ ‌Gothic‌ ‌tropes”,‌ ‌thus‌ ‌keeping‌ ‌with‌ ‌the‌ ‌gothic‌ ‌tradition‌ ‌while‌ ‌working‌ ‌as‌‌                         

“exercises‌ ‌in‌ ‌postmodernism”.‌ ‌It‌ ‌is‌ ‌more‌ ‌or‌ ‌less‌ ‌clear‌ ‌that‌ ‌a‌ ‌reworking‌ ‌of‌ ‌gothic‌ ‌tropes‌ ‌as‌‌                               

exercises‌‌in‌‌postmodernism‌‌must‌‌entail‌‌an‌‌underlying‌‌consideration‌‌of‌‌intertextuality,‌‌perhaps‌‌                     

parody,‌ ‌but‌ ‌that‌ ‌understanding‌‌is‌‌not‌‌made‌‌clear;‌‌however,‌‌considering‌‌how‌‌Smith‌‌(2013,‌‌p.‌‌                           

147-148)‌ ‌reads‌ ‌the‌ ‌works‌ ‌of‌ ‌Shirley‌ ‌Jackson,‌ ‌Angela‌ ‌Carter,‌ ‌and‌ ‌Toni‌ ‌Morrison‌ ‌to‌‌explore‌‌                           

“the‌‌meaning‌‌of‌‌absence‌‌[...]‌‌as‌‌a‌‌critique‌‌of‌‌the‌‌type‌‌of‌‌empty‌‌representation‌‌that‌‌defines‌‌one‌‌                                 

version‌‌of‌‌the‌‌postmodern”,‌‌it‌‌would‌‌seem‌‌reasonable‌‌to‌‌suspect‌‌that‌‌version‌‌to‌‌be‌‌Jameson’s.‌‌                             
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A‌ ‌similar‌ ‌problem‌ ‌is‌ ‌to‌ ‌be‌ ‌found‌ ‌in‌ ‌David‌ ‌Punter‌ ‌and‌ ‌Glennis‌ ‌Byron’s‌ ‌chapter‌ ‌“Gothic‌‌                             

Postmodernism”‌ ‌in‌ ‌their‌ ‌handbook‌ ‌‌The‌ ‌Gothic‌ ‌(2007,‌ ‌p.‌ ‌50-53),‌ ‌in‌ ‌which‌ ‌the‌ ‌scholars‌ ‌list‌‌                           

complex‌‌hallmarks‌‌of‌‌gothic‌‌fiction‌‌that‌‌they‌‌see‌‌to‌‌find‌‌“further‌‌home”‌‌in‌‌the‌‌postmodern:‌‌a‌‌                               

“superflux‌‌of‌‌meaning‌‌[...],‌‌a‌‌series‌‌of‌‌transfers‌‌and‌‌translocations‌‌from‌‌one‌‌place‌‌to‌‌another‌‌                             

[...],‌ ‌an‌ ‌attention‌ ‌to‌ ‌the‌ ‌divisions‌ ‌and‌ ‌doublings‌ ‌of‌ ‌the‌ ‌self‌ ‌[...],‌ ‌a‌ ‌mixture‌ ‌[...]‌ ‌of‌ ‌narrative‌‌                                 

voices‌ ‌[...],‌ ‌[and]‌ ‌a‌ ‌distortion‌‌of‌‌perspective”‌‌are‌‌some‌‌of‌‌the‌‌“complications‌‌of‌‌postmodern‌‌                           

writing,‌ ‌particularly‌‌in‌‌the‌‌areas‌‌of‌‌subjectivity‌‌and‌‌location‌‌[that]‌‌reflect‌‌back‌‌onto‌‌and‌‌into‌‌                             

the‌‌Gothic”.‌‌Although‌‌the‌‌exemplification‌‌is‌‌more‌‌detailed‌‌now,‌‌we‌‌are‌‌still‌‌left‌‌adrift‌‌in‌‌the‌‌                               

murky‌ ‌waters‌ ‌of‌ ‌unexplained‌ ‌postmodern‌ ‌“complications”.‌ ‌ 

Interesting‌‌as‌‌these‌‌comments‌‌may‌‌be,‌‌their‌‌vagueness‌‌is‌‌to‌‌their‌‌detriment,‌‌their‌‌most‌‌                           

important‌ ‌aspect‌ ‌being‌ ‌their‌ ‌intimation‌ ‌of‌ ‌an‌ ‌inherent‌ ‌suitability‌ ‌between‌ ‌the‌ ‌gothic‌ ‌and‌‌                         

postmodernism.‌ ‌It‌ ‌is‌ ‌to‌ ‌account‌ ‌for‌ ‌that‌ ‌perceived‌ ‌similarity‌ ‌that‌ ‌the‌ ‌most‌ ‌thriving‌‌                         

examinations‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌have‌ ‌been‌ ‌developed‌ ‌in‌ ‌the‌ ‌works‌ ‌of‌ ‌Allan‌ ‌Lloyd‌‌                           

Smith‌ ‌(1996)‌ ‌and‌ ‌Maria‌ ‌Beville‌ ‌(2009).‌ ‌Smith‌ ‌(1996,‌ ‌p.‌ ‌6-19)‌ ‌has‌ ‌offered‌ ‌an‌ ‌in-depth‌‌                           

contribution‌‌to‌‌the‌‌subject‌‌in‌‌an‌‌essay‌‌titled‌‌“Postmodernism/Gothicism”,‌‌in‌‌which‌‌he‌‌claims‌‌                         

that‌ ‌“[t]here‌ ‌are‌ ‌striking‌ ‌parallels‌ ‌between‌ ‌the‌ ‌features‌ ‌identified‌ ‌in‌ ‌discourses‌ ‌concerning‌‌                       

postmodernism‌ ‌and‌ ‌those‌ ‌which‌ ‌are‌ ‌focused‌ ‌on‌ ‌the‌ ‌Gothic‌ ‌tradition”‌ ‌(SMITH,‌‌1996,‌‌p.‌‌6),‌‌                           

seeing‌‌as‌‌“postmodernists‌‌seem‌‌to‌‌have‌‌borrowed‌‌certain‌‌particular‌‌qualities‌‌of‌‌the‌‌Gothic‌‌to‌‌                           

pursue‌‌their‌‌own‌‌agendas”‌‌(SMITH,‌‌1996,‌‌p.‌‌14).‌‌He‌‌believes‌‌that‌‌the‌‌reason‌‌underlying‌‌the‌‌                             

overlap‌ ‌of‌ ‌gothic‌ ‌and‌ ‌postmodernism‌ ‌is‌ ‌that‌ ‌both‌ ‌have‌ ‌emerged‌ ‌in‌ ‌periods‌ ‌of‌ ‌social‌ ‌and‌‌                             

political‌ ‌change‌ ‌brought‌‌about‌‌by‌‌the‌‌development‌‌of‌‌new‌‌technologies‌‌—‌‌the‌‌former‌‌at‌‌the‌‌                             

heydays‌‌of‌‌the‌‌Enlightenment,‌‌the‌‌latter‌‌at‌‌the‌‌outset‌‌of‌‌late‌‌capitalism,‌‌in‌‌which‌‌information‌‌                             

and‌‌technical‌‌knowledge‌‌have‌‌become‌‌the‌‌main‌‌commodities‌‌in‌‌circulation,‌‌according‌‌to‌‌the‌‌                         

celebrated‌ ‌assertion‌ ‌of‌ ‌Jean-François‌ ‌Lyotard‌ ‌(1984).‌ ‌Drawing‌ ‌from‌ ‌this‌ ‌proximity,‌ ‌Smith‌‌                     

goes‌ ‌on‌ ‌to‌ ‌investigate‌ ‌those‌ ‌aspects‌‌of‌‌postmodernism‌‌that‌‌may‌‌be‌‌said‌‌to‌‌think‌‌back‌‌to‌‌the‌‌                                 

gothic‌ ‌tradition:‌ ‌indeterminacy,‌ ‌as‌‌both‌‌a‌‌suspense‌‌technique,‌‌a‌‌reaction‌‌against‌‌Enlightened‌‌                       

classicism,‌ ‌and‌ ‌the‌ ‌result‌ ‌of‌ ‌the‌ ‌postmodern‌‌distrust‌‌of‌‌metanarratives;‌‌a‌‌dominant‌‌focus‌‌on‌‌                           

ontology‌‌over‌‌epistemology,‌‌both‌‌as‌‌the‌‌trigger‌‌of‌‌mystery‌‌and‌‌suspense,‌‌and‌‌as‌‌the‌‌result‌‌of‌‌                               

digression,‌ ‌multiplicity‌ ‌of‌ ‌narrators‌ ‌and‌ ‌registers,‌ ‌and‌ ‌disputes‌ ‌over‌ ‌veracity‌ ‌in‌‌postmodern‌‌                       

texts;‌ ‌superficiality,‌ ‌a‌ ‌mark‌ ‌of‌ ‌both‌ ‌gothic‌ ‌conventions‌ ‌and‌ ‌the‌ ‌postmodern‌ ‌aesthetic‌‌of‌‌the‌‌                           

hyperreal‌‌image;‌‌a‌‌favoring‌‌of‌‌comedy‌‌and‌‌burlesque‌‌as‌‌sources‌‌of‌‌grotesque‌‌images;‌‌and‌‌the‌‌                             

foregrounding‌ ‌of‌ ‌the‌ ‌unspeakable‌ ‌as‌ ‌a‌ ‌means‌ ‌of‌ ‌approaching‌ ‌deep-rooted‌ ‌taboos‌ ‌in‌‌                       

sensationalist‌ ‌fashion:‌ ‌perversities,‌ ‌war‌ ‌atrocities,‌ ‌sexual‌ ‌deviance,‌ ‌violence‌ ‌and‌ ‌terrorism‌‌                   

abound‌ ‌in‌ ‌both‌ ‌the‌ ‌gothic‌ ‌and‌ ‌postmodernism.‌ ‌ 
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‌  A‌ ‌couple‌ ‌of‌ ‌particular‌ ‌interactions‌ ‌stand‌ ‌out‌ ‌in‌ ‌Smith’s‌ ‌analysis.‌ ‌The‌ ‌first‌ ‌is‌ ‌the‌‌                           

obsession‌ ‌with‌ ‌nostalgia‌‌that‌‌has‌‌been‌‌noted‌‌of‌‌both‌‌gothicism‌‌and‌‌postmodernism,‌‌for‌‌both‌‌                           

are‌ ‌held‌ ‌accountable‌ ‌for‌ ‌“ransacking‌ ‌an‌ ‌imaginary‌ ‌museum‌ ‌of‌ ‌pastness”‌ ‌(SMITH,‌ ‌1996,‌‌p.‌‌                         

11)‌ ‌to‌ ‌produce‌‌a‌‌pastiche‌‌of‌‌archaic‌‌images‌‌which‌‌lacks‌‌historical‌‌accuracy.‌‌It‌‌would‌‌follow‌‌                             

that‌ ‌“the‌ ‌tokens‌ ‌of‌ ‌the‌ ‌past‌ ‌are‌ ‌exhibited‌ ‌without‌‌discrimination‌‌[as‌‌a]‌‌playful‌‌admixture‌‌of‌‌                             

inaccurate‌ ‌histories”‌ ‌(SMITH,‌ ‌1996,‌ ‌p.‌ ‌10),‌ ‌that‌ ‌is,‌ ‌as‌ ‌nothing‌ ‌but‌ ‌a‌ ‌vast‌ ‌collection‌ ‌of‌‌                             

superficially‌ ‌cannibalized‌ ‌images.‌ ‌The‌ ‌second‌ ‌important‌ ‌interaction‌ ‌concerns‌ ‌pastiche‌ ‌as‌ ‌a‌‌                     

privileged‌‌mode‌‌of‌‌engagement‌‌with‌‌tradition‌‌in‌‌both‌‌gothicism‌‌and‌‌postmodernism,‌‌for‌‌they‌‌                         

are‌ ‌both‌ ‌omnivorous‌ ‌forms‌ ‌“composed‌ ‌of‌ ‌elements‌ ‌borrowed‌‌from‌‌other‌‌forms‌‌and‌‌its‌‌own‌‌                           

earlier‌‌examples‌‌[...]‌‌without‌‌observable‌‌parodic‌‌implications‌‌[...‌‌or]‌‌too‌‌much‌‌reworking‌‌and‌‌                         

reappraisal”‌‌(SMITH,‌‌1996,‌‌p.‌‌11).‌‌Smith‌‌(1996,‌‌p.‌‌13)‌‌suggests‌‌that‌‌issues‌‌of‌‌self-reflexivity‌‌                           

and‌ ‌metafiction‌ ‌in‌ ‌postmodernism‌ ‌are‌ ‌shaped‌ ‌into‌ ‌two‌ ‌different‌ ‌strains:‌ ‌postmodern‌ ‌gothic‌‌                       

novels‌ ‌are‌‌either‌‌stylized‌‌as‌‌a‌‌“flat‌‌repetition‌‌of‌‌Gothic‌‌narrative‌‌structures”‌‌or‌‌as‌‌fictions‌‌in‌‌                               

which‌ ‌“the‌‌Gothic‌‌appears‌‌as‌‌one‌‌element‌‌among‌‌many”,‌‌especially‌‌in‌‌the‌‌works‌‌of‌‌broadly‌‌                             

non-Gothic‌ ‌writers.‌ ‌What‌ ‌our‌ ‌analysis‌ ‌will‌ ‌suggest‌ ‌is‌ ‌that‌ ‌there‌ ‌is‌ ‌a‌ ‌third‌ ‌alternative:‌‌                           

postmodern‌‌novels‌‌may‌‌be‌‌more‌‌than‌‌a‌‌cannibalized‌‌pastiche‌‌of‌‌past‌‌images;‌‌they‌‌may‌‌in‌‌fact‌‌                               

be‌‌predominantly‌‌gothic‌‌in‌‌metafictional‌‌form,‌‌while‌‌at‌‌the‌‌same‌‌time‌‌demonstrating‌‌a‌‌highly‌‌                           

acute‌ ‌understanding‌ ‌of‌ ‌history‌ ‌and‌ ‌being‌ ‌critical‌ ‌of‌ ‌the‌ ‌narrative‌ ‌structures‌ ‌they‌ ‌set‌ ‌out‌ ‌to‌‌                             

employ‌ ‌and‌ ‌destabilize‌ ‌in‌ ‌parodic‌ ‌fashion.‌ ‌ 

Maria‌ ‌Beville‌ ‌(2009,‌ ‌p.‌ ‌8-9)‌ ‌in‌ ‌her‌ ‌turn‌ ‌has‌ ‌chosen‌ ‌to‌ ‌discuss‌‌                       

“Gothic-postmodernism”‌‌as‌‌a‌‌distinctive‌‌genre‌‌of‌‌postmodernist‌‌fiction,‌‌“a‌‌hybrid‌‌mode‌‌that‌‌                       

emerges‌ ‌from‌ ‌the‌ ‌dialogic‌‌interaction‌‌of‌‌Gothic‌‌and‌‌postmodernist‌‌characteristics‌‌in‌‌a‌‌given‌‌                         

text”.‌‌She‌‌claims‌‌that‌‌“[i]n‌‌Gothic-postmodernist‌‌works,‌‌Gothic‌‌and‌‌postmodernist‌‌ideologies‌‌                     

exist‌ ‌in‌ ‌a‌ ‌sort‌ ‌of‌ ‌symbiotic‌ ‌relationship‌ ‌which‌ ‌effectively‌ ‌increases‌ ‌the‌ ‌intensity‌ ‌of‌ ‌each”‌‌                           

(BEVILLE,‌ ‌2009,‌ ‌p.‌ ‌55);‌ ‌hence,‌ ‌“the‌ ‌literary‌ ‌devices‌ ‌of‌ ‌each‌ ‌mode‌ ‌and‌ ‌their‌ ‌respective‌‌                           

strategies‌ ‌deserve‌ ‌equal‌ ‌status‌ ‌within‌ ‌the‌ ‌limits‌ ‌of‌ ‌a‌ ‌definition”‌ ‌(BEVILLE,‌ ‌2009,‌ ‌p.‌ ‌51).‌‌                           

Beville‌ ‌thus‌ ‌sets‌ ‌out‌ ‌to‌ ‌look‌ ‌into‌ ‌“some‌ ‌of‌ ‌the‌‌issues‌‌that‌‌are‌‌explored‌‌separately‌‌in‌‌Gothic‌‌                                 

and‌‌postmodernist‌‌fiction,‌‌[which]‌‌are‌‌one‌‌and‌‌the‌‌same”‌‌(BEVILLE,‌‌2009,‌‌p.‌‌53):‌‌a‌‌sense‌‌of‌‌                               

crisis‌ ‌in‌ ‌identity,‌ ‌the‌ ‌shattering‌ ‌of‌ ‌Enlightened‌ ‌subjectivity,‌ ‌the‌ ‌workings‌ ‌of‌ ‌the‌ ‌human‌‌                         

psyche,‌ ‌and‌ ‌the‌ ‌subversion‌‌of‌‌Illuminist‌‌perspectives‌‌on‌‌ontology‌‌and‌‌epistemology.‌‌Beville‌‌                       

(2009,‌ ‌p.‌ ‌7)‌ ‌sees‌ ‌postmodernism‌ ‌as‌ ‌“experimental,‌ ‌radical‌ ‌and‌‌often‌‌metafictional‌‌literature‌‌                       

which‌ ‌problematizes‌ ‌the‌ ‌relationship‌ ‌between‌ ‌reality‌ ‌and‌ ‌fiction,‌ ‌reader‌ ‌and‌ ‌text”.‌ ‌These‌‌                       

comments‌ ‌suggest‌ ‌that‌‌the‌‌focus‌‌of‌‌her‌‌analysis‌‌is‌‌purportedly‌‌placed‌‌onto‌‌the‌‌metafictional‌‌                           

experimentation‌ ‌that‌ ‌characterizes‌ ‌the‌ ‌poetics‌‌of‌‌postmodernism‌‌in‌‌the‌‌terms‌‌that‌‌have‌‌been‌‌                         
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established‌‌by‌‌Hutcheon;‌‌however,‌‌this‌‌aspect‌‌will‌‌go‌‌on‌‌to‌‌fulfill‌‌an‌‌only‌‌marginal‌‌part‌‌in‌‌her‌‌                                 

discussion,‌‌as‌‌she‌‌later‌‌centers‌‌more‌‌closely‌‌on‌‌the‌‌so-called‌‌characteristics‌‌of‌‌the‌‌postmodern‌‌                           

condition:‌ ‌“that‌ ‌experience‌ ‌of‌ ‌darkness,‌ ‌confusion,‌ ‌and‌ ‌lack‌ ‌of‌ ‌meaning‌ ‌and‌ ‌authority‌ ‌in‌ ‌a‌‌                           

desensitized‌‌world‌‌that‌‌confronts‌‌alienation‌‌and‌‌death‌‌on‌‌a‌‌daily‌‌basis”‌‌(BEVILLE,‌‌2009,‌‌p.‌‌                           

53).‌ ‌That‌ ‌is‌ ‌why,‌ ‌despite‌ ‌acknowledging‌ ‌that‌ ‌both‌‌the‌‌gothic‌‌and‌‌postmodernism‌‌operate‌‌in‌‌                           

metafictional‌‌realms,‌‌Beville‌‌(2009,‌‌p.‌‌55)‌‌concludes‌‌that‌‌“the‌‌manifestations‌‌of‌‌gothicism‌‌in‌‌                         

postmodernist‌‌writing‌‌can‌‌be‌‌narrowed‌‌down‌‌to‌‌a‌‌few‌‌primary‌‌agents,‌‌namely,‌‌the‌‌concept‌‌of‌‌                             

the‌ ‌sublime‌ ‌as‌ ‌experienced‌ ‌through‌ ‌terror,‌ ‌suspense,‌ ‌and‌ ‌horror;‌ ‌the‌ ‌supernatural;‌‌                     

metamorphosis;‌ ‌the‌ ‌grotesque;‌ ‌and‌ ‌an‌ ‌obsession‌ ‌with‌ ‌death‌ ‌or‌ ‌the‌ ‌end”.‌ ‌ 

Among‌ ‌these,‌ ‌and‌ ‌following‌ ‌on‌ ‌David‌ ‌Punter,‌ ‌she‌ ‌elects‌ ‌terror‌ ‌as‌‌the‌‌favored‌‌affect‌‌                           

intended‌ ‌by‌ ‌Gothic-postmodernist‌ ‌authors.‌ ‌Noting‌ ‌that‌ ‌terror‌ ‌has‌ ‌been‌ ‌foregrounded‌ ‌in‌‌                     

postmodern‌‌political‌‌discourse,‌‌though‌‌it‌‌has‌‌been‌‌somewhat‌‌displaced‌‌as‌‌a‌‌defining‌‌aspect‌‌of‌‌                           

gothic‌‌fiction,‌‌she‌‌sustains‌‌that‌‌the‌‌gothic‌‌should‌‌be‌‌seen‌‌as‌‌“the‌‌clearest‌‌mode‌‌of‌‌expression‌‌                               

in‌ ‌literature‌ ‌for‌ ‌voicing‌ ‌the‌ ‌terrors‌ ‌of‌ ‌postmodernity‌ ‌[...]‌ ‌in‌‌the‌‌present‌‌context‌‌of‌‌increased‌‌                             

global‌ ‌terrorism”‌ ‌(BEVILLE,‌ ‌2009,‌ ‌p.‌ ‌8).‌ ‌Historically‌ ‌speaking,‌ ‌terror‌ ‌has‌ ‌been‌ ‌part‌‌of‌‌the‌‌                           

modern‌ ‌political‌ ‌order‌ ‌since‌ ‌the‌ ‌Reign‌ ‌of‌ ‌Terror‌ ‌that‌ ‌marked‌ ‌the‌ ‌ideological‌ ‌decline‌ ‌of‌ ‌the‌‌                             

French‌‌Revolution,‌‌which‌‌has‌‌translated‌‌into‌‌a‌‌peak‌‌of‌‌gothic‌‌production‌‌in‌‌the‌‌second‌‌half‌‌of‌‌                               

the‌ ‌eighteenth‌ ‌century.‌ ‌Beville‌ ‌(2009,‌ ‌p.‌ ‌27)‌ ‌thinks‌ ‌that‌ ‌this‌ ‌is‌ ‌a‌ ‌reality‌ ‌comparable‌ ‌to‌ ‌our‌‌                               

postmodern‌‌times,‌‌only‌‌now‌‌terror‌‌arises‌‌as‌‌a‌‌result‌‌of‌‌a‌‌“sublime‌‌experience‌‌in‌‌the‌‌sense‌‌of‌‌a‌‌                                   

liminal‌ ‌state‌ ‌of‌ ‌existence‌ ‌that‌ ‌puts‌ ‌the‌ ‌‘real’‌ ‌into‌ ‌question”.‌ ‌Terror‌ ‌is‌ ‌thus‌ ‌linked‌ ‌with‌‌                             

deconstruction:‌ ‌it‌ ‌denies‌ ‌oppositions‌ ‌in‌ ‌favor‌ ‌of‌ ‌liminality‌ ‌and‌ ‌in-betweenness,‌ ‌as‌ ‌“[i]t‌‌                       

functions‌ ‌to‌ ‌‌resurrect‌ ‌both‌ ‌the‌ ‌real‌ ‌and‌ ‌the‌ ‌fictional‌ ‌in‌ ‌that‌ ‌sublime‌ ‌moment‌ ‌when‌ ‌binary‌‌                             

ideologies‌‌are‌‌destabilized‌‌and‌‌we‌‌are‌‌confronted‌‌with‌‌the‌‌unrepresentable”‌‌(BEVILLE,‌‌2009,‌‌                       

p.‌ ‌30,‌ ‌emphasis‌ ‌original).‌ ‌Moreover,‌ ‌it‌ ‌betrays‌ ‌the‌ ‌self-consciousness‌ ‌of‌ ‌our‌ ‌postmodern‌‌                       

condition,‌‌ever‌‌more‌‌shaped‌‌into‌‌a‌‌culture‌‌of‌‌fear‌‌by‌‌the‌‌exploration‌‌of‌‌terrorism‌‌and‌‌death‌‌in‌‌                                 

the‌ ‌media,‌ ‌and‌ ‌aware‌ ‌of‌ ‌“reality”‌ ‌as‌ ‌a‌ ‌cultural‌ ‌and‌ ‌linguistic‌ ‌construct.‌ ‌Hence,‌ ‌for‌ ‌Beville,‌ ‌ 

‌ ‌  
Gothic-postmodernism‌ ‌can‌ ‌be‌ ‌regarded‌ ‌as‌ ‌an‌ ‌artistic‌ ‌response‌‌to‌‌the‌‌terror‌‌                     
that‌ ‌currently‌ ‌haunts‌ ‌our‌ ‌collective‌ ‌unconscious‌ ‌as‌ ‌part‌ ‌of‌‌our‌‌postmodern‌‌                     
culture‌‌of‌‌fear,‌‌and‌‌also‌‌as‌‌part‌‌of‌‌our‌‌subjective‌‌desire‌‌for‌‌its‌‌return‌‌and‌‌for‌‌                               
discourse‌‌to‌‌open‌‌unto‌‌the‌‌darker‌‌side‌‌of‌‌our‌‌known‌‌‘realities’.‌‌(BEVILLE,‌‌                       
2009,‌ ‌p.‌ ‌24).‌ ‌ 

‌ ‌  

Beville’s‌‌thorough‌‌rendition‌‌is‌‌very‌‌carefully‌‌developed,‌‌yet‌‌it‌‌seems‌‌to‌‌fail‌‌to‌‌account‌‌                           

for‌‌the‌‌particular‌‌set‌‌of‌‌concerns‌‌raised‌‌by‌‌the‌‌novels‌‌that‌‌integrate‌‌the‌‌corpus‌‌of‌‌this‌‌research.‌‌                                 

That‌ ‌is‌ ‌not‌ ‌to‌‌the‌‌detriment‌‌of‌‌her‌‌theory,‌‌which‌‌is‌‌crowned‌‌by‌‌an‌‌acknowledgment‌‌of‌‌what‌‌                                 
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could‌‌be‌‌used‌‌as‌‌a‌‌conclusion‌‌to‌‌this‌‌review‌‌of‌‌the‌‌main‌‌contributions‌‌to‌‌the‌‌conceptualization‌‌                               

of‌ ‌the‌ ‌postmodern‌ ‌gothic:‌ ‌“due‌ ‌to‌ ‌its‌ ‌expansive‌ ‌nature,‌ ‌the‌ ‌Gothic,‌ ‌like‌ ‌postmodernism‌ ‌is‌‌                           

amenable‌‌to‌‌numerous‌‌and‌‌often‌‌disparate‌‌theories”‌‌(BEVILLE,‌‌2009,‌‌p.‌‌20).‌‌This‌‌conclusion‌‌                         

implicitly‌ ‌suggests,‌ ‌in‌ ‌other‌ ‌words,‌ ‌that‌ ‌there‌ ‌is‌ ‌not‌ ‌one‌ ‌postmodern‌ ‌gothic,‌ ‌but‌ ‌many,‌‌and‌‌                             

that,‌‌in‌‌theorizing‌‌the‌‌genre‌‌in‌‌good‌‌postmodern‌‌fashion,‌‌we‌‌could‌‌never‌‌claim‌‌to‌‌hold‌‌a‌‌final‌‌                                 

authoritative‌‌say,‌‌but‌‌merely‌‌to‌‌add‌‌another‌‌provisional‌‌layer‌‌to‌‌a‌‌more‌‌heterogeneous‌‌field‌‌of‌‌                             

artistic‌ ‌practices‌ ‌and‌ ‌theoretical‌ ‌discussion.‌ ‌In‌ ‌reclaiming‌‌the‌‌tag‌‌“postmodern‌‌gothic”‌‌for‌‌a‌‌                         

different‌ ‌set‌ ‌of‌ ‌literary‌ ‌artifacts,‌ ‌then,‌ ‌it‌ ‌is‌ ‌not‌ ‌our‌ ‌intention‌ ‌to‌ ‌invalidate‌ ‌pre-existing‌‌                           

comments,‌ ‌but‌ ‌simply‌ ‌to‌ ‌account‌ ‌for‌ ‌both‌ ‌the‌ ‌specificities‌ ‌and‌ ‌the‌ ‌interconnectedness‌ ‌of‌ ‌a‌‌                           

considerable‌ ‌number‌ ‌of‌ ‌postmodern‌ ‌novels‌ ‌that‌ ‌have‌ ‌largely‌ ‌flown‌ ‌under‌ ‌the‌ ‌critical‌ ‌radar.‌‌                         

These‌ ‌novels‌ ‌are‌ ‌indeed‌ ‌parodic,‌ ‌but‌ ‌in‌ ‌terms‌ ‌that‌ ‌have‌ ‌rarely,‌ ‌if‌ ‌ever,‌ ‌been‌ ‌addressed‌ ‌in‌‌                               

academic‌‌scholarship‌‌of‌‌gothic‌‌literature;‌‌they‌‌are‌‌also‌‌examples‌‌of‌‌a‌‌shared‌‌authorial‌‌practice‌‌                           

that‌ ‌must‌ ‌be‌ ‌examined‌ ‌in‌ ‌both‌ ‌synchronic‌ ‌and‌ ‌diachronic‌ ‌terms‌ ‌before‌ ‌an‌ ‌encompassing‌‌                         

concept‌ ‌of‌ ‌postmodern‌ ‌gothic‌ ‌may‌ ‌be‌ ‌enunciated.‌ ‌It‌ ‌is‌ ‌to‌ ‌that‌ ‌task‌ ‌we‌ ‌now‌ ‌turn.‌ ‌ 
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CHAPTER‌ ‌TWO‌ ‌ 

YET‌ ‌ANOTHER‌ ‌TURN‌ ‌OF‌ ‌THE‌ ‌SCREW:‌ ‌ADELE‌ ‌GRIFFIN’S‌ ‌‌TIGHTER‌ ‌ 

‌ 

In‌‌this‌‌chapter‌‌we‌‌will‌‌explore‌‌Adele‌‌Griffin’s‌‌novel‌‌‌Tighter‌‌‌in‌‌terms‌‌of‌‌its‌‌ex-centric‌‌                             

postmodern‌ ‌parodic‌ ‌reading‌ ‌of‌ ‌Henry‌ ‌James’s‌ ‌ghost‌ ‌story‌ ‌‌The‌ ‌Turn‌ ‌of‌‌the‌‌Screw‌,‌‌a‌‌novella‌‌                             

considered‌ ‌by‌ ‌David‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌47)‌ ‌“a‌ ‌decisive‌‌moment‌‌in‌‌the‌‌history‌‌of‌‌the‌‌Gothic‌‌                               

and‌ ‌of‌ ‌the‌ ‌ghost‌ ‌story”.‌ ‌Although‌ ‌it‌ ‌may‌ ‌be‌ ‌risky‌ ‌to‌ ‌sort‌ ‌out‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌‌                                 

ideological‌‌elements‌‌of‌‌parody,‌‌given‌‌how‌‌the‌‌three‌‌dimensions‌‌interact‌‌in‌‌order‌‌to‌‌authorize‌‌                           

the‌‌strategy‌‌of‌‌repeating‌‌with‌‌critical‌‌distance,‌‌we‌‌will‌‌segment‌‌the‌‌discussion‌‌in‌‌three‌‌distinct‌‌                             

subsections,‌ ‌each‌ ‌focusing‌ ‌on‌ ‌one‌ ‌set‌ ‌of‌ ‌aspects‌ ‌of‌ ‌the‌ ‌novel‌ ‌(it‌ ‌should‌‌be‌‌noted,‌‌however,‌‌                               

that‌ ‌subsections‌ ‌may‌ ‌eventually‌ ‌crisscross‌ ‌as‌ ‌certain‌ ‌narrative‌ ‌problems‌ ‌are‌ ‌raised‌ ‌and‌‌                       

discussed).‌‌In‌‌subsection‌‌one,‌‌“Depths,‌‌depths!”,‌‌we‌‌will‌‌focus‌‌on‌‌a‌‌number‌‌of‌ ‌diegetic‌‌and‌‌                             

conventional‌ ‌similarities‌ ‌and‌‌distinctions‌‌between‌‌the‌‌parodic‌‌and‌‌the‌‌parodied‌‌texts,‌‌so‌‌that‌‌                         

we‌‌may‌‌reflect‌‌on‌‌how‌‌‌Tighter‌‌parodically‌‌plays‌‌with‌‌the‌‌gothic‌‌genre‌‌and‌‌its‌‌conventions.‌‌In‌‌                               

subsection‌ ‌two,‌ ‌“This‌ ‌was‌ ‌no‌ ‌trick‌ ‌of‌ ‌the‌ ‌eye”,‌ ‌we‌ ‌will‌ ‌zoom‌ ‌in‌‌on‌‌the‌‌pragmatic‌‌range‌‌of‌‌                                   

intent‌‌displayed‌‌in‌‌the‌‌parodic‌‌novel,‌‌in‌‌order‌‌to‌‌discuss‌‌how‌‌it‌‌both‌‌reenacts‌‌and‌‌transgresses‌‌                               

a‌‌number‌‌of‌‌stylistic‌‌strategies‌‌that‌‌contribute‌‌to‌‌creating‌‌effects‌‌of‌‌ambiguity‌‌in‌‌‌The‌‌Turn‌‌of‌‌                               

the‌ ‌Screw‌.‌ ‌In‌ ‌subsection‌ ‌three,‌ ‌“In‌ ‌my‌ ‌family,‌ ‌we‌ ‌just‌ ‌call‌‌it‌‌mopey”,‌‌we‌‌will‌‌observe‌‌how‌‌                                 

parody,‌‌an‌‌introverted‌‌metafictional‌‌genre,‌‌is‌‌the‌‌means‌‌by‌‌which‌‌Griffin‌‌manages‌‌to‌‌unearth‌‌                           

concealed‌ ‌ideological‌ ‌preconceptions‌ ‌from‌ ‌her‌ ‌source‌ ‌material‌ ‌and‌ ‌turn‌ ‌them‌‌into‌‌the‌‌main‌‌                         

story‌‌of‌‌her‌‌own‌‌novel.‌‌By‌‌the‌‌end‌‌of‌‌the‌‌chapter,‌‌it‌‌will‌‌have‌‌become‌‌clear‌‌that‌‌the‌‌parodic‌‌                                     

elements‌ ‌of‌ ‌‌Tighter‌ ‌‌authorize‌ ‌its‌ ‌characterization‌ ‌as‌ ‌a‌‌postmodern‌‌gothic‌‌novel‌‌in‌‌the‌‌terms‌‌                           

suggested‌ ‌in‌ ‌our‌ ‌thesis.‌ ‌ 

‌ 

2.1‌ ‌“Depths,‌ ‌depths!”‌ ‌ 

‌ 

Before‌ ‌we‌ ‌can‌ ‌map‌ ‌out‌‌with‌‌clarity‌‌any‌‌given‌‌number‌‌of‌‌similarities‌‌and‌‌differences‌‌                           

between‌‌‌Tighter‌‌‌and‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌it‌‌will‌‌be‌‌imperative‌‌to‌‌provide‌‌a‌‌synopsis‌‌of‌‌both‌‌                                   

novels,‌ ‌beginning‌ ‌with‌ ‌Henry‌ ‌James’s‌ ‌historically‌ ‌anterior‌ ‌ghost‌ ‌story.‌ ‌ 

The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌is‌ ‌a‌ ‌short‌‌novella‌‌that‌‌can‌‌be‌‌easily‌‌summarized‌‌in‌‌its‌‌central‌‌                                 

events.‌‌The‌‌novella‌‌opens‌‌with‌‌a‌‌group‌‌of‌‌characters‌‌telling‌‌ghost‌‌stories‌‌by‌‌the‌‌fireplace‌‌on‌‌a‌‌                                 

Christmas‌ ‌Eve.‌ ‌One‌ ‌of‌ ‌the‌ ‌characters,‌ ‌simply‌ ‌referred‌ ‌to‌ ‌as‌ ‌Douglas,‌ ‌claims‌ ‌to‌ ‌be‌ ‌in‌‌                             

possession‌ ‌of‌ ‌a‌ ‌manuscript‌ ‌that‌‌registers‌‌the‌‌disturbing‌‌affair‌‌of‌‌a‌‌ghostly‌‌visitation‌‌befallen‌‌                           

the‌ ‌heads‌ ‌of‌ ‌two‌ ‌innocent‌ ‌children.‌ ‌The‌ ‌manuscript‌ ‌is‌ ‌authored‌ ‌by‌ ‌an‌ ‌unnamed‌ ‌former‌‌                           
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governess,‌ ‌hired‌ ‌by‌ ‌a‌ ‌mysterious‌ ‌gentleman‌ ‌who‌ ‌has‌ ‌been‌‌left‌‌in‌‌charge‌‌of‌‌his‌‌nephew‌‌and‌‌                               

niece,‌ ‌Miles‌ ‌and‌ ‌Flora,‌ ‌after‌ ‌the‌ ‌children’s‌‌parents‌‌died‌‌in‌‌India‌‌of‌‌unexplained‌‌causes.‌‌The‌‌                             

governess,‌‌who‌‌is‌‌a‌‌countryside‌‌parson’s‌‌daughter‌‌and‌‌feels‌‌extremely‌‌anxious‌‌that‌‌she‌‌won’t‌‌                           

be‌‌up‌‌to‌‌par‌‌with‌‌what‌‌is‌‌presently‌‌expected‌‌of‌‌her,‌‌is‌‌fascinated‌‌by‌‌her‌‌employer’s‌‌seductive‌‌                                 

manners,‌ ‌though‌ ‌he‌ ‌himself‌ ‌is‌ ‌rather‌ ‌curt:‌ ‌before‌ ‌she‌ ‌is‌ ‌dispatched‌ ‌to‌ ‌Bly,‌ ‌the‌ ‌rural‌ ‌estate‌‌                               

where‌ ‌Miles‌ ‌and‌ ‌Flora‌ ‌have‌ ‌been‌ ‌placed‌ ‌for‌ ‌protection,‌ ‌the‌ ‌gentleman‌ ‌determines‌ ‌that‌ ‌she‌‌                           

should‌ ‌never‌ ‌so‌ ‌much‌ ‌as‌ ‌bother‌‌him‌‌with‌‌anything‌‌relating‌‌to‌‌the‌‌education‌‌of‌‌the‌‌children.‌‌                               

Upon‌ ‌arriving‌ ‌at‌ ‌the‌ ‌premises,‌ ‌the‌ ‌governess‌ ‌is‌ ‌met‌ ‌by‌ ‌Mrs.‌ ‌Grose,‌ ‌an‌ ‌uneducated‌ ‌but‌‌                             

benevolent‌‌housekeeper,‌‌and‌‌soon‌‌takes‌‌charge‌‌of‌‌her‌‌wards,‌‌whom‌‌she‌‌describes‌‌in‌‌terms‌‌of‌‌                             

the‌ ‌utmost‌ ‌innocence,‌ ‌beauty‌ ‌and‌ ‌intelligence.‌ ‌Yet,‌ ‌upon‌ ‌receiving‌ ‌a‌ ‌letter‌ ‌from‌ ‌Miles’s‌‌                         

boarding‌ ‌school‌ ‌in‌ ‌which‌ ‌the‌ ‌headmaster‌ ‌discloses‌ ‌the‌ ‌youth’s‌ ‌permanent‌ ‌expulsion‌ ‌for‌‌                       

reasons‌ ‌that‌ ‌are‌ ‌never‌ ‌addressed,‌ ‌she‌ ‌begins‌ ‌to‌ ‌suspect‌ ‌that‌ ‌the‌ ‌boy‌ ‌must‌ ‌have‌ ‌exerted‌ ‌a‌‌                               

corrupting‌ ‌influence‌ ‌upon‌ ‌his‌ ‌fellow‌ ‌classmates‌ ‌to‌ ‌deserve‌ ‌such‌ ‌harsh‌ ‌punishment.‌ ‌Soon‌‌                       

enough,‌‌she‌‌begins‌‌to‌‌see‌‌ghosts‌‌on‌‌the‌‌property.‌‌The‌‌visitants‌‌from‌‌the‌‌other‌‌side,‌‌a‌‌man‌‌and‌‌                                   

a‌‌woman,‌‌are‌‌identified‌‌by‌‌Mrs.‌‌Grose,‌‌from‌‌the‌‌description‌‌provided‌‌by‌‌the‌‌governess,‌‌as‌‌the‌‌                               

disincarnated‌ ‌spirits‌ ‌of‌ ‌Peter‌ ‌Quint,‌‌the‌‌master’s‌‌former‌‌valet,‌‌a‌‌brutish‌‌and‌‌uncouth‌‌man‌‌of‌‌                             

irregular‌‌habits‌‌who‌‌had‌‌recently‌‌passed‌‌from‌‌a‌‌violent‌‌accident,‌‌and‌‌Miss‌‌Jessel,‌‌the‌‌former‌‌                             

governess,‌ ‌who‌ ‌had‌ ‌had‌ ‌an‌ ‌infamous‌ ‌sexual‌ ‌affair‌ ‌with‌ ‌Quint‌ ‌and‌‌died‌‌shortly‌‌after‌‌him‌‌of‌‌                               

mysterious‌ ‌causes‌ ‌(it‌ ‌is‌ ‌implied‌ ‌that‌ ‌she‌ ‌may‌ ‌have‌ ‌gotten‌ ‌pregnant‌ ‌and‌ ‌soon‌ ‌left‌ ‌Bly‌ ‌to‌‌                               

commit‌‌suicide).‌‌The‌‌governess‌‌promptly‌‌connects‌‌Miles’s‌‌strange‌‌banishment‌‌from‌‌school‌‌to‌‌                       

the‌‌supernatural‌‌occurrences‌‌she‌‌has‌‌experienced,‌‌and‌‌swiftly‌‌concludes‌‌that‌‌the‌‌ghosts,‌‌who‌‌                         

must‌ ‌have‌ ‌exerted‌ ‌an‌ ‌unnatural‌ ‌influence‌ ‌on‌ ‌the‌ ‌siblings‌ ‌while‌ ‌serving‌ ‌at‌ ‌Bly,‌ ‌have‌ ‌now‌‌                             

returned‌ ‌from‌ ‌the‌ ‌abode‌ ‌of‌‌the‌‌damned‌‌to‌‌possess‌‌the‌‌children’s‌‌souls‌‌and‌‌seduce‌‌them‌‌into‌‌                               

sharing‌ ‌their‌ ‌infernal‌ ‌pangs.‌ ‌She‌ ‌takes‌ ‌upon‌ ‌herself‌ ‌the‌ ‌mission‌ ‌of‌ ‌cleansing‌ ‌Bly‌ ‌from‌ ‌the‌‌                             

unwelcome‌‌presence‌‌of‌‌the‌‌specters,‌‌and‌‌shielding‌‌the‌‌youths‌‌from‌‌the‌‌nefarious‌‌influence‌‌of‌‌                           

the‌‌infamous‌‌couple;‌‌but‌‌by‌‌and‌‌by‌‌she‌‌begins‌‌to‌‌interpret‌‌the‌‌children’s‌‌independence,‌‌their‌‌                             

intellectual‌‌superiority‌‌and‌‌occasional‌‌misbehavior,‌‌as‌‌telltale‌‌signs‌‌that‌‌they‌‌already‌‌consort‌‌                       

in‌ ‌secrecy‌ ‌with‌ ‌the‌ ‌evil‌‌visitors.‌‌Her‌‌mission‌‌thus‌‌turns‌‌into‌‌a‌‌fight‌‌with‌‌the‌‌ghosts‌‌over‌‌the‌‌                                   

souls‌‌of‌‌the‌‌children:‌‌she‌‌causes‌‌an‌‌emotional‌‌breakdown‌‌in‌‌Flora‌‌after‌‌confronting‌‌her‌‌over‌‌                             

the‌‌presence‌‌of‌‌Miss‌‌Jessel,‌‌of‌‌which‌‌the‌‌girl‌‌claims‌‌to‌‌have‌‌no‌‌knowledge,‌‌and‌‌later‌‌instructs‌‌                                 

an‌ ‌increasingly‌ ‌distraught‌ ‌Mrs.‌ ‌Grose‌ ‌to‌ ‌leave‌ ‌Bly‌ ‌with‌ ‌Flora‌ ‌so‌ ‌that‌ ‌she‌ ‌(the‌ ‌governess)‌‌                             

might‌ ‌stay‌ ‌alone‌ ‌with‌ ‌Miles‌‌and‌‌extract‌‌from‌‌him‌‌a‌‌confession‌‌of‌‌the‌‌evil‌‌deed.‌‌Once‌‌alone‌‌                                 

with‌‌the‌‌boy,‌‌she‌‌presses‌‌him‌‌to‌‌provide‌‌an‌‌explanation‌‌for‌‌his‌‌dismissal‌‌from‌‌school,‌‌which‌‌                               

he‌ ‌finally‌ ‌does:‌ ‌he‌ ‌had‌ ‌said‌ ‌“things”‌ ‌to‌ ‌boys‌ ‌that‌ ‌he‌ ‌liked,‌ ‌“things”‌ ‌such‌ ‌as‌ ‌outraged‌ ‌the‌‌                                 



71‌ ‌ 

masters.‌‌Upon‌‌hearing‌‌Miles’s‌‌queer‌‌but‌‌perfectly‌‌reasonable‌‌explanation,‌‌the‌‌governess‌‌sees‌‌                       

the‌‌ghost‌‌of‌‌Peter‌‌Quint‌‌one‌‌last‌‌time,‌‌and‌‌forces‌‌the‌‌boy‌‌to‌‌confront‌‌him‌‌to‌‌save‌‌his‌‌own‌‌soul‌‌                                       

from‌ ‌damnation.‌ ‌Perhaps‌ ‌finally‌ ‌free‌ ‌from‌ ‌the‌ ‌evil‌ ‌influence‌ ‌of‌ ‌the‌ ‌queer‌ ‌valet,‌ ‌perhaps‌‌                           

terror-stricken‌ ‌by‌ ‌the‌ ‌governess’s‌ ‌madness,‌ ‌Miles‌ ‌succumbs‌ ‌to‌ ‌her‌ ‌arms‌ ‌—‌ ‌dead.‌ ‌ 

‌  The‌‌overall‌‌development‌‌of‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌is‌‌replicated‌‌in‌‌‌Tighter‌,‌‌albeit‌‌with‌‌                             

a‌ ‌number‌ ‌of‌ ‌noteworthy‌ ‌differences.‌ ‌The‌ ‌novel‌ ‌is‌ ‌the‌ ‌first-person‌ ‌account‌ ‌of‌ ‌17-year-old‌‌                         

Jamie‌‌Atkinson,‌‌a‌‌troubled‌‌teenager‌‌and‌‌drug‌‌addict‌‌who‌‌is‌‌hired‌‌by‌‌Miles‌‌McRae‌‌to‌‌spend‌‌a‌‌                                 

summer‌‌as‌‌an‌‌‌au‌‌pair‌‌at‌‌his‌‌manor,‌‌Skylark,‌‌on‌‌the‌‌island‌‌of‌‌Little‌‌Bly,‌‌where‌‌she‌‌is‌‌supposed‌‌                                     

to‌‌look‌‌after‌‌his‌‌daughter,‌‌Isa.‌‌Jamie‌‌takes‌‌on‌‌the‌‌job‌‌as‌‌an‌‌opportunity‌‌to‌‌leave‌‌behind‌‌recent‌‌                                   

trauma‌‌she‌‌has‌‌undergone:‌‌she‌‌has‌‌been‌‌seduced‌‌and‌‌dumped‌‌by‌‌her‌‌adult‌‌Chemistry‌‌teacher,‌‌                             

Sean‌ ‌Ryan,‌ ‌and‌ ‌has‌ ‌of‌‌lately‌‌begun‌‌to‌‌see‌‌the‌‌ghosts‌‌of‌‌her‌‌suicidal‌‌family‌‌members,‌‌Uncle‌‌                                 

Jim‌ ‌and‌ ‌Cousin‌ ‌Hank.‌ ‌Upon‌ ‌arriving‌ ‌at‌ ‌Skylark,‌ ‌Jamie‌ ‌sees‌ ‌the‌ ‌ghosts‌‌of‌‌a‌‌teenage‌‌couple‌‌                               

jump‌ ‌into‌ ‌the‌ ‌rough‌ ‌seas‌ ‌below‌‌a‌‌lighthouse‌‌on‌‌the‌‌premises.‌‌Shocked‌‌by‌‌a‌‌vision‌‌that‌‌may‌‌                                 

have‌‌been‌‌the‌‌side‌‌effect‌‌of‌‌the‌‌many‌‌pills‌‌she‌‌usually‌‌takes,‌‌she‌‌soon‌‌meets‌‌Isa,‌‌who‌‌naively‌‌                                   

informs‌ ‌her‌ ‌that‌ ‌Jessie,‌ ‌Jamie’s‌ ‌predecessor‌ ‌in‌ ‌the‌ ‌position,‌ ‌had‌ ‌died‌ ‌the‌ ‌previous‌ ‌summer‌‌                           

under‌ ‌mysterious‌ ‌circumstances.‌ ‌She‌ ‌is‌ ‌also‌ ‌surprised‌ ‌by‌ ‌the‌ ‌sudden‌ ‌return‌ ‌home‌ ‌of‌ ‌Milo,‌‌                           

Isa’s‌‌older‌‌brother,‌‌who‌‌has‌‌been‌‌expelled‌‌from‌‌summer‌‌camp‌‌for‌‌reasons‌‌that‌‌are‌‌never‌‌made‌‌                               

clear.‌‌In‌‌the‌‌weeks‌‌following‌‌the‌‌ghostly‌‌encounter‌‌by‌‌the‌‌lighthouse,‌‌Jamie‌‌continues‌‌to‌‌see‌‌                             

the‌ ‌ghosts‌‌of‌‌the‌‌couple,‌‌but‌‌mostly‌‌that‌‌of‌‌Peter‌‌Quint,‌‌a‌‌local‌‌boy‌‌who‌‌used‌‌to‌‌have‌‌secret‌‌                                     

encounters‌ ‌with‌ ‌Jessie‌ ‌at‌ ‌Skylark‌ ‌and‌ ‌now‌ ‌makes‌ ‌himself‌ ‌known‌ ‌by‌ ‌material‌ ‌evidence‌ ‌of‌‌                           

sabotage‌ ‌scattered‌ ‌all‌ ‌over‌ ‌the‌ ‌manor:‌ ‌engravings‌ ‌on‌ ‌the‌ ‌surfaces‌ ‌of‌ ‌ancient‌ ‌furniture,‌‌                         

damages‌‌to‌‌expensive‌‌artworks,‌‌corpses‌‌of‌‌dead‌‌squirrels,‌‌cigarette‌‌burns,‌‌little‌‌fires‌‌on‌‌every‌‌                           

hearth.‌ ‌By‌ ‌and‌ ‌little,‌ ‌Jamie‌ ‌uncovers‌ ‌the‌ ‌story‌ ‌of‌ ‌Peter‌ ‌and‌ ‌Jessie’s‌‌relationship:‌‌Jessie‌‌had‌‌                             

been‌‌the‌‌daughter‌‌of‌‌a‌‌well-off‌‌family‌‌who‌‌used‌‌to‌‌summer‌‌on‌‌Little‌‌Bly‌‌yearly,‌‌and‌‌Peter‌‌a‌‌                                   

local‌ ‌boy‌ ‌from‌ ‌a‌ ‌working-class‌ ‌family;‌ ‌their‌ ‌romantic‌ ‌involvement‌ ‌had‌ ‌been‌ ‌considered‌‌                       

scandalous‌‌by‌‌Little‌‌Bly‌‌standards,‌‌and‌‌Jessie‌‌used‌‌to‌‌have‌‌flings‌‌with‌‌other‌‌boys.‌‌They‌‌had‌‌                               

died‌‌from‌‌a‌‌helicopter‌‌crash‌‌against‌‌the‌‌lighthouse‌‌at‌‌Skylark‌‌that‌‌may‌‌or‌‌may‌‌not‌‌have‌‌been‌‌                                 

caused‌‌by‌‌Peter,‌‌and‌‌now‌‌Jamie‌‌believes‌‌his‌‌spirit‌‌is‌‌back‌‌with‌‌a‌‌vengeance‌‌against‌‌the‌‌posh‌‌                                 

“summer‌ ‌people”‌ ‌who‌ ‌had‌ ‌often‌ ‌humiliated‌ ‌him.‌ ‌In‌ ‌the‌ ‌meantime,‌ ‌Jamie‌ ‌continues‌ ‌to‌‌take‌‌                           

care‌‌of‌‌Isa,‌‌and‌‌befriends‌‌a‌‌number‌‌of‌‌locals‌‌and‌‌summer‌‌people,‌‌including‌‌Sebastian,‌‌whom‌‌                             

she‌‌begins‌‌to‌‌date.‌‌Both‌‌Sebastian‌‌and‌‌Jamie’s‌‌other‌‌new‌‌friends‌‌admonish‌‌her‌‌to‌‌let‌‌the‌‌story‌‌                                 

of‌‌Quint‌‌and‌‌Jessie‌‌be,‌‌but‌‌the‌‌‌au‌‌pair‌’s‌‌growing‌‌obsession‌‌leads‌‌her‌‌to‌‌visit‌‌Peter’s‌‌family‌‌in‌‌                                   

search‌ ‌of‌ ‌explanations,‌ ‌and‌ ‌perhaps‌ ‌closure.‌ ‌In‌ ‌the‌ ‌novel’s‌‌final‌‌act,‌‌Jamie‌‌is‌‌confronted‌‌by‌‌                             

Sebastian‌ ‌with‌ ‌the‌ ‌fact‌ ‌that‌ ‌Milo‌ ‌does‌ ‌not‌ ‌exist:‌ ‌he‌ ‌is‌ ‌a‌ ‌creation‌ ‌of‌ ‌Isa’s‌ ‌imagination,‌ ‌a‌‌                                 
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figment‌ ‌of‌ ‌the‌ ‌child’s‌ ‌psyche‌ ‌picked‌ ‌up‌ ‌on‌ ‌by‌ ‌the‌ ‌‌au‌ ‌pair‌ ‌in‌ ‌her‌ ‌need‌ ‌to‌ ‌handle‌ ‌her‌ ‌own‌‌                                     

traumatic‌ ‌past.‌ ‌Back‌ ‌at‌ ‌the‌ ‌lighthouse,‌ ‌Jamie‌ ‌sees‌ ‌the‌ ‌ghosts‌ ‌jump‌ ‌into‌ ‌the‌ ‌sea‌ ‌once‌ ‌more,‌‌                               

only‌‌to‌‌realize‌‌what‌‌she‌‌had‌‌previously‌‌seen‌‌was‌‌not‌‌a‌‌vision‌‌of‌‌ghosts,‌‌but‌‌a‌‌premonition‌‌of‌‌                                   

her‌‌own‌‌suicide.‌‌After‌‌jumping‌‌into‌‌the‌‌ocean,‌‌Jamie‌‌is‌‌rescued‌‌from‌‌Little‌‌Bly‌‌and‌‌diagnosed‌‌                               

with‌ ‌schizophrenia;‌ ‌yet‌ ‌mysteries‌ ‌about‌ ‌Peter‌ ‌Quint’s‌ ‌ghost‌ ‌persist.‌ ‌ 

‌  The‌‌synopsis‌‌presented‌‌above‌‌circumscribes‌‌‌Tighter‌‌‌as‌‌an‌‌example‌‌of‌‌what‌‌is‌‌usually‌‌                         

named‌ ‌a‌ ‌“modernized‌ ‌version”‌5‌,‌ ‌a‌ ‌“modern‌ ‌retelling”‌6‌,‌ ‌or‌ ‌a‌ ‌“contemporary‌ ‌reboot”‌7‌ ‌of‌ ‌a‌‌                         

traditional‌ ‌or‌ ‌canonical‌ ‌text.‌ ‌It‌ ‌would‌ ‌be‌ ‌more‌ ‌fitting‌ ‌to‌ ‌describe‌ ‌Griffin’s‌ ‌ghost‌ ‌story,‌‌                           

following‌ ‌Linda‌ ‌Hutcheon’s‌ ‌terms,‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌parodic‌ ‌trans-contextualization‌ ‌of‌‌                   

James’s‌ ‌prior‌ ‌ghost‌ ‌story,‌ ‌one‌ ‌in‌ ‌which‌ ‌the‌ ‌narrative‌‌conventions,‌‌characters,‌‌conflicts,‌‌plot‌                         

twists‌ ‌and‌ ‌overall‌ ‌development‌ ‌of‌ ‌the‌‌parodied‌‌text‌‌are‌‌replayed‌‌in‌‌a‌‌contemporary‌‌context.‌‌                           

The‌‌“modernization”‌‌of‌‌the‌‌canonical‌‌text‌‌with‌‌recourse‌‌to‌‌strategies‌‌of‌‌parody‌‌suggests‌‌that‌‌                           

the‌ ‌aesthetic‌ ‌and‌ ‌narrative‌ ‌merits‌ ‌of‌ ‌James’s‌ ‌tale‌ ‌continue‌ ‌to‌ ‌be‌ ‌of‌ ‌great‌ ‌importance‌ ‌to‌ ‌the‌‌                               

newcomer‌ ‌author,‌ ‌but‌ ‌also‌ ‌that‌ ‌the‌ ‌canon‌ ‌is‌ ‌an‌ ‌institution‌ ‌whose‌ ‌centripetal‌ ‌force‌ ‌must‌ ‌be‌‌                             

challenged,‌ ‌revised‌ ‌and‌ ‌come‌ ‌to‌ ‌terms‌ ‌with‌ ‌for‌ ‌the‌ ‌exclusions‌ ‌it‌ ‌operates‌ ‌and‌ ‌the‌ ‌gaps‌ ‌it‌‌                               

leaves‌‌unaddressed.‌‌That‌‌conflicting‌‌stance‌‌on‌‌a‌‌source‌‌material‌‌that‌‌is‌‌both‌‌hailed‌‌as‌‌a‌‌model‌‌                               

of‌ ‌narrative‌ ‌originality‌ ‌and‌ ‌excellence,‌ ‌and‌ ‌a‌ ‌force‌ ‌that‌ ‌deserves‌ ‌transgression,‌ ‌is‌                       

characteristic‌ ‌of‌ ‌the‌ ‌paradoxical‌ ‌nature‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌parody,‌ ‌hence‌ ‌of‌‌the‌‌postmodern‌‌                         

gothic.‌ ‌ 

The‌‌novel’s‌‌title‌‌is‌‌highly‌‌ambiguous:‌‌in‌‌the‌‌course‌‌of‌‌the‌‌narrative,‌‌the‌‌word‌‌“tighter”‌‌                             

evokes‌‌the‌‌pull‌‌of‌‌the‌‌supernatural‌‌—‌‌“They‌‌[the‌‌ghosts]‌‌come‌‌to‌‌you‌‌when‌‌they‌‌sense‌‌your‌‌                                 

need.‌ ‌And‌ ‌all‌ ‌they‌ ‌want‌ ‌is‌ ‌to‌ ‌pull‌ ‌you‌ ‌in‌ ‌tighter.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌81)‌ ‌—‌ ‌and‌ ‌the‌‌                                   

seduction‌‌of‌‌suicide‌‌—‌‌“‌Jump‌.‌‌‌Done‌.‌‌‌Peace‌.‌‌The‌‌moment‌‌lured‌‌me,‌‌held‌‌me‌‌tight‌‌and‌‌tighter,‌‌                               

transfixed‌ ‌me‌ ‌and‌ ‌then‌ ‌abruptly‌ ‌let‌ ‌me‌ ‌go.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌72).‌ ‌In‌ ‌many‌ ‌respects,‌ ‌in‌‌                               

Griffin’s‌‌novel,‌‌the‌‌two‌‌pulls‌‌are‌‌one‌‌and‌‌the‌‌same;‌‌from‌‌beginning‌‌to‌‌end,‌‌ghostly‌‌visitations‌‌                               

will‌‌signal‌‌to‌‌Jamie‌‌the‌‌sense‌‌of‌‌what‌‌she‌‌believes‌‌to‌‌be‌‌her‌‌biggest‌‌need:‌‌to‌‌give‌‌herself‌‌over‌‌                                     

to‌ ‌the‌ ‌hands‌ ‌of‌ ‌the‌ ‌Grim‌ ‌Reaper‌ ‌and‌ ‌finally‌ ‌let‌ ‌go‌ ‌of‌ ‌the‌ ‌pain‌ ‌of‌ ‌depression‌ ‌and‌ ‌abuse.‌‌                                   

Moreover,‌ ‌the‌ ‌comparative‌ ‌of‌ ‌superiority‌ ‌suggests‌ ‌that‌ ‌the‌ ‌difference‌ ‌between‌ ‌parodic‌ ‌and‌‌                       

parodied‌ ‌text‌ ‌may‌ ‌be‌ ‌one‌ ‌of‌ ‌intensity,‌ ‌and‌ ‌perhaps‌ ‌daring‌ ‌—‌‌of‌‌the‌‌willingness‌‌of‌‌the‌‌later‌‌                                 

writer‌ ‌to‌ ‌lift‌ ‌the‌ ‌veil‌ ‌on‌ ‌the‌ ‌“depths,‌ ‌depths!”‌ ‌of‌ ‌taboo‌ ‌and‌‌monstrosity‌‌that‌‌the‌‌former‌‌one‌‌                                 

only‌‌hints‌‌at.‌‌Griffin’s‌‌novel‌‌could‌‌thus‌‌be‌‌described‌‌as‌‌a‌‌“tighter‌‌turn”‌‌of‌‌the‌‌screw,‌‌one‌‌that‌‌                                   

5 ‌‌Available‌ ‌at:‌‌ ‌‌https://www.publishersweekly.com/978-0-375-86645-6‌.‌ ‌Access:‌ ‌01/02/2021.‌‌ 

6 ‌‌Available‌ ‌at:‌‌ ‌‌https://adelegriffin.com/tighter‌.‌ ‌Access:‌ ‌01/02/2021.‌‌ 

7 ‌‌Available‌ ‌at:‌‌ ‌‌https://www.kirkusreviews.com/book-reviews/adele-griffin/tighter/‌.‌ ‌Access:‌ ‌01/02/2021.‌‌ 

https://www.publishersweekly.com/978-0-375-86645-6
https://www.publishersweekly.com/978-0-375-86645-6
https://adelegriffin.com/tighter
https://adelegriffin.com/tighter
https://www.kirkusreviews.com/book-reviews/adele-griffin/tighter/
https://www.kirkusreviews.com/book-reviews/adele-griffin/tighter/
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forces‌ ‌the‌ ‌source‌ ‌material‌ ‌into‌ ‌taking‌ ‌unexpected‌ ‌turns‌ ‌while‌ ‌bringing‌ ‌to‌‌the‌‌fore‌‌problems‌‌                           

that‌‌play‌‌a‌‌peripheral‌‌—‌‌though‌‌arguably‌‌determining‌‌—‌‌role‌‌in‌‌the‌‌development‌‌of‌‌James’s‌‌                             

plot.‌ ‌Those‌‌issues,‌‌as‌‌we‌‌will‌‌see‌‌in‌‌detail‌‌in‌‌subsection‌‌three,‌‌have‌‌to‌‌do‌‌with‌‌the‌‌taboos‌‌of‌‌                                     

suicide‌ ‌and‌ ‌child‌ ‌abuse,‌ ‌as‌ ‌well‌ ‌as‌ ‌Victorian‌ ‌middle-class‌ ‌ideological‌ ‌values‌ ‌and‌ ‌anxieties‌‌                         

placed‌ ‌on‌ ‌the‌ ‌family‌ ‌and‌ ‌the‌ ‌child.‌ ‌It‌ ‌is‌ ‌part‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic’s‌ ‌agenda‌ ‌—‌ ‌in‌‌                                 

particular‌ ‌when‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌is‌ ‌shaped‌ ‌as‌‌a‌‌“contemporary‌‌reboot”‌‌of‌‌a‌‌canonical‌‌                           

text‌ ‌—,‌ ‌to‌ ‌hold‌ ‌such‌ ‌values‌ ‌to‌ ‌scrutiny‌ ‌and‌ ‌examine‌ ‌the‌ ‌extent‌ ‌to‌ ‌which‌ ‌they‌ ‌continually‌‌                               

provide‌ ‌culture‌ ‌with‌ ‌sources‌ ‌of‌ ‌anxiety‌ ‌and‌ ‌fear.‌ ‌ 

The‌ ‌epigraph‌ ‌of‌ ‌Griffin’s‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌is‌ ‌taken‌ ‌from‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌‌                           

Screw‌:‌‌“No,‌‌no‌‌—‌‌there‌‌are‌‌depths,‌‌depths!‌‌The‌‌more‌‌I‌‌go‌‌over‌‌it,‌‌the‌‌more‌‌I‌‌see‌‌in‌‌it,‌‌and‌‌the‌‌                                           

more‌‌I‌‌see‌‌in‌‌it,‌‌the‌‌more‌‌I‌‌fear.‌‌I‌‌don’t‌‌know‌‌what‌‌I‌‌don’t‌‌see‌‌—‌‌what‌‌I‌‌don’t‌‌fear!”‌‌(JAMES,‌‌                                           

1991,‌ ‌p.‌‌30).‌‌In‌‌the‌‌postmodern‌‌gothic‌‌as‌‌well‌‌as‌‌elsewhere,‌‌epigraphs‌‌and‌‌other‌‌paratextual‌‌                             

paraphernalia‌ ‌(such‌ ‌as‌ ‌the‌ ‌“Acknowledgements”‌ ‌section‌ ‌that‌ ‌we‌ ‌will‌ ‌approach‌ ‌later)‌‌                     

constitute‌‌textualized‌‌evidence‌‌of‌‌the‌‌authorial‌‌intent‌‌to‌‌parody.‌‌As‌‌inscriptions‌‌of‌‌the‌‌text‌‌of‌‌                             

the‌ ‌past‌ ‌in‌ ‌that‌ ‌of‌ ‌the‌ ‌present,‌ ‌epigraphs‌ ‌often‌ ‌dramatize‌ ‌the‌ ‌mutual‌ ‌dependency‌ ‌of‌ ‌both‌‌                             

parodied‌ ‌and‌ ‌parodic‌ ‌texts‌ ‌in‌ ‌establishing‌ ‌parameters‌ ‌of‌ ‌reading‌ ‌and‌ ‌interpretation‌ ‌that‌ ‌the‌‌                         

reader‌‌must‌‌acknowledge‌‌and‌‌pursue.‌‌The‌‌quote‌‌in‌‌question‌‌is‌‌taken‌‌from‌‌a‌‌moment‌‌of‌‌frantic‌‌                               

misery‌‌on‌‌the‌‌part‌‌of‌‌the‌‌governess:‌‌after‌‌seeing‌‌the‌‌ghost‌‌of‌‌Miss‌‌Jessel‌‌for‌‌the‌‌first‌‌time,‌‌she‌‌                                     

has‌ ‌just‌ ‌persuaded‌ ‌herself‌ ‌that‌ ‌the‌ ‌children‌ ‌must‌ ‌be‌ ‌perfectly‌ ‌aware‌ ‌of‌ ‌the‌ ‌supernatural‌‌                           

shenanigans‌ ‌taking‌ ‌place‌ ‌at‌ ‌Bly.‌ ‌The‌ ‌repetition‌ ‌of‌ ‌the‌ ‌words‌ ‌“the‌ ‌more…‌ ‌the‌ ‌more”‌‌                           

communicates‌ ‌both‌ ‌the‌ ‌intensity‌ ‌of‌ ‌the‌ ‌governess’s‌ ‌terror‌ ‌and‌ ‌her‌ ‌growing‌ ‌certainty‌ ‌of‌ ‌the‌‌                           

mischievousness‌‌of‌‌the‌‌haunted‌‌children;‌‌yet‌‌its‌‌association‌‌with‌‌the‌‌actions‌‌of‌‌going‌‌over‌‌and‌‌                             

seeing‌ ‌leading‌ ‌to‌ ‌fear‌ ‌also‌ ‌anticipates‌ ‌how‌ ‌her‌ ‌growing‌ ‌obsession‌ ‌will‌ ‌quickly‌ ‌result‌ ‌in‌‌                           

blindness‌‌and‌‌tragedy.‌‌For‌‌all‌‌that,‌‌the‌‌epigraph‌‌foregrounds‌‌the‌‌governess’s‌‌paranoia‌‌as‌‌one‌‌                           

of‌‌the‌‌organizing‌‌motifs‌‌of‌‌‌Tighter‌,‌‌a‌‌novel‌‌in‌‌which‌‌obsession‌‌is‌‌a‌‌motivating‌‌psychological‌‌                             

force:‌‌“If‌‌I‌‌could‌‌unlock‌‌the‌‌secret‌‌of‌‌Peter,‌‌maybe‌‌then‌‌I’d‌‌have‌‌the‌‌key‌‌that‌‌might‌‌release‌‌us‌‌                                     

both‌ ‌from‌ ‌our‌ ‌obsession”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌163),‌ ‌Jamie‌ ‌hopefully‌ ‌declares,‌ ‌thus‌ ‌uniting‌‌                         

herself‌‌with‌‌Peter‌‌in‌‌their‌‌joint‌‌habit‌‌of‌‌going‌‌to‌‌extremes:‌‌if‌‌Peter‌‌is‌‌obsessed‌‌with‌‌Jessie‌‌and‌‌                                   

Skylark,‌ ‌to‌ ‌the‌ ‌point‌ ‌where‌ ‌he‌ ‌is‌ ‌willing‌ ‌to‌ ‌sacrifice‌ ‌both‌ ‌in‌‌an‌‌act‌‌of‌‌murder/suicide,‌‌so‌‌is‌‌                                   

Jamie‌ ‌with‌ ‌figuring‌ ‌out‌ ‌the‌ ‌extent‌ ‌of‌ ‌Peter’s‌ ‌power‌ ‌and‌ ‌the‌ ‌obscure‌ ‌inheritance‌ ‌of‌ ‌his‌‌                             

unwelcome‌ ‌presence.‌ ‌In‌ ‌both‌ ‌cases,‌ ‌obsession‌ ‌will‌ ‌result‌ ‌in‌ ‌tragedy.‌ ‌ 

In‌ ‌‌Tighter‌,‌ ‌the‌ ‌typical‌ ‌gothic‌ ‌conventions‌ ‌of‌ ‌the‌ ‌frame‌ ‌narrative‌ ‌and‌ ‌the‌ ‌found‌‌                         

manuscript‌ ‌are‌ ‌skipped‌ ‌so‌ ‌that‌ ‌the‌ ‌only‌ ‌account‌ ‌provided‌ ‌is‌ ‌Jamie’s.‌ ‌That‌ ‌sort‌ ‌of‌ ‌direct‌‌                             

approach‌‌both‌‌evades‌‌the‌‌many‌‌justifications‌‌Douglas‌‌supplies‌‌for‌‌the‌‌unnamed‌‌governess‌‌in‌‌                         



74‌ ‌ 

The‌‌Turn‌‌of‌‌the‌‌Screw‌‌and‌‌allows‌‌us‌‌to‌‌read‌‌Jamie’s‌‌account‌‌with‌‌fewer‌‌reservations,‌‌as‌‌if‌‌we‌‌                                   

were‌ ‌confidantes‌ ‌of‌ ‌hers.‌ ‌That‌ ‌is‌ ‌largely‌ ‌the‌ ‌reason‌ ‌why‌ ‌we‌ ‌are‌ ‌enthused‌ ‌for‌ ‌so‌ ‌long‌ ‌in‌‌                                 

Jamie’s‌‌“game‌‌of‌‌Milo”,‌‌to‌‌use‌‌Connie’s‌‌words:‌‌it‌‌is‌‌only‌‌in‌‌hindsight,‌‌after‌‌a‌‌more‌‌thorough‌‌                                 

second‌ ‌reading,‌ ‌that‌ ‌we‌ ‌are‌ ‌able‌ ‌to‌ ‌realize‌ ‌Milo‌ ‌is‌ ‌not‌ ‌real,‌ ‌but‌ ‌a‌ ‌projection‌ ‌of‌ ‌Jamie’s‌‌                                 

insecurities‌ ‌and‌ ‌her‌ ‌need‌ ‌of‌ ‌companionship.‌ ‌However,‌ ‌as‌ ‌Punter‌ ‌explains‌ ‌(1996a,‌ ‌p.‌ ‌137)‌‌                         

strategies‌ ‌such‌ ‌as‌ ‌the‌ ‌frame‌ ‌narrative‌ ‌and‌ ‌the‌ ‌found‌ ‌manuscript‌ ‌integrate‌ ‌the‌ ‌gothic‌ ‌as‌‌                           

verification‌ ‌techniques,‌ ‌by‌ ‌which‌ ‌means‌ ‌an‌ ‌author‌ ‌of‌ ‌fantasy‌ ‌fiction‌ ‌provides‌ ‌internal‌‌                       

verification‌ ‌for‌ ‌the‌ ‌highly‌ ‌improbable‌ ‌occurrences‌ ‌—‌ ‌often‌ ‌pivoting‌ ‌on‌‌the‌‌supernatural‌‌—‌‌                         

they‌‌are‌‌about‌‌to‌‌report.‌‌In‌‌‌Tighter‌,‌‌the‌‌absence‌‌of‌‌the‌‌frame‌‌narrative‌‌is‌‌partially‌‌justifiable‌‌in‌‌                                 

terms‌ ‌of‌ ‌the‌ ‌novel’s‌ ‌final‌ ‌scientific‌ ‌explanation‌ ‌for‌‌the‌‌ghosts‌‌Jamie‌‌sees:‌‌the‌‌protagonist‌‌is‌‌                             

eventually‌ ‌diagnosed‌ ‌with‌ ‌schizophrenia,‌ ‌a‌ ‌psychosocial‌ ‌disease‌ ‌of‌ ‌the‌‌neurological‌‌system‌‌                     

whose‌ ‌symptoms‌ ‌include‌ ‌visual‌ ‌and‌ ‌auditory‌ ‌delusions‌ ‌and‌ ‌the‌ ‌inability‌ ‌to‌ ‌distinguish‌‌                       

between‌ ‌reality‌ ‌and‌ ‌fantasy,‌ ‌resulting‌ ‌in‌ ‌paranoia.‌ ‌In‌ ‌that‌ ‌respect,‌ ‌Griffin’s‌ ‌novel‌ ‌might‌ ‌be‌‌                           

termed‌‌an‌‌example‌‌of‌‌the‌‌explained‌‌supernatural,‌‌whereas‌‌in‌‌James’s‌‌novella‌‌the‌‌supernatural‌‌                         

elements‌ ‌remain‌ ‌unjustified‌ ‌by‌ ‌any‌ ‌other‌ ‌means‌ ‌than‌ ‌those‌ ‌presented‌ ‌by‌ ‌the‌ ‌governess‌ ‌herself.‌ ‌ 

Nevertheless,‌ ‌the‌‌parodic‌‌novel‌‌relies‌‌on‌‌the‌‌exploration‌‌of‌‌other‌‌gothic‌‌conventions,‌‌                       

in‌ ‌particular‌ ‌of‌ ‌the‌ ‌‌locus‌ ‌horribilis‌ ‌and‌ ‌the‌ ‌ghostly‌ ‌irruption‌ ‌of‌ ‌the‌ ‌past,‌ ‌in‌ ‌order‌ ‌to‌ ‌both‌‌                                 

generate‌ ‌and‌ ‌quell‌ ‌effects‌ ‌of‌ ‌terror.‌ ‌Skylark,‌ ‌the‌ ‌summer‌ ‌mansion‌ ‌allegedly‌ ‌haunted‌ ‌by‌‌the‌‌                           

ghosts‌‌of‌‌Peter‌‌Quint‌‌and‌‌Jessie,‌‌is‌‌thus‌‌described‌‌by‌‌Jamie‌‌upon‌‌her‌‌arrival‌‌on‌‌the‌‌island‌‌of‌‌                                   

Little‌ ‌Bly:‌ ‌ 

‌ ‌  

Skylark‌‌was‌‌astonishing.‌‌Mom‌‌had‌‌mapped‌‌it‌‌online,‌‌and‌‌then‌‌estimated‌‌its‌‌                       
property‌‌worth‌‌based‌‌on‌‌other‌‌prime‌‌oceanfront‌‌real‌‌estate,‌‌but‌‌I‌‌still‌‌wasn’t‌‌                         
prepared‌ ‌for‌ ‌its‌ ‌beauty,‌ ‌its‌ ‌fanciful‌ ‌gables‌ ‌and‌ ‌turrets,‌ ‌its‌ ‌crisp‌ ‌white‌‌                       
latticework‌ ‌and‌ ‌trellises‌ ‌of‌ ‌climbing‌ ‌roses.‌ ‌The‌ ‌flat‌ ‌emerald‌ ‌sail‌ ‌of‌ ‌lawn‌‌                       
complemented‌ ‌the‌ ‌pressed‌ ‌pearl-gray‌ ‌sheet‌ ‌of‌ ‌ocean‌ ‌behind‌ ‌it.‌ ‌Everything‌‌                   
ironed‌ ‌smooth‌ ‌to‌ ‌suit‌ ‌the‌ ‌view.‌ ‌ 
“Holy‌‌crap.”‌‌The‌‌words‌‌fell‌‌out‌‌before‌‌I‌‌could‌‌stop‌‌them,‌‌and‌‌shamed‌‌me.‌‌I‌‌                             
didn’t‌ ‌want‌ ‌Connie‌ ‌to‌ ‌think‌ ‌I‌ ‌was‌ ‌some‌ ‌loser‌ ‌townie‌ ‌who’d‌ ‌never‌ ‌seen‌ ‌a‌‌                           
mansion.‌‌But‌‌I‌‌hadn’t,‌‌not‌‌one‌‌like‌‌this,‌‌and‌‌I‌‌actively‌‌repressed‌‌speaking‌‌my‌‌                           
next‌ ‌thought‌ ‌—‌ ‌‌and‌ ‌this‌ ‌is‌ ‌just‌ ‌their‌ ‌friggin’‌ ‌summer‌ ‌house!‌ ‌ 
Connie‌ ‌said‌ ‌nothing,‌ ‌but‌ ‌I‌ ‌sensed‌ ‌she‌ ‌enjoyed‌ ‌my‌ ‌awe.‌ ‌She‌ ‌seemed‌ ‌to‌‌be‌‌                           
driving‌ ‌extra‌ ‌slow,‌ ‌allowing‌ ‌me‌ ‌time‌ ‌to‌ ‌marinate‌ ‌in‌ ‌Skylark’s‌ ‌splendor‌‌                     
versus‌‌my‌‌comparative‌‌irrelevance.‌‌I‌‌braced‌‌myself‌‌as‌‌the‌‌tires‌‌ground‌‌hard‌‌                       
against‌‌the‌‌bleached‌‌crushed-shell‌‌drive,‌‌then‌‌strained‌‌against‌‌gravity‌‌as‌‌we‌‌                     
shifted‌ ‌gears‌ ‌and‌ ‌rumbled‌ ‌up.‌ ‌ 
I‌ ‌never‌ ‌stopped‌ ‌looking‌‌at‌‌the‌‌house.‌‌It‌‌reminded‌‌me‌‌of‌‌a‌‌ship.‌‌A‌‌ship‌‌that‌‌                               
had‌‌been‌‌tossed‌‌clean‌‌from‌‌the‌‌sea‌‌by‌‌some‌‌monster‌‌storm‌‌to‌‌survive‌‌intact‌‌                           
on‌ ‌the‌ ‌cliff‌ ‌above.‌ ‌ 
From‌‌a‌‌third-floor‌‌window,‌‌I‌‌saw‌‌the‌‌shadow‌‌of‌‌someone‌‌observing‌‌us‌‌drive‌                         
in,‌ ‌but‌ ‌once‌‌the‌‌car‌‌stopped,‌‌the‌‌curtain‌‌twitched‌‌and‌‌the‌‌figure‌‌moved‌‌off.‌‌                           



75‌ ‌ 

It’s‌ ‌never‌ ‌a‌ ‌good‌ ‌feeling,‌ ‌that‌ ‌prickle‌ ‌of‌ ‌being‌ ‌watched.‌ ‌Who‌ ‌was‌ ‌it?‌ ‌I‌‌                           
frowned‌ ‌up.‌ ‌Then‌ ‌yawned,‌ ‌fake‌ ‌and‌ ‌on‌ ‌purpose‌ ‌—‌ ‌as‌ ‌if‌ ‌to‌ ‌ensure‌ ‌that‌‌                           
whoever‌ ‌was‌ ‌looking‌ ‌down‌ ‌on‌ ‌me‌ ‌didn’t‌ ‌think‌ ‌that‌ ‌I‌ ‌cared.‌ ‌[...]‌ ‌ 
Colors‌ ‌deepened‌ ‌as‌ ‌we‌ ‌ascended.‌‌At‌‌the‌‌landing,‌‌the‌‌stained-glass‌‌window‌‌                     
of‌ ‌Noah‌ ‌gathering‌ ‌animals‌ ‌into‌ ‌his‌ ‌ark‌ ‌filtered‌ ‌hues‌ ‌of‌ ‌orange,‌‌cherry‌‌and‌‌                         
lemon‌ ‌into‌ ‌a‌ ‌pattern‌ ‌of‌ ‌light‌ ‌over‌ ‌the‌ ‌carpet‌ ‌runner.‌ ‌Down‌ ‌wide‌ ‌corridors‌‌                         
hung‌‌with‌‌family‌‌portraits,‌‌I‌‌noticed‌‌the‌‌ancestral‌‌repeat‌‌of‌‌teardrop‌‌nose‌‌and‌‌                         
gingery‌ ‌hair.‌ ‌Not‌ ‌beautiful,‌ ‌but‌ ‌dramatic‌ ‌features‌ ‌that‌ ‌carried‌ ‌all‌ ‌the‌ ‌way‌‌                       
around‌ ‌to‌ ‌the‌ ‌full-length‌ ‌painting‌ ‌at‌ ‌the‌ ‌end‌ ‌of‌ ‌the‌ ‌hall.‌ ‌Where‌ ‌two‌‌                         
redheaded‌‌boys‌‌and‌‌their‌‌raven-haired‌‌but‌‌drop-nosed‌‌sister,‌‌swathed‌‌in‌‌dark‌‌                     
velvet‌ ‌and‌ ‌white‌ ‌lace,‌ ‌were‌ ‌grouped‌ ‌around‌ ‌a‌ ‌chunky‌ ‌Saint‌ ‌Bernard.‌ ‌ 
Here,‌ ‌we‌ ‌stopped.‌ ‌Gawking‌ ‌at‌ ‌the‌ ‌children’s‌ ‌sweet‌ ‌faces,‌ ‌I‌ ‌was‌ ‌acutely‌‌                       
self-conscious‌ ‌of‌ ‌my‌ ‌blundering‌ ‌intrusion‌ ‌into‌ ‌this‌ ‌cloistered‌ ‌world‌ ‌of‌‌                   
genteel‌ ‌innocence.‌ ‌I‌ ‌didn’t‌ ‌belong‌ ‌here.‌ ‌I‌ ‌should‌ ‌go‌ ‌while‌ ‌I‌ ‌could.‌‌                       
(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌12-14).‌ ‌ 

‌ ‌  

Skylark‌ ‌is‌ ‌portrayed‌ ‌as‌ ‌a‌ ‌typically‌ ‌gothic‌ ‌medieval‌ ‌castle,‌ ‌surrounded‌ ‌as‌ ‌it‌ ‌is‌ ‌by‌‌                           

gables,‌ ‌turrets,‌ ‌latticework,‌ ‌trellises‌ ‌—‌ ‌and‌ ‌unforthcoming‌ ‌shadows‌ ‌that‌‌watch‌‌from‌‌behind‌‌                       

curtains.‌ ‌That‌ ‌corny‌ ‌spatial‌ ‌description‌ ‌signals‌ ‌for‌ ‌the‌ ‌reader‌ ‌authorial‌ ‌awareness‌ ‌of‌ ‌the‌‌                         

iconographic‌ ‌conventions‌ ‌of‌‌gothic‌‌fiction,‌‌one‌‌that‌‌is‌‌true‌‌to‌‌form‌‌to‌‌the‌‌self-consciousness‌‌                           

of‌ ‌metafictional‌ ‌narratives:‌ ‌it‌ ‌is,‌ ‌in‌ ‌other‌ ‌words,‌ ‌another‌ ‌textualized‌ ‌index‌ ‌of‌ ‌the‌ ‌parodic‌‌                           

playfulness‌‌of‌‌the‌‌text.‌‌Jamie’s‌‌extreme‌‌reaction‌‌of‌‌astonishment‌‌at‌‌the‌‌sublime‌‌proportions‌‌of‌‌                           

the‌‌place‌‌is‌‌not‌‌necessarily‌‌incongruent‌‌with‌‌the‌‌extremity‌‌of‌‌its‌‌beauty‌‌and‌‌size;‌‌still,‌‌as‌‌she‌‌                                 

braces‌ ‌herself‌ ‌to‌ ‌go‌ ‌uphill,‌ ‌the‌ ‌enormity‌ ‌of‌ ‌the‌ ‌castle‌ ‌both‌ ‌oppresses‌ ‌and‌ ‌engulfs‌ ‌her,‌ ‌thus‌‌                               

suggesting‌‌forebodings‌‌of‌‌her‌‌unpleasant‌‌experience‌‌of‌‌self-obliteration‌‌to‌‌come.‌‌The‌‌manor‌‌                       

thus‌‌magnifies‌‌her‌‌sense‌‌of‌‌irrelevance,‌‌a‌‌sense‌‌that‌‌she‌‌already‌‌carries‌‌from‌‌home‌‌as‌‌a‌‌result‌‌                                 

of‌ ‌her‌ ‌depression‌ ‌and‌ ‌a‌ ‌symptom‌ ‌of‌ ‌her‌ ‌schizophrenic‌‌state;‌‌besides,‌‌her‌‌concern‌‌with‌‌how‌‌                             

people‌‌might‌‌perceive‌‌her‌‌—‌‌Connie,‌‌the‌‌tacky‌‌shadow‌‌by‌‌the‌‌window‌‌—‌‌bespeaks‌‌her‌‌lack‌‌                               

of‌ ‌self-confidence‌ ‌and‌ ‌her‌ ‌paradoxical‌ ‌need‌ ‌of‌ ‌approval‌ ‌even‌ ‌from‌ ‌those‌ ‌she‌ ‌apparently‌‌                         

despises.‌‌Her‌‌sense‌‌of‌‌insignificance‌‌and‌‌awkwardness‌‌is‌‌reinforced‌‌by‌‌her‌‌ambiguous‌‌choice‌‌                         

of‌ ‌words‌ ‌to‌ ‌describe‌ ‌a‌ ‌shadow‌ ‌who‌ ‌is‌ ‌“looking‌ ‌down”‌ ‌on‌ ‌her:‌ ‌while‌ ‌the‌ ‌shadow‌‌is‌‌clearly‌‌                                 

placed‌‌in‌‌a‌‌position‌‌that‌‌allows‌‌for‌‌a‌‌downward‌‌view,‌‌we‌‌are‌‌conversely‌‌able‌‌to‌‌observe,‌‌with‌‌                                 

regard‌ ‌to‌ ‌its‌ ‌appearance,‌ ‌how‌ ‌a‌ ‌depressed‌ ‌Jamie‌ ‌frequently‌ ‌expects‌ ‌to‌ ‌be‌ ‌treated‌ ‌with‌‌                           

contempt.‌ ‌Notably,‌‌the‌‌shadow‌‌observing‌‌Jamie’s‌‌arrival‌‌from‌‌upwards‌‌is‌‌reminiscent‌‌of‌‌the‌‌                         

governess’s‌ ‌first‌ ‌ghostly‌ ‌encounter‌ ‌in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌:‌ ‌in‌ ‌that‌ ‌novella,‌ ‌Peter‌ ‌Quint‌‌                             

prowls‌ ‌the‌ ‌rooftop‌ ‌of‌ ‌a‌ ‌turret,‌ ‌from‌ ‌whence‌ ‌he‌ ‌keeps‌ ‌a‌ ‌sharp‌ ‌glance‌ ‌over‌ ‌the‌ ‌unprotected‌‌                               

preceptress‌‌that‌‌lies‌‌frozen‌‌underneath.‌‌Here,‌‌however,‌‌the‌‌shadow‌‌is‌‌more‌‌sensed‌‌than‌‌seen,‌‌                           

though‌ ‌it‌‌immediately‌‌triggers‌‌Jamie’s‌‌paranoia,‌‌thus‌‌suggesting‌‌that‌‌she‌‌may‌‌be‌‌unstable‌‌to‌‌                           

venture‌ ‌sensible‌ ‌judgements‌ ‌of‌ ‌the‌ ‌reality‌ ‌surrounding‌ ‌her.‌ ‌ 
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The‌ ‌detail‌ ‌of‌ ‌the‌ ‌hallways‌ ‌whose‌ ‌walls‌ ‌are‌ ‌filled‌ ‌with‌ ‌creepy‌ ‌family‌ ‌portraits‌ ‌is‌‌                           

another‌‌conventional‌‌trait‌‌that‌‌highlights‌‌Jamie’s‌‌inadequacy;‌‌yet,‌‌if‌‌most‌‌of‌‌her‌‌anxieties‌‌are‌‌                           

courtesy‌ ‌of‌ ‌her‌ ‌psychological‌ ‌deterioration,‌ ‌her‌ ‌staring‌ ‌at‌ ‌the‌ ‌portraits‌ ‌of‌ ‌the‌ ‌McRaes‌‌                         

intimates‌ ‌a‌ ‌more‌ ‌tenuous,‌ ‌because‌ ‌external,‌ ‌source‌ ‌of‌ ‌anxiety.‌ ‌Skylark’s‌ ‌world‌ ‌is‌ ‌one‌ ‌of‌‌                           

genteel‌‌‌innocence,‌‌of‌‌the‌‌affluence‌‌and‌‌sumptuosity‌‌of‌‌a‌‌social‌‌class‌‌to‌‌which‌‌Jamie‌‌does‌‌not‌‌                               

belong,‌ ‌but‌ ‌merely‌ ‌intrudes.‌ ‌Connie,‌ ‌who‌ ‌acts‌ ‌weirdly‌ ‌proprietorial‌ ‌(Skylark,‌ ‌we‌‌will‌‌learn‌‌                         

later,‌ ‌has‌ ‌been‌‌built‌‌by‌‌her‌‌great-grandfather,‌‌and‌‌her‌‌family‌‌has‌‌worked‌‌for‌‌the‌‌McRaes‌‌for‌‌                               

generations),‌‌is‌‌the‌‌harbinger‌‌of‌‌the‌‌class‌‌codes‌‌operating‌‌on‌‌Little‌‌Bly:‌‌she‌‌self-describes‌‌as‌‌a‌‌                               

“local”‌ ‌while‌ ‌distinguishing‌ ‌between‌ ‌the‌ ‌people‌ ‌on‌ ‌the‌ ‌island‌ ‌as‌ ‌“locals”‌ ‌—‌ ‌those‌ ‌born‌‌on‌‌                             

Little‌ ‌Bly‌ ‌but‌ ‌of‌ ‌lower‌ ‌social‌ ‌standing,‌ ‌usually‌ ‌working‌ ‌for‌ ‌the‌ ‌richer‌ ‌families‌‌of‌‌“summer‌‌                             

people”‌ ‌—,‌ ‌“lifers”‌ ‌—‌ ‌those‌‌likes‌‌of‌‌Miles‌‌McRae‌‌who‌‌have‌‌spent‌‌money‌‌and‌‌summers‌‌on‌‌                               

Little‌ ‌Bly‌ ‌for‌ ‌eons,‌ ‌but‌ ‌who‌ ‌are‌ ‌looked‌ ‌down‌‌upon‌‌by‌‌those‌‌“pure-breed‌‌Blyers”‌‌who‌‌keep‌‌                               

the‌‌island‌‌going‌‌—‌‌and‌‌“tourists”‌‌—‌‌poor‌‌Jamie‌‌herself,‌‌a‌‌complete‌‌outsider‌‌who‌‌feels‌‌utterly‌‌                               

alienated‌ ‌from‌ ‌the‌ ‌obscurity‌ ‌of‌ ‌Little‌ ‌Bly’s‌ ‌“genteel‌ ‌innocence”‌ ‌and‌ ‌its‌ ‌bizarre‌ ‌class‌‌                         

dynamics.‌‌Jamie,‌‌who‌‌already‌‌feels‌‌marginalized‌‌by‌‌the‌‌awkwardness‌‌of‌‌her‌‌position,‌‌on‌‌top‌‌                           

of‌ ‌being‌ ‌extremely‌ ‌concerned‌ ‌with‌ ‌how‌ ‌she‌ ‌is‌ ‌perceived‌ ‌by‌ ‌others,‌ ‌has‌ ‌yet‌ ‌that‌ ‌source‌ ‌of‌‌                               

anxiety‌ ‌to‌ ‌cope‌ ‌with.‌ ‌ 

Therefore,‌‌‌Tighter‌‌‌low-key‌‌works‌‌out‌‌a‌‌subtext‌‌of‌‌class‌‌conflict‌‌that,‌‌being‌‌germane‌‌to‌‌                           

The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌pivots,‌ ‌in‌ ‌both‌ ‌novels,‌ ‌on‌ ‌the‌ ‌character‌ ‌of‌ ‌Peter‌ ‌Quint.‌ ‌In‌ ‌Henry‌‌                                 

James’s‌ ‌gothic‌ ‌novella,‌ ‌the‌‌relationship‌‌between‌‌Miss‌‌Jessel‌‌and‌‌Peter‌‌Quint‌‌is‌‌perceived‌‌as‌‌                           

scandalous‌ ‌not‌ ‌only‌ ‌on‌ ‌the‌ ‌basis‌ ‌of‌ ‌its‌ ‌promiscuity,‌ ‌but‌ ‌also‌ ‌on‌ ‌that‌ ‌of‌ ‌class‌ ‌dissimilarity:‌‌                               

”She‌ ‌was‌ ‌a‌ ‌lady”,‌ ‌Mrs.‌‌Grose‌‌pronounces,‌‌“and‌‌he‌‌so‌‌dreadfully‌‌below.”‌‌(JAMES,‌‌1991,‌‌p.‌‌                             

32).‌‌According‌‌to‌‌scholar‌‌Sean‌‌Purchase‌‌(2006,‌‌p.‌‌23),‌‌at‌‌the‌‌time‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌was‌‌                                   

written‌ ‌—‌ ‌the‌ ‌end‌ ‌of‌ ‌the‌ ‌Victorian‌ ‌Era‌ ‌(1837-1901)‌ ‌in‌ ‌England‌ ‌—‌ ‌any‌ ‌movement‌ ‌across‌‌                             

classes,‌ ‌in‌ ‌particular‌ ‌romantic‌ ‌or‌ ‌sexual‌ ‌involvement,‌ ‌was‌ ‌considered‌ ‌extremely‌ ‌unsettling;‌‌                     

thus‌‌the‌‌relationship‌‌between‌‌Miss‌‌Jessel,‌‌a‌‌governess‌8‌,‌‌and‌‌Peter‌‌Quint,‌‌an‌‌uneducated‌‌valet‌‌                           

of‌‌rude‌‌habits‌‌and‌‌probably‌‌lower‌‌social‌‌origin,‌‌would‌‌have‌‌been‌‌seen‌‌as‌‌an‌‌anomaly,‌‌a‌‌social‌‌                                 

aberration.‌ ‌Even‌ ‌Mrs.‌ ‌Grose,‌ ‌an‌ ‌uneducated‌ ‌lower-class‌ ‌woman‌ ‌herself,‌ ‌admits‌ ‌to‌ ‌the‌‌                       

impropriety,‌‌while‌‌the‌‌unnamed‌‌governess,‌‌whose‌‌social‌‌preconceptions‌‌seem‌‌to‌‌be‌‌many,‌‌is‌‌                         

8 ‌‌Studies‌ ‌such‌ ‌as‌ ‌Maria‌ ‌Conceição‌‌Monteiro’s‌‌‌Sombra‌‌Errante‌‌(2000)‌‌explore‌‌in‌‌depth‌‌the‌‌problematic‌‌social‌‌                               
standing‌ ‌of‌ ‌the‌‌governess‌‌in‌‌the‌‌Victorian‌‌Era:‌‌usually‌‌a‌‌well-born‌‌and‌‌well-bred‌‌lady‌‌whose‌‌family’s‌‌poverty‌‌                                 
had‌ ‌forced‌ ‌her‌‌to‌‌take‌‌on‌‌a‌‌position‌‌as‌‌preceptress,‌‌one‌‌of‌‌the‌‌few‌‌relatively‌‌respectable‌‌paid‌‌jobs‌‌available‌‌to‌‌                                       
women‌ ‌in‌ ‌the‌ ‌nineteenth‌ ‌century,‌ ‌the‌ ‌governess‌ ‌occupied‌ ‌a‌ ‌liminal‌ ‌position‌ ‌in‌ ‌the‌ ‌social‌ ‌hierarchy‌ ‌of‌ ‌the‌‌                                 
household.‌‌Her‌‌education‌‌and‌‌fine‌‌habits‌‌were‌‌far‌‌from‌‌enough‌‌to‌‌ensure‌‌that‌‌she‌‌would‌‌be‌‌treated‌‌as‌‌part‌‌of‌‌the‌‌                                         
family,‌‌but‌‌being‌‌an‌‌educated‌‌woman‌‌from‌‌a‌‌higher‌‌social‌‌background,‌‌whose‌‌job‌‌was‌‌to‌‌teach‌‌the‌‌children‌‌and‌‌                                     
help‌‌shape‌‌their‌‌characters‌‌and‌‌habits‌‌into‌‌the‌‌expectations‌‌of‌‌gentlemanhood‌‌or‌‌ladyhood,‌‌she‌‌was‌‌considered‌‌to‌‌                                 
be‌ ‌above‌ ‌the‌ ‌servants‌ ‌of‌ ‌the‌ ‌household.‌‌ 
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quick‌ ‌to‌ ‌declare‌ ‌Miss‌ ‌Jessel‌ ‌is‌ ‌a‌ ‌“horror‌ ‌of‌ ‌horrors”‌ ‌(JAMES,‌ ‌1991,‌ ‌p.‌ ‌31).‌ ‌In‌ ‌‌Tighter‌,‌‌                               

however,‌ ‌the‌ ‌problem‌ ‌gains‌ ‌a‌ ‌contemporary‌ ‌version‌ ‌that‌ ‌is‌ ‌specific‌ ‌to‌‌the‌‌class‌‌distinctions‌‌                           

operating‌ ‌on‌ ‌Little‌ ‌Bly:‌ ‌Peter‌ ‌is‌ ‌a‌ ‌working-class‌ ‌local‌ ‌while‌ ‌Jessie‌ ‌comes‌ ‌from‌‌a‌‌family‌‌of‌‌                               

opulent‌ ‌lifers‌ ‌who‌ ‌disapprove‌ ‌of‌ ‌their‌ ‌relationship.‌ ‌ 

From‌ ‌the‌ ‌chit-chat‌ ‌that‌ ‌runs‌ ‌on‌ ‌the‌ ‌island,‌ ‌Jamie‌ ‌concludes‌ ‌that‌ ‌Peter‌ ‌was‌‌none‌‌too‌‌                             

pleased‌ ‌about‌ ‌his‌ ‌lower‌ ‌social‌ ‌standing‌ ‌and‌ ‌the‌ ‌cold‌ ‌shoulder‌ ‌he‌ ‌was‌ ‌given‌‌by‌‌the‌‌wealthy‌‌                               

lifers.‌‌As‌‌Isa‌‌reveals‌‌to‌‌her,‌‌“Peter‌‌wasn’t‌‌happy.‌‌He‌‌always‌‌said‌‌he’d‌‌make‌‌his‌‌mark‌‌one‌‌day.‌‌                                   

He‌‌wanted‌‌everyone‌‌to‌‌know‌‌he‌‌was‌‌just‌‌as‌‌smart‌‌—‌‌even‌‌smarter‌‌—‌‌than‌‌any‌‌of‌‌the‌‌summer‌‌                                     

people.”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌54).‌‌After‌‌Peter‌‌and‌‌Jessie‌‌die‌‌from‌‌a‌‌plane‌‌crash‌‌by‌‌the‌‌Skylark‌‌                                 

shores,‌‌it‌‌is‌‌suggested‌‌that‌‌Peter‌‌—‌‌who‌‌was‌‌piloting‌‌Jessie’s‌‌father’s‌‌private‌‌jet‌‌—‌‌may‌‌have‌‌                                 

crashed‌‌the‌‌aircraft‌‌on‌‌purpose,‌‌perhaps‌‌as‌‌a‌‌grandiose‌‌flip-off‌‌to‌‌Little‌‌Blyers‌‌and‌‌lifers‌‌alike.‌‌                               

Thus,‌‌if‌‌the‌‌ghosts‌‌of‌‌the‌‌deceased‌‌teenagers‌‌have‌‌survived‌‌the‌‌destruction‌‌of‌‌their‌‌bodies‌‌and‌‌                               

returned‌‌from‌‌the‌‌plane‌‌wreckage‌‌to‌‌haunt‌‌Skylark,‌‌their‌‌motivations‌‌—‌‌Peter’s‌‌in‌‌particular‌‌                           

—‌‌are‌‌of‌‌a‌‌different‌‌order‌‌than‌‌those‌‌of‌‌the‌‌“original”‌‌Peter‌‌Quint‌‌and‌‌Miss‌‌Jessel.‌‌In‌‌the‌‌‌au‌‌                                     

pair‌’s‌ ‌understanding,‌‌if‌‌Peter‌‌has‌‌come‌‌back‌‌as‌‌an‌‌angry‌‌presence‌‌to‌‌haunt‌‌Skylark,‌‌it‌‌is‌‌not‌‌                                 

Isa‌ ‌he‌ ‌wishes‌ ‌to‌ ‌secure‌ ‌—‌ ‌but‌ ‌Skylark‌ ‌itself,‌ ‌Little‌ ‌Bly’s‌ ‌most‌ ‌evident‌ ‌symbol‌ ‌of‌ ‌the‌‌                               

prosperity‌‌of‌‌the‌‌“summer‌‌people”‌‌that‌‌he‌‌both‌‌desired‌‌and‌‌despised.‌‌The‌‌inference‌‌gradually‌‌                           

presents‌‌itself‌‌to‌‌Jamie‌‌as‌‌she‌‌confronts‌‌an‌‌adamant‌‌Connie‌‌about‌‌the‌‌numerous‌‌“scars”‌‌Peter‌‌                             

has‌ ‌left‌ ‌on‌ ‌Skylark:‌ ‌ 

‌ ‌  

“Like‌‌the‌‌cigarette‌‌burns.‌‌[...]‌‌And‌‌the‌‌missing‌‌tiles‌‌in‌‌Isa’s‌‌fireplace.‌‌I‌‌know‌‌                           
you‌‌saw‌‌the‌‌‌J‌‌‌that‌‌he‌‌knifed‌‌into‌‌the‌‌wood‌‌of‌‌that‌‌lounge‌‌chair‌‌upstairs.‌‌At‌‌                               
first‌ ‌I’d‌ ‌thought‌ ‌it‌ ‌was‌ ‌Jessie,‌ ‌but‌ ‌that’s‌ ‌not‌ ‌her‌ ‌style‌ ‌at‌ ‌all.‌ ‌She‌ ‌was‌‌                             
outgoing,‌‌a‌‌free‌‌spirit.‌‌He‌‌was‌‌different,‌‌more‌‌withdrawn,‌‌but‌‌he‌‌was‌‌angry,‌‌                         
too‌‌—‌‌and‌‌he’s‌‌done‌‌a‌‌lot‌‌of‌‌damage‌‌around‌‌here.‌‌That’s‌‌why‌‌you‌‌never‌‌go‌‌                               
up‌ ‌to‌ ‌the‌ ‌third‌ ‌floor,‌ ‌right?‌ ‌Because‌ ‌you‌ ‌take‌ ‌good‌ ‌care‌ ‌of‌ ‌this‌ ‌house,‌‌                           
Connie.‌ ‌You‌ ‌see‌ ‌everything.‌‌Except‌‌for‌‌some‌‌reason‌‌you’ve‌‌decided‌‌not‌‌to‌‌                       
see‌‌the‌‌pinholes‌‌in‌‌that‌‌portrait‌‌of‌‌the‌‌three‌‌kids.”‌ ‌[...]‌‌You‌‌let‌‌Peter‌‌hang‌‌out‌‌                               
here‌ ‌all‌ ‌last‌ ‌summer.‌ ‌Because‌ ‌he‌ ‌was‌ ‌a‌ ‌local,‌ ‌and‌‌the‌‌locals‌‌always‌‌watch‌‌                           
each‌‌other’s‌‌backs.‌‌But‌‌you‌‌didn’t‌‌know‌‌the‌‌damage‌‌he‌‌was‌‌doing,‌‌or‌‌you’d‌‌                           
never‌ ‌have‌ ‌let‌ ‌him.‌ ‌You’re‌ ‌probably‌ ‌still‌‌kind‌‌of‌‌upset‌‌about‌‌it,‌‌since‌‌it‌‌all‌‌                             
happened‌ ‌on‌ ‌your‌ ‌watch,‌ ‌am‌ ‌I‌ ‌right?”‌ ‌[...]‌ ‌ 
‌“I‌‌go‌‌over‌‌it‌‌in‌‌my‌‌head,‌‌over‌‌and‌‌over,‌‌but‌‌I‌‌jutht‌‌don’t‌‌know‌‌why‌‌he‌‌did‌‌it.‌‌                                       

Like‌‌the‌‌way‌‌thome‌‌people‌‌pull‌‌a‌‌dog’th‌‌tail‌‌or‌‌pinch‌‌a‌‌baby.‌‌Peter‌‌liked‌‌to‌‌                               
pick‌ ‌at‌ ‌Thkylark.‌ ‌I‌ ‌didn’t‌ ‌thee‌‌the‌‌half‌‌of‌‌it‌‌until‌‌he‌‌wath‌‌gone.‌‌Even‌‌now.‌‌                               
Theemth‌ ‌like‌ ‌I’m‌ ‌alwayth‌ ‌dithcovering‌ ‌thomething‌ ‌new.”‌ ‌ 
“Connie”‌ ‌—‌ ‌I‌ ‌spoke‌ ‌carefully‌ ‌—‌ ‌“that’s‌ ‌because‌ ‌he’s‌ ‌still‌ ‌doing‌ ‌it.”‌‌                       
(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌87-88)‌9‌.‌ ‌ 

‌ ‌  

9 ‌‌Connie‌ ‌has‌ ‌a‌ ‌lisp,‌ ‌which‌ ‌is‌ ‌signaled‌ ‌in‌ ‌the‌ ‌text‌ ‌by‌ ‌the‌ ‌replacement‌ ‌of‌ ‌“s”‌ ‌with‌ ‌“th”.‌‌ 
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According‌‌to‌‌Jamie’s‌‌hypothesis,‌‌it‌‌is‌‌Skylark‌‌Peter‌‌targeted‌‌in‌‌life,‌‌and‌‌it‌‌is‌‌the‌‌manor‌‌                               

he‌ ‌now‌ ‌targets‌ ‌in‌ ‌death.‌ ‌The‌ ‌damage‌ ‌done‌ ‌to‌ ‌the‌ ‌property‌ ‌—‌ ‌cigarette‌ ‌burns‌ ‌on‌ ‌the‌ ‌walls,‌‌                                 

floor‌‌tiles‌‌grossly‌‌removed,‌‌and‌‌even‌‌a‌‌‌J‌‌carved‌‌out‌‌on‌‌the‌‌wood‌‌of‌‌a‌‌chaise-longue‌‌formerly‌‌                                 

belonging‌‌to‌‌Marie‌‌Antoinette!‌‌—‌‌signals‌‌Peter’s‌‌derision‌‌of‌‌the‌‌material‌‌signs‌‌of‌‌upper-class‌‌                           

consumption‌ ‌that‌ ‌have‌ ‌proven‌ ‌him‌ ‌inferior‌ ‌to‌ ‌Jessie‌ ‌in‌ ‌the‌ ‌eyes‌ ‌of‌‌the‌‌summer‌‌people,‌‌and‌‌                               

thus‌‌undeserving‌‌of‌‌her‌‌love.‌‌To‌‌Jamie,‌‌such‌‌signs‌‌now‌‌add‌‌up‌‌to‌‌renewed‌‌ones:‌‌fresh‌‌ashes‌‌in‌‌                                   

a‌ ‌fireplace,‌ ‌the‌ ‌stinking‌ ‌cadaver‌ ‌of‌ ‌a‌ ‌squirrel,‌ ‌pinholes‌ ‌in‌ ‌one‌‌of‌‌the‌‌family‌‌portraits‌‌on‌‌the‌‌                                 

hallway‌‌walls.‌‌Some‌‌of‌‌these‌‌mysterious‌‌occurrences‌‌will‌‌be‌‌explained‌‌later‌‌as‌‌being‌‌caused‌‌                           

by‌ ‌Jamie‌ ‌herself‌ ‌in‌ ‌the‌ ‌somnambulistic‌ ‌state‌ ‌she‌‌is‌‌left‌‌by‌‌her‌‌several‌‌psychotic‌‌breaks,‌‌but‌‌                               

some‌‌—‌‌such‌‌as‌‌the‌‌pinholes‌‌on‌‌the‌‌eyes‌‌of‌‌the‌‌portrait‌‌—‌‌will‌‌remain‌‌a‌‌mystery‌‌until‌‌the‌‌end‌‌                                       

of‌ ‌the‌ ‌story.‌ ‌Considering‌ ‌that‌ ‌the‌ ‌ghost‌ ‌of‌ ‌Peter‌ ‌Quint‌ ‌might‌ ‌have‌ ‌been‌ ‌the‌ ‌only‌ ‌actual‌‌                               

supernatural‌‌element‌‌of‌‌the‌‌narrative,‌‌as‌‌we‌‌will‌‌see‌‌shortly,‌‌the‌‌fact‌‌that‌‌at‌‌least‌‌some‌‌of‌‌the‌‌                                   

mystery‌ ‌should‌ ‌remain‌‌unexplained‌‌is‌‌an‌‌important‌‌index‌‌of‌‌Adele‌‌Griffin’s‌‌indebtedness‌‌to‌‌                         

the‌ ‌purposeful‌ ‌imprecision‌ ‌of‌ ‌her‌ ‌source‌ ‌material.‌ ‌ 

As‌ ‌Griffin‌ ‌attempts‌ ‌to‌ ‌provide‌ ‌a‌ ‌less‌ ‌elusive‌ ‌backstory‌ ‌to‌ ‌Peter‌ ‌Quint‌ ‌and‌ ‌Jessie’s‌‌                           

relationship,‌‌other‌‌gothic‌‌elements‌‌and‌‌storylines‌‌are‌‌introduced‌‌to‌‌the‌‌plot‌‌of‌‌‌Tighter‌.‌‌Peter‌‌is‌‌                             

often‌‌described‌‌as‌‌“a‌‌dark‌‌Romeo,‌‌the‌‌reckless‌‌romantic”‌‌for‌‌whom‌‌there‌‌could‌‌be‌‌no‌‌way‌‌out‌‌                                 

of‌ ‌family‌ ‌morals‌ ‌and‌ ‌class‌ ‌imperatives‌ ‌hindering‌ ‌love‌ ‌but‌ ‌“violence,‌ ‌passion,‌ ‌death”‌‌                       

(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌143).‌ ‌It‌ ‌is‌ ‌also‌ ‌suggested‌ ‌that‌ ‌Jessie,‌ ‌who‌ ‌is‌ ‌often‌‌described‌‌as‌‌a‌‌“free‌‌                                 

spirit”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌16;‌ ‌87;‌ ‌154),‌ ‌considered‌ ‌her‌ ‌involvement‌ ‌with‌ ‌Peter‌ ‌in‌ ‌less‌‌                           

romantic‌ ‌and‌ ‌more‌ ‌carefree‌ ‌terms.‌ ‌Looking‌ ‌into‌ ‌Peter’s‌ ‌final‌ ‌steps‌ ‌before‌ ‌the‌ ‌plane‌ ‌crash,‌‌                           

Jamie‌ ‌figures‌ ‌out‌ ‌that‌ ‌he‌ ‌had‌ ‌paid‌ ‌a‌ ‌final‌ ‌visit‌ ‌to‌‌his‌‌mother,‌‌Katherine‌‌Quint,‌‌who,‌‌having‌‌                                 

formerly‌‌been‌‌an‌‌absent‌‌parent‌‌to‌‌Peter,‌‌is‌‌now‌‌a‌‌patient‌‌at‌‌a‌‌mental‌‌illness‌‌facility‌‌outside‌‌the‌‌                                   

island.‌‌Jamie‌‌promptly‌‌manages‌‌to‌‌pay‌‌a‌‌visit‌‌to‌‌Mrs.‌‌Quint,‌‌with‌‌hopes‌‌that‌‌the‌‌mother‌‌may‌‌                                 

be‌‌able‌‌to‌‌shed‌‌light‌‌on‌‌the‌‌reason‌‌behind‌‌Peter’s‌‌reckless‌‌final‌‌act,‌‌and‌‌perhaps‌‌finally‌‌point‌‌                                 

out‌‌a‌‌way‌‌to‌‌lay‌‌the‌‌modern‌‌Romeo’s‌‌spirit‌‌to‌‌rest.‌‌In‌‌doing‌‌so,‌‌Jamie‌‌is‌‌also‌‌in‌‌pursuit‌‌of‌‌her‌‌                                         

own‌‌peace‌‌of‌‌mind:‌‌“I‌‌need‌‌to‌‌be‌‌released‌‌from‌‌this‌‌burden,‌‌this‌‌weight‌‌that‌‌Peter’s‌‌presence‌‌                                 

has‌‌put‌‌on‌‌me”,‌‌she‌‌tells‌‌Mrs.‌‌Quint.‌‌“This‌‌history,‌‌Peter‌‌and‌‌Jessie,‌‌everything‌‌that‌‌happened‌‌                               

last‌‌summer‌‌—‌‌I‌‌inherited‌‌it,‌‌in‌‌a‌‌way”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌179).‌‌Jamie‌‌carries‌‌the‌‌burden‌‌of‌‌                                   

Peter’s‌‌and‌‌Jessie’s‌‌deaths‌‌much‌‌like‌‌she‌‌does‌‌that‌‌of‌‌her‌‌suicidal‌‌family‌‌members,‌‌Uncle‌‌Jim‌‌                               

and‌‌Hank:‌‌she‌‌is‌‌burdened‌‌by‌‌the‌‌suicides‌‌of‌‌others‌‌and‌‌what‌‌they‌‌may‌‌supernaturally‌‌presage‌‌                               

about‌ ‌her‌ ‌own‌ ‌upcoming‌ ‌fate.‌ ‌Of‌ ‌Peter’s‌ ‌final‌ ‌visit,‌ ‌Mrs.‌ ‌Quint‌ ‌has‌ ‌the‌ ‌following‌ ‌to‌ ‌report:‌ ‌ 

‌ ‌  
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He‌ ‌came‌ ‌for‌ ‌the‌ ‌ring‌ ‌to‌ ‌give‌ ‌her.‌ ‌The‌ ‌one‌ ‌his‌ ‌father’d‌ ‌given‌ ‌me,‌ ‌and‌ ‌his‌‌                               
father‌‌him.‌‌I‌‌couldn’t.‌‌Not‌‌at‌‌the‌‌time.‌‌I‌‌just‌‌couldn’t.‌‌A‌‌mother‌‌knows.‌‌[...]‌‌                             
When‌‌her‌‌child‌‌isn’t‌‌loved‌‌enough.”‌‌Katherine’s‌‌gaze‌‌had‌‌found‌‌her‌‌lap‌‌and‌‌                         
finally‌‌settled‌‌there.‌‌“I‌‌didn’t‌‌give‌‌it‌‌to‌‌him,‌‌and‌‌I‌‌suppose‌‌I‌‌regret‌‌that‌‌now.‌‌I‌‌                                 
told‌ ‌him‌‌things‌‌I‌‌wish‌‌I‌‌hadn’t.‌‌It‌‌was‌‌his‌‌mistake‌‌to‌‌make.‌‌It‌‌was‌‌his‌‌ring,‌‌                                 
no‌ ‌use‌ ‌for‌ ‌me‌ ‌anymore.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌179-180).‌ ‌ 

‌ ‌  

‌  Peter‌‌wanted‌‌the‌‌family’s‌‌engagement‌‌ring‌‌—‌‌perhaps‌‌the‌‌only‌‌valuable‌‌heirloom‌‌his‌‌                         

family‌ ‌of‌ ‌working-class‌ ‌locals‌ ‌had‌ ‌ever‌ ‌kept‌ ‌hold‌ ‌of,‌‌generation‌‌after‌‌generation‌‌—‌‌to‌‌give‌‌                             

Jessie.‌‌His‌‌mother‌‌—‌‌who‌‌herself‌‌had‌‌eloped‌‌leaving‌‌behind‌‌her‌‌son‌‌and‌‌husband‌‌—‌‌refused‌‌                               

to‌‌give‌‌him‌‌his‌‌due,‌‌thus‌‌proving‌‌to‌‌Peter‌‌that‌‌locals‌‌and‌‌lifers‌‌could‌‌be‌‌similarly‌‌hypocritical‌‌                                 

when‌‌it‌‌came‌‌to‌‌money.‌‌Isa,‌‌who‌‌was‌‌a‌‌confidante‌‌of‌‌Peter,‌‌thus‌‌reports‌‌to‌‌Jamie‌‌the‌‌final‌‌turn‌‌                                     

of‌ ‌the‌ ‌screw‌ ‌at‌ ‌the‌ ‌aftermath‌ ‌of‌ ‌Peter’s‌ ‌visit‌ ‌to‌ ‌his‌ ‌mother:‌ ‌ 

‌ ‌  

“He‌‌was‌‌really‌‌angry‌‌at‌‌his‌‌mom,”‌‌she‌‌blurted,‌‌“for‌‌saying‌‌Jess‌‌was‌‌spoiled‌‌                           
and‌ ‌silly‌ ‌and‌ ‌not‌ ‌worth‌ ‌the‌ ‌family‌ ‌engagement‌ ‌ring.”‌ ‌“He‌ ‌told‌ ‌you‌ ‌that?”‌‌                         
She‌ ‌nodded.‌ ‌“He‌ ‌was‌‌slamming‌‌things‌‌around.‌‌He‌‌said‌‌it‌‌was‌‌his‌‌ring.‌‌His‌‌                           
ring‌‌for‌‌Jessie.‌‌And‌‌that’s‌‌when‌‌I‌‌told‌‌him‌‌what‌‌I’d‌‌seen.”‌‌“What,‌‌Isa?‌‌What‌‌                             
had‌‌you‌‌seen?”‌‌It‌‌couldn’t‌‌have‌‌been‌‌more‌‌than‌‌five‌‌seconds,‌‌but‌‌time‌‌made‌‌                           
no‌ ‌sense‌ ‌to‌ ‌me;‌ ‌the‌ ‌moment‌‌before‌‌her‌‌confession‌‌was‌‌nearly‌‌unendurable‌‌                       
for‌ ‌us‌ ‌both.‌ ‌“Jessie‌ ‌and‌ ‌Aidan,”‌ ‌she‌ ‌whispered.‌ ‌“I‌ ‌saw‌ ‌them‌ ‌from‌ ‌the‌‌                         
lighthouse.‌ ‌She’d‌ ‌taken‌ ‌Aidan‌ ‌up‌ ‌to‌ ‌the‌ ‌third‌ ‌floor.‌ ‌All‌ ‌I‌‌meant‌‌to‌‌do‌‌was‌‌                             
explain‌ ‌that‌ ‌maybe‌ ‌Jess‌ ‌didn’t‌ ‌want‌ ‌that‌ ‌ring,‌‌either.‌‌Not‌‌yet,‌‌anyhow.‌‌But‌‌                         
then,‌ ‌what‌ ‌he‌ ‌did‌ ‌…‌ ‌after‌ ‌I‌ ‌told‌ ‌him.‌ ‌What‌ ‌he‌ ‌did‌ ‌…”‌ ‌ 
“What?”‌ ‌I‌ ‌reached‌ ‌out‌ ‌and‌ ‌touched‌ ‌her‌ ‌shoulder.‌ ‌“What‌ ‌did‌ ‌he‌ ‌do,‌ ‌Isa?”‌ ‌[...]‌ ‌ 
“All‌ ‌Jess‌ ‌wanted‌ ‌him‌ ‌to‌ ‌know‌ ‌was‌ ‌that‌ ‌she‌ ‌wasn’t‌ ‌ready,”‌ ‌she‌‌whispered.‌‌                         
“She‌ ‌was‌ ‌always‌ ‌saying‌ ‌she‌ ‌wasn’t‌ ‌ready.‌ ‌That‌ ‌Pete‌ ‌was‌ ‌too‌ ‌clingy.‌ ‌She‌‌                         
even‌‌told‌‌me‌‌she‌‌wouldn’t‌‌be‌‌mad‌‌if‌‌I‌‌let‌‌it‌‌slip‌‌out‌‌that‌‌Aidan‌‌was‌‌hanging‌‌                                 
around.‌‌But‌‌then,‌‌when‌‌I‌‌did‌‌let‌‌it‌‌slip‌‌out,‌‌Pete‌‌…‌‌he‌‌ended‌‌up‌‌killing‌‌them‌‌                                 
both.‌‌He‌‌did,‌‌Jamie,‌‌didn’t‌‌he?”‌‌And‌‌even‌‌when‌‌I‌‌couldn’t‌‌answer,‌‌she‌‌kept‌‌                           
asking‌ ‌this‌ ‌question,‌ ‌as‌ ‌the‌ ‌sun‌ ‌dropped‌ ‌away‌ ‌and‌ ‌cast‌ ‌us‌ ‌in‌ ‌cooling‌‌                         
shadows.‌ ‌‌He‌ ‌did,‌ ‌didn’t‌ ‌he,‌ ‌Jamie?‌ ‌Didn’t‌ ‌he?‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌184;‌‌                       
186).‌ ‌ 

‌ ‌  

Peter‌‌had‌‌been‌‌doubly‌‌hurt‌‌in‌‌the‌‌hours‌‌leading‌‌up‌‌to‌‌the‌‌crash:‌‌by‌‌his‌‌mother,‌‌whose‌‌                                 

actions‌ ‌further‌ ‌enhanced‌ ‌the‌ ‌precariousness‌ ‌of‌ ‌his‌ ‌social‌ ‌standing,‌ ‌and‌ ‌by‌ ‌Jessie,‌ ‌his‌ ‌loved‌‌                           

one,‌ ‌whose‌ ‌immaturity‌ ‌translated‌ ‌into‌ ‌betrayal.‌ ‌The‌ ‌plane‌ ‌crash,‌ ‌symbolically‌ ‌carried‌ ‌out‌‌                       

against‌ ‌the‌ ‌sumptuosity‌ ‌of‌ ‌Skylark,‌ ‌ensues.‌ ‌Hurt‌ ‌as‌ ‌he‌‌may‌‌have‌‌been,‌‌the‌‌responsibility‌‌of‌‌                             

his‌‌decision‌‌and‌‌the‌‌monstrosity‌‌of‌‌his‌‌acts‌‌are‌‌only‌‌his‌‌to‌‌account‌‌for;‌‌nonetheless,‌‌Isa‌‌feels‌‌                                 

guilty‌ ‌as‌ ‌charged,‌ ‌as‌ ‌if‌ ‌she‌ ‌had‌ ‌directly‌ ‌caused‌ ‌the‌ ‌death‌ ‌of‌ ‌both‌ ‌Peter‌ ‌and‌ ‌Jessie.‌ ‌In‌ ‌the‌‌                                   

postmodern‌‌parodic‌‌revision‌‌of‌‌Henry‌‌James’s‌‌gothic‌‌novella,‌‌if‌‌the‌‌ghosts‌‌of‌‌Peter‌‌Quint‌‌and‌‌                             

Jessie‌ ‌haunt‌ ‌the‌ ‌child‌ ‌in‌ ‌any‌ ‌way,‌‌it‌‌is‌‌not‌‌by‌‌appearing‌‌to‌‌her‌‌and‌‌dragging‌‌her‌‌to‌‌hell,‌‌but‌‌                                       

rather‌‌by‌‌means‌‌of‌‌the‌‌guilt‌‌she‌‌has‌‌been‌‌left‌‌to‌‌cope‌‌with.‌‌All‌‌in‌‌all,‌‌it‌‌is‌‌not‌‌the‌‌souls‌‌of‌‌the‌‌                                             
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dead‌ ‌who‌ ‌may‌ ‌not‌ ‌be‌ ‌at‌ ‌rest‌‌on‌‌Little‌‌Bly,‌‌but‌‌mostly‌‌those‌‌of‌‌the‌‌living‌‌—‌‌Jamie,‌‌Connie,‌‌                                     

and‌ ‌Isa‌ ‌—‌ ‌who‌ ‌are‌ ‌left‌ ‌to‌ ‌figure‌ ‌out‌ ‌the‌ ‌motivations‌ ‌behind‌ ‌monstrous‌ ‌acts‌ ‌of‌ ‌sacrificial‌‌                               

violence.‌ ‌And‌ ‌as‌ ‌such,‌ ‌by‌ ‌the‌ ‌conclusion‌ ‌of‌ ‌‌Tighter‌,‌ ‌another‌ ‌parodic‌ ‌ironic‌ ‌inversion‌ ‌has‌‌                           

finally‌ ‌been‌ ‌structured:‌ ‌Peter‌ ‌Quint‌ ‌and‌ ‌Miss‌ ‌Jessel’s‌ ‌libertine‌ ‌sexual‌ ‌affair‌ ‌by‌ ‌Victorian‌‌                         

standards‌ ‌is‌ ‌reimagined‌ ‌as‌ ‌a‌ ‌dark‌ ‌romantic‌ ‌story‌ ‌of‌ ‌forbidden‌ ‌love,‌ ‌base‌ ‌betrayal,‌ ‌extreme‌‌                           

pain,‌‌and‌‌sacrificial‌‌death.‌‌A‌‌hackneyed‌‌one,‌‌arguably,‌‌but‌‌again‌‌one‌‌that‌‌displays‌‌its‌‌author’s‌‌                             

understanding‌ ‌and‌ ‌exploration‌ ‌of‌ ‌conventions‌ ‌of‌ ‌gothic‌ ‌fiction,‌‌including‌‌some‌‌that‌‌may‌‌be‌‌                         

thoroughly‌ ‌absent‌ ‌from‌ ‌her‌ ‌source‌ ‌material.‌ ‌ 

It‌ ‌is‌ ‌this‌ ‌sort‌ ‌of‌ ‌extensive‌ ‌parodic‌ ‌engagement‌ ‌with‌ ‌a‌ ‌canonical‌ ‌gothic‌ ‌text‌ ‌that‌‌                           

characterizes‌‌the‌‌postmodern‌‌gothic.‌‌When‌‌approaching‌‌a‌‌novel‌‌such‌‌as‌‌‌Tighter‌,‌‌the‌‌reader‌‌is‌‌                           

constantly‌‌comparing‌‌and‌‌contrasting‌‌it‌‌with‌‌the‌‌parodied‌‌source‌‌material‌‌from‌‌which‌‌it‌‌both‌‌                           

derives‌‌and‌‌differentiates.‌‌In‌‌the‌‌postmodern‌‌gothic,‌‌the‌‌diegetic‌‌and‌‌conventional‌‌elements‌‌of‌‌                         

the‌ ‌genre,‌ ‌such‌ ‌as‌ ‌the‌ ‌‌locus‌ ‌horribilis‌ ‌haunted‌ ‌by‌ ‌supernatural‌ ‌visitations‌ ‌and‌ ‌acts‌ ‌of‌‌                           

monstrous‌ ‌violence,‌ ‌are‌ ‌both‌ ‌installed‌ ‌and‌ ‌subverted,‌ ‌used‌ ‌and‌ ‌abused‌ ‌or‌ ‌repeated‌ ‌with‌‌                         

difference‌‌from‌‌the‌‌particular‌‌configuration‌‌they‌‌are‌‌given‌‌in‌‌the‌‌targeted‌‌novel.‌‌It‌‌is‌‌precisely‌‌                             

the‌‌play‌‌of‌‌similarity‌‌and‌‌difference‌‌that‌‌is‌‌dramatized‌‌by‌‌the‌‌postmodern‌‌parody,‌‌a‌‌bitextual‌‌                             

synthesis‌ ‌or‌ ‌double-voiced‌ ‌discourse,‌ ‌in‌ ‌Hutcheon’s‌ ‌words,‌ ‌that‌ ‌keeps‌ ‌both‌ ‌parodic‌ ‌and‌‌                       

parodied‌ ‌text‌ ‌in‌ ‌a‌ ‌constant‌ ‌state‌ ‌of‌ ‌formal,‌ ‌thematic‌ ‌and‌ ‌ideological‌ ‌tension.‌ ‌ 

As‌‌the‌‌above‌‌roster‌‌of‌‌a‌‌number‌‌of‌‌formal,‌‌thematic‌‌and‌‌diegetic‌‌differences‌‌between‌‌                           

Tighter‌‌‌and‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌may‌‌have‌‌proved,‌‌this‌‌manner‌‌of‌‌parody‌‌is‌‌not‌‌intended‌‌as‌‌                                   

a‌ ‌mockery‌ ‌of‌ ‌the‌ ‌parodied‌ ‌material;‌ ‌on‌ ‌the‌ ‌contrary,‌ ‌its‌ ‌engagement‌ ‌is‌ ‌often‌ ‌performed‌ ‌in‌‌                             

order‌ ‌for‌ ‌the‌ ‌more‌ ‌serious‌ ‌concerns‌ ‌of‌ ‌both‌ ‌novels‌ ‌to‌ ‌be‌ ‌examined‌ ‌against‌‌each‌‌other.‌‌One‌‌                               

relevant‌ ‌point‌ ‌of‌ ‌contention‌ ‌in‌ ‌both‌ ‌novels‌ ‌under‌ ‌consideration‌ ‌here‌ ‌is‌ ‌arguably‌ ‌the‌ ‌tricky‌‌                           

position‌‌of‌‌uncertainty‌‌in‌‌which‌‌the‌‌governess/‌au‌‌pair‌‌is‌‌placed:‌‌is‌‌she‌‌actually‌‌seeing‌‌ghosts,‌‌                             

or‌ ‌is‌ ‌she‌ ‌projecting‌ ‌her‌ ‌own‌ ‌lunatic‌ ‌fantasies,‌ ‌social‌ ‌preconceptions‌ ‌and‌ ‌repressed‌ ‌sexual‌‌                         

desires‌ ‌onto‌ ‌ghostly‌ ‌figments‌ ‌of‌ ‌her‌ ‌imagination‌ ‌(BROMWICH,‌ ‌2011,‌ ‌p.‌ ‌163;‌ ‌PUNTER,‌‌                       

1996b,‌ ‌p.‌ ‌50)?‌ ‌In‌ ‌James’s‌ ‌text,‌ ‌the‌ ‌irresolution‌ ‌of‌ ‌the‌ ‌matter‌ ‌comes‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌several‌‌                                 

ambiguities,‌ ‌suppressions,‌ ‌and‌ ‌innuendos,‌ ‌the‌ ‌complexities‌ ‌of‌ ‌which‌ ‌have‌ ‌contributed‌ ‌to‌‌                     

turning‌ ‌it‌ ‌into‌ ‌one‌ ‌of‌ ‌the‌ ‌most‌ ‌important‌ ‌modern‌ ‌texts‌‌for‌‌an‌‌understanding‌‌of‌‌the‌‌limits‌‌of‌‌                                 

interpretation‌‌and‌‌the‌‌act‌‌of‌‌reading,‌‌according‌‌to‌‌Bromwich‌‌(2011,‌‌p.‌‌163-164).‌‌In‌‌its‌‌parodic‌                             

revision‌ ‌of‌‌the‌‌stylistic‌‌magnitude‌‌of‌‌the‌‌canonical‌‌text,‌‌‌Tighter‌‌‌is‌‌configured‌‌as‌‌a‌‌respectful‌‌                             

paradoxical‌ ‌attempt‌ ‌at‌ ‌‌both‌ ‌‌resorting‌ ‌to‌ ‌ambiguity‌ ‌and‌ ‌indetermination‌ ‌in‌ ‌exploring‌ ‌the‌ ‌‌au‌‌                         

pair‌’s‌ ‌predicament‌ ‌‌and‌ ‌‌letting‌ ‌her‌ ‌off‌ ‌the‌ ‌hook‌ ‌by‌ ‌providing‌ ‌an‌ ‌explanation‌ ‌for‌ ‌the‌‌                           
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supernatural‌‌events‌‌experienced‌‌in‌‌the‌‌course‌‌of‌‌the‌‌narrative.‌‌To‌‌that‌‌side‌‌of‌‌the‌‌problem‌‌we‌‌                               

turn‌ ‌with‌ ‌the‌ ‌following‌ ‌section.‌ ‌ 

‌ 

2.2‌ ‌“This‌ ‌was‌ ‌no‌ ‌trick‌ ‌of‌ ‌the‌ ‌eye”‌ ‌ 

‌ 

As‌ ‌we‌ ‌have‌ ‌seen‌ ‌in‌ ‌Chapter‌ ‌One,‌ ‌Linda‌ ‌Hutcheon‌ ‌argues‌ ‌that‌ ‌postmodern‌ ‌parodic‌‌                         

texts‌ ‌often‌ ‌display‌ ‌a‌ ‌wide‌ ‌range‌ ‌of‌ ‌‌ethe‌ ‌that‌ ‌evade‌ ‌the‌ ‌limitations‌ ‌of‌ ‌mockery‌ ‌to‌ ‌include‌‌                               

contestation‌‌and‌‌homage.‌‌In‌‌Adele‌‌Griffin’s‌‌‌Tighter‌,‌‌the‌‌issue‌‌of‌‌parodic‌‌intent‌‌is‌‌most‌‌clearly‌‌                             

brought‌ ‌up‌ ‌in‌ ‌the‌ ‌“Acknowledgements”‌ ‌paratextual‌ ‌section‌ ‌that‌‌closes‌‌the‌‌book:‌‌among‌‌the‌‌                         

many‌‌individuals‌‌to‌‌whose‌‌contributions‌‌she‌‌expresses‌‌her‌‌gratitude,‌‌the‌‌author‌‌makes‌‌sure‌‌to‌‌                           

mention‌‌“[her]‌‌absolute‌‌debt‌‌to‌‌the‌‌Master,‌‌Henry‌‌James,‌‌for‌‌giving‌‌us‌‌the‌‌greatest‌‌ghost‌‌story‌‌                               

ever‌ ‌written”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌217).‌ ‌James’s‌ ‌narrative‌ ‌—‌ ‌its‌ ‌ambiguities,‌ ‌innuendos,‌‌                       

half-sentences,‌ ‌and‌ ‌so‌ ‌on‌ ‌—‌ ‌is‌ ‌thus‌ ‌taken‌ ‌as‌ ‌a‌‌masterful‌‌model‌‌of‌‌literary‌‌craft‌‌to‌‌be‌‌learnt‌‌                                   

from,‌ ‌which‌ ‌renders‌ ‌‌Tighter‌ ‌‌a‌ ‌respectful‌ ‌parody‌ ‌of‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌in‌ ‌Hutcheon’s‌‌                             

terms.‌‌However,‌‌as‌‌Griffin‌‌(2011,‌‌p.‌‌217)‌‌conversely‌‌claims,‌‌“like‌‌so‌‌many‌‌before‌‌[her],‌‌[she]‌‌                             

has‌‌deeply‌‌enjoyed‌‌[her]‌‌turn”:‌‌her‌‌respectful‌‌parody‌‌is‌‌also‌‌one‌‌that‌‌tries‌‌to‌‌assert‌‌itself‌‌as‌‌a‌‌                                   

separate,‌‌different,‌‌turn‌‌on‌‌James’s‌‌previous‌‌text‌‌and‌‌its‌‌disorienting‌‌sequence‌‌of‌‌implications‌‌                         

that‌ ‌are‌ ‌never‌ ‌clarified.‌ ‌The‌ ‌challenges‌ ‌this‌ ‌duplicitous‌ ‌intention‌ ‌creates‌ ‌for‌ ‌the‌ ‌activity‌ ‌of‌‌                           

reading,‌ ‌as‌ ‌well‌ ‌as‌‌the‌‌solutions‌‌invented‌‌by‌‌the‌‌postmodern‌‌writer,‌‌revolve‌‌both‌‌around‌‌the‌                             

ambiguity‌‌of‌‌James’s‌‌style‌‌and‌‌that‌‌which‌‌may‌‌be‌‌the‌‌ultimate‌‌irresolute‌‌paradox‌‌of‌‌his‌‌ghost‌‌                               

story:‌ ‌how‌ ‌to‌ ‌declare‌ ‌the‌‌governess‌‌mad‌‌when‌‌she‌‌had‌‌been‌‌so‌‌precise‌‌in‌‌her‌‌description‌‌of‌‌                                 

Peter‌ ‌Quint?‌ ‌In‌ ‌the‌ ‌following‌ ‌observations,‌ ‌we‌ ‌will‌ ‌attempt‌ ‌to‌ ‌give‌ ‌an‌ ‌overview‌ ‌of‌ ‌the‌‌                             

implications‌ ‌these‌ ‌questions‌ ‌pose‌ ‌to‌ ‌the‌ ‌issue‌ ‌of‌ ‌parodic‌ ‌playfulness‌ ‌in‌ ‌‌Tighter‌.‌ ‌ 

Reading‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌may‌ ‌be‌ ‌a‌ ‌disorienting‌ ‌exercise‌ ‌in‌ ‌determining‌ ‌the‌‌                           

meaning‌ ‌underlying‌ ‌innuendos,‌ ‌half-sentences,‌ ‌interruptions,‌ ‌half-baked‌ ‌suggestions,‌‌             

ambiguous‌ ‌word‌ ‌choices,‌ ‌and‌ ‌the‌ ‌imprecision‌ ‌of‌ ‌a‌ ‌first-person‌ ‌point‌ ‌of‌ ‌view.‌‌According‌‌to‌‌                           

Punter‌ ‌(1996b,‌ ‌p.‌ ‌49),‌ ‌the‌ ‌combination‌ ‌of‌ ‌those‌ ‌factors‌ ‌adds‌ ‌up‌ ‌to‌ ‌the‌ ‌emphasized‌‌                           

unreliability‌ ‌of‌ ‌the‌ ‌governess’s‌ ‌memory‌ ‌to‌ ‌manipulate‌ ‌the‌ ‌reader‌ ‌into‌‌a‌‌situation‌‌of‌‌chronic‌‌                           

doubt.‌ ‌One‌ ‌of‌‌the‌‌reasons‌‌why‌‌the‌‌ghosts‌‌are‌‌so‌‌disturbing‌‌is‌‌precisely‌‌that‌‌they‌‌may‌‌not‌‌be‌‌                                   

there‌ ‌at‌ ‌all,‌ ‌being‌ ‌in‌ ‌fact‌ ‌mere‌ ‌figments‌ ‌of‌ ‌the‌ ‌governess’s‌ ‌imagination,‌ ‌projections‌ ‌of‌ ‌her‌‌                             

fears,‌ ‌preconceptions,‌ ‌and‌ ‌repressed‌ ‌desires.‌ ‌Whatever‌ ‌wickedness‌ ‌the‌ ‌ghosts‌ ‌may‌‌                   

metaphorize‌ ‌is‌ ‌thus‌ ‌only‌ ‌ever‌‌suggested‌‌by‌‌the‌‌ambiguities‌‌of‌‌the‌‌text.‌‌How‌‌else‌‌to‌‌account‌‌                               

for‌ ‌the‌ ‌following‌ ‌interaction‌ ‌between‌ ‌the‌ ‌governess‌ ‌and‌ ‌Mrs.‌ ‌Grose,‌ ‌just‌ ‌to‌ ‌quote‌ ‌one?:‌ ‌ 

‌ ‌  
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And‌ ‌you‌ ‌tell‌ ‌me‌ ‌they‌ ‌[Quint‌ ‌and‌ ‌Miles]‌ ‌were‌ ‌‘great‌ ‌friends’?”‌ ‌ 
“Oh,‌ ‌it‌ ‌wasn’t‌ ‌him!”‌ ‌Mrs.‌ ‌Grose‌ ‌with‌ ‌emphasis‌ ‌declared.‌ ‌“It‌ ‌was‌ ‌Quint’s‌‌                       
own‌ ‌fancy.‌ ‌To‌ ‌play‌ ‌with‌ ‌him,‌ ‌I‌ ‌mean‌ ‌—‌ ‌to‌ ‌spoil‌ ‌him.”‌ ‌She‌ ‌paused‌ ‌a‌‌                             
moment;‌ ‌then‌ ‌she‌ ‌added:‌ ‌“Quint‌ ‌was‌ ‌much‌ ‌too‌ ‌free.”‌ ‌ 
This‌ ‌gave‌ ‌me,‌ ‌straight‌ ‌from‌ ‌my‌ ‌vision‌ ‌of‌ ‌his‌ ‌face‌ ‌—‌ ‌‌such‌ ‌‌a‌ ‌face!‌ ‌—‌ ‌a‌‌                               
sudden‌ ‌sickness‌ ‌of‌ ‌disgust.‌ ‌“Too‌ ‌free‌ ‌with‌ ‌‌my‌ ‌‌boy?”‌ ‌ 
“Too‌ ‌free‌ ‌with‌ ‌everyone!”‌ ‌ 
I‌ ‌forbore,‌ ‌for‌ ‌the‌ ‌moment,‌ ‌to‌ ‌analyse‌ ‌this‌ ‌description‌ ‌further‌ ‌than‌ ‌by‌ ‌the‌‌                         
reflection‌‌that‌‌a‌‌part‌‌of‌‌it‌‌applied‌‌to‌‌several‌‌of‌‌the‌‌members‌‌of‌‌the‌‌household,‌‌                             
of‌ ‌the‌ ‌half-dozen‌ ‌maids‌ ‌and‌ ‌men‌ ‌who‌ ‌were‌ ‌still‌ ‌of‌ ‌our‌ ‌small‌ ‌colony.‌ ‌But‌‌                           
there‌ ‌was‌ ‌everything,‌ ‌for‌ ‌our‌ ‌apprehension,‌ ‌in‌ ‌the‌ ‌lucky‌ ‌fact‌ ‌that‌ ‌no‌‌                       
discomfortable‌ ‌legend,‌ ‌no‌ ‌perturbation‌ ‌of‌ ‌scullions,‌ ‌had‌ ‌ever,‌ ‌within‌‌                 
anyone’s‌‌memory,‌‌attached‌‌to‌‌the‌‌kind‌‌old‌‌place.‌‌It‌‌had‌‌neither‌‌bad‌‌name‌‌nor‌‌                           
ill‌‌fame,‌‌and‌‌Mrs.‌‌Grose,‌‌most‌‌apparently,‌‌only‌‌desired‌‌to‌‌cling‌‌to‌‌me‌‌and‌‌to‌‌                             
quake‌‌in‌‌silence.‌‌I‌‌even‌‌put‌‌her,‌‌the‌‌very‌‌last‌‌thing‌‌of‌‌all,‌‌to‌‌the‌‌test.‌‌It‌‌was‌‌                                   
when,‌‌at‌‌midnight,‌‌she‌‌had‌‌her‌‌hand‌‌on‌‌the‌‌schoolroom‌‌door‌‌to‌‌take‌‌leave.‌‌“I‌‌                             
have‌‌it‌‌from‌‌you‌‌then‌‌—‌‌for‌‌it’s‌‌of‌‌great‌‌importance‌‌—‌‌that‌‌he‌‌was‌‌definitely‌‌                               
and‌ ‌admittedly‌ ‌‌bad‌?”‌ ‌ 
“Oh,‌ ‌not‌‌admittedly.‌‌‌I‌‌knew‌‌it‌‌—‌‌but‌‌the‌‌master‌‌didn’t.”‌‌(JAMES,‌‌1991,‌‌p.‌‌                           
25-26).‌ ‌ 

‌ ‌  

‌  The‌‌governess‌‌has‌‌just‌‌seen‌‌the‌‌ghost‌‌of‌‌Quint‌‌for‌‌the‌‌second‌‌time,‌‌outside‌‌the‌‌dining‌‌                               

room‌ ‌window,‌ ‌and‌ ‌has‌ ‌managed‌ ‌to‌ ‌get‌ ‌Mrs.‌ ‌Grose‌ ‌to‌ ‌spill‌ ‌the‌ ‌beans‌ ‌on‌ ‌his‌ ‌previous‌‌                               

indiscretions,‌‌in‌‌particular‌‌those‌‌relating‌‌him‌‌to‌‌the‌‌children.‌‌The‌‌nature‌‌of‌‌such‌‌indiscretions,‌‌                           

however,‌ ‌remains‌ ‌to‌ ‌be‌ ‌determined‌ ‌through‌ ‌the‌ ‌careful‌‌work‌‌of‌‌the‌‌reader‌‌in‌‌reconstructing‌‌                           

ambiguous‌ ‌meaning.‌ ‌We‌ ‌learn‌ ‌that‌ ‌Quint‌ ‌wanted‌ ‌to‌ ‌“spoil”‌ ‌—‌ ‌most‌ ‌readily,‌ ‌to‌ ‌pamper‌ ‌—‌‌                             

Miles,‌ ‌and‌ ‌“play‌ ‌with”‌ ‌him‌ ‌—‌ ‌that‌‌is,‌‌perhaps,‌‌amuse‌‌himself‌‌at‌‌the‌‌expense‌‌of‌‌the‌‌boy;‌‌as‌‌                                   

such,‌‌he‌‌might‌‌have‌‌crossed‌‌a‌‌line‌‌of‌‌propriety‌‌separating‌‌a‌‌valet‌‌from‌‌a‌‌young‌‌gentleman‌‌to‌‌                                 

be,‌‌and‌‌this‌‌seems‌‌to‌‌be‌‌Mrs.‌‌Grose’s‌‌sole‌‌reason‌‌for‌‌concern‌‌somewhere‌‌else‌‌in‌‌the‌‌narrative.‌‌                                 

Yet,‌‌in‌‌light‌‌of‌‌the‌‌governess’s‌‌preconceived‌‌suspicions‌‌of‌‌the‌‌depravity‌‌of‌‌the‌‌lower‌‌classes,‌‌                             

on‌‌top‌‌of‌‌Mrs.‌‌Grose’s‌‌unhelpful‌‌intimations‌‌of‌‌Quint’s‌‌habitual‌‌philandering,‌‌those‌‌verbs‌‌in‌‌                           

quotes‌‌take‌‌on‌‌darker‌‌undertones:‌‌Quint‌‌might‌‌have‌‌tried‌‌to‌‌“play”‌‌with‌‌the‌‌boy‌‌sexually,‌‌thus‌‌                               

consequently‌ ‌“spoiling”‌ ‌his‌ ‌purity,‌ ‌tarnishing‌ ‌the‌ ‌innocence‌ ‌the‌ ‌governess‌ ‌instinctively‌‌                   

attributes‌‌to‌‌the‌‌child.‌‌On‌‌the‌‌other‌‌hand,‌‌if‌‌the‌‌repetition‌‌of‌‌the‌‌words‌‌“too‌‌free”‌‌to‌‌describe‌‌                                   

Quint’s‌‌inappropriate‌‌behavior‌‌might‌‌suggest‌‌sexual‌‌indiscretion,‌‌the‌‌fact‌‌that‌‌he‌‌was‌‌“much‌‌                         

too‌ ‌free‌ ‌with‌ ‌everyone”‌ ‌might‌ ‌imply‌‌that‌‌Miles‌‌was‌‌not‌‌a‌‌particular‌‌target‌‌of‌‌his.‌‌It‌‌is,‌‌after‌‌                                   

all,‌ ‌the‌ ‌governess‌ ‌and‌ ‌only‌ ‌she‌ ‌who‌ ‌consistently‌ ‌suggests‌ ‌that‌ ‌Quint‌ ‌has‌ ‌come‌ ‌back‌ ‌to‌‌                             

continue‌ ‌“playing‌ ‌with”‌ ‌the‌ ‌boy,‌ ‌and‌ ‌even‌ ‌she‌ ‌is‌ ‌aware‌ ‌of‌ ‌the‌ ‌fact‌ ‌that,‌ ‌in‌ ‌being‌‌much‌‌too‌‌                                   

free,‌ ‌with‌ ‌the‌ ‌boy‌ ‌and‌ ‌everyone‌ ‌else,‌ ‌he‌ ‌was‌ ‌probably‌‌none‌‌too‌‌different‌‌than‌‌several‌‌other‌‌                               

members‌‌of‌‌the‌‌household.‌‌Finally,‌‌upon‌‌asking‌‌Mrs.‌‌Grose‌‌whether‌‌Quint‌‌was‌‌truly‌‌“bad”,‌‌it‌‌                             

is‌ ‌possible‌ ‌to‌ ‌observe‌ ‌that‌ ‌the‌ ‌governess‌ ‌attributes‌ ‌a‌‌highly‌‌moralized‌‌tone‌‌to‌‌the‌‌adjective:‌‌                             
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what‌ ‌she‌ ‌wishes‌ ‌to‌ ‌determine‌ ‌is‌ ‌whether‌ ‌Quint‌ ‌had‌‌been‌‌a‌‌corrupting‌‌influence‌‌on‌‌Miles,‌‌a‌‌                               

concern‌ ‌that‌ ‌echoes‌ ‌her‌ ‌suspicions‌ ‌of‌ ‌the‌‌corrupting‌‌influence‌‌the‌‌boy‌‌may‌‌have‌‌had‌‌on‌‌his‌‌                               

schoolmates,‌ ‌whence‌ ‌his‌ ‌unexplained‌ ‌expulsion.‌ ‌The‌ ‌consequence‌ ‌is‌ ‌somewhat‌ ‌implicit:‌ ‌if‌‌                     

Miles‌‌had‌‌become‌‌a‌‌corrupting‌‌influence‌‌himself,‌‌it‌‌was‌‌due‌‌to‌‌his‌‌being‌‌corrupted‌‌in‌‌advance‌‌                               

by‌‌Quint.‌‌Yet‌‌no‌‌conclusion‌‌is‌‌ever‌‌achieved‌‌by‌‌the‌‌reader:‌‌it‌‌is‌‌impossible,‌‌after‌‌reading‌‌this‌‌                                 

ineffable‌ ‌passage,‌ ‌to‌ ‌unequivocally‌ ‌affirm‌ ‌anything‌ ‌about‌ ‌the‌ ‌nature‌ ‌of‌ ‌Peter‌ ‌Quint’s‌‌many‌‌                         

suggested‌ ‌transgressions,‌ ‌or‌ ‌the‌ ‌actual‌ ‌character‌ ‌of‌ ‌his‌ ‌involvement‌ ‌with‌ ‌Miles.‌ ‌ 

‌  Unlike‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌in‌ ‌Adele‌ ‌Griffin’s‌ ‌novel‌ ‌most‌ ‌of‌ ‌the‌ ‌ghosts‌ ‌are‌‌                             

explained‌ ‌away‌ ‌by‌ ‌perfectly‌ ‌rational‌ ‌reasons‌ ‌when‌ ‌the‌ ‌‌au‌ ‌pair‌ ‌is‌ ‌diagnosed‌ ‌with‌‌                         

schizophrenia;‌ ‌yet‌ ‌the‌ ‌need‌ ‌to‌ ‌retain‌ ‌suspense‌ ‌and‌ ‌mystery‌ ‌still‌ ‌demands‌ ‌the‌ ‌creation‌ ‌of‌‌                           

ambiguity.‌ ‌As‌ ‌a‌ ‌result,‌ ‌the‌ ‌rational‌ ‌explanation‌ ‌is‌ ‌actualized,‌ ‌or‌ ‌else‌ ‌textualized‌ ‌in‌ ‌the‌‌                           

denotative‌ ‌and‌ ‌overtly‌ ‌factual‌ ‌style‌ ‌of‌ ‌Griffin’s‌ ‌narrative,‌ ‌while‌ ‌she‌ ‌conversely‌ ‌activates‌‌                       

suspense‌‌and‌‌creates‌‌disorientation‌‌with‌‌recourse‌‌to‌‌contradiction.‌‌That‌‌strategy‌‌is‌‌made‌‌clear‌‌                         

from‌ ‌Jamie’s‌ ‌first‌ ‌supernatural‌ ‌experience‌ ‌at‌ ‌Skylark,‌ ‌when‌ ‌she‌ ‌searches‌ ‌for‌ ‌Isa‌ ‌by‌ ‌the‌‌                           

lighthouse:‌ ‌ 

‌ ‌  

And‌‌as‌‌it‌‌turned‌‌out,‌‌once‌‌I’d‌‌scaled‌‌the‌‌hill,‌‌I‌‌found‌‌a‌‌wooden‌‌walk‌‌secured‌‌                               
on‌ ‌its‌ ‌ocean‌ ‌side‌ ‌by‌ ‌a‌ ‌rail.‌ ‌I‌ ‌took‌ ‌it‌ ‌and‌ ‌became‌ ‌instantly‌ ‌engrossed‌ ‌with‌‌                             
watching‌‌my‌‌feet;‌‌my‌‌pedicure‌‌was‌‌so‌‌chipped‌‌it‌‌showed‌‌more‌‌toenail‌‌than‌‌                         
polish.‌ ‌So‌ ‌when‌ ‌I‌ ‌finally‌ ‌did‌ ‌look‌ ‌up,‌‌I‌‌stopped‌‌cold,‌‌my‌‌heart‌‌jumping‌‌in‌‌                             
surprise.‌ ‌ 
Either‌ ‌I‌ ‌was‌ ‌going‌ ‌deaf,‌ ‌or‌ ‌the‌ ‌kids‌ ‌hadn’t‌ ‌made‌ ‌a‌ ‌sound.‌ ‌ 
There‌‌were‌‌two‌‌of‌‌them,‌‌standing‌‌a‌‌dozen‌‌yards‌‌ahead‌‌where‌‌the‌‌rail‌‌ended,‌‌                           
at‌ ‌the‌ ‌edge‌ ‌of‌ ‌a‌ ‌jut‌ ‌of‌ ‌overhang.‌ ‌I‌ ‌shaded‌ ‌my‌ ‌eyes.‌ ‌One‌ ‌painkiller’s‌ ‌side‌‌                             
effect‌ ‌was‌ ‌occasionally‌ ‌a‌ ‌fuzzy‌ ‌double‌ ‌image,‌ ‌but‌ ‌this‌ ‌was‌ ‌no‌‌trick‌‌of‌‌the‌‌                           
eye.‌ ‌ 
Two‌ ‌same-sized‌ ‌girls‌ ‌in‌ ‌shorts‌ ‌and‌ ‌T-shirts.‌ ‌Or‌ ‌maybe‌ ‌a‌‌girl‌‌and‌‌a‌‌skinny,‌‌                           
shortish‌ ‌guy?‌ ‌ 
The‌ ‌longer‌ ‌I‌ ‌looked,‌ ‌the‌ ‌more‌ ‌I‌ ‌was‌ ‌sure,‌ ‌yes,‌‌definitely‌‌a‌‌guy,‌‌but‌‌not‌‌so‌‌                               
shrimpy‌‌as‌‌the‌‌girl‌‌was‌‌tall.‌‌And‌‌they‌‌were‌‌sharing‌‌a‌‌private‌‌moment.‌‌There‌‌                           
was‌‌a‌‌leaning-in-ness‌‌and‌‌face-to-face-ness‌‌about‌‌them.‌‌They‌‌must‌‌not‌‌have‌‌                     
seen‌ ‌me‌ ‌yet,‌ ‌either,‌ ‌and‌ ‌so‌ ‌I‌ ‌started‌‌self-consciously‌‌clearing‌‌my‌‌throat‌‌—‌‌                         
though‌ ‌neither‌ ‌of‌ ‌them‌ ‌reacted.‌ ‌Maybe‌ ‌they‌ ‌were‌ ‌neighbors‌‌—‌‌part‌‌of‌‌the‌‌                         
“kick-back‌‌bunch”‌‌of‌‌Little‌‌Blyers‌‌that‌‌Miles‌‌McRae‌‌talked‌‌about.‌‌If‌‌I‌‌could‌‌                         
make‌ ‌a‌ ‌couple‌ ‌of‌ ‌friends‌ ‌right‌ ‌from‌ ‌day‌ ‌one,‌ ‌then‌ ‌I‌ ‌wouldn’t‌ ‌have‌ ‌to‌ ‌ 
“Jamie!”‌ ‌ 
At‌ ‌the‌ ‌sound‌ ‌of‌ ‌my‌ ‌name,‌ ‌I‌ ‌snapped‌ ‌around.‌ ‌ 
She‌ ‌was‌ ‌a‌ ‌flit‌ ‌of‌ ‌white‌ ‌high‌ ‌above,‌ ‌her‌ ‌arms‌ ‌making‌ ‌broad‌ ‌arcs,‌ ‌as‌‌if‌‌she‌‌                               
needed‌‌rescuing.‌‌Standing‌‌in‌‌front‌‌of‌‌the‌‌lighthouse,‌‌she‌‌seemed‌‌as‌‌matched‌‌                       
to‌‌it‌‌as‌‌a‌‌Dutch‌‌girl‌‌guarding‌‌her‌‌windmill.‌‌I‌‌signaled‌‌back‌‌as‌‌I‌‌swerved‌‌off‌‌                               
the‌‌walk‌‌and‌‌broke‌‌into‌‌a‌‌jog‌‌to‌‌meet‌‌her,‌‌glancing‌‌back‌‌over‌‌my‌‌shoulder‌‌at‌‌                               
the‌ ‌couple.‌ ‌ 
Only‌ ‌they‌ ‌weren’t‌ ‌there,‌ ‌and‌ ‌in‌ ‌my‌ ‌next‌‌breath,‌‌the‌‌late‌‌afternoon‌‌sun‌‌had‌‌                           
burned‌‌through‌‌the‌‌haze‌‌to‌‌shine‌‌harsh‌‌in‌‌my‌‌eyes.‌‌I‌‌spun‌‌around,‌‌confused‌‌                           
—‌‌‌whoa‌‌whoa‌‌wait‌‌wait‌,‌‌where‌‌had‌‌they‌‌gone?‌‌Had‌‌they‌‌climbed‌‌down,‌‌or‌‌                           
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dived‌‌off‌‌that‌‌rock?‌‌No‌‌way,‌‌it‌‌was‌‌so‌‌high.‌‌But‌‌I‌‌had‌‌to‌‌know,‌‌and‌‌I‌‌veered‌‌                                   
in‌‌the‌‌opposite‌‌direction,‌‌running‌‌to‌‌look‌‌over‌‌the‌‌edge‌‌of‌‌the‌‌cliff.‌‌I‌‌hadn’t‌‌                             
been‌‌too‌‌aerobic‌‌since‌‌my‌‌injury,‌‌and‌‌by‌‌the‌‌time‌‌I‌‌reached‌‌the‌‌place‌‌where‌‌                             
they’d‌ ‌been,‌ ‌I‌ ‌could‌ ‌feel‌ ‌the‌ ‌burn‌ ‌in‌ ‌my‌ ‌lungs‌ ‌and‌ ‌gently‌ ‌used‌ ‌muscles.‌ ‌ 
Nothing.‌‌Nothing‌‌below‌‌but‌‌the‌‌phlegm‌‌of‌‌foam‌‌breaking‌‌over‌‌the‌‌peaks‌‌of‌‌                         
rock.‌‌[...]‌‌I‌‌had‌‌seen‌‌them,‌‌hadn’t‌‌I?‌‌I‌‌knew‌‌I‌‌had.‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌21-22;‌‌                               
24).‌ ‌ 

‌ ‌  

‌  This‌‌is‌‌the‌‌moment‌‌when‌‌Jamie‌‌first‌‌sees‌‌the‌‌ghosts‌‌she‌‌will‌‌later‌‌associate‌‌with‌‌Jessie‌‌                               

and‌‌Peter.‌‌The‌‌scene‌‌moves‌‌forward‌‌in‌‌a‌‌fast-paced‌‌spinning‌‌of‌‌changing‌‌atmosphere:‌‌Jamie’s‌‌                           

comedic‌ ‌remark‌ ‌about‌ ‌her‌ ‌toenails‌ ‌immediately‌ ‌gives‌ ‌place‌ ‌to‌ ‌terror,‌ ‌then‌ ‌wishful‌‌thinking‌‌                         

about‌ ‌the‌ ‌possibility‌ ‌of‌ ‌making‌ ‌friends,‌ ‌then‌ ‌doubt.‌ ‌Why‌ ‌she‌ ‌should‌ ‌be‌ ‌afraid‌ ‌of‌ ‌seeing‌‌                             

unexpected‌ ‌visitors‌ ‌at‌ ‌the‌ ‌lighthouse‌ ‌is‌ ‌never‌‌explained,‌‌but‌‌we‌‌are‌‌left‌‌with‌‌the‌‌impression‌‌                             

that‌‌it‌‌is‌‌the‌‌secretive‌‌behavior‌‌of‌‌the‌‌teenagers‌‌that‌‌seems‌‌out‌‌of‌‌place.‌‌Along‌‌with‌‌Jamie,‌‌we,‌‌                                   

readers,‌ ‌intrude‌ ‌upon‌ ‌a‌ ‌private‌ ‌moment‌ ‌that‌ ‌is‌ ‌supposedly‌ ‌not‌ ‌ours‌ ‌to‌ ‌behold;‌ ‌in‌ ‌fact,‌‌                             

throughout‌ ‌the‌ ‌course‌ ‌of‌ ‌the‌ ‌whole‌ ‌scene,‌ ‌Jamie’s‌ ‌conversational‌ ‌and‌ ‌conspiratorial‌ ‌tone‌‌                       

invites‌‌us‌‌to‌‌share‌‌responsibility‌‌for‌‌trespassing‌‌alongside‌‌her‌‌into‌‌the‌‌realm‌‌of‌‌what‌‌she‌‌may‌‌                               

or‌ ‌may‌ ‌not‌ ‌be‌ ‌seeing.‌ ‌Remarks‌ ‌such‌ ‌as‌ ‌the‌ ‌rhetorical‌ ‌question‌ ‌—‌ ‌“Or‌ ‌maybe‌ ‌a‌ ‌girl‌ ‌and‌ ‌a‌‌                                   

skinny,‌ ‌shortish‌ ‌guy?”‌ ‌—‌ ‌and‌ ‌tag‌ ‌question‌ ‌—‌ ‌“I‌ ‌had‌ ‌seen‌ ‌them,‌ ‌hadn’t‌ ‌I?”‌ ‌—‌ ‌connote‌ ‌a‌‌                                 

friendly‌‌banter,‌‌a‌‌conversation‌‌with‌‌an‌‌implied‌‌reader‌‌or‌‌attentive‌‌listener‌‌who‌‌is‌‌supposed‌‌to‌‌                             

be‌‌taking‌‌in‌‌her‌‌story‌‌in‌‌big‌‌slurps.‌‌They‌‌also‌‌insinuate‌‌that‌‌we‌‌may‌‌be‌‌able‌‌to‌‌freshen‌‌up‌‌her‌‌                                       

perspective‌‌for‌‌her,‌‌thus‌‌rendering‌‌us‌‌complicit‌‌in‌‌the‌‌act‌‌of‌‌reconstructing‌‌—‌‌co-authoring,‌‌if‌‌                             

you‌‌will‌‌—‌‌the‌‌heterocosm‌‌of‌‌the‌‌scene.‌‌It‌‌is‌‌to‌‌us,‌‌readers,‌‌more‌‌so‌‌than‌‌to‌‌herself,‌‌that‌‌Jamie‌‌                                       

directs‌ ‌such‌ ‌questions.‌ ‌Parody,‌ ‌as‌ ‌one‌ ‌mode‌ ‌of‌ ‌metafiction,‌ ‌relies‌ ‌on‌ ‌such‌ ‌instances‌ ‌of‌‌                           

linguistic‌ ‌awareness‌ ‌on‌ ‌the‌‌part‌‌of‌‌the‌‌reader‌‌to‌‌get‌‌its‌‌effects‌‌across;‌‌in‌‌this‌‌particular‌‌case,‌‌                                 

what‌ ‌it‌ ‌expects‌ ‌to‌ ‌get‌ ‌across‌ ‌is‌ ‌our‌ ‌complicity‌ ‌with‌ ‌the‌ ‌narrator‌ ‌and‌ ‌the‌ ‌ensuing‌ ‌effects‌ ‌of‌‌                                 

suspense‌ ‌and‌ ‌terror‌ ‌that‌ ‌are‌ ‌of‌ ‌interest‌ ‌to‌ ‌the‌ ‌gothic.‌ ‌ 

The‌ ‌fact‌ ‌that‌‌we‌‌have‌‌so‌‌far‌‌been‌‌made‌‌the‌‌sharers‌‌of‌‌Jamie’s‌‌most‌‌secluded‌‌secrets,‌‌                               

including‌ ‌the‌ ‌Sean‌ ‌Ryan‌ ‌situation‌ ‌and‌ ‌her‌‌occasional‌‌encounters‌‌at‌‌dawn‌‌with‌‌the‌‌ghosts‌‌of‌‌                             

dead‌ ‌relatives,‌‌certainly‌‌contributes‌‌to‌‌our‌‌taking‌‌her‌‌side‌‌of‌‌the‌‌story‌‌and‌‌accepting‌‌as‌‌truth‌‌                               

that‌ ‌she‌ ‌has‌ ‌just‌ ‌witnessed‌ ‌legitimate‌ ‌supernatural‌ ‌occurrences;‌ ‌yet‌ ‌by‌ ‌now‌ ‌we‌ ‌have‌ ‌also‌‌                           

found‌‌out‌‌that‌‌she‌‌has‌‌been‌‌struggling‌‌with‌‌addiction,‌‌a‌‌problem‌‌that,‌‌per‌‌her‌‌own‌‌judgment,‌‌                               

has‌ ‌often‌ ‌caused‌ ‌her‌ ‌to‌ ‌see‌ ‌things‌ ‌that‌ ‌may‌ ‌not‌ ‌be‌ ‌there.‌ ‌In‌ ‌the‌ ‌passage‌ ‌above,‌ ‌it‌ ‌is‌ ‌the‌‌                                     

actualized‌ ‌contradiction‌ ‌between‌ ‌Jamie’s‌ ‌vouched‌ ‌sincerity‌ ‌and‌ ‌the‌ ‌inconsistencies‌ ‌in‌ ‌her‌‌                     

speech‌‌that‌‌magnifies‌‌our‌‌doubts‌‌as‌‌to‌‌whether‌‌or‌‌not‌‌she‌‌has‌‌actually‌‌seen‌‌anyone‌‌else‌‌by‌‌the‌‌                                   

lighthouse.‌ ‌The‌ ‌inconclusiveness‌ ‌of‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌is‌ ‌still‌ ‌here,‌ ‌in‌ ‌a‌ ‌sense,‌ ‌but,‌‌                               
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through‌‌the‌‌sieve‌‌of‌‌the‌‌parodic‌‌strategy‌‌of‌‌ironic‌‌inversion,‌‌it‌‌is‌‌more‌‌strongly‌‌predicated‌‌on‌‌                               

Jamie’s‌‌policy‌‌of‌‌full‌‌disclosure‌‌rather‌‌than‌‌on‌‌any‌‌blanks‌‌we‌‌readers‌‌are‌‌left‌‌to‌‌fill‌‌in,‌‌nor‌‌any‌‌                                     

linguistic‌ ‌aerobics‌ ‌we‌ ‌might‌ ‌be‌ ‌invited‌ ‌to‌ ‌overanalyze.‌ ‌ 

In‌ ‌Jamie’s‌ ‌straightforward‌ ‌and‌ ‌highly‌ ‌denotative‌ ‌sentences‌‌—‌‌“One‌‌painkiller’s‌‌side‌‌                     

effect‌‌was‌‌occasionally‌‌a‌‌fuzzy‌‌double‌‌image,‌‌but‌‌this‌‌was‌‌no‌‌trick‌‌of‌‌the‌‌eye”‌‌—‌‌nothing‌‌is‌‌                                   

kept‌‌from‌‌the‌‌reader,‌‌nothing‌‌is‌‌half-baked.‌‌It‌‌is‌‌the‌‌fact‌‌that‌‌they‌‌‌contradict‌‌‌each‌‌other‌‌in‌‌the‌‌                                   

intelligence‌‌they‌‌impart,‌‌along‌‌with‌‌the‌‌perception‌‌that‌‌Jamie‌‌has‌‌nothing‌‌else‌‌to‌‌offer‌‌but‌‌the‌‌                               

paradox‌‌itself,‌‌that‌‌triggers‌‌the‌‌suspense‌‌of‌‌the‌‌scene.‌‌Hence,‌‌even‌‌if‌‌the‌‌ambiguous‌‌‌effect‌‌‌of‌‌                               

Henry‌ ‌James’s‌ ‌narrative‌ ‌is‌ ‌repeated,‌ ‌his‌ ‌ambiguity‌ ‌of‌ ‌‌style‌ is‌ ‌exchanged‌ ‌for‌ ‌a‌ ‌practice‌ ‌of‌‌                             

oxymoronic‌ ‌phrasing‌ ‌which‌ ‌will‌ ‌often‌ ‌crop‌ ‌up‌ ‌in‌ ‌Griffin’s‌‌novel.‌‌Moreover,‌‌the‌‌paradox‌‌of‌‌                           

the‌ ‌phrasing‌ ‌is‌ ‌metaphorical‌ ‌of‌ ‌Jamie’s‌ ‌mental‌ ‌disturbances:‌ ‌unable‌ ‌to‌ ‌distinguish‌ ‌between‌‌                       

reality‌ ‌and‌ ‌hallucination,‌ ‌she‌ ‌surrenders‌ ‌to‌ ‌the‌ ‌fundamental‌ ‌instability‌ ‌introduced‌ ‌by‌ ‌the‌‌                       

conjunction‌‌“but”.‌‌By‌‌the‌‌end‌‌of‌‌the‌‌passage,‌‌her‌‌“I‌‌had‌‌seen‌‌them,‌‌hadn’t‌‌I?‌‌I‌‌knew‌‌I‌‌had”‌‌—‌‌                                       

another‌ ‌succession‌ ‌of‌ ‌contradictory‌ ‌positions‌ ‌—‌ ‌sounds‌ ‌like‌ ‌an‌ ‌attempt‌ ‌at‌‌persuading‌‌us‌‌of‌‌                           

the‌ ‌reality‌ ‌of‌ ‌her‌ ‌vision‌ ‌through‌ ‌the‌ ‌sheer‌ ‌force‌ ‌of‌ ‌her‌ ‌own‌ ‌confusion.‌ ‌ 

‌  Jamie’s‌‌initial‌‌relationship‌‌with‌‌Isa‌‌is‌‌soon‌‌redefined‌‌by‌‌the‌‌introduction‌‌of‌‌Milo,‌‌Isa’s‌‌                           

older‌ ‌brother‌ ‌who‌ ‌has‌ ‌just‌ ‌been‌ ‌tossed‌ ‌from‌‌summer‌‌camp.‌‌It‌‌is‌‌Isa‌‌who‌‌first‌‌alludes‌‌to‌‌the‌‌                                   

boy,‌‌but‌‌it‌‌is‌‌through‌‌the‌‌eyes‌‌of‌‌Jamie‌‌that‌‌the‌‌reader‌‌will‌‌be‌‌acquainted‌‌with‌‌his‌‌snarky‌‌and‌‌                                     

disturbing‌‌presence.‌‌By‌‌Isa’s‌‌words,‌‌Milo‌‌is‌‌“sweet‌‌when‌‌he‌‌is‌‌not‌‌intense”‌‌(GRIFFIN,‌‌2011,‌‌                             

p.‌ ‌24);‌‌to‌‌Jamie,‌‌he‌‌seems‌‌like‌‌“nothing‌‌‌but‌‌‌intensity”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌29-30).‌‌He‌‌is‌‌the‌‌                                 

ultimate‌‌rulebreaker,‌‌“the‌‌kid‌‌who‌‌bought‌‌the‌‌beer,‌‌the‌‌kid‌‌who‌‌broke‌‌the‌‌locks‌‌and‌‌knew‌‌the‌‌                                 

passwords,‌‌the‌‌kid‌‌who’d‌‌fooled‌‌around‌‌with‌‌older‌‌girls‌‌late‌‌night‌‌in‌‌the‌‌lodge‌‌during‌‌his‌‌last‌‌                                 

ski‌‌holiday”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌29);‌‌the‌‌sort‌‌of‌‌kid‌‌who‌‌often‌‌raises‌‌hell‌‌and‌‌gets‌‌in‌‌trouble‌‌                                   

for‌‌it.‌‌He‌‌is‌‌also‌‌the‌‌kid‌‌Jamie‌‌fears‌‌the‌‌most,‌‌the‌‌one‌‌who‌‌seems‌‌to‌‌read‌‌into‌‌her‌‌inner‌‌dramas‌‌                                         

—‌‌“Did‌‌he‌‌know‌‌my‌‌secret?‌‌[...]‌‌Could‌‌he‌‌tell‌‌I‌‌was‌‌the‌‌type‌‌of‌‌girl‌‌who’d‌‌be‌‌dumb‌‌enough‌‌                                       

to‌ ‌get‌ ‌semiseduced‌ ‌(and‌ ‌then‌ ‌fully‌ ‌rejected)‌ ‌by‌ ‌her‌ ‌barely-out-of-school-himself‌ ‌science‌‌                     

teacher?”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌‌36)‌‌—‌‌and‌‌jab‌‌at‌‌her‌‌insecurities‌‌with‌‌his‌‌“uncanny‌‌ability‌‌to‌‌                               

whittle‌‌[her]‌‌down‌‌to‌‌[her]‌‌weakest‌‌self”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌139).‌‌Yet‌‌he‌‌is‌‌also‌‌“a‌‌devil,‌‌a‌‌                                   

tease”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌49),‌‌who‌‌flirts‌‌with‌‌Jamie‌‌on‌‌purpose,‌‌often‌‌inviting‌‌comparisons‌‌                           

with‌‌Sean‌‌Ryan‌‌and‌‌forcing‌‌himself‌‌between‌‌the‌‌‌au‌‌pair‌‌and‌‌her‌‌love‌‌interest,‌‌Sebastian.‌‌Milo‌‌                               

is,‌ ‌in‌ ‌many‌ ‌ways,‌ ‌the‌ ‌parodic‌ ‌opposite‌ ‌of‌ ‌Henry‌ ‌James’s‌ ‌Miles,‌ ‌himself‌ ‌all‌ ‌cuteness‌ ‌and‌‌                             

politeness;‌ ‌in‌ ‌another‌ ‌indication‌ ‌of‌ ‌parodic‌ ‌playfulness‌ ‌or‌‌ironic‌‌inversion,‌‌he‌‌may‌‌be‌‌more‌‌                           

suitably‌ ‌described‌ ‌as‌ ‌a‌ ‌younger‌ ‌version‌ ‌of‌ ‌James’s‌ ‌Peter‌ ‌Quint,‌ ‌the‌ ‌handsome‌ ‌and‌ ‌devilish‌‌                           

valet‌ ‌who‌‌corrupts‌‌children‌‌by‌‌day‌‌while‌‌sexually‌‌teasing‌‌unprotected‌‌‌au‌‌pairs‌‌by‌‌night.‌‌He‌‌                             
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might‌ ‌have‌ ‌been‌ ‌what‌ ‌a‌ ‌possessed‌ ‌Miles‌ ‌would‌ ‌have‌ ‌acted‌ ‌like,‌ ‌and‌‌at‌‌the‌‌extremes‌‌of‌‌her‌‌                                 

paranoia‌‌Jamie‌‌truly‌‌considers‌‌whether‌‌Milo‌‌might‌‌have‌‌been‌‌possessed‌‌by‌‌the‌‌ghost‌‌of‌‌Peter‌‌                             

Quint.‌ ‌ 

‌  He‌ ‌is‌ ‌also‌ ‌a‌ ‌“phantom”‌ ‌—‌ ‌a‌ ‌figment‌ ‌of‌ ‌Jamie’s‌ ‌imagination,‌ ‌a‌ ‌projection‌ ‌of‌ ‌her‌‌                             

teenage‌ ‌anxieties‌ ‌and‌ ‌blooming‌ ‌sexuality.‌ ‌In‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌the‌‌possibility‌‌that‌‌the‌‌                             

“phantoms”‌ ‌might‌ ‌be‌ ‌projections‌ ‌of‌ ‌the‌ ‌governess’s‌ ‌overheated‌ ‌imagination,‌ ‌of‌ ‌her‌‌                     

preconceptions‌ ‌and‌ ‌repressed‌ ‌desires,‌ ‌is‌ ‌one‌ ‌of‌ ‌two‌ ‌mutually‌ ‌exclusive‌ ‌interpretations,‌ ‌the‌‌                       

other‌ ‌being‌ ‌that‌ ‌the‌ ‌ghosts‌ ‌are‌ ‌indeed‌ ‌real‌ ‌in‌ ‌the‌ ‌metaphysical‌ ‌sense;‌ ‌however,‌ ‌while‌ ‌in‌‌                             

James’s‌ ‌novella‌ ‌both‌ ‌interpretations‌ ‌are‌ ‌kept‌ ‌in‌ ‌a‌ ‌state‌ ‌of‌ ‌tension‌ ‌by‌ ‌the‌ ‌unsolvable‌‌                           

ambiguities‌‌of‌‌the‌‌text,‌‌in‌‌‌Tighter‌‌an‌‌important‌‌part‌‌of‌‌that‌‌ambiguity‌‌is‌‌eventually‌‌dispelled.‌                             

By‌‌the‌‌time‌‌we‌‌have‌‌reached‌‌the‌‌novel’s‌‌penultimate‌‌chapter,‌‌Jamie‌‌breaks‌‌down‌‌to‌‌the‌‌reader‌‌                               

that‌ ‌she‌ ‌has‌ ‌picked‌ ‌up‌ ‌on‌ ‌the‌ ‌idea‌ ‌of‌ ‌Isa’s‌ ‌phantom‌ ‌friend‌ ‌for‌ ‌want‌ ‌of‌ ‌actual‌ ‌human‌‌                                 

connection:‌ ‌Milo‌ ‌had‌ ‌become‌ ‌her‌ ‌own‌‌imaginary‌‌friend.‌‌He‌‌may‌‌not‌‌have‌‌been‌‌real,‌‌but‌‌he‌‌                               

was‌‌“real‌‌enough”,‌‌a‌‌“terrifyingly‌‌intimidating‌‌boy‌‌who‌‌spoke‌‌to‌‌all‌‌[her]‌‌own‌‌fears‌‌of‌‌what‌‌                               

those‌‌Little‌‌Blyers‌‌were‌‌‘really’‌‌like”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌203),‌‌“a‌‌fight‌‌in‌‌the‌‌mirror,‌‌a‌‌tussle‌‌                                 

with‌ ‌[her]‌ ‌insecurities‌ ‌[...],‌ ‌a‌ ‌reproving‌ ‌smack‌ ‌across‌ ‌[her]‌ ‌own‌ ‌cheek‌‌when‌‌[her]‌‌emotions‌‌                           

threatened‌ ‌to‌ ‌destabilize‌ ‌[her].”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌204).‌ ‌ 

Perhaps‌ ‌we‌ ‌have‌ ‌been‌ ‌engrossed‌ ‌with‌ ‌more‌ ‌pressing‌ ‌problems‌ ‌in‌ ‌Jamie’s‌ ‌narrative,‌‌                       

perhaps‌ ‌pushed‌ ‌by‌ ‌prior‌ ‌knowledge‌ ‌of‌ ‌James’s‌ ‌novella‌ ‌towards‌ ‌determining‌ ‌whether‌ ‌it‌ ‌is‌                         

Peter‌ ‌and‌ ‌Jessie‌ ‌who‌ ‌are‌ ‌not‌ ‌real;‌ ‌the‌ ‌fact,‌ ‌nonetheless,‌ ‌is‌ ‌we‌ ‌may‌ ‌have‌ ‌missed‌ ‌subtle‌‌                               

indications‌ ‌scattered‌ ‌all‌ ‌over‌ ‌the‌‌text‌‌that‌‌Milo‌‌must‌‌be‌‌counted‌‌amongst‌‌the‌‌“phantoms”‌‌or‌‌                             

“ghosts”‌ ‌of‌ ‌‌Tighter‌.‌ ‌Griffin’s‌ ‌novel‌ ‌is‌ ‌full‌ ‌of‌ ‌its‌ ‌own‌ ‌tricks,‌ ‌and‌ ‌it‌ ‌is‌ ‌only‌ ‌after‌ ‌a‌ ‌second‌‌                                   

reading‌ ‌has‌ ‌been‌ ‌carried‌ ‌out‌ ‌that‌ ‌we‌ ‌are‌ ‌able‌ ‌to‌ ‌piece‌ ‌together‌ ‌the‌ ‌linguistic‌ ‌subtleties‌‌that‌‌                               

have‌ ‌been‌ ‌deployed‌‌to‌‌deceive‌‌us‌‌into‌‌accepting‌‌Milo‌‌as‌‌a‌‌flesh-and-bone‌‌character.‌‌See‌‌for‌‌                             

instance‌ ‌this‌ ‌apparently‌ ‌innocent‌ ‌interaction‌ ‌amongst‌ ‌Jamie‌ ‌and‌ ‌her‌ ‌newfound‌ ‌peers:‌ ‌ 

‌ ‌  

“So,‌ ‌Jamie,‌ ‌tell‌ ‌me‌ ‌something.”‌ ‌Emory,‌ ‌seated‌ ‌directly‌ ‌across,‌ ‌had‌ ‌been‌‌                     
looking‌‌at‌‌me.‌‌Now‌‌she‌‌leaned‌‌closer‌‌in,‌‌pitching‌‌her‌‌elbows‌‌in‌‌my‌‌direction‌‌                           
so‌ ‌we‌ ‌could‌ ‌speak‌ ‌more‌ ‌privately.‌ ‌“What’s‌ ‌your‌ ‌take‌ ‌on‌ ‌Isa?‌ ‌I‌ ‌taught‌ ‌her‌‌                           
tennis‌ ‌last‌ ‌year.‌ ‌Or‌ ‌tried‌ ‌to,‌ ‌anyway.‌ ‌She‌ ‌was‌ ‌pretty‌ ‌hopeless‌ ‌with‌ ‌the‌‌                         
hand-eye‌ ‌coordination.”‌ ‌ 
“She’s‌ ‌an‌ ‌excellent‌ ‌swimmer,”‌ ‌I‌ ‌said,‌ ‌probably‌ ‌too‌ ‌defensive.‌ ‌ 
“But‌ ‌she’s‌ ‌an‌ ‌odd‌ ‌duck.‌ ‌She’s‌ ‌got‌ ‌a‌ ‌major‌ ‌case‌ ‌of‌ ‌la-la‌ ‌land,‌ ‌don’t‌ ‌you‌‌                             
think?”‌ ‌ 
“Well,‌ ‌she‌ ‌has‌ ‌a‌ ‌great‌ ‌imagination.”‌ ‌ 
“No‌ ‌doubt.‌ ‌Sometimes‌ ‌that‌ ‌girl‌ ‌could‌ ‌make‌ ‌me‌ ‌feel‌ ‌like‌ ‌I‌ ‌was‌‌the‌‌freak,”‌‌                           
said‌ ‌Emory,‌ ‌shaking‌ ‌back‌ ‌her‌ ‌hair‌ ‌and‌ ‌smiling‌ ‌as‌ ‌if‌ ‌this‌ ‌thought‌ ‌were‌ ‌so‌‌                           
ridiculous‌ ‌it‌ ‌could‌ ‌hardly‌ ‌be‌ ‌imagined.‌ ‌“Just‌ ‌because‌ ‌I‌ ‌couldn’t‌ ‌see‌ ‌the‌                       
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people‌‌in‌‌her‌‌world.‌‌It’s‌‌lucky‌‌she’s‌‌grown‌‌up‌‌here,‌‌around‌‌all‌‌of‌‌us‌‌who’ve‌‌                             
known‌ ‌her‌ ‌since‌ ‌she‌ ‌was‌ ‌teeny.”‌ ‌ 
“My‌‌friend‌‌Maggie‌‌and‌‌I‌‌were‌‌goofy‌‌kids,‌‌too,”‌‌I‌‌confessed.‌‌“In‌‌fact,‌‌Isa‌‌and‌‌                             
Milo‌ ‌seem‌ ‌fairly‌ ‌normal,‌ ‌considering‌ ‌the‌ ‌circumstances.”‌ ‌ 
“Uh-oh.”‌ ‌Emory’s‌ ‌perfect‌ ‌eyebrows‌ ‌angled‌ ‌skeptically.‌ ‌“Milo’s‌ ‌back?”‌ ‌ 
I‌ ‌nodded.‌ ‌“He‌ ‌left‌ ‌camp‌ ‌early.‌ ‌It’s‌ ‌no‌ ‌big‌ ‌deal.‌ ‌We‌ ‌hardly‌ ‌ever‌ ‌see‌ ‌him.‌‌                             
Honestly,‌‌it’s‌‌a‌‌good‌‌thing.‌‌It‌‌makes‌‌Isa‌‌happy‌‌to‌‌have‌‌her‌‌big‌‌brother‌‌again.‌‌                             
Obnoxious‌ ‌as‌ ‌he‌ ‌can‌ ‌be.”‌ ‌ 
Emory‌‌primmed‌‌up‌‌her‌‌mouth‌‌as‌‌she‌‌shook‌‌her‌‌head.‌‌Not‌‌a‌‌Milo‌‌fan,‌‌either.‌‌                             
“Yeah,‌‌sure,‌‌right.‌‌She‌‌used‌‌to‌‌try‌‌to‌‌make‌‌me‌‌play‌‌tennis‌‌with‌‌him.‌‌For‌‌me,‌‌                               
Milo’s‌ ‌always‌ ‌been‌ ‌a‌ ‌pest‌ ‌who’s‌ ‌best‌ ‌left‌ ‌ignored.‌ ‌You’re‌ ‌cool‌ ‌to‌ ‌handle‌ ‌it.”‌ ‌ 
“Not‌ ‌everyone‌ ‌would,”‌ ‌said‌ ‌Aidan,‌ ‌his‌ ‌leg‌ ‌a‌ ‌sudden,‌ ‌intimate‌ ‌pressure‌‌                     
against‌ ‌mine;‌ ‌it‌ ‌startled‌ ‌me.‌ ‌“But‌ ‌then‌ ‌again,‌ ‌you’ve‌ ‌got‌ ‌a‌ ‌lot‌ ‌of‌ ‌Jessie’s‌‌                           
light.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌104).‌ ‌ 

‌ ‌  

‌  Upon‌ ‌first‌ ‌reading‌ ‌it,‌ ‌this‌ ‌is‌ ‌an‌ ‌innocent‌‌enough‌‌passage:‌‌although‌‌Isa’s‌‌imagination‌‌                         

and‌ ‌“the‌ ‌people‌ ‌in‌ ‌her‌ ‌world”‌ ‌are‌ ‌the‌ ‌ostensible‌ ‌topics‌ ‌of‌ ‌concern,‌ ‌there‌ ‌is‌ ‌no‌ ‌evident‌                               

indication‌‌that‌‌Milo‌‌might‌‌be‌‌one‌‌of‌‌those‌‌imaginary‌‌people.‌‌Arguably,‌‌sentences‌‌such‌‌as‌‌“He‌‌                             

left‌ ‌camp‌ ‌early.‌ ‌It’s‌ ‌no‌ ‌big‌ ‌deal.‌ ‌We‌ ‌hardly‌ ‌ever‌ ‌see‌ ‌him”‌ ‌are‌ ‌too‌ ‌factual‌ ‌to‌ ‌imply‌ ‌Milo’s‌‌                                   

phantasmagoria,‌‌while‌‌“Milo’s‌‌always‌‌been‌‌a‌‌pest‌‌who’s‌‌best‌‌left‌‌ignored”‌‌carry‌‌a‌‌peremptory‌‌                           

judgment‌‌of‌‌character‌‌that‌‌would‌‌be‌‌out‌‌of‌‌place‌‌in‌‌considerations‌‌of‌‌an‌‌imaginary‌‌friend.‌‌It‌‌is‌‌                                 

only‌ ‌with‌ ‌the‌ ‌benefit‌ ‌of‌ ‌hindsight,‌‌after‌‌we‌‌have‌‌learned‌‌for‌‌sure‌‌that‌‌Milo‌‌is‌‌a‌‌symptom‌‌of‌‌                                   

Isa’s‌‌(and‌‌Jamie’s)‌‌all‌‌too‌‌apparent‌‌case‌‌of‌‌“la-la‌‌land”,‌‌that‌‌the‌‌interaction‌‌acquires‌‌a‌‌second,‌‌                               

more‌‌ambiguous‌‌meaning.‌‌It‌‌becomes‌‌apparent,‌‌for‌‌instance,‌‌that‌‌a‌‌question‌‌such‌‌as‌‌“Milo’s‌‌                           

back?”‌‌had‌‌different‌‌meanings‌‌for‌‌Emory‌‌and‌‌us‌‌readers:‌‌while‌‌she‌‌must‌‌have‌‌meant‌‌Isa‌‌was‌‌                               

again‌ ‌having‌ ‌fantasies‌ ‌about‌ ‌Milo,‌ ‌we‌ ‌had‌ ‌yet‌ ‌to‌ ‌learn‌ ‌that‌ ‌particularly‌ ‌defining‌ ‌piece‌ ‌of‌                             

information.‌ ‌ 

By‌ ‌the‌ ‌time‌ ‌Jamie‌ ‌has‌ ‌finally‌‌admitted‌‌to‌‌deceiving‌‌us‌‌into‌‌her‌‌“game‌‌of‌‌Milo”,‌‌our‌‌                               

realization‌‌that‌‌she‌‌has‌‌held‌‌back‌‌crucial‌‌knowledge‌‌might‌‌feel‌‌like‌‌a‌‌betrayal‌‌of‌‌sorts‌‌of‌‌our‌‌                                 

good‌ ‌faith‌ ‌in‌ ‌her.‌ ‌It‌ ‌also‌ ‌contributes‌ ‌to‌ ‌casting‌ ‌a‌ ‌shadow‌ ‌of‌ ‌doubt‌ ‌over‌ ‌similarly‌ ‌“factual”‌‌                               

elements‌ ‌of‌ ‌her‌ ‌narrative‌ ‌—‌ ‌e.g.,‌ ‌her‌ ‌schizophrenia‌ ‌diagnosis,‌ ‌her‌ ‌emotional‌ ‌and‌ ‌possibly‌‌                         

sexual‌‌abuse‌‌at‌‌the‌‌hands‌‌of‌‌Sean‌‌Ryan‌‌—,‌‌so‌‌much‌‌so‌‌that‌‌Griffin’s‌‌novel‌‌may‌‌arguably‌‌be‌‌                                   

said‌ ‌to‌ ‌end‌ ‌in‌ ‌ambiguity,‌ ‌suspense,‌ ‌and‌ ‌terror‌ ‌despite‌ ‌its‌ ‌ironic‌ ‌attempt‌ ‌to‌ ‌explain‌ ‌away‌‌its‌‌                               

most‌ ‌crucial‌ ‌supernatural‌ ‌events.‌ ‌Yet,‌ ‌“deception”‌ ‌of‌ ‌that‌ ‌kind‌ ‌is‌ ‌hardly‌ ‌out‌ ‌of‌ ‌place‌ ‌in‌‌                             

parody,‌‌given‌‌how‌‌parodic‌‌metafiction‌‌often‌‌relies‌‌on‌‌the‌‌actualization‌‌of‌‌linguistic‌‌awareness‌‌                         

in‌ ‌order‌ ‌to‌ ‌achieve‌ ‌its‌ ‌ends‌ ‌of‌ ‌both‌ ‌repeating‌ ‌and‌ ‌transgressing‌ ‌its‌ ‌parodied‌ ‌material.‌ ‌One‌‌                             

thing,‌ ‌however,‌ ‌remains‌ ‌undeniable:‌ ‌if‌ ‌in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌it‌ ‌is‌ ‌the‌ ‌apparent‌ ‌lack‌ ‌of‌‌                                 

explanation‌‌of‌‌the‌‌reality‌‌of‌‌the‌‌ghosts‌‌that‌‌sustains‌‌the‌‌ambiguity‌‌of‌‌the‌‌text,‌‌in‌‌‌Tighter‌‌‌it‌‌is‌‌                                   

only‌‌after‌‌an‌‌explanation‌‌is‌‌finally‌‌provided‌‌that‌‌the‌‌text‌‌takes‌‌on‌‌an‌‌ambivalent‌‌meaning.‌‌In‌‌                               
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both‌ ‌cases,‌ ‌the‌ ‌intended‌ ‌ambiguity‌ ‌is‌ ‌predicated‌ ‌on‌ ‌textual‌ ‌awareness‌ ‌and‌ ‌linguistic‌‌                       

competence‌‌on‌‌the‌‌part‌‌of‌‌the‌‌reader,‌‌but‌‌it‌‌is‌‌the‌‌parodic‌‌text‌‌in‌‌specific‌‌that‌‌foregrounds‌‌its‌‌                                   

metafictional‌ ‌playfulness‌ ‌as‌ ‌a‌‌dominant‌‌means‌‌of‌‌readerly‌‌engagement‌‌with‌‌both‌‌the‌‌text‌‌of‌‌                           

the‌ ‌present‌ ‌and‌ ‌the‌ ‌text‌ ‌of‌ ‌the‌ ‌past.‌ ‌ 

‌  Nevertheless,‌ ‌according‌ ‌to‌‌David‌‌Bromwich‌‌(2011,‌‌p.‌‌185),‌‌affirming‌‌that‌‌the‌‌ghosts‌‌                       

in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌are‌ ‌real‌ ‌demands‌‌an‌‌addendum:‌‌their‌‌reality‌‌is‌‌conditioned‌‌by‌‌the‌‌                                 

character‌‌and‌‌situation‌‌of‌‌the‌‌governess,‌‌that‌‌is,‌‌they‌‌are‌‌only‌‌real‌‌to‌‌the‌‌extent‌‌where‌‌they‌‌are‌‌                                   

real‌ ‌effects‌ ‌of‌ ‌her‌ ‌psyche.‌ ‌To‌ ‌that‌ ‌scholar,‌ ‌the‌ ‌governess‌ ‌has‌ ‌displayed‌ ‌from‌ ‌the‌ ‌start‌ ‌a‌‌                               

proclivity‌‌for‌‌hyperbolic‌‌judgements‌‌of‌‌relatively‌‌ordinary‌‌situations,‌‌while‌‌also‌‌being‌‌prone‌‌                       

to‌‌rhapsodizing‌‌a‌‌heroic‌‌role‌‌for‌‌herself,‌‌hence‌‌the‌‌reality‌‌of‌‌the‌‌ghosts‌‌must‌‌be‌‌understood‌‌in‌‌                                 

terms‌ ‌of‌ ‌their‌ ‌existence‌ ‌as‌ ‌effects‌ ‌of‌ ‌her‌ ‌highly‌ ‌imaginative‌ ‌and‌ ‌possibly‌ ‌delusional‌ ‌mind.‌‌                           

That‌ ‌would‌ ‌explain,‌ ‌among‌ ‌other‌ ‌things,‌ ‌the‌ ‌fact‌ ‌that‌ ‌the‌ ‌governess‌ ‌is‌ ‌the‌ ‌single‌ ‌medium‌‌                             

through‌‌whom‌‌the‌‌ghosts‌‌manifest‌‌themselves,‌‌and‌‌also‌‌that‌‌she‌‌should‌‌be‌‌able‌‌to‌‌hypothesize‌‌                             

so‌ ‌profoundly,‌ ‌and‌ ‌with‌ ‌such‌ ‌authority,‌ ‌about‌ ‌their‌ ‌evil‌ ‌intentions.‌ ‌What‌ ‌Bromwich’s‌‌                       

hypothesis‌ ‌fails‌ ‌to‌‌explain‌‌is‌‌why‌‌the‌‌governess‌‌should‌‌be‌‌able‌‌to‌‌produce‌‌a‌‌highly‌‌accurate‌‌                               

description‌ ‌of‌ ‌Peter‌ ‌Quint’s‌ ‌looks‌ ‌and‌ ‌demeanor‌ ‌if‌ ‌he‌ ‌were‌ ‌but‌ ‌a‌ ‌figment‌ ‌of‌ ‌her‌ ‌imagination.‌ ‌ 

The‌‌first‌‌time‌‌the‌‌governess‌‌sees‌‌Quint‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌he‌‌is‌‌standing‌‌above‌‌                                 

a‌ ‌rooftop‌ ‌on‌ ‌a‌ ‌tower‌ ‌at‌ ‌Bly;‌ ‌he‌ ‌is‌ ‌then‌ ‌singled‌ ‌out‌ ‌for‌ ‌the‌ ‌fact‌ ‌of‌ ‌“his‌ ‌wearing‌ ‌no‌ ‌hat”‌‌                                       

(JAMES,‌ ‌1991,‌ ‌p.‌ ‌16)‌ ‌—‌ ‌a‌ ‌physical‌ ‌sign‌ ‌of‌ ‌his‌ ‌disrespect‌ ‌of‌ ‌the‌ ‌Victorian‌ ‌dress‌ ‌codes‌‌for‌‌                                 

gentlemen,‌ ‌and‌ ‌consequently‌ ‌of‌ ‌other‌ ‌improper‌ ‌liberties‌ ‌of‌ ‌which‌ ‌he‌ ‌may‌‌be‌‌the‌‌harbinger.‌‌                           

There‌‌remain‌‌doubts‌‌as‌‌to‌‌the‌‌governess’s‌‌ability‌‌to‌‌clearly‌‌distinguish‌‌his‌‌traits‌‌from‌‌however‌‌                             

afar‌‌on‌‌the‌‌grounds‌‌of‌‌Bly‌‌she‌‌stands‌‌from‌‌the‌‌rooftop,‌‌and‌‌she‌‌does‌‌admit‌‌to‌‌a‌‌“bewilderment‌‌                                   

of‌ ‌vision”‌ ‌(JAMES,‌ ‌1991,‌ ‌p.‌ ‌16)‌ ‌that‌ ‌might‌ ‌be‌ ‌interpreted‌ ‌as‌ ‌an‌ ‌obfuscation‌ ‌of‌‌one’s‌‌sight‌‌                               

when‌ ‌looking‌ ‌against‌ ‌the‌ ‌sun;‌ ‌yet‌ ‌she‌ ‌still‌ ‌clearly‌ ‌states‌ ‌that‌ ‌“the‌ ‌man‌ ‌who‌‌looked‌‌at‌‌[her]‌‌                                 

over‌ ‌the‌ ‌battlements‌ ‌was‌ ‌as‌ ‌definite‌ ‌as‌ ‌a‌ ‌picture‌ ‌in‌ ‌a‌ ‌frame”‌ ‌(JAMES,‌ ‌1991,‌ ‌p.‌ ‌16),‌ ‌to‌‌the‌‌                                   

point‌ ‌where‌ ‌she‌ ‌is‌ ‌able‌ ‌to‌ ‌recognize‌ ‌him‌ ‌for‌ ‌a‌‌complete‌‌stranger.‌‌The‌‌second‌‌time‌‌she‌‌sees‌‌                                 

Quint,‌‌however,‌‌he‌‌is‌‌standing‌‌outside‌‌the‌‌dining‌‌room‌‌window,‌‌looking‌‌in,‌‌and‌‌the‌‌governess‌‌                             

is‌ ‌able‌ ‌to‌ ‌catch‌ ‌a‌ ‌clearer‌ ‌sight‌ ‌of‌ ‌him.‌ ‌Moments‌ ‌later,‌ ‌when‌ ‌describing‌ ‌her‌ ‌vision‌ ‌to‌ ‌Mrs.‌‌                                 

Grose,‌ ‌she‌ ‌is‌ ‌able‌ ‌to‌ ‌muster‌ ‌several‌ ‌details‌ ‌of‌ ‌his‌ ‌“extraordinary”‌ ‌figure:‌ ‌ 

‌ ‌  

“He‌‌has‌‌no‌‌hat.‌‌[...]‌‌He‌‌has‌‌red‌‌hair,‌‌very‌‌red,‌‌close-curling,‌‌and‌‌a‌‌pale‌‌face,‌‌                               
long‌ ‌in‌ ‌shape,‌ ‌with‌ ‌straight,‌ ‌good‌ ‌features‌ ‌and‌‌little,‌‌rather‌‌queer‌‌whiskers‌‌                       
that‌ ‌are‌ ‌as‌ ‌red‌ ‌as‌ ‌his‌ ‌hair.‌ ‌His‌ ‌eyebrows‌ ‌are,‌ ‌somehow,‌ ‌darker;‌ ‌they‌ ‌look‌‌                           
particularly‌ ‌arched‌ ‌and‌ ‌as‌ ‌if‌ ‌they‌ ‌might‌ ‌move‌ ‌a‌ ‌good‌ ‌deal.‌ ‌His‌ ‌eyes‌ ‌are‌‌                           
sharp,‌ ‌strange‌ ‌—‌ ‌awfully;‌ ‌but‌‌I‌‌only‌‌know‌‌clearly‌‌that‌‌they’re‌‌rather‌‌small‌‌                         
and‌ ‌very‌ ‌fixed.‌ ‌His‌ ‌mouth’s‌ ‌wide,‌ ‌and‌ ‌his‌ ‌lips‌ ‌are‌‌thin,‌‌and‌‌except‌‌for‌‌his‌‌                             
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little‌ ‌whiskers‌ ‌he’s‌ ‌quite‌ ‌clean-shaven.‌ ‌He‌ ‌gives‌ ‌me‌ ‌a‌ ‌sort‌ ‌of‌ ‌sense‌ ‌of‌‌                         
looking‌ ‌like‌ ‌an‌ ‌actor.”‌ ‌ 
“An‌‌actor!”‌‌It‌‌was‌‌impossible‌‌to‌‌resemble‌‌one‌‌less,‌‌at‌‌least,‌‌than‌‌Mrs.‌‌Grose‌‌                           
at‌ ‌that‌ ‌moment.‌ ‌ 
“I’ve‌ ‌never‌ ‌seen‌ ‌one,‌ ‌but‌ ‌so‌ ‌I‌ ‌suppose‌ ‌them.‌ ‌He’s‌ ‌tall,‌ ‌active,‌ ‌erect,”‌ ‌I‌‌                           
continued,‌ ‌“but‌ ‌never‌ ‌—‌ ‌no,‌ ‌never!‌ ‌—‌ ‌a‌ ‌gentleman.”‌ ‌(JAMES,‌ ‌1991,‌ ‌p.‌ ‌23).‌ ‌ 

‌ ‌  

‌  The‌ ‌passage‌ ‌is‌ ‌revealing‌ ‌of‌ ‌the‌ ‌governess’s‌ ‌habit‌ ‌of‌ ‌judging‌ ‌others‌ ‌from‌ ‌general‌‌                         

assumptions‌ ‌rather‌ ‌than‌ ‌from‌ ‌experience‌ ‌and‌ ‌thoughtful‌ ‌consideration:‌ ‌she,‌ ‌a‌ ‌reclusively‌‌                     

brought‌ ‌up‌ ‌country‌ ‌parson’s‌ ‌daughter,‌ ‌has‌ ‌never‌ ‌seen‌ ‌an‌‌actor‌‌in‌‌person,‌‌yet‌‌she‌‌judges‌‌the‌‌                               

stranger‌ ‌for‌ ‌being‌ ‌one,‌ ‌on‌ ‌the‌ ‌basis‌ ‌of‌ ‌her‌‌preconceptions‌‌of‌‌what‌‌an‌‌actor‌‌might‌‌look‌‌like.‌‌                                 

All‌‌in‌‌all,‌‌her‌‌description‌‌of‌‌the‌‌extravagant‌‌and‌‌seducing‌‌male‌‌as‌‌an‌‌actor‌‌might‌‌be‌‌a‌‌poorly‌‌                                   

phrased‌‌attempt‌‌to‌‌account‌‌for‌‌what‌‌she‌‌perceives‌‌as‌‌his‌‌counterfeit‌‌manners,‌‌his‌‌feigning‌‌of‌‌                             

gentlemanly‌‌habits;‌‌however,‌‌the‌‌governess‌‌is‌‌still‌‌able‌‌to‌‌physically‌‌describe‌‌her‌‌vision‌‌with‌‌                           

such‌‌accuracy‌‌that‌‌Mrs.‌‌Grose‌‌immediately‌‌concludes‌‌that‌‌he‌‌must‌‌be‌‌Peter‌‌Quint,‌‌whom‌‌the‌‌                             

governess‌ ‌has‌ ‌neither‌ ‌seen‌ ‌nor‌ ‌heard‌ ‌of‌ ‌before.‌ ‌Bromwich‌ ‌(2011,‌ ‌p‌ ‌164)‌ ‌is‌ ‌correct‌ ‌in‌‌                             

declaring‌ ‌that‌ ‌if‌ ‌we‌ ‌assume‌ ‌the‌ ‌ghosts‌ ‌to‌ ‌be‌ ‌mere‌ ‌hallucinations,‌ ‌a‌ ‌scene‌ ‌such‌ ‌as‌ ‌the‌ ‌one‌                                 

above‌ ‌remains‌ ‌unexplained‌ ‌and‌ ‌unexplainable‌ ‌in‌ ‌the‌ ‌established‌ ‌terms‌ ‌of‌‌the‌‌heated‌‌debate‌‌                         

over‌ ‌the‌ ‌reality‌ ‌of‌ ‌the‌ ‌ghosts.‌ ‌That‌ ‌debate‌ ‌has‌ ‌arguably‌ ‌assumed‌ ‌a‌ ‌dominant‌ ‌either/or‌‌                           

structure:‌ ‌either‌ ‌the‌ ‌governess‌ ‌is‌ ‌mentally‌ ‌stable‌ ‌and‌ ‌is‌ ‌thus‌ ‌seeing‌ ‌ghosts‌ ‌that‌ ‌have‌ ‌a‌‌                             

metaphysical‌ ‌existence‌ ‌beyond‌ ‌her‌ ‌own‌ ‌psyche,‌ ‌or‌ ‌she‌ ‌is‌ ‌mentally‌ ‌unstable‌ ‌and‌ ‌the‌ ‌ghosts‌‌                           

must‌ ‌be‌ ‌projections‌ ‌of‌ ‌her‌ ‌imagination.‌ ‌It‌ ‌is‌ ‌that‌ ‌either/or‌ ‌structure‌ ‌that‌ ‌‌Tighter‌ ‌‌strives‌ ‌to‌‌                             

subvert.‌ ‌ 

‌  In‌ ‌Adele‌ ‌Griffin’s‌ ‌novel,‌ ‌the‌ ‌circumstances‌ ‌and‌ ‌identification‌ ‌of‌ ‌Peter‌ ‌Quint‌ ‌are‌ ‌as‌‌                         

mysterious‌ ‌as‌ ‌those‌ ‌in‌ ‌Henry‌ ‌James’s‌ ‌novella.‌ ‌From‌ ‌a‌ ‌window‌ ‌on‌ ‌the‌ ‌third‌ ‌floor,‌ ‌Jamie‌‌                             

catches‌ ‌an‌ ‌unclouded‌ ‌sight‌ ‌of‌ ‌Peter’s‌ ‌figure:‌ ‌ 

‌ ‌  

A‌ ‌sound‌‌drew‌‌me‌‌to‌‌the‌‌window.‌‌I‌‌parted‌‌the‌‌curtain.‌‌Through‌‌the‌‌sheet‌‌of‌‌                             
the‌ ‌downpour,‌ ‌I‌‌saw‌‌Isa‌‌dashing‌‌toward‌‌the‌‌orchard.‌‌Someone‌‌was‌‌chasing‌‌                       
her;‌‌I‌‌caught‌‌a‌‌flash‌‌of‌‌a‌‌gangly‌‌kid‌‌in‌‌a‌‌pink‌‌shirt‌‌and‌‌khakis‌‌who‌‌was‌‌just‌‌                                   
as‌ ‌quickly‌ ‌lost‌ ‌among‌ ‌the‌ ‌trees.‌ ‌ 
Milo?‌ ‌No.‌ ‌But‌ ‌I‌ ‌knew‌ ‌that‌ ‌kid.‌ ‌ 
Isa‌ ‌was‌ ‌laughing‌ ‌as‌ ‌she‌ ‌reappeared,‌ ‌streaking‌ ‌across‌ ‌the‌ ‌wet‌ ‌grass.‌‌                     
Zigzagging‌ ‌around‌ ‌the‌ ‌trees‌ ‌through‌ ‌the‌ ‌downpour.‌ ‌And‌ ‌then‌ ‌the‌ ‌boy‌‌                     
stopped.‌‌Lifted‌‌his‌‌head‌‌slowly‌‌to‌‌look‌‌up‌‌at‌‌the‌‌window.‌‌As‌‌if‌‌he‌‌knew‌‌I’d‌‌                               
been‌ ‌watching‌ ‌all‌ ‌along.‌ ‌He‌ ‌struck‌ ‌a‌ ‌muscleman‌ ‌pose.‌ ‌To‌ ‌show‌ ‌that‌ ‌he‌‌                         
enjoyed‌ ‌my‌ ‌spying‌ ‌on‌ ‌him?‌ ‌He‌ ‌was‌ ‌a‌ ‌few‌ ‌years‌ ‌older‌ ‌than‌ ‌Milo,‌ ‌and‌ ‌he‌‌                             
wasn’t‌ ‌as‌ ‌classically‌ ‌handsome,‌ ‌but‌ ‌he‌ ‌had‌ ‌something‌ ‌to‌ ‌him,‌ ‌a‌ ‌fierce‌‌                       
charisma.‌ ‌He‌ ‌took‌ ‌a‌ ‌few‌ ‌steps‌ ‌closer,‌ ‌almost‌ ‌exaggeratedly,‌ ‌as‌ ‌if‌ ‌he‌ ‌were‌‌                         
sneaking‌‌up‌‌on‌‌me,‌‌and‌‌yet‌‌his‌‌eyes‌‌were‌‌trained‌‌to‌‌a‌‌point‌‌just‌‌past‌‌me‌‌—‌‌                                 
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quickly‌ ‌I‌ ‌glanced‌ ‌over‌ ‌my‌ ‌shoulder,‌ ‌to‌ ‌make‌ ‌sure‌ ‌nobody‌ ‌else‌ ‌was‌ ‌in‌ ‌the‌‌                           
room.‌ ‌But‌ ‌I‌ ‌was‌ ‌alone.‌ ‌ 
I‌‌tapped‌‌on‌‌the‌‌glass,‌‌to‌‌normalize‌‌it.‌‌So‌‌that‌‌I‌‌wasn’t‌‌just‌‌gawking‌‌at‌‌him.‌‌I‌‌                                 
halfway‌ ‌smiled.‌ ‌ 
In‌ ‌answer,‌ ‌he‌ ‌yawned,‌ ‌but‌ ‌from‌ ‌him,‌ ‌the‌ ‌gesture‌‌seemed‌‌more‌‌tantalizing,‌‌                       
and‌ ‌I‌ ‌realized‌ ‌that‌‌I‌‌was‌‌standing‌‌at‌‌the‌‌very‌‌same‌‌window‌‌I’d‌‌gazed‌‌up‌‌at‌‌                               
that‌ ‌first‌ ‌day,‌ ‌when‌ ‌Connie‌ ‌had‌ ‌picked‌ ‌me‌ ‌up‌ ‌and‌ ‌driven‌ ‌me‌ ‌here.‌ ‌ 
Only‌ ‌now‌ ‌the‌ ‌situation‌ ‌had‌ ‌reversed‌ ‌itself,‌ ‌and‌ ‌the‌ ‌boy‌‌was‌‌closer,‌‌almost‌‌                         
directly‌ ‌below.‌ 
He‌ ‌was‌ ‌staring‌ ‌upward.‌ ‌I‌ ‌was‌ ‌looking‌ ‌down‌ ‌at‌ ‌him.‌ ‌His‌ ‌eyes‌ ‌were‌‌                         
extraordinarily‌ ‌pale,‌ ‌a‌ ‌washed-out,‌ ‌tobacco-juice‌ ‌color,‌ ‌like‌ ‌those‌ ‌of‌ ‌the‌‌                   
portrait‌ ‌children.‌ ‌And‌ ‌now‌ ‌a‌ ‌shiver‌ ‌of‌ ‌recognition‌ ‌ran‌ ‌down‌ ‌my‌ ‌spine‌ ‌as‌‌                         
panic‌‌plucked‌‌at‌‌the‌‌root‌‌of‌‌me.‌‌My‌‌heart‌‌was‌‌racing‌‌—‌‌because‌‌yes,‌‌it‌‌was‌‌                               
the‌ ‌same‌ ‌kid,‌ ‌it‌ ‌was‌ ‌the‌ ‌boy‌ ‌from‌ ‌the‌ ‌cliff,‌ ‌the‌ ‌gangly‌ ‌boy‌ ‌it‌ ‌was‌ ‌ 
No‌‌no‌‌no‌‌you’re‌‌being‌‌paranoid.‌‌It’s‌‌just‌‌some‌‌kid‌‌from‌‌next‌‌door‌‌or‌‌a‌‌friend‌‌                               
of‌ ‌Milo’s‌ ‌you’re‌ ‌just‌ ‌dozy‌ ‌on‌ ‌that‌ ‌pill.‌ ‌ 
And‌‌then‌‌he‌‌was‌‌gone,‌‌turning‌‌away‌‌to‌‌speed‌‌around‌‌the‌‌corner‌‌of‌‌the‌‌house.‌‌                             
(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌60-61).‌ ‌ 

‌ ‌  

‌  The‌‌scene‌‌ironically‌‌inverts‌‌another‌‌notorious‌‌passage‌‌from‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌in‌‌                           

which‌ ‌the‌ ‌governess‌ ‌watches‌ ‌from‌‌an‌‌upstairs‌‌window,‌‌in‌‌terror‌‌and‌‌at‌‌the‌‌dead‌‌of‌‌night,‌‌as‌‌                                 

Miles‌‌runs‌‌across‌‌the‌‌grounds‌‌of‌‌Bly‌‌and‌‌looks‌‌upwards‌‌beyond‌‌her,‌‌possibly‌‌at‌‌the‌‌ghost‌‌of‌‌                                 

Quint.‌ ‌Here,‌ ‌it‌ ‌is‌ ‌the‌ ‌ghost‌ ‌himself‌ ‌who‌ ‌looks‌ ‌up‌ ‌at‌ ‌the‌ ‌‌au‌ ‌pair‌,‌ ‌and‌ ‌Jamie‌ ‌immediately‌‌                                 

recognizes‌‌him‌‌for‌‌the‌‌boy‌‌from‌‌her‌‌vision‌‌by‌‌the‌‌lighthouse.‌‌Again,‌‌the‌‌ghost’s‌‌demeanor‌‌is‌‌                               

described‌ ‌in‌ ‌vaguer‌ ‌terms‌ ‌that‌ ‌imply‌ ‌his‌ ‌magnetic‌ ‌attraction‌ ‌—‌ ‌strong,‌ ‌fierce,‌ ‌charismatic,‌‌                         

tantalizing,‌ ‌indefinable‌ ‌—‌ ‌and,‌ ‌again,‌ ‌we‌ ‌are‌ ‌immediately‌ ‌transported‌ ‌to‌ ‌Jamie’s‌ ‌usual‌‌                       

self-doubts‌‌as‌‌to‌‌the‌‌precision‌‌of‌‌her‌‌daydreams.‌‌However,‌‌she‌‌is‌‌now‌‌able‌‌to‌‌produce‌‌certain‌‌                               

details‌‌of‌‌his‌‌appearance‌‌—‌‌his‌‌lanky‌‌built,‌‌the‌‌color‌‌and‌‌shade‌‌of‌‌his‌‌eyes,‌‌and‌‌the‌‌clothes‌‌he‌‌                                     

is‌ ‌wearing‌ ‌—‌ ‌that‌ ‌will‌ ‌be‌ ‌of‌ ‌importance‌ ‌a‌ ‌few‌ ‌moments‌ ‌later,‌ ‌when‌ ‌she‌ ‌confronts‌ ‌Connie:‌ ‌ 

‌ ‌  

“What‌ ‌happened‌ ‌to‌ ‌you?”‌ ‌ 
I’d‌‌returned‌‌to‌‌the‌‌kitchen,‌‌my‌‌unease‌‌refocused‌‌with‌‌the‌‌express‌‌purpose‌‌of‌‌                         
finding‌ ‌Isa.‌ ‌ 
“Nothing.‌ ‌Have‌ ‌you‌ ‌seen‌ ‌Isa?”‌ ‌ 
Connie,‌‌holding‌‌a‌‌basket,‌‌was‌‌about‌‌to‌‌head‌‌downstairs‌‌to‌‌the‌‌laundry‌‌room.‌‌                         
Her‌ ‌shark‌ ‌eyes‌ ‌looked‌ ‌suspicious.‌ ‌“Latht‌ ‌I‌ ‌knew,‌ ‌thee‌ ‌wath‌‌playing‌‌out‌‌in‌‌                         
the‌‌rain‌‌without‌‌a‌‌raincoat.‌‌But‌‌what’th‌‌wrong‌‌with‌‌you?‌‌You‌‌look‌‌pale‌‌ath‌‌                           
death.”‌ ‌ 
By‌ ‌the‌ ‌view‌ ‌from‌ ‌the‌ ‌kitchen‌ ‌windows,‌ ‌no‌ ‌Isa.‌ ‌“If‌ ‌she’s‌ ‌still‌ ‌out‌ ‌there,‌ ‌I‌‌                             
should‌ ‌go‌ ‌get‌ ‌her‌ ‌and‌ ‌bring‌ ‌her‌ ‌in.”‌ ‌ 
Turning,‌ ‌I‌ ‌saw‌ ‌them.‌ ‌‌His‌ ‌clothes‌.‌ ‌Pink‌ ‌shirt‌ ‌and‌ ‌khakis‌ ‌made‌ ‌a‌ ‌large,‌‌                         
sopping‌‌wet‌‌ball‌‌on‌‌the‌‌top‌‌of‌‌the‌‌basket.‌‌My‌‌fears‌‌refreshed.‌‌“Where’d‌‌you‌‌                           
find‌ ‌those?”‌ ‌ 
Connie‌‌adjusted‌‌her‌‌basket.‌‌“On‌‌the‌‌lawn.‌‌Panth‌‌might‌‌be‌‌ruined‌‌—‌‌they’re‌‌                         
linen.‌ ‌Itha‌ ‌mutht’ve‌ ‌taken‌ ‌them‌ ‌out‌ ‌of‌ ‌her‌ ‌father’th‌ ‌clothet‌ ‌for‌ ‌dreth-up.”‌ ‌ 
She‌ ‌spoke‌ ‌so‌ ‌matter-of-factly,‌ ‌as‌ ‌if‌ ‌daring‌ ‌me‌ ‌to‌ ‌contradict‌ ‌her.‌ ‌“Connie,‌‌                       
didn’t‌ ‌you‌ ‌see‌ ‌that‌ ‌kid‌ ‌out‌ ‌there‌ ‌with‌ ‌Isa?‌ ‌It‌ ‌wasn’t‌ ‌Milo.”‌ ‌ 
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A‌‌pound‌‌of‌‌thunder‌‌made‌‌me‌‌jump‌‌as‌‌glasses‌‌rattled‌‌on‌‌the‌‌shelves.‌‌Connie‌‌                           
was‌ ‌frowning.‌ ‌“Oh,‌ ‌tho‌ ‌now‌ ‌ith‌ ‌Milo‌ ‌playing‌ ‌in‌‌the‌‌rain,‌‌too?”‌‌A‌‌fleck‌‌of‌‌                             
spit‌ ‌hit‌ ‌my‌ ‌cheek.‌ ‌ 
“I‌‌just‌‌said‌‌that‌‌it‌‌wasn’t‌‌Milo.‌‌It‌‌was‌‌someone‌‌else.‌‌A‌‌skinny‌‌kid,‌‌with‌‌pale‌‌                               
eyes‌ ‌and‌ ‌reddish‌ ‌brown‌ ‌hair.”‌ ‌ 
Connie’s‌‌lips‌‌pinched,‌‌but‌‌she‌‌let‌‌her‌‌laundry‌‌basket‌‌slip-slide‌‌to‌‌the‌‌floor‌‌as‌‌                           
she‌‌blew‌‌into‌‌her‌‌hankie.‌‌“Jutht‌‌thtop.‌‌I‌‌mean‌‌it,‌‌Jamie.‌‌Whyever‌‌would‌‌you‌‌                           
thay‌ ‌that?‌ ‌Nobody‌ ‌wath‌ ‌out‌ ‌there.‌ ‌Nobody.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌63-64).‌ ‌ 

‌ ‌  

‌  It‌‌is‌‌Connie’s‌‌alarmed‌‌reaction‌‌of‌‌recognition,‌‌letting‌‌the‌‌basket‌‌slide‌‌from‌‌her‌‌hands‌‌                           

and‌ ‌curtailing‌ ‌Jamie’s‌ ‌description‌ ‌of‌‌the‌‌boy‌‌who‌‌has‌‌probably‌‌resembled‌‌Peter‌‌in‌‌her‌‌eyes,‌‌                             

that‌‌grants‌‌Jamie’s‌‌vision‌‌an‌‌exterior‌‌source‌‌of‌‌justification‌‌lacking‌‌from‌‌the‌‌‌au‌‌pair‌’s‌‌vision‌‌                             

of‌ ‌the‌ ‌other‌ ‌ghosts‌ ‌in‌ ‌the‌ ‌novel:‌ ‌Jamie‌ ‌may‌ ‌be‌‌making‌‌up‌‌ghosts‌‌in‌‌her‌‌mind,‌‌but‌‌this‌‌time‌‌                                     

around‌ ‌she‌ ‌has‌ ‌made‌ ‌up‌ ‌a‌ ‌too-readily‌ ‌recognizable‌ ‌one.‌‌Up‌‌until‌‌this‌‌point‌‌in‌‌the‌‌narrative,‌‌                               

Jamie‌ ‌has‌ ‌received‌ ‌little‌ ‌knowledge‌ ‌about‌ ‌Peter,‌ ‌and‌ ‌would‌ ‌not‌ ‌have‌ ‌been‌ ‌able‌ ‌to‌ ‌provide‌‌                             

such‌‌a‌‌detailed‌‌description‌‌of‌‌his‌‌looks‌‌by‌‌any‌‌other‌‌means‌‌that‌‌had‌‌been‌‌shared‌‌with‌‌us.‌‌She‌‌                                   

will‌ ‌later‌ ‌browse‌ ‌his‌ ‌Facebook‌ ‌page,‌‌but‌‌—‌‌contrary‌‌to‌‌her‌‌“game‌‌of‌‌Milo”,‌‌of‌‌which‌‌there‌‌                                 

are‌ ‌several‌ ‌indications‌ ‌we‌ ‌may‌ ‌have‌ ‌missed‌ ‌—‌ ‌there‌ ‌is‌ ‌not‌ ‌a‌ ‌single‌ ‌textualized‌ ‌pointer‌‌                             

allowing‌ ‌us‌ ‌to‌ ‌hypothesize‌ ‌she‌ ‌has‌ ‌had‌ ‌any‌ ‌access‌ ‌to‌ ‌Peter‌ ‌beforehand.‌ ‌Even‌ ‌after‌ ‌she‌‌has‌‌                               

been‌ ‌diagnosed‌ ‌with‌ ‌schizophrenia,‌ ‌and‌ ‌most‌ ‌of‌ ‌the‌ ‌ghosts‌ ‌she‌ ‌claims‌ ‌to‌ ‌see‌ ‌have‌ ‌been‌‌                             

proven‌‌symptoms‌‌of‌‌her‌‌hallucinatory‌‌condition,‌‌she‌‌claims‌‌to‌‌have‌‌shared‌‌a‌‌true‌‌moment‌‌of‌‌                             

supernatural‌ ‌connection‌ ‌with‌ ‌Peter‌ ‌and‌ ‌that‌ ‌“it‌ ‌still‌ ‌matters‌ ‌to‌ ‌[her]‌ ‌to‌ ‌have‌ ‌[her]‌ ‌truth”‌‌                             

(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌212).‌ ‌She‌ ‌also‌ ‌vouches‌ ‌to‌ ‌return‌ ‌to‌ ‌Little‌ ‌Bly‌ ‌and‌ ‌bury‌ ‌the‌ ‌Quints’‌‌                               

engagement‌ ‌ring‌ ‌in‌ ‌Peter’s‌ ‌grave,‌ ‌as‌ ‌she‌ ‌had‌ ‌promised‌ ‌his‌ ‌mother.‌ ‌Up‌ ‌until‌ ‌the‌‌end,‌‌she‌‌is‌‌                                 

convinced‌ ‌that‌ ‌Peter’s‌ ‌soul‌ ‌is‌ ‌not‌ ‌at‌ ‌rest.‌ ‌ 

‌  What‌ ‌does‌ ‌that‌ ‌conundrum‌ ‌say‌ ‌about‌ ‌the‌ ‌issue‌‌of‌‌postmodern‌‌parodic‌‌intent,‌‌as‌‌it‌‌is‌‌                             

expressed‌‌in‌‌‌Tighter‌?‌‌For‌‌starters,‌‌it‌‌says‌‌that‌‌a‌‌paradoxically‌‌respectful‌‌but‌‌contesting‌‌parody‌‌                           

such‌ ‌as‌ ‌Griffin’s‌ ‌will‌ ‌both‌ ‌attempt‌ ‌to‌ ‌retain‌ ‌certain‌ ‌elements‌ ‌of‌ ‌its‌ ‌source‌ ‌material‌ ‌while‌‌                             

contesting‌ ‌the‌ ‌authority‌ ‌of‌ ‌their‌ ‌canonical‌ ‌position.‌ ‌In‌ ‌the‌ ‌specific‌ ‌problem‌ ‌entailed‌ ‌by‌ ‌the‌‌                           

supernatural‌ ‌manifestation‌ ‌of‌ ‌Peter‌ ‌Quint’s‌ ‌ghost‌ ‌‌contra‌ ‌‌Jamie’s‌ ‌mental‌ ‌illness‌ ‌diagnosis,‌‌                     

Tighter‌‌both‌‌repeats‌‌the‌‌central‌‌paradox‌‌of‌‌its‌‌source‌‌material‌‌—‌‌if‌‌the‌‌governess‌‌is‌‌producing‌‌                               

the‌‌phantoms‌‌in‌‌her‌‌mind,‌‌how‌‌come‌‌she‌‌has‌‌produced‌‌such‌‌a‌‌perfect‌‌carbon‌‌copy‌‌of‌‌Peter’s‌‌                                 

ghost?‌ ‌—‌ ‌and‌ ‌questions‌ ‌the‌‌authoritative‌‌interpretation‌‌of‌‌the‌‌governess’s‌‌quandary‌‌that‌‌has‌‌                         

prevailed‌ ‌in‌ ‌critical‌ ‌approaches.‌ ‌In‌ ‌doing‌ ‌so,‌ ‌Griffin’s‌ ‌deployment‌ ‌of‌ ‌parodic‌ ‌strategies‌ ‌of‌‌                         

trans-contextualization‌ ‌and‌ ‌ironic‌‌inversion‌‌dramatize‌‌a‌‌terrifying‌‌implication‌‌that‌‌lies‌‌at‌‌the‌‌                       

core‌ ‌of‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌:‌ ‌that‌ ‌the‌ ‌ghosts‌ ‌may‌ ‌be‌ ‌real‌ ‌‌despite‌ ‌‌the‌ ‌governess’s‌ ‌mental‌‌                                 

illness,‌ ‌rather‌ ‌than‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌it.‌ ‌That‌ ‌is‌ ‌not‌ ‌to‌ ‌accept,‌ ‌as‌ ‌Bromwich‌ ‌(2011,‌ ‌p.‌ ‌185)‌ ‌has‌‌                                     
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suggested,‌ ‌that‌ ‌the‌ ‌ghosts‌ ‌are‌ ‌only‌ ‌real‌ ‌in‌ ‌that‌ ‌their‌ ‌reality‌ ‌has‌ ‌been‌ ‌conjured‌ ‌by‌ ‌the‌‌                               

governess,‌‌but‌‌that‌‌they‌‌have‌‌a‌‌metaphysical‌‌existence‌‌apart‌‌from‌‌the‌‌projections‌‌she‌‌lays‌‌on‌‌                             

them.‌‌If‌‌that‌‌might‌‌truly‌‌be‌‌the‌‌case,‌‌perhaps‌‌they‌‌have‌‌not‌‌returned‌‌to‌‌haunt‌‌the‌‌children,‌‌as‌‌                                   

the‌‌preceptress‌‌theorizes‌‌—‌‌but‌‌they‌‌have‌‌returned‌‌to‌‌Bly‌‌nonetheless.‌‌The‌‌question‌‌we‌‌must‌‌                             

try‌ ‌to‌ ‌answer‌ ‌‌vis-à-vis‌ ‌renewed‌ ‌readings‌ ‌of‌ ‌the‌ ‌novel‌ ‌is:‌ ‌why‌ ‌so?‌ ‌In‌ ‌some‌ ‌ways,‌ ‌Griffin’s‌‌                               

backstory‌ ‌of‌ ‌Peter‌ ‌Quint‌ ‌is‌ ‌her‌ ‌own‌ ‌attempt‌ ‌to‌ ‌venture‌ ‌an‌ ‌answer.‌ ‌ 

There‌ ‌is‌ ‌one‌ ‌more‌ ‌important‌ ‌implication‌ ‌of‌ ‌the‌ ‌relativization‌ ‌of‌ ‌the‌ ‌governess’s‌‌                       

predicament‌‌in‌‌‌Tighter‌:‌‌it‌‌also‌‌constitutes‌‌a‌‌relativization‌‌of‌‌her‌‌blame.‌‌All‌‌through‌‌‌The‌‌Turn‌‌                             

of‌ ‌the‌ ‌Screw‌,‌ ‌and‌ ‌in‌ ‌particular‌ ‌during‌ ‌her‌ ‌final‌ ‌encounter‌ ‌with‌ ‌Miss‌ ‌Jessel‌ ‌by‌ ‌the‌ ‌lake,‌ ‌the‌‌                                 

governess‌‌questions‌‌her‌‌own‌‌sanity,‌‌which‌‌leads‌‌her‌‌to‌‌constantly‌‌try‌‌to‌‌prove‌‌(perhaps‌‌even‌‌                             

to‌ ‌herself)‌ ‌the‌ ‌validity‌ ‌of‌ ‌her‌ ‌reasoning:‌ ‌“She‌ ‌was‌ ‌there,‌ ‌and‌‌I‌‌was‌‌justified;‌‌she‌‌was‌‌there,‌‌                                 

and‌‌I‌‌was‌‌neither‌‌cruel‌‌nor‌‌mad”‌‌(JAMES,‌‌1991,‌‌p.‌‌70),‌‌she‌‌proclaims‌‌with‌‌relief‌‌at‌‌the‌‌sight‌‌                                   

of‌‌the‌‌“horror‌‌of‌‌horrors”,‌‌though‌‌neither‌‌Mrs.‌‌Grose‌‌nor‌‌Flora‌‌are‌‌able‌‌to‌‌see‌‌the‌‌woman‌‌in‌‌                                   

black‌ ‌that‌ ‌watches‌ ‌them‌ ‌from‌ ‌the‌ ‌lake.‌ ‌The‌ ‌moral‌ ‌implication‌ ‌that‌ ‌usually‌ ‌underlies‌ ‌the‌‌                           

governess’s‌‌dilemma‌‌is‌‌also‌‌one‌‌that‌‌is‌‌all‌‌too‌‌apparent‌‌in‌‌the‌‌critical‌‌proclivity‌‌to‌‌distinguish‌‌                               

her‌‌narrative‌‌by‌‌either‌‌the‌‌actual‌‌or‌‌the‌‌imagined‌‌existence‌‌of‌‌the‌‌ghosts:‌‌if‌‌she‌‌is‌‌mad,‌‌that‌‌is,‌‌                                     

if‌‌the‌‌ghosts‌‌are‌‌mere‌‌projections‌‌of‌‌her‌‌deranged‌‌psyche,‌‌then‌‌she‌‌must‌‌be‌‌held‌‌responsible‌‌                               

for‌‌the‌‌damage‌‌done‌‌to‌‌Miles‌‌and‌‌Flora.‌‌In‌‌‌Tighter‌,‌‌the‌‌governess‌‌is‌‌granted‌‌the‌‌justification‌‌                               

she‌ ‌had‌ ‌hoped‌ ‌for,‌ ‌though‌ ‌in‌ ‌the‌ ‌terms‌ ‌of‌ ‌the‌ ‌ironic‌ ‌inversion‌ ‌which‌ ‌characterizes‌ ‌parody:‌‌                             

Jamie‌ ‌is‌ ‌proven‌ ‌to‌ ‌be‌ ‌indeed‌ ‌mentally‌ ‌disordered,‌ ‌but‌ ‌that‌ ‌is‌ ‌precisely‌ ‌what‌ ‌quenches‌ ‌her‌‌                             

responsibility‌‌for‌‌any‌‌harm‌‌she‌‌may‌‌have‌‌caused‌‌to‌‌herself‌‌and‌‌others‌‌—‌‌“It’s‌‌not‌‌your‌‌fault,‌‌                                 

Jamie,”‌ ‌her‌ ‌doctor‌ ‌tells‌ ‌her.‌ ‌“Not‌ ‌at‌ ‌all.‌ ‌You‌ ‌have‌ ‌a‌ ‌disease.‌ ‌The‌ ‌good‌ ‌news‌ ‌is‌ ‌that‌ ‌your‌‌                                   

disease‌ ‌is‌ ‌really,‌ ‌really‌ ‌treatable.”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌209).‌ ‌Although‌ ‌it‌ ‌might‌ ‌be‌ ‌an‌‌                           

overstatement‌ ‌to‌ ‌characterize‌ ‌‌Tighter‌ ‌‌as‌ ‌a‌ ‌feminist‌ ‌reading‌ ‌of‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌,‌ ‌it‌ ‌is‌‌                               

certainly‌ ‌possible‌ ‌to‌ ‌argue‌ ‌that‌ ‌Jamie’s‌ ‌diagnosis‌ ‌finally‌ ‌provides‌ ‌the‌ ‌governess‌ ‌with‌ ‌some‌‌                         

sort‌ ‌of‌‌ex-centric‌‌vindication:‌‌if‌‌anything,‌‌it‌‌is‌‌the‌‌fate‌‌of‌‌imprecision‌‌turned‌‌into‌‌blame‌‌that‌‌                               

accrues‌ ‌the‌ ‌governess‌ ‌in‌ ‌the‌ ‌canonical‌ ‌text‌ ‌that‌ ‌is‌‌questioned‌‌and‌‌revised‌‌‌vis-à-vis‌‌‌Griffin’s‌‌                           

“apocryphal”,‌ ‌marginal‌ ‌postmodern‌ ‌narrative.‌ ‌If‌ ‌the‌ ‌canon‌ ‌may‌ ‌be‌ ‌correctly‌ ‌described‌ ‌as‌ ‌a‌‌                         

centripetal‌ ‌force‌ ‌in‌ ‌itself,‌ ‌the‌ ‌strategies‌ ‌of‌ ‌revision‌ ‌operated‌ ‌by‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌thus‌‌                           

help‌ ‌to‌ ‌de-center‌ ‌the‌ ‌imperative‌ ‌of‌ ‌its‌ ‌parameters‌ ‌of‌ ‌interpretation.‌ ‌ 

For‌‌all‌‌that‌‌has‌‌been‌‌said,‌‌it‌‌is‌‌possible‌‌to‌‌argue‌‌that‌‌the‌‌either/or‌‌reading‌‌of‌‌‌The‌‌Turn‌‌                                   

of‌‌the‌‌Screw‌‌is‌‌subverted‌‌in‌‌‌Tighter‌‌‌by‌‌a‌‌paradoxical‌‌both/and‌‌possibility‌‌that‌‌is‌‌of‌‌interest‌‌to‌‌                                 

the‌‌postmodern‌‌parody‌‌as‌‌a‌‌whole,‌‌and‌‌to‌‌the‌‌effects‌‌of‌‌terror‌‌of‌‌this‌‌postmodern‌‌gothic‌‌novel‌‌                                 

in‌ ‌particular.‌ ‌In‌ ‌guise‌‌of‌‌a‌‌conclusion,‌‌it‌‌may‌‌be‌‌argued‌‌that,‌‌in‌‌‌Tighter‌,‌‌the‌‌issue‌‌of‌‌parodic‌‌                                   
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intent‌ ‌which‌ ‌Hutcheon‌ ‌considers‌ ‌integral‌ ‌to‌ ‌parody‌ ‌unfolds‌ ‌around‌ ‌the‌ ‌recurrence‌ ‌of‌‌                       

paradoxes:‌ ‌on‌ ‌the‌ ‌one‌ ‌hand,‌ ‌the‌ ‌paranoiac‌ ‌disorientation‌ ‌produced‌ ‌by‌ ‌James’s‌ ‌celebrated‌‌                       

ambiguities‌ ‌is‌ ‌retained‌ ‌as‌ ‌the‌ ‌supreme‌ ‌narrative‌‌goal‌‌of‌‌a‌‌writer‌‌of‌‌gothic‌‌fiction,‌‌though‌‌in‌‌                               

Griffin’s‌‌postmodern‌‌novel‌‌the‌‌effect‌‌is‌‌often‌‌accomplished‌‌by‌‌means‌‌of‌‌oxymoronic‌‌factual‌‌                         

statements‌‌rather‌‌than‌‌by‌‌innuendos,‌‌half-sentences‌‌and‌‌suppressions;‌‌on‌‌the‌‌other‌‌hand,‌‌‌both‌‌                         

the‌‌possibility‌‌that‌‌the‌‌phantoms‌‌are‌‌figments‌‌of‌‌one’s‌‌trances‌‌—‌‌e.‌‌g.,‌‌Milo‌‌—‌‌‌and‌‌‌that‌‌they‌‌                                   

have‌‌autonomous‌‌existences‌‌that‌‌happen‌‌to‌‌manifest‌‌through‌‌the‌‌medium‌‌of‌‌a‌‌psychotic‌‌mind‌‌                           

—‌ ‌e.‌ ‌g.,‌ ‌Peter‌ ‌—‌ ‌are‌ ‌held‌ ‌in‌ ‌an‌ ‌irresolute‌ ‌antinomy‌ ‌that‌ ‌carries‌ ‌the‌ ‌suspense‌ ‌further,‌ ‌even‌‌                                 

after‌ ‌the‌ ‌narrative‌ ‌has‌ ‌closed.‌ ‌All‌ ‌of‌ ‌this‌ ‌is‌ ‌accomplished‌ ‌with‌ ‌recourse‌ ‌to‌ ‌language,‌ ‌as‌ ‌is‌‌                               

expected‌ ‌of‌ ‌parody,‌ ‌a‌ ‌linguistic‌ ‌mode‌ ‌of‌ ‌metafiction‌ ‌according‌ ‌to‌ ‌Hutcheon.‌ ‌It‌ ‌is‌ ‌up‌‌to‌‌the‌‌                               

reader‌‌to‌‌pursue‌‌the‌‌trail‌‌of‌‌linguistic‌‌crumbs‌‌that‌‌lead‌‌the‌‌way‌‌from‌‌parodied‌‌to‌‌parodic‌‌text‌‌                                 

and‌ ‌vice-versa‌ ‌in‌ ‌order‌ ‌to‌ ‌identify‌ ‌instances‌ ‌of‌ ‌playfulness‌ ‌that‌ ‌integrate‌ ‌the‌‌double-voiced‌‌                         

discourse‌‌of‌‌parody‌‌—‌‌and‌‌relish‌‌in‌‌the‌‌challenges‌‌thus‌‌demanded‌‌of‌‌the‌‌activity‌‌of‌‌reading‌‌a‌‌                                 

“textwork”‌ ‌of‌ ‌historiographic‌ ‌metafiction.‌ ‌ 

It‌‌must‌‌be‌‌noted‌‌that‌‌‌Tighter‌,‌‌as‌‌other‌‌postmodern‌‌gothic‌‌novels‌‌that‌‌can‌‌be‌‌discussed‌‌                             

in‌ ‌terms‌ ‌of‌ ‌our‌ ‌hypothesis,‌ ‌is‌ ‌precisely‌ ‌that:‌ ‌an‌ ‌example‌ ‌of‌ ‌historiographic‌ ‌metafiction,‌ ‌in‌‌                           

which‌ ‌parody‌ ‌paradoxically‌ ‌activates‌ ‌a‌ ‌critique‌ ‌of‌ ‌the‌ ‌world‌‌of‌‌ideological‌‌implications.‌‌Its‌‌                         

metafictional‌ ‌strategies‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌and‌ ‌trans-contextualization‌ ‌are‌ ‌intended‌ ‌as‌‌                   

discursive‌‌instruments‌‌of‌‌ex-centric‌‌revision‌‌of‌‌latent‌‌ideological‌‌assumptions‌‌that‌‌inform‌‌its‌‌                       

targeted‌‌text,‌‌as‌‌well‌‌as‌‌how‌‌they‌‌are‌‌involved‌‌in‌‌the‌‌production‌‌of‌‌effects‌‌of‌‌terror.‌‌In‌‌doing‌‌                                   

so,‌ ‌‌Tighter‌ ‌‌draws‌ ‌critical‌ ‌attention‌ ‌to‌ ‌the‌ ‌continuing‌ ‌centrality‌ ‌of‌ ‌those‌ ‌assumptions‌ ‌in‌ ‌the‌‌                           

structuring‌ ‌of‌ ‌twenty-first‌ ‌century‌ ‌cultures‌ ‌and‌‌anxieties,‌‌while‌‌paradoxically‌‌reinstating‌‌the‌‌                     

formally‌ ‌parodic‌ ‌into‌ ‌the‌ ‌world‌ ‌through‌ ‌attention‌ ‌to‌ ‌contextual‌ ‌conditions‌ ‌of‌ ‌textual‌‌                       

production.‌ ‌In‌ ‌Griffin’s‌ ‌novel,‌ ‌that‌ ‌end‌ ‌is‌ ‌carried‌ ‌off‌ ‌with‌ ‌attention‌ ‌to‌ ‌the‌ ‌potential‌ ‌threats‌‌                             

directed‌‌to‌‌and‌‌arising‌‌from‌‌the‌‌family,‌‌threats‌‌such‌‌as‌‌lie‌‌underneath‌‌the‌‌overt‌‌concerns‌‌with‌‌                               

the‌‌battle‌‌between‌‌the‌‌ghostly‌‌servants‌‌and‌‌the‌‌governess‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌.‌‌It‌‌is‌‌with‌‌                                   

that‌ ‌discussion‌ ‌we‌ ‌will‌ ‌now‌ ‌proceed.‌ ‌ 

‌ 

2.3‌ ‌“In‌ ‌my‌ ‌family,‌ ‌we‌ ‌just‌ ‌call‌ ‌it‌ ‌mopey”‌ ‌ 

‌ 

David‌‌Punter‌‌(1996b,‌‌p.‌‌49)‌‌and‌‌David‌‌Bromwich‌‌(2011,‌‌p.‌‌163)‌‌both‌‌seem‌‌to‌‌accept‌‌                             

as‌ ‌a‌ ‌given‌ ‌that‌ ‌discussions‌ ‌of‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌tend‌ ‌to‌ ‌zero‌ ‌in‌ ‌on‌ ‌the‌ ‌conundrum‌ ‌of‌‌                                     

whether‌ ‌or‌ ‌not‌ ‌the‌ ‌ghosts‌ ‌—‌ ‌seen‌ ‌solely‌ ‌by‌ ‌the‌ ‌governess‌ ‌as‌ ‌they‌ ‌are‌ ‌—‌ ‌are‌ ‌real,‌ ‌and‌ ‌the‌‌                                     

ensuing‌ ‌consequences‌ ‌of‌ ‌their‌ ‌reality‌ ‌for‌ ‌the‌ ‌reader’s‌ ‌understanding‌ ‌of‌ ‌her‌ ‌character‌ ‌and‌‌                         
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motivations:‌ ‌if‌ ‌they‌ ‌are‌ ‌real,‌ ‌she‌ ‌is‌ ‌to‌ ‌be‌ ‌considered‌ ‌a‌ ‌virtuous‌ ‌and‌ ‌heroic‌ ‌protector‌ ‌of‌ ‌the‌‌                                 

children;‌‌if‌‌not,‌‌her‌‌increasingly‌‌hysterical‌‌behavior‌‌must‌‌represent‌‌her‌‌uncontrollable‌‌need‌‌to‌‌                         

exert‌ ‌complete‌ ‌dominance‌ ‌over‌ ‌the‌ ‌foundlings.‌ ‌All‌ ‌in‌ ‌all,‌ ‌the‌ ‌collusion‌ ‌of‌ ‌a‌ ‌number‌ ‌of‌‌                             

elements‌ ‌—‌ ‌the‌ ‌first-person‌‌point‌‌of‌‌view,‌‌the‌‌parsimonious‌‌characterization‌‌of‌‌the‌‌narrator,‌‌                         

the‌‌ambiguous‌‌phrasing‌‌of‌‌multiple‌‌passages,‌‌and‌‌perhaps‌‌the‌‌sensational‌‌implications‌‌of‌‌the‌‌                         

material‌ ‌—‌ ‌allows‌ ‌the‌ ‌governess‌ ‌to‌ ‌succeed‌ ‌in‌ ‌placing‌ ‌herself‌ ‌as‌ ‌the‌ ‌sole‌ ‌protagonist‌ ‌and‌‌                             

vortex‌‌of‌‌a‌‌terrifying‌‌situation:‌‌though‌‌she‌‌is‌‌aware‌‌that‌‌the‌‌alleged‌‌ghosts‌‌want‌‌nothing‌‌to‌‌do‌‌                                 

with‌‌her,‌‌and‌‌are‌‌in‌‌fact‌‌back‌‌for‌‌the‌‌children‌‌and‌‌the‌‌children‌‌alone,‌‌she‌‌insists‌‌on‌‌taking‌‌the‌‌                                     

spotlight‌ ‌in‌ ‌going‌ ‌to‌ ‌the‌ ‌nitty-gritty‌ ‌of‌ ‌the‌ ‌supernatural‌ ‌encumbrance.‌ ‌ 

However,‌ ‌as‌ ‌Punter‌ ‌(1996b,‌ ‌p.‌ ‌50)‌ ‌suggests,‌ ‌though‌ ‌the‌ ‌power‌ ‌of‌ ‌the‌ ‌governess’s‌‌                         

account‌‌relies‌‌on‌‌her‌‌taking‌‌center‌‌stage‌‌in‌‌purifying‌‌the‌‌house‌‌and‌‌delivering‌‌Miles‌‌and‌‌Flora‌‌                               

from‌ ‌evil,‌ ‌“we‌ ‌are‌ ‌given‌ ‌repeated‌ ‌suggestions‌ ‌that‌ ‌her‌ ‌importance‌ ‌to‌ ‌the‌ ‌children,‌ ‌in‌ ‌their‌‌                             

eyes,‌ ‌is‌ ‌at‌ ‌best‌ ‌peripheral”.‌ ‌What‌ ‌he‌ ‌means‌ ‌is‌ ‌that,‌ ‌as‌ ‌the‌ ‌story‌ ‌unfolds,‌ ‌the‌ ‌children‌ ‌give‌‌                                 

growing‌‌demonstrations‌‌of‌‌independence,‌‌with‌‌Miles‌‌in‌‌particular‌‌implying‌‌that‌‌he‌‌wishes‌‌to‌‌                         

go‌ ‌away‌ ‌from‌ ‌Bly‌ ‌because‌ ‌his‌ ‌preceptress‌ ‌is‌ ‌below‌ ‌him‌ ‌in‌ ‌social‌ ‌and‌ ‌intellectual‌ ‌skills‌ ‌(a‌‌                               

suggestion‌‌she‌‌promptly‌‌interprets‌‌in‌‌terms‌‌of‌‌the‌‌wicked‌‌influence‌‌of‌‌Peter‌‌Quint‌‌in‌‌pulling‌‌                             

the‌‌youth‌‌further‌‌away‌‌from‌‌her‌‌grip).‌‌It‌‌is,‌‌however,‌‌possible‌‌to‌‌argue‌‌that‌‌it‌‌is‌‌from‌‌the‌‌very‌‌                                     

periphery‌ ‌of‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌that‌ ‌a‌ ‌number‌ ‌of‌ ‌its‌ ‌most‌ ‌disturbing‌ ‌problems‌ ‌emerge,‌‌                               

although‌ ‌these‌ ‌problems‌ ‌are‌ ‌also‌ ‌smothered‌ ‌under‌ ‌the‌ ‌centripetal‌ ‌force‌ ‌of‌ ‌the‌ ‌governess’s‌‌                         

report.‌‌It‌‌is‌‌to‌‌such‌‌latent,‌‌but‌‌paradoxically‌‌pivotal,‌‌problems‌‌that‌‌a‌‌postmodern‌‌gothic‌‌novel‌‌                             

such‌ ‌as‌ ‌‌Tighter‌ ‌‌will‌ ‌often‌ ‌turn.‌ ‌ 

‌  Martin‌ ‌Scofield‌ ‌(2003,‌ ‌p.‌ ‌97)‌ ‌suggests‌ ‌that,‌ ‌regardless‌ ‌of‌ ‌how‌ ‌we‌ ‌choose‌‌to‌‌see‌‌the‌‌                             

governess’s‌ ‌predicament,‌ ‌James’s‌ ‌narrative‌ ‌revolves‌ ‌around‌ ‌an‌ ‌“implied‌ ‌story”‌ ‌which,‌ ‌in‌‌                     

providing‌ ‌justification‌ ‌for‌ ‌the‌ ‌main‌ ‌story‌ ‌at‌ ‌hand,‌ ‌must‌ ‌be‌ ‌inferred‌ ‌by‌ ‌the‌ ‌reader‌ ‌from‌ ‌the‌‌                               

scraps‌ ‌of‌ ‌information‌ ‌available.‌‌The‌‌task‌‌of‌‌unearthing‌‌and‌‌interpreting‌‌the‌‌implied‌‌story,‌‌in‌‌                           

Scofield’s‌ ‌opinion‌ ‌(2003,‌ ‌p.‌ ‌97-98),‌ ‌depends‌ ‌on‌ ‌“the‌ ‌activation‌ ‌of‌ ‌certain‌ ‌shared‌ ‌frames‌ ‌of‌‌                           

reference,‌ ‌or‌ ‌of‌ ‌cultural‌ ‌codes”‌ ‌which‌‌render‌‌the‌‌implicit‌‌tale‌‌intelligible.‌‌The‌‌implied‌‌story‌‌                           

could‌ ‌thus‌ ‌be‌ ‌said‌ ‌to‌ ‌communicate‌ ‌an‌ ‌ideological‌ ‌message,‌ ‌perhaps‌ ‌one‌ ‌that‌ ‌might‌ ‌be‌ ‌too‌‌                             

much‌ ‌of‌ ‌a‌ ‌taboo‌ ‌to‌ ‌allow‌ ‌for‌ ‌a‌ ‌straightforward‌ ‌conveyance,‌ ‌especially‌ ‌by‌ ‌the‌ ‌Victorian‌‌                           

standards‌ ‌of‌ ‌James’s‌ ‌time.‌ ‌ 

Scofield’s‌ ‌discussion‌ ‌(2003,‌ ‌p.‌ ‌101)‌ ‌of‌ ‌the‌ ‌implied‌ ‌story‌ ‌in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌‌                             

revolves‌ ‌around‌ ‌the‌ ‌lives‌ ‌of‌ ‌Peter‌ ‌Quint‌ ‌and‌ ‌Miss‌ ‌Jessel,‌ ‌and‌ ‌the‌ ‌nature‌ ‌of‌ ‌sexual‌‌                             

transgression‌‌and‌‌malevolent‌‌influence‌‌they‌‌may‌‌have‌‌exerted‌‌in‌‌life‌‌over‌‌the‌‌children,‌‌to‌‌the‌‌                             

point‌‌where‌‌the‌‌main‌‌story‌‌turns‌‌into‌‌a‌‌concealed‌‌report‌‌of‌‌what‌‌is‌‌today‌‌called‌‌child‌‌abuse‌‌—‌‌                                   
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the‌ ‌locked‌ ‌secret‌ ‌within‌ ‌most‌ ‌of‌ ‌the‌ ‌“contemporary”‌ ‌gothic,‌ ‌according‌‌to‌‌Punter‌‌(1996b,‌‌p.‌‌                           

200).‌ ‌That‌ ‌implied‌ ‌secret‌ ‌thoroughly‌ ‌opposes‌ ‌the‌ ‌ruling‌ ‌ideology‌ ‌of‌ ‌the‌ ‌Victorian‌ ‌middle‌‌                         

class,‌ ‌according‌ ‌to‌‌which‌‌children‌‌must‌‌be‌‌the‌‌bastions‌‌of‌‌“humanity‌‌in‌‌its‌‌most‌‌natural‌‌and‌‌                               

innocent,‌ ‌because‌ ‌non-sexual,‌ ‌state”,‌ ‌to‌ ‌quote‌ ‌Purchase‌‌(2006,‌‌p.‌‌17).‌‌That‌‌is‌‌arguably‌‌only‌‌                           

expected,‌ ‌considering‌ ‌how‌ ‌the‌ ‌gothic,‌ ‌per‌‌Punter’s‌‌definition,‌‌delimits‌‌the‌‌very‌‌‌locus‌‌‌where‌‌                         

the‌ ‌ruling‌ ‌ideology‌ ‌of‌ ‌the‌ ‌middle‌ ‌class‌ ‌can‌ ‌be‌ ‌addressed‌ ‌for‌ ‌the‌ ‌exclusions‌ ‌it‌ ‌operates,‌ ‌the‌‌                               

discipline‌ ‌it‌ ‌imposes,‌ ‌and‌ ‌the‌ ‌fears‌ ‌and‌ ‌anxieties‌ ‌it‌ ‌entertains.‌ ‌Yet,‌ ‌if‌ ‌Miles‌ ‌and‌ ‌Flora‌ ‌are‌‌                               

indeed‌ ‌harassed‌ ‌—‌ ‌sexually,‌ ‌morally,‌ ‌or‌ ‌otherwise‌ ‌—‌ ‌by‌‌Quint‌‌and‌‌Miss‌‌Jessel,‌‌it‌‌bodes‌‌to‌‌                               

ask‌ ‌why‌ ‌the‌ ‌rascals‌ ‌had‌ ‌been‌ ‌granted‌ ‌access‌ ‌to‌ ‌the‌ ‌children‌ ‌in‌ ‌the‌ ‌first‌ ‌place.‌ ‌For,‌ ‌as‌‌                                 

governess‌ ‌in‌ ‌supreme‌ ‌authority‌ ‌of‌ ‌her‌ ‌wards‌ ‌and‌ ‌valet‌ ‌in‌ ‌charge‌ ‌of‌ ‌the‌ ‌house‌ ‌of‌ ‌Bly‌ ‌—‌‌                                 

something‌ ‌odd‌ ‌by‌ ‌Victorian‌ ‌household‌ ‌ranks,‌ ‌it‌ ‌must‌ ‌be‌ ‌said‌ ‌—,‌ ‌Jessel‌ ‌and‌ ‌Quint‌ ‌were‌‌                             

stand-ins‌ ‌for‌ ‌an‌ ‌absent‌ ‌figure:‌ ‌the‌ ‌elusive‌ ‌uncle,‌ ‌legal‌ ‌guardian‌ ‌of‌ ‌the‌ ‌children,‌ ‌whose‌‌                           

presence‌ ‌at‌ ‌Bly‌ ‌is‌ ‌somehow‌ ‌more‌ ‌ghostly‌ ‌than‌ ‌that‌ ‌of‌ ‌the‌ ‌ghosts‌ ‌themselves.‌ ‌ 

According‌ ‌to‌ ‌Julia‌ ‌Briggs‌ ‌(2012,‌ ‌p.‌ ‌181),‌ ‌the‌ ‌ghost‌ ‌story‌ ‌—‌ ‌the‌ ‌dominant‌‌                         

configuration‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌in‌ ‌the‌ ‌Victorian‌ ‌era‌‌—‌‌was‌‌“the‌‌product‌‌of‌‌a‌‌divided‌‌society‌‌                               

which‌‌set‌‌a‌‌high‌‌premium‌‌on‌‌particular‌‌forms‌‌of‌‌social‌‌community,‌‌above‌‌all‌‌the‌‌family”.‌‌The‌‌                               

Victorian‌ ‌ideology,‌ ‌often‌ ‌expressed‌ ‌and‌ ‌enforced‌ ‌through‌ ‌the‌ ‌material‌ ‌apparatus‌ ‌of‌ ‌fiction,‌‌                       

hailed‌ ‌the‌ ‌family‌ ‌as‌ ‌a‌ ‌paragon‌ ‌of‌ ‌“defense‌ ‌against‌ ‌the‌ ‌chaos‌ ‌of‌ ‌the‌ ‌outside‌ ‌world,‌ ‌against‌‌                               

elements‌ ‌such‌ ‌as‌ ‌loners,‌ ‌criminals,‌ ‌gypsies,‌ ‌the‌ ‌mad,‌ ‌vagrant‌ ‌children,‌ ‌disreputable‌ ‌men,‌‌                       

loose‌ ‌women‌ ‌and‌ ‌foreigners”,‌ ‌to‌ ‌quote‌ ‌Purchase‌ ‌(2006,‌ ‌p.‌ ‌66).‌ ‌At‌ ‌least‌ ‌to‌‌a‌‌limited‌‌extent,‌‌                               

that‌ ‌ideology‌ ‌is‌ ‌implicit‌ ‌in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌:‌ ‌it‌ ‌is‌ ‌only‌ ‌after‌ ‌Miles‌ ‌and‌ ‌Flora‌ ‌find‌‌                                   

themselves‌‌unprotected‌‌and‌‌on‌‌the‌‌brink‌‌of‌‌orphanhood‌‌that‌‌they‌‌are‌‌assailed‌‌by‌‌the‌‌evils‌‌of‌‌                               

the‌ ‌world‌ ‌of‌ ‌disreputable‌ ‌men‌ ‌such‌ ‌as‌ ‌Quint,‌‌and‌‌loose‌‌women‌‌such‌‌as‌‌Miss‌‌Jessel.‌‌Yet,‌‌as‌‌                                 

Briggs‌ ‌(2012,‌ ‌p.‌ ‌181)‌‌conversely‌‌suggests,‌‌the‌‌gothic‌‌has‌‌from‌‌the‌‌outset‌‌been‌‌ideologically‌‌                           

ambiguous,‌ ‌its‌ ‌writing‌ ‌displaying‌ ‌“a‌‌marked‌‌tendency‌‌to‌‌represent‌‌the‌‌family‌‌as‌‌a‌‌source‌‌of‌‌                             

[...]‌ ‌dangerously‌ ‌concealed‌ ‌secrets,‌ ‌even‌ ‌of‌ ‌literal‌ ‌skeletons‌ ‌in‌ ‌the‌ ‌cupboard”.‌ ‌That‌‌                       

counter-ideological‌‌message‌‌is‌‌also‌‌encoded‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌in‌‌subtle‌‌references‌‌to‌‌                             

the‌‌lack‌‌of‌‌interest‌‌the‌‌uncle‌‌entertains‌‌in‌‌the‌‌wards‌‌left‌‌in‌‌his‌‌responsibility:‌‌it‌‌is‌‌clear‌‌from‌‌                                   

his‌ ‌sole‌ ‌condition‌ ‌upon‌ ‌hiring‌ ‌the‌ ‌governess‌ ‌—‌ ‌that‌ ‌“she‌ ‌should‌ ‌never‌ ‌trouble‌ ‌him‌ ‌—‌ ‌but‌‌                               

never,‌ ‌never:‌ ‌neither‌ ‌appeal‌ ‌nor‌ ‌complain‌ ‌nor‌ ‌write‌‌about‌‌anything;‌‌only‌‌meet‌‌all‌‌questions‌‌                           

herself,‌ ‌receive‌ ‌all‌ ‌moneys‌ ‌from‌ ‌his‌ ‌solicitor,‌ ‌take‌ ‌the‌ ‌whole‌ ‌thing‌ ‌over‌ ‌and‌‌let‌‌him‌‌alone”‌‌                               

(JAMES,‌‌1991,‌‌p.‌‌6)‌‌—‌‌that‌‌he‌‌sees‌‌the‌‌children‌‌as‌‌a‌‌burden,‌‌and‌‌is‌‌less‌‌than‌‌enthused‌‌by‌‌the‌‌                                       

hard‌‌work‌‌of‌‌finding‌‌them‌‌an‌‌adequate‌‌set‌‌of‌‌caretakers.‌‌Even‌‌the‌‌governess,‌‌who‌‌entertains‌‌a‌‌                               

platonic‌ ‌admiration‌ ‌for‌ ‌the‌ ‌uncle,‌ ‌eventually‌ ‌proclaims‌ ‌that‌ ‌he‌ ‌is‌ ‌ultimately‌ ‌to‌ ‌blame‌ ‌for‌‌                           
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whatever‌‌perils‌‌have‌‌befallen‌‌the‌‌children.‌‌In‌‌‌that‌,‌‌at‌‌least,‌‌and‌‌considering‌‌the‌‌injunctions‌‌of‌‌                             

the‌‌Victorian‌‌middle-class‌‌ideology,‌‌she‌‌is‌‌hardly‌‌in‌‌the‌‌wrong‌‌at‌‌all;‌‌yet,‌‌it‌‌is‌‌also‌‌the‌‌merit,‌‌                                   

or‌‌perhaps‌‌the‌‌side‌‌effect‌‌of‌‌her‌‌self-centered‌‌narrative‌‌that‌‌‌she‌‌‌should‌‌bear‌‌the‌‌blame‌‌for‌‌the‌‌                                 

fall‌ ‌of‌ ‌the‌ ‌house‌ ‌of‌ ‌Bly‌ ‌at‌ ‌the‌ ‌hands‌ ‌of‌ ‌generation‌ ‌after‌ ‌generation‌ ‌of‌ ‌literary‌ ‌critics‌ ‌—‌‌                                 

whereas‌ ‌the‌ ‌uncle,‌ ‌at‌ ‌least‌ ‌as‌ ‌far‌ ‌as‌ ‌the‌ ‌narrative‌ ‌is‌ ‌concerned,‌ ‌remains‌ ‌unscathed.‌ ‌ 

What‌‌we‌‌mean‌‌to‌‌suggest,‌‌in‌‌short,‌‌is‌‌that,‌‌before‌‌reading‌‌James’s‌‌novella‌‌as‌‌the‌‌story‌‌                               

of‌ ‌whether‌ ‌or‌ ‌not‌‌a‌‌governess‌‌sees‌‌the‌‌ghosts‌‌of‌‌the‌‌odious‌‌former‌‌servants,‌‌itself‌‌harboring‌‌                               

an‌‌implied‌‌story‌‌of‌‌how,‌‌if‌‌at‌‌all,‌‌those‌‌servants‌‌may‌‌have‌‌corrupted‌‌the‌‌children‌‌in‌‌their‌‌care,‌‌                                   

we‌ ‌must‌‌read‌‌it‌‌as‌‌the‌‌“implied‌‌implied‌‌story”‌‌of‌‌the‌‌highly‌‌questionable‌‌choices‌‌made‌‌by‌‌a‌‌                                 

family‌ ‌guardian‌ ‌who‌‌places‌‌‌his‌‌wards‌‌in‌‌an‌‌appalling‌‌string‌‌of‌‌less‌‌than‌‌capable‌‌hands:‌‌first‌‌                               

Miss‌‌Jessel,‌‌who‌‌is‌‌unable‌‌to‌‌tighten‌‌her‌‌authority‌‌over‌‌the‌‌handling‌‌of‌‌the‌‌children‌‌(of‌‌Miles‌‌                                 

in‌ ‌particular,‌ ‌who‌ ‌turns‌ ‌to‌ ‌Peter‌ ‌Quint‌ ‌as‌ ‌a‌ ‌tutor);‌ ‌then‌ ‌Quint‌ ‌himself,‌ ‌who,‌ ‌despite‌ ‌his‌‌                               

uncouth‌ ‌manners‌ ‌and‌ ‌improper,‌‌possibly‌‌criminal‌‌behavior,‌‌is‌‌left‌‌in‌‌charge‌‌of‌‌both‌‌Bly‌‌and‌‌                             

the‌ ‌kids,‌ ‌to‌ ‌overrule‌ ‌the‌ ‌positions‌‌of‌‌authority‌‌of‌‌both‌‌a‌‌governess‌‌and‌‌a‌‌housekeeper‌‌in‌‌the‌‌                                 

handling‌ ‌of‌ ‌domestic‌ ‌matters;‌ ‌and‌ ‌finally‌ ‌the‌ ‌unnamed‌ ‌governess‌ ‌herself,‌ ‌who‌ ‌is‌ ‌at‌ ‌best‌‌                           

well-intentioned‌‌but‌‌unfit‌‌to‌‌handle‌‌the‌‌education‌‌of‌‌the‌‌children‌‌and‌‌the‌‌delicate‌‌business‌‌of‌‌                             

Miles’s‌‌expulsion‌‌from‌‌school,‌‌and‌‌at‌‌worst‌‌mentally‌‌unhinged.‌‌It‌‌is‌‌only‌‌after‌‌the‌‌family‌‌has‌‌                               

become‌‌the‌‌ultimate‌‌provider‌‌of‌‌threat‌‌to‌‌its‌‌junior‌‌members,‌‌either‌‌by‌‌action‌‌or‌‌by‌‌omission,‌‌                               

that‌‌both‌‌the‌‌ghostly‌‌visitations‌‌of‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌and‌‌the‌‌all‌‌too‌‌vivid‌‌perils‌‌brought‌‌                                   

about‌ ‌by‌ ‌a‌ ‌possibly‌ ‌deranged‌ ‌new‌ ‌governess‌ ‌find‌ ‌their‌ ‌most‌ ‌powerful‌ ‌force.‌ ‌ 

It‌‌is‌‌certainly‌‌to‌‌that‌‌“implied‌‌implied‌‌story”‌‌that‌‌‌Tighter‌‌‌will‌‌turn,‌‌in‌‌its‌‌own‌‌terms.‌‌In‌                                 

the‌ ‌postmodern‌ ‌parody‌ ‌of‌ ‌James’s‌ ‌ghost‌ ‌story,‌ ‌the‌ ‌ghostly‌ ‌threats‌ ‌to‌ ‌Isa‌ ‌and‌ ‌Skylark‌ ‌are‌‌                             

peripheral‌ ‌to‌ ‌the‌ ‌‌au‌ ‌pair‌’s‌ ‌account‌ ‌of‌ ‌her‌ ‌all‌ ‌too‌ ‌imminent‌ ‌breakdown‌ ‌and‌ ‌the‌‌motivations‌‌                             

that‌‌lie‌‌beneath.‌‌The‌‌ghosts‌‌Jamie‌‌sees‌‌at‌‌Skylark‌‌and‌‌elsewhere‌‌only‌‌matter‌‌to‌‌the‌‌narrative‌‌                               

to‌ ‌the‌ ‌extent‌ ‌where‌‌they‌‌magnify‌‌the‌‌issues‌‌she‌‌experiences‌‌from‌‌home:‌‌her‌‌alienation‌‌from‌‌                             

her‌ ‌family,‌ ‌her‌ ‌abuse‌ ‌at‌ ‌the‌ ‌hands‌ ‌of‌ ‌an‌ ‌older‌ ‌man,‌ ‌her‌ ‌history‌ ‌of‌ ‌mental‌ ‌illness‌ ‌and‌ ‌her‌‌                                   

suicidal‌‌tendencies.‌‌It‌‌is‌‌the‌‌critical‌‌distance‌‌of‌‌parody‌‌that‌‌allows‌‌Adele‌‌Griffin‌‌to‌‌read‌‌Henry‌‌                               

James‌‌in‌‌terms‌‌of‌‌that‌‌ironic‌‌inversion‌‌—‌‌that‌‌“counter-turn‌‌of‌‌the‌‌screw”,‌‌we‌‌might‌‌say‌‌—,‌‌                                 

so‌‌that‌‌the‌‌most‌‌implicit‌‌of‌‌stories‌‌from‌‌her‌‌source‌‌material‌‌may‌‌be‌‌unearthed‌‌and‌‌made‌‌into‌‌                                 

the‌ ‌main‌ ‌story‌ ‌of‌ ‌her‌ ‌postmodern‌ ‌gothic‌ ‌novel.‌ 

In‌ ‌order‌ ‌to‌ ‌accomplish‌ ‌that‌ ‌goal,‌ ‌Griffin’s‌ ‌parodic‌ ‌playfulness‌ ‌on‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌‌                           

Screw‌,‌ ‌which‌ ‌is‌ ‌meant‌ ‌to‌ ‌emphasize‌ ‌difference‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌similarity,‌ ‌renders‌ ‌the‌‌                           

protagonist,‌ ‌Jamie,‌ ‌as‌ ‌a‌ ‌proxy‌ ‌for‌ ‌both‌ ‌the‌ ‌unnamed‌ ‌governess‌ ‌who‌ ‌may‌ ‌or‌ ‌may‌ ‌not‌ ‌be‌ ‌a‌‌                                 

clairvoyant,‌ ‌and‌ ‌the‌ ‌haunted,‌ ‌abused‌ ‌children‌ ‌who‌‌may‌‌or‌‌may‌‌not‌‌be‌‌living‌‌a‌‌secret‌‌life‌‌of‌‌                                 
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their‌‌own.‌‌What‌‌is‌‌intended‌‌by‌‌the‌‌ironic‌‌inversion‌‌is‌‌an‌‌overt‌‌concern‌‌with‌‌Jamie’s‌‌family’s‌‌                               

inability‌ ‌to‌ ‌prefigure,‌ ‌and‌ ‌perhaps‌ ‌override,‌ ‌the‌ ‌tragedy‌ ‌of‌ ‌mental‌ ‌illness‌ ‌and‌ ‌abuse‌ ‌that‌‌                           

befalls‌‌the‌‌‌au‌‌pair‌,‌‌an‌‌overturn‌‌that‌‌revises‌‌the‌‌typical‌‌gothic‌‌theme‌‌of‌‌the‌‌sins‌‌of‌‌the‌‌father‌‌in‌‌                                     

terms‌ ‌of‌ ‌the‌ ‌alienation‌ ‌of‌ ‌the‌‌contemporary‌‌middle-class‌‌family‌‌and‌‌its‌‌inability‌‌to‌‌confront‌‌                           

the‌‌hidden‌‌troubles‌‌it‌‌harbors‌‌in‌‌its‌‌bosom.‌‌The‌‌conflation‌‌is‌‌evidenced‌‌from‌‌the‌‌beginning‌‌of‌‌                               

Jamie’s‌ ‌account:‌ ‌ 

‌ ‌  
The‌ ‌last‌ ‌thing‌ ‌I‌ ‌did‌ ‌before‌ ‌I‌ ‌left‌ ‌home‌ ‌was‌ ‌steal‌ ‌pills.‌ ‌ 
“Wait!”‌‌I‌‌raised‌‌my‌‌finger‌‌and‌‌did‌‌the‌‌‌oops‌‌‌smile,‌‌then‌‌sprinted‌‌back‌‌inside‌‌                           
while‌‌Mom‌‌stayed‌‌in‌‌the‌‌car‌‌to‌‌take‌‌me‌‌to‌‌the‌‌train‌‌station.‌‌First‌‌to‌‌Teddy’s‌‌                               
bathroom‌ ‌to‌ ‌swipe‌ ‌painkillers‌ ‌—‌ ‌we‌ ‌were‌ ‌an‌ ‌athletic‌ ‌family,‌ ‌prone‌ ‌to‌‌                       
sports-related‌ ‌injury‌ ‌—‌ ‌and‌ ‌then‌ ‌to‌ ‌my‌ ‌parents’‌ ‌stash.‌ ‌Mom’s‌ ‌allergies,‌‌                     
Dad’s‌ ‌insomnia.‌ ‌ 
Maybe‌ ‌fifty,‌ ‌all‌ ‌in.‌ ‌A‌ ‌good‌ ‌haul,‌ ‌but‌ ‌would‌ ‌it‌ ‌be‌ ‌enough?‌ ‌ 
Pills‌ ‌were‌ ‌new‌ ‌for‌ ‌me.‌ ‌I’d‌ ‌been‌ ‌sucked‌‌in‌‌innocently‌‌enough,‌‌after‌‌a‌‌track‌‌                           
hurdle‌‌that‌‌ripped‌‌some‌‌tissue.‌‌A‌‌major‌‌lower-lumbar‌‌strain,‌‌the‌‌doctor‌‌had‌‌                       
diagnosed.‌ ‌When‌ ‌the‌‌pain‌‌persisted,‌‌I’d‌‌started‌‌therapy‌‌at‌‌the‌‌Y,‌‌which‌‌just‌‌                         
became‌ ‌another‌ ‌thing‌ ‌to‌ ‌skip.‌ ‌And‌ ‌pill‌ ‌filching‌ ‌was‌ ‌easier.‌ ‌ 
Now‌ ‌here‌ ‌it‌ ‌was‌ ‌late‌ ‌June‌ ‌and‌ ‌I‌ ‌wasn’t‌ ‌an‌ ‌addict,‌ ‌not‌ ‌at‌ ‌all,‌ ‌but‌ ‌the‌ ‌heat‌‌                                 
packs‌ ‌and‌ ‌aspirin‌ ‌hadn’t‌ ‌been‌ ‌getting‌ ‌it‌ ‌done‌ ‌for‌ ‌weeks.‌ ‌ 
The‌‌pills‌‌also‌‌helped‌‌me‌‌not‌‌think‌‌too‌‌hard‌‌about‌‌Mr.‌‌Ryan.‌‌Sean.‌‌I’d‌‌called‌‌                             
him‌‌Sean,‌‌a‌‌couple‌‌of‌‌times,‌‌in‌‌the‌‌end.‌‌And‌‌I‌‌was‌‌so‌‌tired‌‌of‌‌thinking‌‌about‌‌                                 
him.‌‌I‌‌gripped‌‌a‌‌small‌‌fantasy‌‌that‌‌the‌‌moment‌‌I‌‌set‌‌foot‌‌on‌‌Little‌‌Bly,‌‌he’d‌‌                               
evaporate‌ ‌from‌ ‌my‌ ‌memory.‌ ‌ 
Mom‌ ‌honked.‌ ‌I‌ ‌wavered‌ ‌in‌ ‌the‌ ‌doorway‌ ‌of‌ ‌my‌ ‌bedroom,‌ ‌so‌ ‌safe‌ ‌and‌‌                         
familiar.‌‌I‌‌shouldn’t‌‌be‌‌leaving‌‌home.‌‌I‌‌was‌‌worse‌‌than‌‌anyone‌‌knew‌‌—‌‌not‌‌                           
my‌‌parents,‌‌not‌‌my‌‌best‌‌friend,‌‌Maggie.‌‌Maybe‌‌I‌‌needed‌‌more‌‌than‌‌pills,‌‌but‌‌                           
I’d‌ ‌already‌ ‌swiped‌ ‌such‌ ‌a‌ ‌haul.‌ ‌I‌ ‌stepped‌ ‌inside,‌ ‌gravitating‌ ‌toward‌ ‌my‌‌                       
bookshelf.‌ ‌What‌ ‌to‌ ‌take?‌ ‌What‌ ‌would‌ ‌help?‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌3).‌ ‌ 

‌ ‌  

If‌‌James’s‌‌novella‌‌is‌‌frugal‌‌on‌‌the‌‌intelligence‌‌it‌‌gives‌‌on‌‌the‌‌governess’s‌‌background,‌‌                           

Griffin’s‌‌parodic‌‌inversion‌‌makes‌‌sure‌‌to‌‌offer‌‌the‌‌reader‌‌enough‌‌detail‌‌to‌‌clarify‌‌the‌‌progress‌‌                             

of‌ ‌Jamie’s‌ ‌motivations.‌ ‌This‌ ‌introduction‌ ‌to‌ ‌her‌ ‌plight‌ ‌establishes‌ ‌from‌‌the‌‌start‌‌the‌‌shabby‌‌                           

mental‌ ‌state‌ ‌in‌ ‌which‌ ‌she‌ ‌lives‌ ‌her‌ ‌life.‌ ‌Jamie‌ ‌is‌ ‌a‌ ‌skillful‌ ‌drug‌ ‌addict‌ ‌who‌ ‌employs‌‌                               

dissimulation‌‌and‌‌deceit‌‌to‌‌feed‌‌her‌‌addiction;‌‌that‌‌is‌‌the‌‌first‌‌index‌‌of‌‌her‌‌difference‌‌from‌‌the‌‌                                 

governess‌ ‌and‌ ‌similarity‌ ‌to‌ ‌the‌ ‌haunted‌ ‌children,‌ ‌considering‌ ‌how‌ ‌Jamie‌‌does‌‌lead‌‌a‌‌life‌‌of‌‌                             

her‌ ‌own‌ ‌that‌ ‌no‌ ‌one‌ ‌knows‌ ‌about.‌ ‌In‌ ‌that,‌ ‌however,‌ ‌she‌ ‌wouldn’t‌ ‌seem‌ ‌to‌ ‌be‌ ‌too‌ ‌different‌‌                                 

from‌‌the‌‌remainder‌‌of‌‌her‌‌family‌‌members,‌‌her‌‌parents‌‌in‌‌particular,‌‌all‌‌of‌‌whom‌‌keep‌‌stashes‌‌                               

of‌ ‌unsupervised‌ ‌medicine‌ ‌way‌ ‌too‌ ‌ready‌ ‌for‌ ‌use‌ ‌and‌ ‌abuse‌‌—‌‌their‌‌own‌‌and‌‌that‌‌of‌‌others,‌‌                                 

stealthy‌‌visitors‌‌in‌‌the‌‌night.‌‌Hers‌‌is‌‌a‌‌family‌‌of‌‌hypochondriacs‌‌who‌‌disguise‌‌addiction‌‌under‌‌                             

a‌ ‌dominant‌ ‌middle-class‌ ‌lifestyle‌ ‌—‌ ‌ideology,‌ ‌if‌ ‌you‌ ‌will‌ ‌—‌ ‌of‌ ‌healthcare‌ ‌and‌ ‌physical‌‌                           

activity.‌ ‌Her‌ ‌father,‌ ‌in‌ ‌special,‌ ‌suffers‌ ‌from‌ ‌insomnia,‌ ‌a‌ ‌condition‌ ‌usually‌ ‌associated‌ ‌with‌‌                         
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anxiety,‌ ‌stress,‌ ‌depression,‌‌and‌‌drug‌‌abuse;‌‌it‌‌is‌‌the‌‌father’s‌‌side‌‌of‌‌the‌‌family,‌‌as‌‌Jamie‌‌will‌‌                                 

later‌ ‌tell‌ ‌us,‌ ‌that‌ ‌carries‌ ‌“the‌ ‌Atkinson‌ ‌gene”,‌‌the‌‌long‌‌history‌‌of‌‌mental‌‌illness‌‌that‌‌she‌‌has‌‌                                 

but‌ ‌too‌ ‌apparently‌ ‌inherited.‌ ‌ 

Her‌ ‌insistence‌ ‌on‌ ‌not‌ ‌being‌‌an‌‌addict,‌‌itself‌‌reminiscent‌‌of‌‌the‌‌governess’s‌‌desperate‌‌                         

appeals‌‌to‌‌our‌‌trust,‌‌does‌‌little‌‌to‌‌vanquish‌‌any‌‌of‌‌our‌‌doubts‌‌as‌‌to‌‌Jamie’s‌‌mental‌‌fitness‌‌for‌‌                                   

the‌ ‌position‌ ‌she‌ ‌is‌ ‌about‌ ‌to‌ ‌undertake‌ ‌(notice,‌ ‌again,‌ ‌how‌ ‌that‌ ‌insistence‌ ‌is‌ ‌phrased‌ ‌into‌ ‌a‌‌                               

paradox:‌ ‌“I‌ ‌was‌ ‌not‌ ‌an‌ ‌addict,‌ ‌but‌ ‌the‌ ‌drugs‌‌hadn’t‌‌been‌‌doing‌‌it‌‌for‌‌weeks”).‌‌Not,‌‌at‌‌least,‌‌                                   

when‌ ‌clear‌ ‌signs‌ ‌of‌ ‌her‌ ‌instability‌ ‌pile‌ ‌up:‌ ‌not‌ ‌only‌ ‌has‌ ‌she‌ ‌abused‌ ‌prescription‌ ‌drugs‌ ‌for‌‌                               

months,‌‌drugs‌‌as‌‌have‌‌now‌‌become‌‌ineffectual‌‌in‌‌giving‌‌her‌‌the‌‌hit‌‌she‌‌yearns‌‌for,‌‌but‌‌she‌‌has‌‌                                   

also‌‌indulged‌‌in‌‌other‌‌acts‌‌of‌‌self‌‌harm‌‌by‌‌skipping‌‌physical‌‌therapy,‌‌while‌‌leaving‌‌her‌‌closest‌‌                               

ones‌‌—‌‌even‌‌her‌‌best‌‌friend‌‌Maggie,‌‌even‌‌her‌‌mother‌‌—‌‌unaware‌‌of‌‌her‌‌ongoing‌‌problems.‌‌                               

Jamie‌ ‌has‌ ‌become‌ ‌secretive‌ ‌and‌ ‌lonely,‌ ‌isolated‌ ‌and‌ ‌reliant‌ ‌solely‌ ‌on‌ ‌her‌ ‌own‌ ‌disturbed‌‌                           

perceptions‌ ‌—‌ ‌disturbed‌ ‌both‌‌by‌‌her‌‌intoxication‌‌and‌‌deteriorating‌‌mental‌‌state‌‌—‌‌to‌‌assess‌‌                           

reality‌ ‌around‌ ‌her.‌ ‌The‌ ‌irony‌ ‌of‌ ‌such‌ ‌an‌ ‌extensive‌ ‌parodic‌ ‌engagement‌ ‌with‌ ‌the‌ ‌source‌‌                           

material‌‌of‌‌‌Tighter‌‌is‌‌hard‌‌to‌‌miss:‌‌as‌‌a‌‌whole,‌‌and‌‌in‌‌greatest‌‌gothic‌‌fashion,‌‌the‌‌family‌‌who‌‌                                   

is‌‌supposed‌‌to‌‌shelter‌‌Jamie‌‌from‌‌the‌‌dangers‌‌of‌‌the‌‌outside‌‌world‌‌is‌‌posed‌‌as‌‌the‌‌one‌‌whose‌‌                                   

inside‌ ‌dangers‌ ‌are‌ ‌all‌ ‌too‌ ‌readily‌ ‌accessible.‌ ‌The‌ ‌family‌ ‌who‌ ‌is‌ ‌supposed‌ ‌to‌ ‌protect‌ ‌her,‌‌                             

perhaps‌‌even‌‌from‌‌herself,‌‌is‌‌the‌‌one‌‌who‌‌will‌‌provide‌‌Jamie‌‌with‌‌multiple‌‌sweet‌‌escapes‌‌—‌‌                               

escapes‌ ‌swiftly‌ ‌turned‌‌sour‌‌as‌‌the‌‌youth‌‌nearly‌‌overdoses‌‌on‌‌prescription‌‌pills‌‌on‌‌Little‌‌Bly,‌‌                             

away‌ ‌from‌ ‌those‌ ‌who‌ ‌are‌ ‌supposed‌ ‌to‌ ‌be‌ ‌the‌ ‌custodians‌ ‌of‌ ‌her‌ ‌well‌ ‌being.‌ ‌ 

Although‌ ‌the‌ ‌governess‌ ‌in‌ ‌James’s‌ ‌novella‌‌at‌‌times‌‌distrusts‌‌her‌‌mental‌‌state,‌‌Jamie,‌‌                         

unlike‌‌her‌‌predecessor,‌‌is‌‌way‌‌too‌‌sure‌‌that‌‌she‌‌is‌‌not‌‌sane‌‌and‌‌should‌‌not‌‌be‌‌leaving‌‌home‌‌to‌‌                                     

be‌‌in‌‌charge‌‌of‌‌anyone‌‌else,‌‌let‌‌alone‌‌a‌‌child.‌‌And‌‌yet,‌‌the‌‌matter‌‌is‌‌not‌‌hers‌‌to‌‌decide:‌‌it‌‌was‌‌                                         

her‌ ‌mother‌ ‌who‌ ‌had‌ ‌set‌ ‌her‌ ‌up‌ ‌for‌ ‌a‌ ‌position‌ ‌as‌ ‌a‌‌summer‌‌‌au‌‌pair‌‌at‌‌the‌‌paradise‌‌island‌‌of‌‌                                       

Little‌ ‌Bly.‌ ‌The‌‌mother‌‌who‌‌believed‌‌a‌‌summer‌‌spent‌‌away‌‌from‌‌home‌‌would‌‌be‌‌therapeutic‌‌                             

for‌‌Jamie,‌‌a‌‌nice‌‌change‌‌for‌‌her,‌‌a‌‌way‌‌to‌‌kick‌‌her‌‌“mopey”‌‌teenage‌‌daughter‌‌out‌‌of‌‌the‌‌house‌‌                                     

and‌ ‌rush‌ ‌her‌ ‌into‌ ‌responsible‌ ‌and‌ ‌independent‌‌adulthood.‌‌“‌Mopey‌‌was‌‌Mom’s‌‌determinedly‌‌                       

cheerful‌ ‌shorthand‌ ‌for‌ ‌the‌ ‌thick-walled‌ ‌depression‌ ‌I’d‌ ‌been‌ ‌trapped‌ ‌behind‌ ‌all‌ ‌spring”‌‌                       

(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌9),‌ ‌Jamie‌ ‌confesses,‌ ‌though‌ ‌she‌ ‌finds‌ ‌it‌ ‌hard‌ ‌to‌ ‌break‌ ‌it‌ ‌down‌ ‌to‌ ‌her‌‌                                 

mother‌ ‌the‌ ‌actual‌ ‌state‌ ‌of‌ ‌her‌ ‌wrecked‌ ‌emotions.‌ ‌Communication‌ ‌is‌ ‌non-existent‌ ‌between‌‌                       

mother‌ ‌and‌ ‌daughter,‌ ‌beyond‌ ‌the‌ ‌typical‌ ‌and‌ ‌empty‌ ‌words‌ ‌of‌ ‌parental‌ ‌encouragement‌ ‌and‌‌                         

concern‌ ‌—‌ ‌words‌ ‌that‌ ‌fail‌ ‌to‌ ‌actually‌ ‌confront‌ ‌the‌‌darkness‌‌underneath‌‌the‌‌veil‌‌of‌‌a‌‌child’s‌‌                               

mopey‌ ‌surface.‌ ‌ 
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All‌‌in‌‌all,‌‌it‌‌is‌‌the‌‌disturbing‌‌revelation‌‌of‌‌the‌‌mother’s‌‌inability/refusal‌‌to‌‌distinguish‌‌                           

between‌ ‌episodic‌ ‌adolescent‌ ‌lethargy‌ ‌and‌ ‌thick-walled‌ ‌depression‌ ‌that‌ ‌rings‌ ‌the‌ ‌bell‌ ‌on‌‌the‌‌                         

dysfunctionality‌‌of‌‌Jamie’s‌‌family.‌‌Her‌‌mother‌‌does‌‌not‌‌seem‌‌to‌‌be‌‌purposefully‌‌wicked,‌‌that‌‌                           

much‌ ‌is‌ ‌granted;‌ ‌on‌ ‌the‌ ‌contrary,‌ ‌she‌ ‌comes‌ ‌across‌ ‌as‌ ‌supportive‌ ‌and‌ ‌encouraging,‌ ‌to‌ ‌both‌‌                             

Jamie‌‌and‌‌her‌‌twin‌‌siblings,‌‌Teddy‌‌and‌‌Tess.‌‌In‌‌spite‌‌of‌‌the‌‌limited‌‌financial‌‌resources‌‌of‌‌the‌‌                                 

Atkinsons,‌ ‌both‌ ‌siblings‌ ‌have‌ ‌either‌ ‌gone‌ ‌to‌‌college‌‌or‌‌to‌‌attend‌‌exchange‌‌programs‌‌abroad‌‌                           

after‌ ‌graduation.‌ ‌It‌ ‌is‌ ‌perhaps‌ ‌that‌ ‌the‌ ‌mother‌ ‌has‌ ‌been‌ ‌too‌ ‌self-centered,‌ ‌too‌ ‌focused‌ ‌on‌‌                             

conforming‌ ‌to‌ ‌dominant‌ ‌prerogatives‌‌of‌‌what‌‌it‌‌means‌‌to‌‌be‌‌an‌‌ideal‌‌middle-class‌‌parent‌‌—‌‌                             

that‌ ‌is,‌ ‌to‌ ‌provide‌ ‌children‌ ‌with‌ ‌an‌ ‌overabundance‌ ‌of‌ ‌extracurricular‌ ‌activities‌ ‌and‌‌                       

opportunities‌ ‌that‌ ‌will‌ ‌help‌ ‌them‌ ‌blossom‌ ‌into‌ ‌the‌ ‌perfect‌ ‌middle-class‌ ‌adults‌ ‌they‌ ‌are‌‌                         

intended‌‌to‌‌be‌‌—‌‌to‌‌actually‌‌‌be‌‌‌a‌‌parent‌‌to‌‌Jamie,‌‌flaws‌‌and‌‌all.‌‌It‌‌will‌‌take‌‌the‌‌mother‌‌weeks‌‌                                       

to‌ ‌realize‌ ‌Jamie‌ ‌has‌ ‌stolen‌ ‌pills,‌ ‌and‌ ‌even‌ ‌then‌ ‌the‌ ‌red‌ ‌flag‌ ‌looks‌ ‌merely‌ ‌rosy‌ ‌to‌ ‌her:‌ ‌ 

‌ ‌  

“Jamie!‌ ‌How‌ ‌are‌ ‌you‌ ‌adjusting?‌ ‌Is‌ ‌the‌ ‌job‌ ‌easy‌ ‌to‌ ‌handle?‌ ‌Is‌ ‌Isa‌ ‌a‌ ‌good‌‌                             
girl?”‌ ‌ 
“Yeah,‌ ‌yeah.‌ ‌She’s‌ ‌sweet.‌ ‌And‌ ‌it’s‌ ‌really‌ ‌scenic‌ ‌here.‌ ‌Like‌ ‌a‌ ‌postcard.”‌ ‌I‌‌                         
looked‌ ‌out‌ ‌my‌ ‌window.‌ ‌Lighthouse.‌ ‌Of‌ ‌course.‌ ‌I’d‌ ‌bet‌ ‌anything‌ ‌Isa‌ ‌went‌‌                       
there.‌ ‌“But,‌ ‌Mom,‌ ‌it’s‌ ‌raining‌ ‌pretty‌ ‌hard‌ ‌and‌ ‌I‌ ‌need‌ ‌to‌ ‌go‌ ‌—”‌ ‌ 
“Then,‌ ‌Jamers,‌ ‌I‌ ‌guess‌ ‌I‌ ‌better‌ ‌cut‌ ‌right‌ ‌to‌ ‌it.‌ ‌Dad‌ ‌and‌ ‌I‌ ‌think‌ ‌someone’s‌                             
been‌ ‌into‌ ‌our‌ ‌prescriptions.‌ ‌Scads‌ ‌of‌ ‌pills‌ ‌have‌ ‌gone‌ ‌missing.”‌ ‌ 
“That’s‌ ‌odd.”‌ ‌Hunch‌ ‌confirmed.‌ ‌ 
“Honey,‌ ‌please‌ ‌be‌ ‌honest.‌ ‌Did‌ ‌you‌ ‌…‌ ‌borrow‌ ‌…‌ ‌any‌ ‌of‌‌our‌‌painkillers?‌‌I‌‌                           
need‌ ‌the‌ ‌truth‌ ‌here.”‌ ‌ 
“Maybe‌ ‌I‌ ‌took‌ ‌a‌ ‌handful.‌ ‌For‌ ‌my‌ ‌back‌ ‌pain.”‌ ‌ 
“And‌ ‌what‌ ‌about‌ ‌my‌ ‌allergy‌ ‌meds?”‌ ‌ 
“Oh,‌‌right,‌‌and‌‌maybe‌‌four‌‌or‌‌five‌‌of‌‌those.‌‌But‌‌Tess‌‌grabbed‌‌some‌‌of‌‌Dad’s‌‌                             
muscle‌‌relaxers‌‌for‌‌her‌‌stress‌‌fracture.‌‌I‌‌saw‌‌her‌‌with‌‌the‌‌bottle.‌‌Right‌‌before‌‌                           
she‌ ‌left‌ ‌for‌ ‌Croatia.”‌ ‌ 
“A‌ ‌lot‌ ‌of‌ ‌Dad’s‌ ‌antihistamines‌ ‌are‌ ‌gone,‌ ‌too.”‌ ‌ 
“Probably‌‌Tess‌‌again.”‌‌My‌‌sister‌‌could‌‌handle‌‌some‌‌blame.‌‌She’d‌‌be‌‌safe‌‌at‌‌                         
college‌ ‌in‌ ‌a‌ ‌couple‌ ‌of‌ ‌months‌ ‌anyway.‌ ‌ 
Mom,‌‌who‌‌hardly‌‌ever‌‌got‌‌mad,‌‌sounded‌‌maddish.‌‌“Those‌‌are‌‌Dad’s‌‌and‌‌my‌‌                         
own‌‌specific‌‌doctor’s‌‌prescriptions.‌‌What‌‌are‌‌you‌‌girls‌‌thinking,‌‌treating‌‌our‌‌                     
medicine‌ ‌cabinet‌ ‌like‌ ‌some‌ ‌kind‌ ‌of‌ ‌pharmacy‌ ‌buffet?‌ ‌I‌ ‌would‌ ‌never‌ ‌have‌‌                       
thought‌ ‌my‌ ‌own‌ ‌daughters‌ ‌—‌ ‌wait,‌ ‌now‌ ‌Dad‌ ‌wants‌ ‌to‌ ‌say‌ ‌something.”‌ ‌ 
As‌ ‌Dad’s‌ ‌voice‌ ‌burred‌ ‌in‌ ‌the‌ ‌background.‌ ‌“Oh‌ ‌yes,‌ ‌sleeping‌ ‌pills,”‌ ‌said‌‌                       
Mom.‌ ‌“Any‌ ‌of‌ ‌those,‌ ‌Jamie?”‌ ‌ 
“Okay,‌‌you‌‌got‌‌me,‌‌but‌‌only‌‌two.‌‌Tess‌‌and‌‌Teddy‌‌took‌‌most.‌‌They‌‌like‌‌them‌‌                             
for‌ ‌the‌ ‌plane‌ ‌trips.”‌ 
“This‌ ‌is‌ ‌incredibly‌ ‌disturbing.”‌ ‌She‌ ‌did‌ ‌sound‌ ‌disturbed.‌ ‌“Any‌ ‌kind‌ ‌of‌‌                     
self-medicating,‌ ‌Jamie.‌ ‌It’s‌ ‌so‌ ‌worrisome.‌ ‌Please‌ ‌promise‌ ‌me,‌‌if‌‌you‌‌insist‌‌                     
on‌‌using‌‌a‌‌sleeping‌‌pill,‌‌you’ll‌‌break‌‌it‌‌in‌‌half‌‌and‌‌go‌‌straight‌‌to‌‌bed.‌‌That’s‌‌a‌‌                                 
narcotic,‌ ‌that’s‌ ‌not‌ ‌a‌ ‌joke.”‌ ‌ 
…‌ ‌bumped‌ ‌my‌ ‌head‌ ‌and‌ ‌went‌ ‌to‌ ‌bed‌ ‌and‌ ‌couldn’t‌ ‌get‌ ‌up‌ ‌in‌ ‌the‌ ‌morning.‌ ‌ 
“What‌ ‌did‌ ‌you‌ ‌say?”‌ ‌Mom‌ ‌sounded‌ ‌nervous.‌ ‌Uh-oh.‌ ‌Had‌ ‌I‌ ‌said‌ ‌that‌ ‌out‌‌                         
loud?‌ ‌ 
“My‌ ‌back‌ ‌hurts‌ ‌so‌ ‌bad‌ ‌it‌ ‌wakes‌ ‌me‌ ‌up‌ ‌in‌ ‌the‌ ‌morning.”‌ ‌ 
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“Then‌‌I’m‌‌going‌‌online‌‌this‌‌minute‌‌to‌‌look‌‌up‌‌a‌‌local‌‌doctor,‌‌and‌‌I’ll‌‌make‌‌                             
you‌ ‌an‌ ‌appointment.‌ ‌But‌ ‌if‌ ‌you’re‌ ‌really‌ ‌having‌ ‌such‌ ‌serious‌ ‌issues,‌ ‌you‌‌                       
need‌ ‌to‌ ‌come‌ ‌home‌ ‌—‌ ‌because‌ ‌sleeping‌ ‌pills‌ ‌are‌ ‌no‌ ‌kind‌ ‌of‌ ‌solution.”‌ ‌ 
“Mom,‌ ‌you’re‌ ‌overreacting.‌ ‌Don’t‌ ‌make‌ ‌me‌ ‌a‌ ‌doctor’s‌ ‌appointment‌ ‌that‌ ‌I‌‌                     
won’t‌ ‌keep.”‌ ‌ 
“You‌‌just‌‌told‌‌me‌‌your‌‌back‌‌pain‌‌woke‌‌you‌‌up‌‌in‌‌the‌‌morning,‌‌Jamie.‌‌How‌‌                             
do‌‌you‌‌think‌‌I’m‌‌going‌‌to‌‌react?”‌‌My‌‌silence‌‌frustrated‌‌her,‌‌but‌‌there‌‌was‌‌no‌‌                             
way‌ ‌she‌ ‌could‌ ‌vault‌ ‌the‌ ‌distance‌ ‌between‌ ‌us.‌ ‌“At‌ ‌the‌ ‌very‌ ‌least,”‌ ‌she‌‌                         
continued,‌ ‌“let‌ ‌me‌ ‌find‌ ‌you‌ ‌a‌ ‌doctor‌ ‌and‌ ‌email‌ ‌you‌ ‌the‌ ‌information.‌ ‌And‌‌                         
we’ll‌ ‌go‌ ‌see‌ ‌a‌ ‌chiropractor‌ ‌when‌ ‌you‌ ‌get‌ ‌home.‌ ‌‌Capisce‌?”‌ ‌ 
“‌Capisce‌.”‌ ‌I‌ ‌was‌ ‌off‌‌the‌‌hook,‌‌kind‌‌of.‌‌‌Capisce‌‌‌was‌‌one‌‌of‌‌those‌‌Atkinson‌‌                           
family‌ ‌words‌ ‌that‌ ‌signaled‌ ‌good‌ ‌humor.‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌66-67).‌ ‌ 

‌ ‌  

‌  The‌‌mother‌‌is‌‌wary‌‌of‌‌confronting‌‌Jamie‌‌on‌‌the‌‌vanishing‌‌of‌‌the‌‌pills,‌‌which‌‌is‌‌clear‌‌                               

from‌ ‌the‌ ‌choice‌ ‌of‌ ‌the‌ ‌verb‌ ‌“borrow”‌ ‌to‌ ‌sugarcoat‌ ‌the‌ ‌enormity‌ ‌of‌ ‌the‌‌danger‌‌the‌‌daughter‌‌                               

might‌‌be‌‌incurring.‌‌That‌‌danger‌‌is‌‌not‌‌lost‌‌on‌‌the‌‌mother,‌‌who‌‌by‌‌no‌‌means‌‌seems‌‌convinced‌‌                                 

that‌ ‌Jamie‌ ‌is‌ ‌blameless,‌‌but‌‌she‌‌nonetheless‌‌fails‌‌to‌‌take‌‌appropriate‌‌action:‌‌her‌‌response‌‌—‌‌                             

“if‌ ‌you’re‌ ‌really‌ ‌having‌ ‌such‌ ‌serious‌ ‌issues,‌ ‌you‌ ‌need‌ ‌to‌ ‌come‌ ‌home”‌ ‌—‌ ‌keeps‌ ‌the‌‌                             

responsibility‌ ‌on‌ ‌Jamie’s‌ ‌shoulders,‌ ‌and‌ ‌even‌‌then‌‌it‌‌is‌‌phrased‌‌in‌‌terms‌‌of‌‌condition‌‌before‌‌                             

necessity.‌ ‌Although‌ ‌the‌ ‌mother‌ ‌is‌ ‌incredibly‌ ‌disturbed,‌ ‌the‌‌intensity‌‌of‌‌her‌‌disturbance‌‌does‌‌                         

not‌ ‌translate‌ ‌into‌ ‌any‌ ‌intense‌ ‌measures‌ ‌to‌ ‌prevent‌ ‌her‌ ‌teenage‌ ‌daughter‌ ‌from‌ ‌using‌ ‌a‌‌                           

worrisome‌‌variety‌‌of‌‌unprescribed‌‌medicinal‌‌pills;‌‌on‌‌the‌‌contrary,‌‌her‌‌attempts‌‌at‌‌suggesting‌‌                         

a‌ ‌chiropractor’s‌ ‌appointment‌ ‌and‌ ‌persuading‌ ‌Jamie‌ ‌into‌ ‌wisdom‌ ‌on‌ ‌the‌ ‌sheer‌ ‌force‌ ‌of‌ ‌her‌‌                           

perturbation‌ ‌are‌ ‌preceded‌ ‌by‌ ‌a‌ ‌baffling‌ ‌instruction‌ ‌on‌ ‌how‌ ‌to‌ ‌use‌ ‌the‌ ‌sleeping‌ ‌pill‌ ‌—‌ ‌“a‌‌                               

prescription‌ ‌pill”,‌ ‌“a‌ ‌narcotic”,‌ ‌and‌ ‌“not‌ ‌a‌ ‌joke”‌ ‌—‌‌correctly.‌‌Jamie,‌‌who‌‌is‌‌often‌‌unable‌‌to‌‌                               

distinguish‌ ‌between‌ ‌the‌ ‌pills‌ ‌she‌ ‌takes‌ ‌until‌ ‌their‌ ‌effects‌ ‌kick‌ ‌in,‌ ‌and‌ ‌just‌ ‌as‌ ‌often‌ ‌takes‌‌                               

multiple‌‌pills‌‌at‌‌a‌‌time,‌‌is‌‌left‌‌“off‌‌the‌‌hook”,‌‌free‌‌to‌‌continue‌‌her‌‌rambunctious‌‌career‌‌of‌‌drug‌‌                                   

abuse,‌ ‌which‌ ‌will‌ ‌inevitably‌ ‌end‌ ‌badly.‌ ‌ 

Overall,‌ ‌this‌ ‌interaction‌ ‌suggests‌ ‌that‌ ‌the‌ ‌mother‌ ‌is‌ ‌concerned‌ ‌about‌ ‌Jamie,‌‌but‌‌also‌‌                         

concerned‌ ‌about‌ ‌not‌ ‌trespassing‌‌on‌‌the‌‌limit‌‌of‌‌her‌‌teenage‌‌daughter’s‌‌privacy:‌‌again,‌‌she‌‌is‌‌                             

prey‌ ‌to‌‌middle-class‌‌family‌‌values‌‌which‌‌regard‌‌a‌‌teenager‌‌as‌‌more‌‌of‌‌an‌‌adult‌‌than‌‌a‌‌child,‌‌                                 

thus‌ ‌someone‌ ‌who‌ ‌must‌ ‌have‌ ‌their‌ ‌privacy‌ ‌respected‌ ‌at‌ ‌any‌ ‌cost.‌ ‌The‌ ‌result‌ ‌of‌ ‌that,‌ ‌in‌ ‌the‌‌                                 

particular‌ ‌problems‌ ‌presented‌ ‌by‌ ‌‌Tighter‌,‌ ‌is‌ ‌that‌ ‌an‌ ‌unbridgeable‌ ‌distance‌ ‌between‌ ‌family‌‌                       

members‌‌is‌‌created,‌‌hence‌‌the‌‌mother‌‌remaining‌‌clueless‌‌as‌‌to‌‌who‌‌her‌‌daughters‌‌—‌‌Jamie‌‌in‌‌                               

particular‌‌—‌‌really‌‌are.‌‌Clueless,‌‌for‌‌example,‌‌to‌‌the‌‌fact‌‌that‌‌her‌‌youngest‌‌daughter‌‌has‌‌been‌‌                               

visited‌ ‌at‌ ‌late‌ ‌hours‌ ‌by‌ ‌defunct‌ ‌family‌ ‌members:‌ ‌ 

‌ ‌  

Of‌‌course,‌‌my‌‌other‌‌Atkinson‌‌relatives‌‌hadn’t‌‌exactly‌‌mastered‌‌solutions‌‌for‌‌                     
moping.‌‌My‌‌dad’s‌‌brother‌‌Uncle‌‌Jim‌‌had‌‌hanged‌‌himself‌‌on‌‌his‌‌twenty-first‌‌                       
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birthday,‌ ‌and‌ ‌my‌ ‌second‌ ‌cousin‌ ‌Hank‌ ‌Wilcox‌ ‌had‌ ‌put‌ ‌a‌‌bullet‌‌in‌‌his‌‌brain‌‌                           
three‌‌years‌‌ago‌‌after‌‌the‌‌bank‌‌repossessed‌‌his‌‌house.‌‌And‌‌what‌‌neither‌‌of‌‌my‌‌                           
parents‌ ‌knew‌ ‌was‌ ‌that‌ ‌Uncle‌ ‌Jim‌ ‌and‌ ‌Hank‌ ‌had‌ ‌started‌ ‌to‌ ‌appear‌ ‌to‌ ‌me,‌‌                           
claiming‌ ‌me‌ ‌in‌ ‌secret‌ ‌hours‌ ‌as‌‌one‌‌of‌‌their‌‌own.‌‌My‌‌eyes‌‌would‌‌open‌‌into‌‌                             
darkness‌ ‌—‌ ‌not‌ ‌in‌ ‌terror,‌ ‌not‌ ‌yet‌ ‌—‌ ‌to‌ ‌find‌ ‌them‌‌right‌‌there,‌‌in‌‌my‌‌room.‌‌                               
The‌ ‌rope‌ ‌skewed‌ ‌around‌ ‌Uncle‌ ‌Jim’s‌ ‌neck‌ ‌and‌ ‌Hank‌ ‌staring‌ ‌blankly,‌ ‌the‌‌                       
bullet‌ ‌wound‌ ‌black‌‌as‌‌a‌‌cigarette‌‌burn‌‌at‌‌his‌‌temple.‌‌And‌‌then‌‌I’d‌‌wake‌‌up‌‌                             
for‌‌real,‌‌in‌‌a‌‌gasp,‌‌my‌‌heart‌‌beating‌‌fast‌‌as‌‌rain,‌‌my‌‌newly‌‌identified‌‌lumbar‌‌                             
muscles‌ ‌—‌ ‌extensor,‌ ‌flexor,‌ ‌oblique‌ ‌—‌ ‌pulsing‌ ‌the‌ ‌nerve‌ ‌roots‌ ‌of‌ ‌my‌ ‌spine.‌ ‌ 
By‌ ‌then,‌ ‌they’d‌ ‌be‌ ‌gone.‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌9-10).‌ ‌ 

‌ ‌  

‌  This‌‌passage‌‌allows‌‌for‌‌an‌‌important‌‌insight‌‌into‌‌Jamie’s‌‌situation‌‌at‌‌the‌‌beginning‌‌of‌‌                           

her‌ ‌narrative:‌ ‌whatever‌ ‌else‌ ‌she‌ ‌may‌ ‌or‌ ‌may‌ ‌not‌ ‌have‌ ‌experienced‌ ‌later‌ ‌on‌ ‌in‌ ‌Little‌‌Bly‌‌in‌‌                                 

terms‌‌of‌‌supernatural‌‌visitations,‌‌Jamie‌‌is‌‌already‌‌haunted‌‌by‌‌the‌‌ghosts‌‌of‌‌her‌‌own‌‌deceased‌‌                             

family‌ ‌members.‌ ‌Ghosts‌ ‌of‌ ‌those‌ ‌who‌ ‌carry‌ ‌the‌ ‌Atkinson‌ ‌gene,‌ ‌those‌ ‌who,‌ ‌having‌ ‌been‌‌                           

unable‌ ‌to‌ ‌find‌‌solace‌‌in‌‌“moping”,‌‌have‌‌finally‌‌taken‌‌recourse‌‌to‌‌the‌‌most‌‌extreme‌‌solution:‌‌                             

taking‌‌their‌‌own‌‌lives.‌‌It‌‌is‌‌those‌‌ghosts‌‌of‌‌depressed‌‌and‌‌suicidal‌‌family‌‌members‌‌who‌‌have‌‌                               

now‌ ‌come‌ ‌back‌ ‌from‌ ‌the‌ ‌hinterlands‌ ‌of‌ ‌the‌ ‌deceased‌ ‌to‌ ‌lay‌ ‌claim‌ ‌to‌ ‌Jamie‌ ‌as‌ ‌one‌ ‌of‌ ‌their‌‌                                   

own,‌ ‌as‌ ‌a‌ ‌depressed‌ ‌and‌ ‌suicidal‌ ‌one‌‌herself.‌‌All‌‌through‌‌her‌‌narrative‌‌it‌‌is‌‌clear‌‌that‌‌Jamie‌‌                                 

has‌ ‌been‌ ‌dangerously‌ ‌flirting‌ ‌with‌ ‌death,‌ ‌taking‌ ‌pill‌ ‌after‌ ‌pill‌ ‌after‌ ‌shot‌ ‌of‌ ‌alcohol,‌ ‌driving‌‌                             

under‌ ‌the‌ ‌influence,‌ ‌doubling‌ ‌up‌ ‌on‌ ‌doses‌ ‌of‌ ‌whatever‌ ‌comes‌ ‌her‌ ‌way…‌ ‌Yet,‌ ‌upon‌ ‌seeing‌‌                             

Uncle‌ ‌Jim‌ ‌and‌ ‌Hank‌ ‌at‌ ‌the‌ ‌dead‌ ‌of‌ ‌night,‌ ‌Jamie’s‌ ‌reaction‌‌is‌‌not‌‌of‌‌terror,‌‌or‌‌at‌‌least‌‌not‌‌at‌‌                                       

first‌‌—‌‌not,‌‌anyway,‌‌until‌‌she‌‌wakes‌‌up‌‌for‌‌real‌‌and‌‌the‌‌ghosts‌‌are‌‌finally‌‌gone.‌‌The‌‌phantoms‌‌                                   

she‌‌sees‌‌might‌‌be‌‌nightmarish‌‌images,‌‌but‌‌the‌‌fact‌‌that‌‌they‌‌are‌‌only‌‌terrifying‌‌when‌‌they‌‌are‌‌                                 

gone,‌ ‌leaving‌ ‌her‌ ‌alone‌ ‌and‌ ‌unprotected,‌ ‌is‌ ‌certainly‌ ‌more‌ ‌disturbing‌ ‌than‌ ‌what‌ ‌is‌ ‌usually‌‌                           

expected‌ ‌of‌ ‌the‌‌proverbial‌‌things‌‌that‌‌go‌‌bump‌‌in‌‌the‌‌night,‌‌on‌‌whose‌‌sheer‌‌‌presence‌‌‌gothic‌‌                               

terror‌ ‌is‌ ‌predicated.‌ ‌That‌ ‌sort‌ ‌of‌ ‌reversal‌ ‌of‌ ‌expectations,‌ ‌by‌ ‌which‌ ‌a‌ ‌gothic‌ ‌convention‌ ‌is‌‌                             

subverted‌‌in‌‌the‌‌terrifying‌‌effects‌‌it‌‌no‌‌longer‌‌produces,‌‌is‌‌usual‌‌to‌‌the‌‌postmodern‌‌parody‌‌of‌‌                               

gothic‌ ‌fiction.‌ ‌ 

It‌ ‌must‌ ‌be‌ ‌recalled‌ ‌here‌ ‌that‌ ‌in‌‌gothic‌‌fiction‌‌the‌‌ghostly‌‌manifestation‌‌of‌‌the‌‌past‌‌is‌‌                               

one‌‌of‌‌the‌‌central‌‌narrative‌‌conventions‌‌meant‌‌to‌‌impart‌‌a‌‌sense‌‌of‌‌fear‌‌(FRANÇA,‌‌2017,‌‌p.‌‌                               

117).‌‌Ghosts,‌‌as‌‌Briggs‌‌(2012,‌‌p.‌‌176)‌‌argues,‌‌wreak‌‌terror‌‌by‌‌hijacking‌‌the‌‌world‌‌of‌‌rational‌‌                               

and‌‌natural‌‌order‌‌in‌‌order‌‌to‌‌disturb‌‌its‌‌orderliness,‌‌hence‌‌their‌‌being‌‌invested‌‌as‌‌sites‌‌of‌‌the‌‌                                 

“fearful,‌ ‌alien,‌ ‌excluded‌ ‌or‌ ‌dangerously‌ ‌marginal”‌ ‌elements‌ ‌of‌ ‌culture.‌ ‌In‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌‌                           

Screw‌,‌ ‌as‌ ‌we‌ ‌have‌ ‌amply‌ ‌argued,‌ ‌it‌ ‌is‌‌the‌‌disembodied‌‌spirits‌‌of‌‌Quint‌‌and‌‌Miss‌‌Jessel‌‌that‌‌                                 

return‌ ‌from‌ ‌the‌‌dead‌‌with‌‌a‌‌shiver‌‌of‌‌terror‌‌to‌‌carry‌‌further‌‌the‌‌prospects‌‌of‌‌child‌‌abuse‌‌that‌‌                                   

they‌ ‌may‌ ‌have‌ ‌enacted‌ ‌at‌ ‌some‌ ‌point‌ ‌in‌ ‌the‌ ‌past.‌ ‌In‌ ‌Griffin’s‌ ‌postmodern‌ ‌gothic‌ ‌novel,‌‌                             

however,‌‌that‌‌convention‌‌is‌‌both‌‌used‌‌and‌‌abused,‌‌installed‌‌and‌‌subverted,‌‌complied‌‌with‌‌and‌‌                           
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criticized,‌‌in‌‌typical‌‌postmodern‌‌parodic‌‌fashion:‌‌as‌‌far‌‌as‌‌Jamie‌‌can‌‌be‌‌read‌‌as‌‌a‌‌surrogate‌‌for‌‌                                 

the‌ ‌haunted‌ ‌children,‌ ‌it‌ ‌is‌ ‌the‌ ‌living‌‌abusers‌‌and‌‌the‌‌consequences‌‌of‌‌their‌‌deed,‌‌rather‌‌than‌‌                               

those‌ ‌who‌ ‌are‌ ‌no‌ ‌more,‌ ‌that‌ ‌represent‌ ‌the‌ ‌truest‌ ‌danger‌ ‌to‌‌her‌‌safety.‌‌Ghosts‌‌such‌‌as‌‌Uncle‌‌                                 

Jim’s‌‌and‌‌Hank’s‌‌remain‌‌a‌‌central‌‌staple‌‌of‌‌the‌‌narrative,‌‌yet‌‌they‌‌are‌‌always‌‌on‌‌the‌‌lookout‌‌                                 

for‌‌‌Jamie‌‌(rather‌‌than‌‌‌against‌‌‌her),‌‌always‌‌ever‌‌appearing‌‌to‌‌her‌‌at‌‌those‌‌solitary‌‌times‌‌when‌‌                               

she‌ ‌feels‌ ‌most‌ ‌strongly‌ ‌the‌ ‌need‌ ‌of‌ ‌friendship.‌ ‌As‌ ‌such,‌ ‌their‌ ‌presence‌ ‌transgresses‌‌                         

expectations‌ ‌of‌ ‌gothic‌ ‌conventions‌ ‌that‌ ‌envelop‌ ‌the‌ ‌ghost‌ ‌in‌ ‌a‌ ‌shroud‌ ‌of‌ ‌fear:‌ ‌in‌ ‌‌Tighter‌,‌‌                             

Uncle‌‌Jim‌‌and‌‌Hank‌‌gradually‌‌settle‌‌into‌‌the‌‌role‌‌of‌‌guardians‌‌of‌‌the‌‌narrator,‌‌keepers‌‌of‌‌her‌‌                                 

fate,‌ ‌knowing‌ ‌companions‌ ‌to‌ ‌a‌ ‌solitary‌ ‌family‌ ‌member‌ ‌in‌ ‌need:‌ ‌ 

‌ ‌  

They‌‌arrived‌‌in‌‌spite‌‌of‌‌the‌‌deadening‌‌effects‌‌of‌‌my‌‌sleeping‌‌pill.‌‌I’d‌‌hoped‌‌                           
they‌ ‌wouldn’t‌ ‌follow‌ ‌me‌ ‌to‌ ‌Little‌ ‌Bly.‌ ‌I’d‌ ‌even‌ ‌considered‌ ‌not‌ ‌taking‌‌                       
anything.‌‌But‌‌then‌‌I‌‌popped‌‌it‌‌on‌‌the‌‌decent‌‌chance‌‌it‌‌was‌‌a‌‌muscle‌‌relaxer.‌‌                             
My‌‌grab-bag‌‌game‌‌always‌‌held‌‌an‌‌element‌‌of‌‌risk,‌‌and‌‌the‌‌only‌‌pill‌‌I‌‌didn’t‌‌                             
want‌‌was‌‌one‌‌of‌‌Mom’s‌‌weaker‌‌antihistamines.‌‌Okay‌‌by‌‌day,‌‌but‌‌too‌‌thin‌‌a‌‌                           
blanket‌ ‌for‌ ‌night.‌ ‌[...]‌ ‌ 
They’d‌‌been‌‌waiting.‌‌Hank‌‌was‌‌facing‌‌me‌‌on‌‌the‌‌small‌‌chair‌‌by‌‌the‌‌vanity.‌                           
Uncle‌‌Jim‌‌was‌‌closer,‌‌cross-legged‌‌on‌‌the‌‌duvet‌‌I’d‌‌pushed‌‌to‌‌the‌‌foot‌‌of‌‌the‌‌                             
bed.‌ ‌The‌ ‌steady‌ ‌pressure‌ ‌of‌ ‌his‌ ‌kneecap‌ ‌against‌‌my‌‌foot‌‌had‌‌caused‌‌me‌‌to‌‌                           
wake‌ ‌up,‌ ‌although‌ ‌I’d‌ ‌tried,‌ ‌in‌ ‌my‌ ‌twilit‌ ‌state,‌ ‌to‌ ‌ignore‌ ‌him.‌ ‌ 
Go‌ ‌away‌.‌ ‌ 
My‌‌vision‌‌adjusted.‌‌Hank‌‌was‌‌slumped‌‌in‌‌his‌‌seat‌‌the‌‌way‌‌I‌‌imagine‌‌he‌‌used‌‌                             
to‌‌watch‌‌television:‌‌his‌‌arms‌‌hanging‌‌over‌‌the‌‌sides‌‌and‌‌his‌‌chin‌‌doubled,‌‌his‌‌                           
gaze‌ ‌lifted.‌ ‌They‌ ‌were‌ ‌distant‌ ‌as‌ ‌twin‌‌moons,‌‌my‌‌dependable‌‌companions,‌‌                     
visible‌ ‌and‌ ‌yet‌ ‌far‌ ‌out‌ ‌of‌ ‌reach‌ ‌as‌ ‌always.‌ ‌ 
“You‌ ‌don’t‌‌have‌‌to‌‌watch‌‌over‌‌me,”‌‌I‌‌whispered,‌‌sitting‌‌up.‌‌“I‌‌think‌‌I’ll‌‌be‌‌                             
okay‌ ‌here.‌ ‌Mom‌ ‌was‌ ‌right.‌ ‌I‌ ‌needed‌ ‌the‌ ‌change.”‌ ‌ 
Silence.‌ ‌That’s‌ ‌always‌ ‌how‌ ‌it‌ ‌was‌ ‌with‌ ‌Hank‌ ‌and‌ ‌Uncle‌ ‌Jim.‌ ‌They‌ ‌didn’t‌‌                         
acknowledge‌ ‌our‌ ‌communion.‌ ‌Then‌ ‌I‌ ‌could‌ ‌stare‌ ‌at‌ ‌them‌ ‌all‌ ‌I‌ ‌wanted.‌‌                       
(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌37-38).‌ ‌ 
‌ 

Uncle‌‌Jim‌‌and‌‌Hank,‌‌Jamie’s‌‌own‌‌secret‌‌ghosts,‌‌are‌‌not‌‌as‌‌deadening‌‌as‌‌the‌‌effects‌‌of‌‌                               

the‌‌pills‌‌she‌‌carelessly‌‌takes.‌‌As‌‌always,‌‌they‌‌arrive‌‌when‌‌there‌‌is‌‌nothing‌‌else‌‌to‌‌distract‌‌her,‌‌                                 

and,‌‌much‌‌like‌‌Peter‌‌Quint‌‌and‌‌Miss‌‌Jessel‌‌in‌‌James’s‌‌ghost‌‌story,‌‌they‌‌do‌‌appear‌‌but‌‌do‌‌not‌‌                                   

act.‌ ‌It‌ ‌is‌ ‌difficult,‌ ‌however,‌ ‌to‌ ‌imagine‌ ‌that‌ ‌they‌ ‌have‌ ‌an‌ ‌agenda‌ ‌against‌ ‌Jamie,‌ ‌and‌ ‌as‌ ‌the‌‌                                 

story‌ ‌progresses‌ ‌the‌ ‌au‌ ‌pair‌ ‌becomes‌ ‌less‌ ‌and‌ ‌less‌ ‌scared‌ ‌of‌ ‌their‌ ‌presence;‌ ‌she‌ ‌is,‌‌at‌‌best,‌‌                                 

mildly‌ ‌annoyed‌ ‌by‌ ‌their‌ ‌manifestation,‌ ‌as‌ ‌one‌ ‌would‌ ‌be‌ ‌by‌ ‌a‌ ‌familiar‌ ‌presence‌ ‌who‌‌                           

accidentally‌ ‌wakes‌ ‌one‌ ‌up‌ ‌in‌ ‌the‌ ‌middle‌ ‌of‌ ‌the‌ ‌night.‌ ‌In‌ ‌her‌ ‌understanding,‌ ‌they‌ ‌are‌‌                             

dependable‌ ‌companions‌ ‌who‌ ‌follow‌ ‌her‌ ‌to‌ ‌watch‌ ‌over‌ ‌her,‌ ‌so‌ ‌that‌ ‌she‌ ‌won’t‌ ‌be‌ ‌alone.‌ ‌ 

All‌‌the‌‌while,‌‌the‌‌ghosts‌‌that‌‌truly‌‌haunt‌‌Jamie‌‌are‌‌the‌‌lifelike‌‌memories‌‌of‌‌past‌‌abuse‌‌                               

she‌‌has‌‌experienced‌‌at‌‌the‌‌all‌‌too‌‌living‌‌hands‌‌of‌‌Sean‌‌Ryan,‌‌her‌‌adult‌‌High‌‌School‌‌Chemistry‌‌                                 
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teacher‌ ‌with‌ ‌whom‌ ‌she‌ ‌had‌ ‌had‌ ‌a‌ ‌romantic‌‌involvement‌‌for‌‌over‌‌three‌‌months‌‌the‌‌previous‌‌                             

year.‌‌Sean‌‌Ryan,‌‌the‌‌unspeakable‌‌secret‌‌of‌‌whose‌‌abuse‌‌Jamie‌‌is‌‌too‌‌ashamed‌‌to‌‌admit,‌‌is‌‌the‌‌                                 

reason‌‌why‌‌the‌‌teenager‌‌has‌‌been‌‌triggered‌‌into‌‌using‌‌pills,‌‌and‌‌it‌‌is‌‌him‌‌she‌‌wishes‌‌to‌‌leave‌‌                                   

behind‌‌by‌‌fleeing‌‌to‌‌Little‌‌Bly‌‌over‌‌the‌‌summer.‌‌To‌‌no‌‌avail:‌‌she‌‌keeps‌‌seeing‌‌Sean‌‌Ryan‌‌in‌‌                                   

every‌ ‌other‌ ‌potential‌ ‌love‌ ‌interest‌ ‌on‌ ‌the‌ ‌island,‌‌from‌‌Milo‌‌through‌‌Aidan‌‌to‌‌Sebastian;‌‌she‌‌                             

keeps‌‌stalking‌‌him‌‌online,‌‌writing‌‌him‌‌feverish‌‌letters‌‌that‌‌she‌‌subsequently‌‌burns;‌‌she‌‌keeps‌‌                           

having‌‌dreams‌‌and‌‌nightmares‌‌about‌‌him.‌‌Sean‌‌Ryan‌‌integrates,‌‌for‌‌all‌‌that‌‌matters,‌‌the‌‌clique‌‌                             

of‌ ‌ghosts‌ ‌and‌ ‌phantasmatic‌ ‌memories‌ ‌that‌ ‌Jamie‌ ‌carries‌‌along‌‌with‌‌her‌‌satchel‌‌of‌‌pills‌‌onto‌‌                             

the‌ ‌island:‌ ‌ 

‌ ‌  

I’d‌‌been‌‌born‌‌three‌‌years‌‌after‌‌Uncle‌‌Jim‌‌died,‌‌and‌‌I’d‌‌only‌‌met‌‌Hank‌‌once,‌‌                             
at‌‌a‌‌long‌‌ago‌‌holiday‌‌party.‌‌Yet‌‌they’d‌‌both‌‌known‌‌exactly‌‌what‌‌it‌‌was‌‌like‌‌                             
for‌‌me‌‌that‌‌night,‌‌when‌‌I’d‌‌stood‌‌outside‌‌Mr.‌‌Ryan’s‌‌door,‌‌unable‌‌to‌‌breathe,‌‌                           
buried‌ ‌alive‌ ‌in‌ ‌the‌ ‌avalanche‌ ‌of‌ ‌the‌ ‌moment.‌ ‌ 
“Who‌ ‌is‌ ‌it?”‌ ‌the‌ ‌woman‌ ‌had‌‌called.‌‌I’d‌‌gotten‌‌a‌‌glimpse‌‌of‌‌a‌‌brunette‌‌in‌‌a‌‌                               
twinset.‌ ‌ 
“Some‌ ‌kid‌ ‌needs‌ ‌directions.”‌ ‌Mr.‌ ‌Ryan‌ ‌was‌ ‌already‌ ‌turning‌ ‌away‌ ‌from‌ ‌me.‌ ‌ 
The‌‌shut‌‌of‌‌the‌‌door,‌‌the‌‌slide‌‌of‌‌the‌‌bolt.‌‌I’d‌‌stumbled‌‌to‌‌my‌‌car.‌‌In‌‌motion,‌‌                                 
my‌ ‌humiliation‌ ‌turned‌ ‌liquid;‌ ‌my‌ ‌eyes‌ ‌were‌ ‌swimming‌ ‌in‌ ‌it‌ ‌and‌‌my‌‌brain‌‌                         
was‌‌toxic‌‌with‌‌it‌‌until‌‌I‌‌got‌‌home‌‌and‌‌dropped‌‌a‌‌couple‌‌of‌‌muscle‌‌relaxants‌‌                             
—‌ ‌one‌ ‌more‌ ‌than‌ ‌I’d‌ ‌been‌ ‌prescribed.‌ ‌I‌ ‌went‌ ‌to‌ ‌bed‌ ‌and‌ ‌let‌ ‌the‌ ‌bath‌ ‌of‌‌                               
anesthesia‌ ‌wash‌ ‌over‌ ‌me.‌ ‌Lying‌ ‌numb‌ ‌and‌ ‌motionless,‌ ‌I‌ ‌let‌ ‌my‌ ‌mind‌ ‌slip‌‌                         
into‌‌the‌‌quietest‌‌room‌‌of‌‌myself,‌‌and‌‌I‌‌thought‌‌absently‌‌of‌‌bridges‌‌and‌‌pills,‌‌                           
of‌ ‌filling‌ ‌the‌ ‌tub‌ ‌and‌ ‌drowsing‌ ‌into‌ ‌the‌ ‌courage‌ ‌to‌ ‌slice.‌‌I‌‌hadn’t.‌‌I‌‌hadn’t‌‌                             
sunk‌‌my‌‌blade‌‌or‌‌looked‌‌beneath‌‌the‌‌kitchen‌‌sink.‌‌Instead,‌‌I’d‌‌fallen‌‌asleep.‌‌                         
But‌ ‌late‌ ‌that‌ ‌night,‌ ‌Uncle‌ ‌Jim‌‌and‌‌Hank‌‌had‌‌come‌‌to‌‌me‌‌for‌‌the‌‌first‌‌time.‌‌                               
They‌ ‌couldn’t‌ ‌reason‌ ‌with‌ ‌me.‌ ‌They‌ ‌didn’t‌ ‌even‌ ‌want‌ ‌to.‌ ‌But‌ ‌they‌ ‌didn’t‌‌                         
want‌ ‌me‌ ‌to‌ ‌be‌ ‌completely‌ ‌alone,‌ ‌either,‌ ‌if‌ ‌I‌‌decided‌‌to‌‌do‌‌it‌‌for‌‌real.‌‌They‌‌                               
were‌ ‌family,‌ ‌after‌ ‌all.‌ ‌ 
That’s‌ ‌why‌ ‌they‌ ‌were‌ ‌here‌ ‌now.‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌39).‌ ‌ 

‌ ‌  

‌  The‌ ‌romantic‌ ‌and‌ ‌sexual‌ ‌relationship‌ ‌between‌ ‌adults‌ ‌and‌ ‌underage‌ ‌persons‌ ‌is‌ ‌a‌‌                       

contemporary‌ ‌taboo‌ ‌of‌ ‌its‌ ‌own,‌ ‌perhaps‌ ‌‌the‌ ‌‌absolute‌ ‌contemporary‌ ‌taboo,‌ ‌if‌ ‌we‌ ‌accept‌‌                         

Punter’s‌ ‌suggestion‌ ‌that‌ ‌haunted‌ ‌childhood‌ ‌and‌ ‌troubled‌ ‌adolescence‌ ‌are‌ ‌the‌ ‌problems‌ ‌the‌‌                       

postmodern‌ ‌gothic‌ ‌most‌ ‌often‌ ‌confronts;‌ ‌yet‌ ‌suicide‌ ‌is‌ ‌another‌ ‌lingering‌ ‌cultural‌ ‌taboo,‌‌                       

according‌‌to‌‌psychologist‌‌Russell‌‌Noyes,‌‌Jr.‌‌(2016,‌‌p.‌‌173):‌‌its‌‌rebuke‌‌is‌‌near‌‌unanimous,‌‌and‌‌                             

the‌ ‌weight‌ ‌of‌ ‌its‌ ‌cultural‌ ‌interdiction‌‌is‌‌reinforced‌‌by‌‌the‌‌law,‌‌religion,‌‌medicine,‌‌and‌‌social‌‌                             

costume‌ ‌alike.‌ ‌In‌ ‌‌Tighter‌,‌ ‌the‌ ‌conflation‌ ‌of‌ ‌both‌ ‌makes‌ ‌up‌ ‌for‌ ‌an‌ ‌emotionally‌ ‌excruciating‌‌                           

reading‌‌experience,‌‌as‌‌we‌‌grow‌‌to‌‌learn‌‌details‌‌of‌‌Jamie’s‌‌raw‌‌reaction‌‌to‌‌being‌‌rejected‌‌and‌‌                               

the‌ ‌multiple‌ ‌psychological‌ ‌consequences‌ ‌of‌ ‌her‌ ‌involvement‌ ‌with‌ ‌Sean‌ ‌Ryan.‌ ‌From‌ ‌the‌‌                       

passage‌ ‌above,‌ ‌we‌ ‌learn‌‌that‌‌the‌‌trauma‌‌of‌‌Jamie’s‌‌abuse‌‌at‌‌the‌‌hands‌‌of‌‌Sean‌‌Ryan‌‌is‌‌what‌‌                                   
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triggers‌‌her‌‌downward‌‌spiral‌‌of‌‌detachment‌‌and‌‌addiction,‌‌which‌‌would‌‌eventually‌‌propel‌‌her‌‌                         

towards‌‌attempting‌‌suicide.‌‌It‌‌also‌‌marks‌‌Uncle‌‌Jim’s‌‌and‌‌Hank’s‌‌first‌‌ever‌‌appearances‌‌to‌‌the‌‌                             

teenager,‌ ‌and‌ ‌their‌ ‌growing‌ ‌status‌ ‌as‌ ‌sole‌ ‌dumb‌ ‌confidants‌ ‌of‌ ‌the‌‌secrets‌‌she‌‌is‌‌ashamed‌‌of‌‌                               

confessing.‌ ‌Although‌ ‌Jamie‌ ‌says‌ ‌that‌ ‌they‌ ‌had‌ ‌both‌‌known‌‌what‌‌she‌‌must‌‌have‌‌felt‌‌at‌‌Sean‌‌                               

Ryan’s‌‌door,‌‌when‌‌she‌‌was‌‌fully‌‌rejected‌‌with‌‌a‌‌tap‌‌in‌‌the‌‌back‌‌and‌‌an‌‌excuse,‌‌her‌‌description‌‌                                   

of‌‌subsequent‌‌suicidal‌‌thoughts‌‌implies‌‌that‌‌it‌‌is‌‌she‌‌who‌‌must‌‌have‌‌known‌‌exactly‌‌what‌‌they‌‌                               

had‌ ‌felt‌ ‌the‌ ‌night‌ ‌they‌ ‌had‌ ‌decided‌ ‌to‌ ‌take‌ ‌their‌ ‌own‌ ‌lives.‌ ‌ 

Truly‌ ‌enough,‌ ‌suicides‌ ‌may‌ ‌be‌ ‌counted‌ ‌amongst‌ ‌the‌ ‌most‌ ‌marginal‌ ‌individuals‌ ‌of‌‌                       

culture,‌‌as‌‌Noyes‌‌(2016,‌‌p.‌‌173)‌‌explains.‌‌They‌‌are,‌‌therefore,‌‌important‌‌elements‌‌in‌‌a‌‌gothic‌‌                             

novel.‌ ‌Uncle‌ ‌Jim’s‌ ‌and‌ ‌Hank’s‌ ‌manifestation,‌ ‌despite‌ ‌being‌ ‌hailed‌ ‌as‌ ‌a‌ ‌call‌ ‌to‌ ‌protection,‌‌                           

often‌ ‌turns‌ ‌death‌ ‌into‌ ‌“a‌ ‌vibrant,‌ ‌if‌ ‌muted,‌ ‌awakening”‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌54)‌ ‌for‌ ‌the‌‌                             

teenager:‌ ‌they‌ ‌never‌ ‌cease‌ ‌to‌ ‌represent,‌ ‌at‌ ‌least‌ ‌marginally,‌ ‌a‌ ‌potential‌ ‌seduction‌ ‌into‌‌                         

self-obliteration.‌‌Moreover,‌‌Jamie‌‌often‌‌muses‌‌whether‌‌their‌‌persistence‌‌is‌‌the‌‌sign‌‌of‌‌a‌‌bleak‌‌                           

fate‌ ‌she‌ ‌must‌ ‌have‌ ‌inherited‌ ‌from‌ ‌her‌ ‌family.‌ ‌And‌ ‌yet,‌ ‌if‌ ‌Uncle‌ ‌Jim‌ ‌and‌ ‌Hank‌ ‌are‌ ‌ghostly‌‌                                 

manifestations‌‌of‌‌the‌‌marginal‌‌and‌‌taboo‌‌act‌‌of‌‌suicide,‌‌what‌‌they‌‌offer‌‌Jamie‌‌is‌‌ultimately‌‌a‌‌                               

sense‌ ‌of‌ ‌communion‌ ‌and‌ ‌comfort:‌ ‌distant‌ ‌and‌ ‌silent,‌ ‌unreasonable‌ ‌and‌ ‌unreasoning‌ ‌as‌‌they‌‌                         

may‌‌be,‌‌it‌‌is‌‌them‌‌whom‌‌she‌‌ultimately‌‌considers‌‌her‌‌actual‌‌family,‌‌those‌‌in‌‌whom‌‌she‌‌finds‌‌a‌‌                                   

sense‌ ‌of‌ ‌solace‌ ‌and‌ ‌membership‌ ‌up‌ ‌until‌ ‌her‌ ‌final‌ ‌moment‌ ‌—‌ ‌“the‌ ‌moment‌ ‌before‌ ‌The‌‌                             

Moment”‌‌(GRIFFIN,‌‌2011,‌‌p.‌‌144)‌‌when‌‌she‌‌jumps‌‌to‌‌her‌‌death‌‌off‌‌the‌‌lighthouse‌‌bridge‌‌at‌‌                               

Skylark.‌ ‌ 

‌  By‌ ‌the‌ ‌end‌ ‌of‌ ‌her‌‌narrative,‌‌a‌‌suicidal‌‌Jamie‌‌is‌‌rescued‌‌from‌‌Little‌‌Bly‌‌miraculously‌‌                             

alive.‌ ‌A‌ ‌doctor‌ ‌breaks‌ ‌down‌ ‌to‌ ‌her‌ ‌that‌ ‌she‌‌has‌‌displayed‌‌a‌‌number‌‌of‌‌symptoms‌‌including‌‌                               

auditory‌‌delusion,‌‌hallucination,‌‌paranoia,‌‌somnambulism,‌‌catatonia,‌‌and‌‌depression,‌‌and‌‌her‌‌                   

brain‌‌scans‌‌have‌‌shown‌‌patterns‌‌associated‌‌with‌‌certain‌‌types‌‌of‌‌psychosocial‌‌disease‌‌such‌‌as‌‌                           

schizophrenia.‌ ‌The‌ ‌diagnosis‌ ‌is‌ ‌followed‌ ‌by‌ ‌one‌ ‌of‌ ‌Jamie’s‌ ‌rawest‌ ‌considerations:‌ ‌ 

‌ ‌  

“In‌ ‌my‌ ‌family,‌ ‌we‌ ‌just‌ ‌call‌ ‌it‌ ‌mopey.”‌ ‌Though‌ ‌even‌ ‌saying‌ ‌it,‌ ‌I‌‌felt‌‌like‌‌a‌‌                               
traitor‌ ‌to‌‌my‌‌mom.‌‌Who‌‌seemed‌‌particularly‌‌wrecked.‌‌Especially‌‌when‌‌she‌‌                     
and‌ ‌Dad‌ ‌returned‌ ‌from‌ ‌lunch‌ ‌to‌ ‌find‌ ‌out‌ ‌I’d‌ ‌learned‌ ‌everything.‌ ‌ 
“It’s‌ ‌my‌ ‌fault,‌ ‌Jamie.‌ ‌I‌ ‌knew‌ ‌something‌ ‌wasn’t‌ ‌…‌ ‌I‌ ‌just‌ ‌knew‌ ‌it.”‌ ‌ 
“Mom,‌ ‌you‌ ‌didn’t.‌ ‌You‌ ‌couldn’t‌ ‌have.”‌ ‌ 
“I‌ ‌should‌ ‌have.”‌ ‌Her‌ ‌eyes‌ ‌were‌ ‌so‌ ‌sore-looking‌ ‌they‌ ‌made‌ ‌mine‌ ‌hurt.‌ ‌ 
Dad,‌‌carrier‌‌of‌‌the‌‌black‌‌marble,‌‌the‌‌Atkinson‌‌gene,‌‌could‌‌not‌‌seem‌‌to‌‌keep‌‌                           
still‌ ‌for‌ ‌a‌ ‌minute.‌ ‌Then,‌ ‌and‌ ‌every‌ ‌other‌‌time‌‌he‌‌came‌‌to‌‌see‌‌me,‌‌all‌‌those‌‌                               
long,‌ ‌lying-around‌ ‌days,‌ ‌he‌ ‌paced‌ ‌restless‌ ‌and‌ ‌uncertain.‌ ‌Always‌ ‌fiddling‌‌                   
with‌‌the‌‌curtains‌‌and‌‌experimenting‌‌for‌‌the‌‌exactly‌‌correct‌‌fraction‌‌of‌‌shade‌‌                       
to‌ ‌sunlight.‌ ‌Leaving‌ ‌Mom‌ ‌to‌ ‌talk‌ ‌about‌ ‌everything‌ ‌she’d‌ ‌done‌ ‌wrong‌ ‌in‌‌                       
raising‌ ‌me.‌ ‌(GRIFFIN,‌ ‌2011,‌ ‌p.‌ ‌210).‌ ‌ 
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‌ ‌  

‌  The‌ ‌bitterness‌ ‌in‌ ‌Jamie’s‌ ‌remark‌ ‌stays‌ ‌with‌ ‌the‌ ‌reader‌ ‌long‌ ‌after‌ ‌she‌ ‌has‌‌                         

acknowledged‌ ‌a‌ ‌certain‌ ‌sense‌ ‌of‌ ‌the‌ ‌injustice‌ ‌it‌ ‌does‌ ‌to‌ ‌her‌ ‌mother:‌ ‌yet,‌ ‌the‌ ‌mother’s‌‌                             

particular‌ ‌feelings‌ ‌of‌ ‌wretchedness‌ ‌do‌‌little‌‌to‌‌finally‌‌vault‌‌the‌‌distance‌‌between‌‌herself‌‌and‌‌                           

her‌ ‌child‌‌after‌‌all.‌‌She‌‌surely‌‌feels‌‌the‌‌weight‌‌of‌‌her‌‌irresponsibility‌‌in‌‌pushing‌‌Jamie‌‌out‌‌of‌‌                                 

the‌ ‌house‌ ‌when‌ ‌the‌ ‌teenager‌ ‌was‌ ‌visibly‌ ‌worse‌ ‌than‌ ‌mopey,‌ ‌and‌ ‌still,‌ ‌in‌ ‌spite‌ ‌of‌ ‌herself,‌‌                               

remains‌‌unable‌‌to‌‌confront‌‌the‌‌reality‌‌of‌‌her‌‌daughter’s‌‌mental‌‌illness‌‌diagnosis.‌‌Her‌‌version‌‌                           

of‌‌what‌‌had‌‌happened‌‌to‌‌Jamie‌‌is‌‌“heavy‌‌on‌‌tender‌‌loving‌‌care,‌‌but‌‌light‌‌on‌‌facts”‌‌(GRIFFIN,‌‌                                 

2011,‌ ‌p.‌ ‌208),‌ ‌the‌ ‌girl‌ ‌claims‌ ‌elsewhere,‌ ‌and‌ ‌the‌ ‌mother‌ ‌continues‌ ‌to‌ ‌display‌ ‌a‌ ‌certain‌‌                             

tendency‌ ‌towards‌ ‌inertia:‌ ‌resorting‌‌to‌‌what‌‌she‌‌should‌‌have‌‌done‌‌differently‌‌instead‌‌of‌‌what‌‌                           

she‌‌can‌‌actually‌‌do‌‌differently‌‌moving‌‌forward,‌‌and‌‌treating‌‌Jamie’s‌‌diagnosis‌‌as‌‌if‌‌it‌‌were‌‌a‌‌                               

matter‌‌of‌‌how‌‌to‌‌raise‌‌a‌‌child‌‌right.‌‌The‌‌Dad,‌‌on‌‌the‌‌other‌‌hand,‌‌remains‌‌the‌‌absent‌‌shadow‌‌he‌‌                                     

has‌‌been‌‌throughout:‌‌a‌‌muffled‌‌voice‌‌in‌‌the‌‌background,‌‌a‌‌fiddling‌‌with‌‌the‌‌curtains,‌‌himself‌‌                             

unable‌ ‌to‌ ‌face‌ ‌reality‌ ‌in‌ ‌any‌ ‌productive‌ ‌way.‌ ‌ 

Faced‌‌with‌‌Jamie’s‌‌parents’‌‌inability‌‌to‌‌shape‌‌their‌‌terrible‌‌experience‌‌into‌‌ways‌‌to‌‌see‌‌                           

their‌‌roles‌‌afresh,‌‌we‌‌are‌‌left‌‌with‌‌the‌‌feeling‌‌that‌‌this‌‌family‌‌has‌‌a‌‌long‌‌way‌‌to‌‌go‌‌before‌‌they‌‌                                       

can‌ ‌look‌ ‌beneath‌ ‌the‌ ‌opaque‌ ‌veil‌ ‌of‌ ‌middle-class‌ ‌ideology‌ ‌and‌ ‌its‌ ‌preconceptions‌ ‌of‌ ‌what‌‌                           

actually‌ ‌constitutes‌ ‌parental‌ ‌responsibility.‌ ‌Hence‌ ‌the‌ ‌postmodern‌ ‌parodic‌ ‌rewriting‌ ‌of‌ ‌‌The‌‌                     

Turn‌‌of‌‌the‌‌Screw‌‌undertakes‌‌a‌‌double‌‌ideological‌‌function:‌‌it‌‌lends‌‌itself‌‌to‌‌a‌‌critique‌‌of‌‌the‌‌                                 

ideology‌‌of‌‌the‌‌contemporary‌‌middle-class,‌‌whose‌‌dominant‌‌discourse‌‌on‌‌family‌‌(as‌‌ushers‌‌of‌‌                         

tender‌ ‌but‌ ‌ineffectual‌ ‌loving‌ ‌care,‌ ‌among‌ ‌others)‌ ‌has‌ ‌thoroughly‌ ‌failed‌ ‌Jamie,‌ ‌while‌ ‌also‌‌                         

suggesting‌‌that‌‌the‌‌latent‌‌ideological‌‌conflicts‌‌that‌‌inform‌‌its‌‌targeted‌‌text’s‌‌take‌‌on‌‌the‌‌inner‌‌                             

dangers‌ ‌of‌ ‌family‌‌remain‌‌a‌‌primary‌‌focus‌‌of‌‌anxiety‌‌in‌‌the‌‌twenty-first‌‌century.‌‌It‌‌is‌‌parody,‌‌                               

that‌‌apparently‌‌introverted‌‌exercise‌‌in‌‌intertextual‌‌playfulness,‌‌that‌‌paradoxically‌‌reintroduces‌‌                   

Tighter‌ ‌‌into‌ ‌the‌ ‌world‌ ‌of‌ ‌ideological‌ ‌relations,‌ ‌thus‌ ‌proving‌ ‌itself‌ ‌a‌ ‌complex‌ ‌strategy‌ ‌of‌‌                           

reading‌ ‌the‌ ‌past‌ ‌of‌ ‌textual‌ ‌tradition‌ ‌as‌ ‌well‌ ‌as‌ ‌the‌ ‌past‌ ‌of‌ ‌contextual‌ ‌culture.‌ ‌ 

Still,‌ ‌the‌ ‌fact‌ ‌that‌ ‌this‌ ‌family‌ ‌is‌ ‌willing‌ ‌to‌ ‌stick‌ ‌together‌ ‌in‌ ‌the‌ ‌face‌ ‌of‌ ‌disaster‌ ‌is‌ ‌a‌‌                                   

testament‌‌to‌‌what‌‌seems‌‌to‌‌be‌‌a‌‌degree‌‌of‌‌faith‌‌on‌‌Griffin’s‌‌part,‌‌a‌‌faith‌‌that‌‌James’s‌‌novella‌‌                                   

arguably‌‌lacks.‌‌While‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌the‌‌narrative‌‌closes‌‌with‌‌the‌‌removal‌‌of‌‌Flora‌‌                                 

and‌‌the‌‌death‌‌of‌‌Miles‌‌at‌‌the‌‌hands‌‌of‌‌a‌‌crazed‌‌and‌‌self-righteous‌‌governess,‌‌Jamie’s‌‌survival‌‌                               

and‌‌reintegration‌‌into‌‌the‌‌family‌‌who‌‌has‌‌alienated‌‌her‌‌ironically‌‌inverts‌‌the‌‌parodied‌‌text‌‌to‌‌                             

impart‌‌the‌‌belief‌‌that‌‌wounds‌‌may‌‌be‌‌healed‌‌and‌‌bridges‌‌may‌‌be‌‌built.‌‌Sean‌‌Ryan‌‌remains‌‌a‌‌                                 

secret‌ ‌Jamie‌ ‌does‌ ‌not‌ ‌bring‌ ‌up,‌ ‌but‌ ‌the‌ ‌fact‌ ‌that‌ ‌he‌ ‌is‌ ‌never‌ ‌once‌ ‌mentioned‌ ‌in‌ ‌the‌ ‌final‌‌                                   

chapter‌‌would‌‌seem‌‌to‌‌imply‌‌that‌‌she‌‌has‌‌finally‌‌begun‌‌to‌‌let‌‌go‌‌of‌‌the‌‌ghosts‌‌that‌‌haunt‌‌her‌‌                                     
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troubled‌ ‌past.‌ ‌Those,‌ ‌of‌ ‌course,‌ ‌include‌ ‌Uncle‌ ‌Jim’s‌ ‌and‌ ‌Hank’s,‌ ‌who‌ ‌may‌ ‌both‌ ‌have‌‌been‌‌                             

symptoms‌ ‌of‌ ‌Jamie’s‌ ‌multiple‌ ‌psychotic‌ ‌breaks,‌ ‌but‌ ‌who‌ ‌have‌ ‌nonetheless‌ ‌faded‌ ‌into‌ ‌the‌‌                         

background‌‌as‌‌her‌‌family‌‌—‌‌her‌‌real‌‌family,‌‌after‌‌all‌‌—‌‌rescues‌‌her‌‌from‌‌Little‌‌Bly‌‌when‌‌The‌‌                                   

Moment‌ ‌subsides.‌ ‌ 

Linda‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌xii)‌ ‌argues‌ ‌in‌ ‌‌A‌ ‌Poetics‌ ‌of‌ ‌Postmodernism‌ ‌that‌‌                       

historiographic‌ ‌metafiction‌ ‌is‌ ‌not‌ ‌as‌ ‌radical‌‌a‌‌genre‌‌as‌‌the‌‌experimentation‌‌of‌‌the‌‌modernist‌‌                           

writers;‌ ‌after‌ ‌finishing‌ ‌reading‌ ‌a‌ ‌novel‌ ‌such‌ ‌as‌ ‌‌Tighter‌,‌ ‌one‌ ‌might‌ ‌argue‌ ‌in‌‌tandem‌‌that‌‌the‌‌                               

postmodern‌ ‌gothic‌ ‌may‌ ‌not‌ ‌be‌ ‌as‌ ‌hopeless‌ ‌as‌ ‌the‌ ‌dominant‌ ‌form‌ ‌of‌ ‌decadent‌ ‌gothic‌ ‌of‌ ‌the‌‌                               

Victorian‌ ‌‌fin‌ ‌de‌ ‌siècle‌,‌ ‌of‌ ‌which‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌is‌ ‌a‌ ‌prime‌ ‌example.‌ ‌It‌ ‌is‌ ‌the‌‌                                   

paradoxical‌‌strategy‌‌of‌‌bringing‌‌to‌‌the‌‌fore‌‌the‌‌silenced‌‌taboos‌‌of‌‌the‌‌parodied‌‌text‌‌and‌‌daring‌‌                               

to‌ ‌lift‌ ‌the‌ ‌veil‌ ‌that‌ ‌keeps‌ ‌them‌ ‌hidden‌‌that‌‌allows‌‌hope‌‌to‌‌finally‌‌be‌‌found.‌‌The‌‌paradoxical‌‌                                 

dependence‌ ‌on,‌ ‌and‌ ‌distrust‌ ‌of‌ ‌the‌ ‌ideology‌ ‌of‌ ‌the‌ ‌family‌ ‌that‌ ‌lies‌ ‌buried‌ ‌as‌ ‌an‌ ‌“implied‌‌                               

implied‌‌story”‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌is‌‌made‌‌explicit‌‌as‌‌the‌‌main‌‌story‌‌of‌‌‌Tighter‌,‌‌only‌‌so‌‌                                     

that‌‌the‌‌shortcomings‌‌of‌‌the‌‌family‌‌may‌‌be‌‌faced‌‌head‌‌on‌‌and‌‌eventually‌‌mended‌‌together.‌‌If‌‌                               

in‌ ‌James’s‌ ‌novella‌ ‌that‌ ‌contradictory‌ ‌stance‌ ‌is‌ ‌overwhelmed‌ ‌to‌‌smithereens‌‌by‌‌the‌‌focus‌‌on‌‌                           

the‌‌governess‌‌and‌‌her‌‌possible‌‌delusion,‌‌its‌‌centrality‌‌for‌‌the‌‌plot‌‌of‌‌Griffin’s‌‌parodic‌‌reading‌‌                             

only‌ ‌contributes‌ ‌to‌ ‌highlighting‌ ‌the‌ ‌paradox‌ ‌while‌ ‌allowing‌ ‌us‌ ‌readers‌ ‌to‌ ‌dwell‌ ‌on‌ ‌a‌ ‌more‌‌                             

positive‌ ‌endnote.‌ ‌ 

In‌‌the‌‌course‌‌of‌‌this‌‌chapter,‌‌we‌‌have‌‌delved‌‌into‌‌an‌‌analysis‌‌of‌‌the‌‌formal,‌‌pragmatic‌‌                               

and‌ ‌ideological‌ ‌elements‌ ‌that‌ ‌conflate‌ ‌in‌ ‌Adele‌ ‌Griffin’s‌ ‌novel‌ ‌‌Tighter‌.‌ ‌In‌ ‌subsection‌ ‌one,‌‌                         

“Depths,‌‌depths!”,‌‌we‌‌focused‌‌on‌‌the‌‌diegetic‌‌and‌‌formal‌‌similarities‌‌and‌‌distinctions‌‌between‌‌                         

parodic‌‌and‌‌parodied‌‌texts,‌‌with‌‌particular‌‌attention‌‌to‌‌the‌‌parodic‌‌novel’s‌‌playful‌‌and‌‌ironic‌‌                           

inversion‌‌of‌‌the‌‌ways‌‌in‌‌which‌‌the‌‌conventions‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌and‌‌the‌‌supernatural‌‌are‌‌                               

activated‌ ‌in‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌.‌ ‌In‌ ‌subsection‌ ‌two,‌ ‌“This‌ ‌was‌ ‌no‌ ‌trick‌ ‌of‌ ‌the‌ ‌eye”,‌ ‌we‌‌                                   

zoomed‌ ‌in‌ ‌on‌ ‌the‌ ‌pragmatic‌ ‌range‌ ‌of‌ ‌parodic‌ ‌intent‌‌displayed‌‌in‌‌‌Tighter‌‌in‌‌order‌‌to‌‌discuss‌‌                               

how‌‌the‌‌novel‌‌both‌‌reenacts‌‌and‌‌transgresses‌‌a‌‌number‌‌of‌‌stylistic‌‌strategies‌‌that‌‌contribute‌‌to‌‌                             

the‌‌effects‌‌of‌‌ambiguity‌‌in‌‌both‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌and‌‌its‌‌parodic‌‌trans-contextualization.‌‌                             

In‌ ‌subsection‌ ‌three,‌ ‌“In‌ ‌my‌ ‌family,‌ ‌we‌ ‌just‌ ‌call‌ ‌it‌ ‌mopey”,‌ ‌we‌ ‌observed‌ ‌how‌ ‌parody,‌ ‌an‌‌                               

arguably‌‌self-referential‌‌metafictional‌‌genre,‌‌is‌‌the‌‌paradoxical‌‌means‌‌by‌‌which‌‌Adele‌‌Griffin‌‌                       

manages‌ ‌to‌ ‌unearth‌ ‌from‌ ‌her‌ ‌source‌ ‌material‌ ‌a‌ ‌number‌ ‌of‌ ‌carefully‌ ‌concealed‌ ‌ideological‌‌                         

preconceptions‌ ‌relating‌ ‌to‌ ‌the‌ ‌family,‌ ‌and‌‌subsequently‌‌turn‌‌them‌‌into‌‌the‌‌main‌‌story‌‌of‌‌her‌‌                             

novel.‌‌As‌‌a‌‌result‌‌of‌‌that‌‌agenda,‌‌the‌‌assorted‌‌effects‌‌of‌‌terror‌‌expected‌‌of‌‌the‌‌conventions‌‌of‌‌                                 

the‌ ‌gothic‌ ‌genre‌ ‌—‌ ‌for‌ ‌instance,‌ ‌the‌ ‌ghostly‌ ‌irruption‌ ‌of‌ ‌the‌ ‌past‌ ‌—‌ ‌are‌ ‌parodically‌‌                             
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established‌ ‌and‌ ‌transgressed‌ ‌to‌ ‌mark‌ ‌parody’s‌ ‌ideological‌ ‌dependence‌ ‌and‌ ‌differentiation‌‌                   

from‌ ‌concealed‌ ‌assumptions‌ ‌in‌ ‌its‌ ‌targeted‌ ‌material.‌ 

As‌ ‌a‌‌result‌‌of‌‌our‌‌analysis,‌‌it‌‌is‌‌possible‌‌to‌‌affirm‌‌that‌‌Adele‌‌Griffin’s‌‌‌Tighter‌‌‌can‌‌be‌‌                                 

suitably‌ ‌described‌ ‌as‌ ‌a‌ ‌fictional‌ ‌“textwork”‌ ‌in‌ ‌which‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌‌                         

dimensions‌ ‌of‌ ‌parody‌ ‌conflate‌ ‌to‌ ‌give‌ ‌rise‌ ‌to‌ ‌a‌ ‌complex‌ ‌and‌ ‌sophisticated‌ ‌revisions‌ ‌of‌ ‌the‌‌                             

literary‌‌and‌‌historical‌‌past.‌‌By‌‌means‌‌of‌‌that‌‌practice,‌‌several‌‌narrative‌‌conventions‌‌of‌‌gothic‌‌                           

fiction‌ ‌are‌ ‌both‌‌installed‌‌and‌‌subverted‌‌in‌‌order‌‌to‌‌give‌‌shape‌‌to‌‌the‌‌novel’s‌‌ironic‌‌inversion‌‌                               

and‌ ‌critical‌ ‌trans-contextualization‌‌of‌‌the‌‌gothic‌‌tradition‌‌as‌‌a‌‌whole,‌‌and‌‌of‌‌‌The‌‌Turn‌‌of‌‌the‌‌                               

Screw‌ ‌in‌ ‌specific.‌ ‌This‌ ‌metafictional‌ ‌strategy,‌ ‌which‌ ‌demands‌ ‌continuing‌ ‌engagement‌ ‌from‌‌                     

the‌‌reader‌‌in‌‌order‌‌to‌‌be‌‌actualized,‌‌is‌‌paradoxically‌‌meant‌‌as‌‌a‌‌discursive‌‌instrument‌‌to‌‌revise‌‌                               

and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌the‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌its‌‌                         

targeted‌ ‌text,‌ ‌as‌ ‌well‌ ‌as‌ ‌how‌ ‌they‌ ‌are‌ ‌involved‌ ‌in‌ ‌the‌ ‌production‌ ‌of‌ ‌effects‌ ‌of‌ ‌terror.‌ ‌The‌‌                                 

taboos‌‌of‌‌suicide‌‌and‌‌child‌‌abuse,‌‌as‌‌well‌‌as‌‌the‌‌gothic‌‌distinction‌‌of‌‌the‌‌family‌‌as‌‌a‌‌source‌‌of‌‌                                     

threat‌ ‌to‌ ‌its‌ ‌junior‌ ‌members,‌‌are‌‌thus‌‌activated,‌‌examined,‌‌and‌‌eventually‌‌alloyed,‌‌while‌‌the‌‌                           

parodic‌ ‌“textwork”‌ ‌draws‌ ‌attention‌ ‌to‌ ‌their‌ ‌continuing‌ ‌centrality‌ ‌as‌ ‌a‌ ‌source‌ ‌of‌ ‌cultural‌‌                         

anxiety‌‌and‌‌terror‌‌in‌‌the‌‌twenty-first‌‌century.‌‌For‌‌all‌‌of‌‌that,‌‌‌Tighter‌‌‌qualifies‌‌as‌‌a‌‌postmodern‌‌                               

gothic‌ ‌novel‌ ‌in‌ ‌the‌ ‌terms‌ ‌that‌ ‌comprise‌ ‌our‌ ‌working‌ ‌hypothesis.‌ ‌ 

In‌ ‌the‌ ‌following‌ ‌chapter,‌ ‌we‌ ‌will‌ ‌study‌ ‌Daniel‌ ‌Levine’s‌ ‌novel‌ ‌‌Hyde‌ ‌in‌ ‌order‌ ‌to‌‌                           

determine‌‌whether‌‌it‌‌can‌‌be‌‌read‌‌as‌‌a‌‌postmodern‌‌gothic‌‌parody‌‌of‌‌Robert‌‌Louis‌‌Stevenson’s‌‌                             

gothic‌ ‌novella‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌.‌ ‌ 
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CHAPTER‌ ‌THREE‌ ‌ 

THE‌ ‌‌DOPPELGÄNGER‌‌ ‌TROUBLE:‌ ‌DANIEL‌ ‌LEVINE’S‌ ‌‌HYDE‌ ‌ 

‌ 

In‌ ‌this‌ ‌chapter‌ ‌we‌‌will‌‌analyze‌‌Daniel‌‌Levine’s‌‌novel‌‌‌Hyde‌‌‌in‌‌terms‌‌of‌‌its‌‌ex-centric‌‌                             

postmodern‌‌parodic‌‌reading‌‌of‌‌Robert‌‌Louis‌‌Stevenson’s‌‌gothic‌‌novella‌‌‌The‌‌Strange‌‌Case‌‌of‌‌                         

Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌.‌‌As‌‌we‌‌have‌‌argued‌‌before,‌‌it‌‌is‌‌not‌‌always‌‌possible‌‌to‌‌distinguish‌‌the‌‌                                   

formal,‌ ‌pragmatic‌ ‌and‌ ‌ideological‌ ‌elements‌ ‌of‌ ‌parody,‌ ‌that‌ ‌selection‌ ‌being‌‌a‌‌critical‌‌artifice‌‌                         

that‌‌allows‌‌for‌‌a‌‌certain‌‌didacticism‌‌and‌‌legibility.‌‌In‌‌the‌‌course‌‌of‌‌our‌‌approach‌‌to‌‌‌Hyde‌,‌‌such‌‌                                 

a‌‌didactic‌‌undertaking‌‌has‌‌proven‌‌particularly‌‌laborious,‌‌due‌‌to‌‌the‌‌complexity‌‌of‌‌the‌‌novel’s‌‌                           

ex-centric‌‌problematization‌‌of‌‌the‌‌ideology‌‌of‌‌liberal‌‌humanism,‌‌and‌‌the‌‌extent‌‌of‌‌the‌‌parodic‌‌                           

activation‌ ‌of‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌‌‌Doppelgänger‌,‌‌one‌‌dominant‌‌configuration‌‌of‌‌the‌‌gothic‌‌                         

monster‌ ‌in‌ ‌traditional‌‌gothic‌‌works.‌‌Therefore,‌‌we‌‌will‌‌attempt‌‌a‌‌different‌‌segmentation‌‌this‌‌                         

time‌ ‌around:‌ ‌each‌ ‌of‌ ‌the‌ ‌three‌ ‌distinct‌ ‌subsections‌ ‌that‌ ‌follow‌ ‌will‌ ‌focus‌ ‌on‌ ‌one‌ ‌separate‌‌                             

nucleus‌ ‌of‌ ‌the‌ ‌novel’s‌‌problematization‌‌of‌‌ideology,‌‌which‌‌will‌‌be‌‌examined‌‌in‌‌terms‌‌of‌‌the‌‌                             

parodic‌ ‌playful‌ ‌activation‌ ‌of‌ ‌the‌‌gothic‌‌motif‌‌of‌‌the‌‌double.‌‌In‌‌subsection‌‌one,‌‌“The‌‌truth‌‌is‌‌                               

inside‌ ‌this‌ ‌head”,‌ ‌we‌ ‌will‌ ‌discuss‌ ‌the‌ ‌parodic‌ ‌deployment‌ ‌of‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌‌                           

Doppelgänger‌ ‌in‌ ‌‌Hyde‌ ‌as‌ ‌a‌ ‌support‌ ‌to‌ ‌the‌ ‌relativization‌ ‌of‌ ‌monstrosity,‌ ‌leading‌ ‌to‌ ‌the‌‌                           

questioning‌ ‌of‌ ‌truth‌ ‌claims.‌ ‌In‌ ‌subsection‌ ‌two,‌ ‌“We‌ ‌can‌ ‌only‌ ‌marvel‌ ‌at‌ ‌its‌ ‌ruinous‌‌                           

multiplicity”,‌‌we‌‌will‌‌examine‌‌how‌‌the‌‌convention‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌used‌‌and‌‌abused‌‌to‌‌                             

metaphorize‌ ‌the‌ ‌concept‌ ‌of‌ ‌postmodern‌ ‌identity‌ ‌as‌ ‌a‌ ‌fractured,‌ ‌multiple,‌ ‌shapeshifting‌‌                     

ideological‌ ‌construct.‌ ‌In‌ ‌subsection‌ ‌three,‌ ‌“I‌ ‌could‌ ‌feel‌ ‌Jekyll‌ ‌inside‌ ‌me”,‌ ‌we‌ ‌will‌ ‌analyze‌‌                           

how‌ ‌the‌ ‌conventional‌ ‌psychoanalytic‌ ‌explanation‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌as‌ ‌symbolic‌                   

expression‌‌of‌‌destructive‌‌homosexual‌‌desire‌‌is‌‌repeated‌‌with‌‌difference‌‌in‌‌order‌‌to‌‌emphasize‌‌                         

the‌‌persecutory‌‌qualities‌‌of‌‌homophobic‌‌violence‌‌inherent‌‌in‌‌cultural‌‌dynamics‌‌of‌‌power‌‌and‌‌                         

control‌ ‌over‌ ‌non-reproductive‌ ‌sexuality.‌ ‌By‌ ‌the‌ ‌end‌‌of‌‌the‌‌chapter,‌‌it‌‌will‌‌become‌‌clear‌‌that‌‌                             

the‌‌formal,‌‌pragmatic‌‌and‌‌ideological‌‌dimensions‌‌of‌‌parody‌‌conflate‌‌in‌‌‌Hyde‌‌to‌‌give‌‌rise‌‌to‌‌a‌‌                               

sophisticated‌ ‌revision‌ ‌of‌ ‌the‌ ‌literary‌ ‌and‌ ‌cultural‌ ‌past‌ ‌embodied‌ ‌in‌ ‌several‌ ‌ideological‌‌                       

assumptions‌ ‌integrating‌ ‌the‌ ‌ideology‌ ‌of‌ ‌liberal‌ ‌humanism‌ ‌which‌ ‌are‌ ‌filtered‌ ‌by‌ ‌the‌‌                       

conventions‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌ 

‌ 

3.1‌ ‌“The‌ ‌truth‌ ‌is‌ ‌inside‌ ‌this‌ ‌head”‌ ‌ 

‌ 

Although‌ ‌the‌ ‌narrative‌ ‌of‌ ‌‌The‌ ‌Strange‌‌Case‌‌of‌‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌‌is‌‌somewhat‌‌                             

short,‌‌its‌‌complexity‌‌results‌‌in‌‌part‌‌from‌‌its‌‌fragmentary‌‌structure.‌‌The‌‌action‌‌progresses‌‌in‌‌a‌‌                             
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succession‌ ‌of‌ ‌anecdotes,‌ ‌recollections,‌ ‌and‌ ‌holographs,‌ ‌which‌ ‌are‌ ‌up‌ ‌to‌ ‌the‌ ‌lawyer‌ ‌John‌‌                         

Gabriel‌‌Utterson‌‌to‌‌piece‌‌together‌‌into‌‌a‌‌coherent‌‌whole.‌‌The‌‌story‌‌begins‌‌with‌‌Utterson‌‌and‌‌                             

his‌‌half-cousin,‌‌Mr.‌‌Enfield,‌‌on‌‌their‌‌usual‌‌Sunday‌‌walk‌‌on‌‌the‌‌streets‌‌of‌‌London.‌‌As‌‌they‌‌halt‌‌                                 

by‌‌a‌‌door‌‌on‌‌a‌‌busy‌‌commercial‌‌thoroughfare,‌‌Enfield‌‌reminisces‌‌about‌‌an‌‌odd‌‌occurrence‌‌he‌‌                             

had‌‌witnessed‌‌by‌‌that‌‌very‌‌door‌‌once:‌‌a‌‌strange,‌‌deformed‌‌man,‌‌going‌‌by‌‌the‌‌name‌‌of‌‌Edward‌‌                                 

Hyde,‌‌had‌‌trampled‌‌upon‌‌a‌‌child‌‌at‌‌an‌‌early‌‌morning‌‌hour,‌‌and‌‌been‌‌made‌‌to‌‌pay‌‌a‌‌scandalous‌‌                                   

sum‌‌of‌‌hush‌‌money‌‌to‌‌silence‌‌the‌‌raging‌‌family‌‌of‌‌the‌‌wandering‌‌girl;‌‌in‌‌order‌‌to‌‌summon‌‌the‌‌                                   

required‌‌quantity,‌‌the‌‌obnoxious‌‌Hyde‌‌had‌‌gone‌‌in‌‌through‌‌that‌‌particular‌‌backdoor‌‌and‌‌come‌‌                           

back‌ ‌merely‌ ‌minutes‌ ‌later‌‌with‌‌a‌‌cheque‌‌to‌‌bearer‌‌signed‌‌by‌‌Dr.‌‌Henry‌‌Jekyll,‌‌a‌‌respectable‌‌                               

and‌‌influential‌‌doctor‌‌and‌‌lawyer.‌‌Mr.‌‌Utterson‌‌muses‌‌gravely‌‌upon‌‌the‌‌anecdote;‌‌he‌‌is‌‌one‌‌of‌‌                               

Jekyll’s‌ ‌closest‌ ‌friends,‌ ‌and‌ ‌also‌ ‌his‌ ‌lawyer,‌ ‌and‌ ‌has‌ ‌recently‌ ‌been‌ ‌made‌ ‌to‌ ‌accept‌ ‌Jekyll’s‌‌                             

oddly‌‌phrased‌‌testament,‌‌in‌‌which‌‌the‌‌doctor‌‌leaves‌‌all‌‌of‌‌his‌‌possessions‌‌to‌‌Mr.‌‌Hyde‌‌in‌‌case‌‌                                 

of‌‌his‌‌“decease,‌‌disappearance‌‌or‌‌unexplained‌‌absence‌‌for‌‌any‌‌period‌‌beyond‌‌three‌‌months”.‌‌                         

Utterson,‌‌who‌‌has‌‌never‌‌properly‌‌met‌‌the‌‌ominous‌‌Edward‌‌Hyde,‌‌begins‌‌to‌‌suspect‌‌his‌‌friend‌‌                             

Jekyll‌‌has‌‌been‌‌blackmailed‌‌by‌‌the‌‌creep‌‌to‌‌give‌‌over‌‌his‌‌fortune.‌‌He‌‌decides‌‌to‌‌keep‌‌vigil‌‌by‌‌                                   

the‌‌backdoor‌‌nightly,‌‌until‌‌he‌‌sees‌‌Mr.‌‌Hyde‌‌surreptitiously‌‌going‌‌in.‌‌He‌‌is‌‌later‌‌informed‌‌by‌‌                               

Poole,‌ ‌Jekyll’s‌ ‌trustworthy‌ ‌butler,‌ ‌that‌ ‌Mr.‌ ‌Hyde‌ ‌has‌ ‌a‌ ‌key‌ ‌to‌ ‌the‌ ‌backdoor‌ ‌—‌‌which‌‌leads‌‌                               

into‌‌Jekyll’s‌‌office,‌‌previously‌‌used‌‌as‌‌an‌‌anatomy‌‌laboratory‌‌—‌‌and‌‌is‌‌allowed‌‌to‌‌come‌‌and‌‌                               

go‌ ‌into‌ ‌the‌ ‌property‌ ‌as‌ ‌he‌ ‌likes.‌ ‌ 

Utterson‌ ‌finds‌ ‌his‌ ‌friend’s‌ ‌connection‌ ‌with‌ ‌Mr.‌ ‌Hyde‌ ‌to‌ ‌be‌ ‌rather‌ ‌inappropriate.‌ ‌He‌‌                         

confronts‌ ‌Jekyll‌ ‌with‌ ‌rumors‌ ‌of‌ ‌Hyde’s‌ ‌violent‌ ‌manners,‌ ‌but‌ ‌the‌ ‌doctor‌ ‌ensures‌ ‌that‌ ‌the‌‌                           

incident‌ ‌by‌ ‌his‌ ‌backdoor‌ ‌had‌ ‌been‌ ‌of‌ ‌little‌ ‌consequence.‌ ‌Yet,‌ ‌shortly‌‌after‌‌the‌‌incident,‌‌Mr.‌‌                             

Hyde‌ ‌is‌ ‌singled‌ ‌out‌ ‌by‌ ‌an‌ ‌eyewitness‌ ‌as‌ ‌having‌ ‌murdered‌ ‌Sir‌ ‌Danvers‌ ‌Carew,‌ ‌a‌ ‌beloved‌‌                             

member‌ ‌of‌ ‌the‌ ‌British‌ ‌Parliament.‌ ‌A‌ ‌national‌ ‌search‌ ‌for‌ ‌the‌ ‌murderer‌ ‌is‌ ‌put‌ ‌in‌ ‌motion‌ ‌by‌‌                               

Scotland‌ ‌Yard,‌ ‌while‌ ‌Jekyll,‌ ‌after‌ ‌vowing‌ ‌to‌ ‌cut‌ ‌ties‌ ‌with‌ ‌the‌ ‌imp,‌ ‌confines‌ ‌himself‌ ‌to‌ ‌his‌‌                               

laboratory,‌ ‌apparently‌ ‌ill.‌ ‌Following‌ ‌Hyde’s‌ ‌unexplained‌ ‌escape‌ ‌from‌ ‌the‌ ‌police,‌ ‌Utterson‌‌                     

receives‌ ‌a‌ ‌letter‌ ‌from‌ ‌Dr.‌ ‌Lanyon,‌ ‌another‌ ‌close‌ ‌friend‌‌of‌‌Jekyll’s,‌‌only‌‌to‌‌be‌‌opened‌‌in‌‌the‌‌                                 

case‌ ‌of‌ ‌Jekyll’s‌ ‌death‌ ‌or‌ ‌disappearance.‌ ‌He‌‌is‌‌alarmed‌‌by‌‌the‌‌mysterious‌‌terms‌‌of‌‌the‌‌letter,‌‌                               

but‌ ‌is‌ ‌rendered‌‌unable‌‌to‌‌clarify‌‌Lanyon’s‌‌secretive‌‌motives:‌‌the‌‌doctor‌‌dies‌‌before‌‌they‌‌can‌‌                             

meet‌‌one‌‌last‌‌time.‌‌Meanwhile,‌‌Poole‌‌summons‌‌Utterson‌‌to‌‌Jekyll’s‌‌house,‌‌claiming‌‌that‌‌the‌‌                           

doctor‌ ‌has‌ ‌been‌ ‌walled‌ ‌in‌ ‌his‌ ‌laboratory‌‌for‌‌weeks‌‌and‌‌won’t‌‌come‌‌out.‌‌Poole‌‌suspects‌‌that‌‌                               

the‌ ‌person‌ ‌barricaded‌ ‌therein‌ ‌is‌ ‌not‌ ‌his‌ ‌Master,‌‌but‌‌Hyde,‌‌and‌‌suggests‌‌that‌‌there‌‌may‌‌have‌‌                               

been‌ ‌foul‌ ‌play.‌ ‌The‌ ‌butler‌ ‌and‌ ‌the‌ ‌lawyer‌ ‌break‌ ‌into‌ ‌Jekyll’s‌ ‌laboratory‌ ‌to‌ ‌find‌ ‌the‌ ‌doctor‌‌                               

missing‌ ‌and‌ ‌the‌ ‌body‌ ‌of‌ ‌Mr.‌ ‌Hyde‌ ‌in‌ ‌the‌ ‌final‌ ‌throes‌ ‌of‌ ‌death‌ ‌by‌ ‌cyanide.‌ ‌Upon‌ ‌a‌ ‌nearby‌‌                                   
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workbench,‌ ‌another‌ ‌letter‌ ‌addressed‌ ‌to‌ ‌Mr.‌ ‌Utterson,‌ ‌now‌ ‌containing‌ ‌Dr.‌ ‌Jekyll’s‌ ‌“full‌‌                       

statement‌ ‌of‌ ‌the‌ ‌case”.‌‌ ‌  

The‌‌final‌‌portion‌‌of‌‌the‌‌narrative‌‌weaves‌‌together‌‌an‌‌answer‌‌to‌‌the‌‌mystery,‌‌from‌‌the‌‌                             

content‌ ‌of‌ ‌both‌ ‌Lanyon’s‌ ‌and‌ ‌Jekyll’s‌ ‌letters.‌ ‌Lanyon‌ ‌narrates‌ ‌how‌ ‌he‌ ‌had‌ ‌once‌ ‌been‌‌                           

subjected‌ ‌to‌ ‌a‌ ‌strange‌ ‌request‌ ‌from‌ ‌Dr.‌ ‌Jekyll:‌ ‌he‌ ‌was‌ ‌to‌ ‌retrieve‌ ‌a‌‌certain‌‌drawer‌‌from‌‌his‌‌                                 

laboratory‌ ‌and‌ ‌bring‌ ‌it‌ ‌to‌ ‌his‌ ‌own‌ ‌office‌‌untouched,‌‌from‌‌whence‌‌it‌‌should‌‌be‌‌redeemed‌‌by‌‌                               

some‌‌person‌‌at‌‌midnight.‌‌Come‌‌midnight,‌‌Lanyon‌‌was‌‌accosted‌‌by‌‌a‌‌mysterious‌‌gent‌‌who‌‌he‌‌                             

recognized‌‌as‌‌Mr.‌‌Hyde‌‌from‌‌news‌‌of‌‌the‌‌Carew‌‌murder‌‌case.‌‌Lanyon‌‌witnessed‌‌in‌‌disbelief‌‌                             

as‌‌Hyde‌‌reclaimed‌‌the‌‌drawer‌‌and‌‌fixed‌‌a‌‌potion‌‌from‌‌the‌‌chemical‌‌ingredients‌‌within‌‌—‌‌one‌‌                               

that‌‌transmuted‌‌him‌‌upon‌‌its‌‌drinking‌‌into‌‌none‌‌other‌‌than‌‌Dr.‌‌Henry‌‌Jekyll.‌‌In‌‌Jekyll’s‌‌report,‌‌                               

the‌‌doctor‌‌recalls‌‌his‌‌inner‌‌struggle‌‌between‌‌disreputable‌‌desires‌‌and‌‌the‌‌constraints‌‌imposed‌‌                         

upon‌‌him‌‌by‌‌accepted‌‌norms‌‌of‌‌sociability‌‌—‌‌which,‌‌in‌‌his‌‌own‌‌words,‌‌had‌‌led‌‌him‌‌into‌‌a‌‌life‌‌                                     

of‌ ‌“duplicity”.‌‌His‌‌scientific‌‌investigations‌‌had‌‌allowed‌‌him‌‌to‌‌procure‌‌drugs‌‌that‌‌let‌‌out‌‌his‌‌                             

darkest‌‌side‌‌in‌‌the‌‌form‌‌of‌‌Mr.‌‌Hyde,‌‌his‌‌double‌‌or‌‌alter‌‌ego;‌‌“hydden”‌‌underneath‌‌that‌‌new‌‌                                 

facade,‌ ‌he‌ ‌had‌ ‌dedicated‌ ‌himself‌ ‌to‌ ‌a‌ ‌nightly‌ ‌life‌ ‌of‌ ‌sex,‌ ‌mayhem‌ ‌and,‌ ‌ultimately,‌ ‌murder.‌‌                             

After‌ ‌the‌ ‌assassination‌ ‌of‌ ‌Sir‌ ‌Danvers‌ ‌Carew,‌ ‌the‌ ‌beast,‌ ‌having‌ ‌grown‌ ‌stronger‌ ‌and‌‌bolder,‌‌                           

had‌‌begun‌‌to‌‌manifest‌‌without‌‌the‌‌aid‌‌of‌‌the‌‌drug‌‌—‌‌including,‌‌in‌‌one‌‌particular‌‌occasion,‌‌in‌‌                                 

the‌ ‌streets‌ ‌of‌ ‌London,‌ ‌whereupon‌ ‌Jekyll‌ ‌had‌ ‌had‌ ‌to‌ ‌prevail‌ ‌upon‌ ‌Lanyon‌ ‌for‌ ‌help.‌ ‌Having‌‌                             

used‌‌up‌‌the‌‌available‌‌stash‌‌of‌‌his‌‌chemicals,‌‌and‌‌being‌‌unable‌‌to‌‌turn‌‌himself‌‌back‌‌from‌‌Hyde‌‌                                 

into‌‌Jekyll,‌‌the‌‌doctor‌‌had‌‌awaited‌‌in‌‌his‌‌laboratory,‌‌knowing‌‌that‌‌Utterson‌‌and‌‌Poole‌‌would‌‌                             

eventually‌ ‌come‌ ‌to‌ ‌fetch‌ ‌him,‌ ‌dead‌ ‌or‌ ‌alive.‌ ‌ 

The‌ ‌monster‌ ‌in‌ ‌gothic‌ ‌fiction‌ ‌—‌ ‌the‌ ‌detestable‌ ‌creature‌‌who‌‌embodies‌‌grotesquerie,‌‌                       

evil,‌ ‌and‌ ‌transgression,‌ ‌both‌ ‌establishing‌ ‌and‌ ‌pointing‌ ‌towards‌ ‌limits‌ ‌of‌ ‌cultural‌ ‌and‌‌                       

individual‌‌integrity‌‌—‌‌comes‌‌in‌‌different‌‌forms‌‌and‌‌shapes,‌‌one‌‌of‌‌which‌‌is‌‌that‌‌of‌‌the‌‌double‌‌                                 

or‌‌‌Doppelgänger‌.‌‌As‌‌“the‌‌best-known‌‌‌Doppelgänger‌‌‌story‌‌of‌‌them‌‌all”‌‌(PUNTER,‌‌1996b,‌‌p.‌‌                         

1),‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌‌frames‌‌the‌‌relationship‌‌between‌‌Jekyll‌‌and‌‌                               

Hyde‌‌in‌‌the‌‌conventional‌‌terms‌‌of‌‌that‌‌particular‌‌expression‌‌of‌‌monstrosity‌‌in‌‌gothic‌‌fiction.‌ ‌                           

It‌‌is,‌‌in‌‌fact,‌‌arguable‌‌that‌‌Stevenson’s‌‌record‌‌of‌‌a‌‌dual‌‌personality,‌‌materialized‌‌in‌‌the‌‌gothic‌‌                               

convention‌‌of‌‌the‌‌‌Doppelgänger‌,‌‌is‌‌ironically‌‌inverted‌‌in‌‌Daniel‌‌Levine’s‌‌postmodern‌‌gothic‌‌                       

novel‌ ‌Hyde‌ ‌to‌ ‌give‌ ‌shape‌ ‌to‌ ‌several‌ ‌concerns‌ ‌of‌ ‌ideological‌ ‌nature,‌ ‌which‌ ‌is‌ ‌a‌ ‌common‌‌                             

strategy‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌parody.‌ ‌Among‌‌such‌‌concerns‌‌figure‌‌the‌‌ideological‌‌questioning‌‌                       

of‌ ‌truth‌ ‌claims,‌ ‌the‌ ‌postmodern‌ ‌proposition‌ ‌of‌ ‌identity‌ ‌as‌ ‌a‌ ‌multiple‌ ‌and‌ ‌fragmentary‌‌                         

ideological‌ ‌construct,‌ ‌and‌ ‌the‌ ‌cultural‌ ‌problematic‌ ‌of‌‌homosexuality.‌‌The‌‌parodic‌‌activation‌‌                     

of‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌that‌ ‌is,‌‌its‌‌repetition‌‌with‌‌critical‌‌distance‌‌in‌‌                             
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order‌ ‌for‌‌differences‌‌from‌‌the‌‌source‌‌material‌‌to‌‌be‌‌emphasized,‌‌will‌‌organize‌‌our‌‌following‌‌                           

discussion.‌ ‌ 

The‌‌term‌‌‌Doppelgänger‌‌‌is‌‌attributed‌‌to‌‌German‌‌writer‌‌Jean-Paul‌‌Richter,‌‌whose‌‌1796‌‌                       

novel‌ ‌‌Siebenkäs‌ ‌‌introduced‌ ‌the‌ ‌modern‌ ‌form‌ ‌of‌ ‌the‌ ‌theme,‌ ‌later‌ ‌to‌ ‌become‌ ‌a‌ ‌“subset‌ ‌of‌‌                             

Gothic‌‌psychological‌‌fiction‌‌in‌‌which‌‌characters‌‌gaze‌‌inward‌‌at‌‌warring‌‌dichotomies‌‌through‌‌                       

shadowscapes,‌ ‌look-alikes,‌ ‌sexual‌ ‌doubles,‌ ‌mirror‌ ‌images,‌ ‌portraits‌‌and‌‌statues,‌‌and‌‌dreams‌‌                     

and‌ ‌nightmares.”‌ ‌(SNODGRASS,‌ ‌2005,‌ ‌p.‌ ‌83).‌ ‌In‌ ‌gothic‌ ‌fiction,‌ ‌the‌‌pervasive‌‌motif‌‌of‌‌the‌‌                           

double‌‌is‌‌relatively‌‌easy‌‌to‌‌pinpoint.‌‌As‌‌John‌‌Herdman‌‌(1990,‌‌p.‌‌14)‌‌explains‌‌in‌‌his‌‌classical‌‌                               

study‌ ‌of‌ ‌the‌ ‌motif,‌ ‌‌The‌ ‌Double‌ ‌in‌ ‌Nineteenth‌ ‌Century‌ ‌Fiction‌,‌ ‌a‌ ‌‌Doppelgänger‌ ‌‌usually‌‌                         

manifests‌ ‌as‌ ‌“a‌ ‌second‌ ‌self,‌ ‌or‌ ‌‌alter‌ ‌ego,‌ ‌‌which‌ ‌appears‌ ‌as‌ ‌a‌ ‌distinct‌ ‌and‌ ‌separate‌ ‌being‌‌                               

apprehensible‌‌by‌‌the‌‌physical‌‌senses‌‌(or‌‌at‌‌least,‌‌by‌‌‌some‌‌‌of‌‌them),‌‌but‌‌exists‌‌in‌‌a‌‌dependent‌‌                                 

relation‌ ‌to‌ ‌the‌ ‌original”.‌ ‌The‌ ‌mutual‌ ‌dependence‌ ‌quickly‌‌turns‌‌into‌‌a‌‌power‌‌struggle,‌‌as‌‌the‌‌                             

double‌ ‌aims‌ ‌at‌ ‌dominating,‌‌controlling,‌‌and‌‌ultimately‌‌usurping‌‌the‌‌functions‌‌of‌‌the‌‌subject.‌‌                         

In‌ ‌all‌ ‌cases,‌ ‌although‌ ‌the‌ ‌objective‌ ‌existence‌ ‌of‌ ‌the‌‌double‌‌is‌‌made‌‌clear,‌‌there‌‌subsists‌‌“an‌‌                               

element,‌ ‌whether‌ ‌overtly‌ ‌supernatural,‌ ‌numinous‌ ‌or‌ ‌otherwise‌ ‌extraordinary,‌ ‌which‌ ‌goes‌‌                   

beyond‌ ‌the‌ ‌merely‌ ‌natural‌ ‌relationship”.‌ ‌Necromancy,‌ ‌Faustian‌ ‌pacts,‌ ‌Promethean‌ ‌‌hubris‌,‌‌                   

ancient‌ ‌family‌ ‌curses,‌ ‌and‌ ‌pseudo-scientific‌ ‌drugs‌ ‌and‌ ‌potions,‌ ‌all‌ ‌figure‌ ‌among‌ ‌the‌ ‌usual‌‌                         

triggers‌ ‌for‌ ‌the‌ ‌emergence‌ ‌of‌ ‌a‌ ‌character’s‌ ‌haunting‌ ‌double‌ ‌image,‌ ‌particularly‌ ‌in‌ ‌gothic‌‌                         

fiction.‌ ‌ 

According‌ ‌to‌ ‌Herdman‌‌(1990,‌‌p.‌‌11),‌‌as‌‌a‌‌literary‌‌theme,‌‌the‌‌double‌‌emerged‌‌via‌‌the‌‌                             

conflation‌ ‌of‌ ‌various‌ ‌trends‌ ‌in‌ ‌Romantic‌ ‌fiction‌ ‌of‌ ‌the‌ ‌eighteenth‌ ‌century,‌ ‌in‌ ‌particular‌ ‌the‌‌                           

German‌ ‌‌Schauerroman‌,‌ ‌Romantic‌ ‌drama,‌ ‌and‌ ‌the‌ ‌English‌ ‌gothic‌ ‌novel.‌ ‌In‌ ‌the‌ ‌Romantic‌‌                       

tradition,‌ ‌it‌ ‌materialized‌ ‌as‌ ‌a‌ ‌response‌ ‌to‌‌the‌‌powerful‌‌sway‌‌of‌‌Reason,‌‌characteristic‌‌of‌‌the‌‌                             

Enlightenment:‌ ‌against‌ ‌expectations‌ ‌of‌ ‌coherence,‌ ‌unity,‌ ‌progress‌ ‌and‌ ‌human‌ ‌perfectibility,‌‌                   

which‌ ‌would‌ ‌go‌ ‌on‌ ‌to‌ ‌integrate‌ ‌the‌ ‌ruling‌ ‌ideology‌ ‌of‌ ‌liberal‌ ‌humanism‌ ‌as‌ ‌explained‌ ‌by‌‌                             

Hutcheon,‌ ‌the‌ ‌double‌ ‌reignited‌ ‌in‌ ‌fiction‌ ‌cultural‌ ‌and‌ ‌philosophical‌ ‌concerns‌ ‌with‌ ‌duality,‌‌                       

self-division,‌‌ambiguity,‌‌savagery,‌‌and‌‌the‌‌untamed‌‌in‌‌human‌‌spirit.‌‌Scholar‌‌Harry‌‌Tucker,‌‌Jr.‌‌                         

(1971,‌ ‌p.‌ ‌xiii),‌ ‌in‌ ‌the‌ ‌Introduction‌ ‌to‌ ‌Otto‌ ‌Rank’s‌ ‌celebrated‌ ‌treatise‌ ‌‌The‌ ‌Double:‌ ‌A‌‌                           

Psychoanalytic‌‌Study‌,‌‌suggests‌‌that,‌‌going‌‌into‌‌its‌‌heyday‌‌in‌‌the‌‌nineteenth‌‌century,‌‌the‌‌motif‌‌                           

became‌‌progressively‌‌more‌‌invested‌‌with‌‌psychological‌‌undertones‌‌deriving‌‌from‌‌theories‌‌of‌‌                     

the‌ ‌unconscious,‌ ‌with‌ ‌Psychoanalysis‌ ‌playing‌ ‌an‌ ‌important‌ ‌role‌ ‌in‌ ‌carrying‌ ‌out‌ ‌detailed‌‌                       

investigations‌‌of‌‌the‌‌theme.‌‌In‌‌the‌‌twentieth‌‌century,‌‌and‌‌arguably‌‌in‌‌the‌‌twenty-first‌‌as‌‌well,‌‌                             

an‌‌ideological‌‌interpretation‌‌may‌‌have‌‌dominated‌‌readings‌‌of‌‌the‌‌trope,‌‌an‌‌example‌‌of‌‌which‌‌                           

is‌‌Zivkovic‌‌(2000,‌‌p.‌‌126)‌‌reading‌‌of‌‌the‌‌double‌‌as‌‌a‌‌materialization‌‌of‌‌all‌‌“which‌‌lies‌‌outside‌‌                                 
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the‌ ‌law,‌ ‌that‌ ‌which‌ ‌is‌ ‌outside‌ ‌the‌ ‌dominant‌ ‌value‌ ‌system‌ ‌[and‌ ‌thus]‌ ‌traces‌ ‌the‌ ‌unsaid‌ ‌and‌‌                               

unseen‌ ‌of‌ ‌culture”.‌‌ ‌  

All‌‌in‌‌all,‌‌due‌‌to‌‌its‌‌multilayered‌‌symbolism,‌‌both‌‌religious‌‌and‌‌folkloric,‌‌and‌‌possible‌‌                           

origins‌ ‌in‌ ‌ancient‌ ‌myth‌ ‌and‌ ‌primitive‌ ‌beliefs‌ ‌and‌ ‌taboo,‌ ‌it‌ ‌is‌ ‌not‌ ‌surprising‌ ‌that‌ ‌the‌‌                             

Doppelgänger‌,‌‌literally‌‌the‌‌“double‌‌goer”‌‌or‌‌“double‌‌walker”,‌‌should‌‌have‌‌become‌‌a‌‌topic‌‌of‌‌                           

interest‌ ‌to‌‌Psychoanalysis,‌‌Anthropology,‌‌and‌‌Literary‌‌and‌‌Cultural‌‌Studies.‌‌Considering‌‌the‌‌                     

extent‌‌of‌‌its‌‌theoretical‌‌outreach‌‌into‌‌such‌‌various‌‌fields,‌‌Herdman‌‌(1990,‌‌p.‌‌2)‌‌distinguishes‌‌                           

between‌‌form-based‌‌and‌‌content-based‌‌approaches‌‌to‌‌the‌‌motif‌‌of‌‌the‌‌double‌‌in‌‌fiction.‌‌With‌‌                           

respect‌ ‌to‌ ‌form,‌ ‌there‌ ‌appears‌ ‌to‌ ‌be‌ ‌little‌ ‌disagreement‌ ‌among‌ ‌scholars‌ ‌as‌ ‌to‌ ‌characteristic‌‌                           

traits‌‌of‌‌the‌‌‌Doppelgänger‌.‌‌Studies‌‌such‌‌as‌‌Rank’s‌‌and‌‌Herdman’s‌‌trace‌‌back‌‌the‌‌roots‌‌of‌‌the‌‌                               

double‌‌to‌‌mythic‌‌and‌‌folkloric‌‌narratives,‌‌such‌‌as‌‌those‌‌of‌‌Narcissus‌‌and‌‌Dr.‌‌Faustus,‌‌as‌‌well‌‌                               

as‌ ‌primitive‌ ‌beliefs‌ ‌and‌ ‌taboos‌ ‌concerning‌ ‌shadows,‌ ‌reflections,‌ ‌portraits,‌ ‌spiritual‌‌doubles,‌‌                     

physically‌ ‌identical‌ ‌individuals,‌ ‌twins,‌ ‌Guardian‌ ‌Angels,‌ ‌and‌ ‌representations‌ ‌of‌ ‌the‌ ‌soul.‌‌                     

Those‌‌images,‌‌characters,‌‌and‌‌narrative‌‌schemata‌‌have‌‌not‌‌only‌‌subsisted‌‌to‌‌different‌‌degrees‌‌                         

in‌ ‌modern‌‌superstition,‌‌but‌‌have‌‌also‌‌gone‌‌on‌‌to‌‌shape‌‌the‌‌character‌‌of‌‌the‌‌‌Doppelgänger‌‌‌in‌‌                               

modern‌ ‌gothic‌ ‌narratives,‌ ‌such‌ ‌as‌ ‌Stevenson’s‌ ‌‌Jekyll‌ ‌and‌ ‌Hyde‌,‌ ‌Oscar‌ ‌Wilde’s‌ ‌‌Picture‌ ‌of‌‌                         

Dorian‌ ‌Gray‌,‌ ‌and‌ ‌Edgar‌ ‌Allan‌ ‌Poe’s‌ ‌“William‌ ‌Wilson”,‌ ‌just‌ ‌to‌ ‌name‌ ‌a‌ ‌few.‌ ‌ 

It‌ ‌is‌ ‌with‌ ‌respect‌ ‌to‌ ‌content,‌ ‌however,‌ ‌that‌ ‌explanations‌ ‌tend‌ ‌to‌ ‌differ‌ ‌most‌‌                         

dramatically‌‌among‌‌psychoanalytic,‌‌theological,‌‌and‌‌culturalist‌‌ones.‌‌Predominant‌‌readings‌‌in‌‌                   

Psychoanalysis‌ ‌include‌ ‌Rank’s‌ ‌interpretation‌ ‌of‌ ‌the‌ ‌trope‌ ‌in‌ ‌terms‌ ‌of‌ ‌primitive‌ ‌narcissism,‌‌                       

articulated‌‌in‌‌light‌‌of‌‌Sigmund‌‌Freud’s‌‌theory‌‌of‌‌personality,‌‌and‌‌Freud’s‌‌interpretation‌‌of‌‌the‌‌                           

double‌ ‌as‌ ‌the‌ ‌uncanny‌ ‌return‌ ‌of‌ ‌the‌ ‌repressed.‌ ‌Rank‌ ‌peruses‌ ‌a‌ ‌considerable‌ ‌number‌ ‌of‌‌                           

Doppelgänger‌ ‌‌narratives‌ ‌of‌ ‌the‌ ‌nineteenth‌ ‌century‌ ‌to‌ ‌conclude‌ ‌that,‌ ‌in‌ ‌most,‌ ‌if‌ ‌not‌ ‌all‌ ‌of‌ ‌them,‌ ‌ 

‌ 

[w]e‌‌always‌‌find‌‌a‌‌likeness‌‌which‌‌resembles‌‌the‌‌main‌‌character‌‌down‌‌to‌‌the‌‌                         
smallest‌ ‌particulars,‌‌such‌‌as‌‌name,‌‌voice,‌‌and‌‌clothing‌‌—‌‌a‌‌likeness‌‌which,‌‌                       
as‌ ‌though‌ ‌‘stolen‌ ‌from‌ ‌the‌ ‌mirror’‌ ‌[...],‌ ‌primarily‌ ‌appears‌ ‌to‌ ‌the‌ ‌main‌‌                       
character‌ ‌as‌ ‌a‌ ‌reflection.‌ ‌Always,‌ ‌too,‌ ‌this‌ ‌double‌ ‌works‌ ‌at‌‌cross-purposes‌‌                     
with‌ ‌its‌ ‌prototype;‌ ‌and,‌ ‌as‌ ‌a‌‌rule,‌‌the‌‌catastrophe‌‌occurs‌‌in‌‌the‌‌relationship‌‌                         
with‌‌a‌‌woman,‌‌predominantly‌‌ending‌‌in‌‌suicide‌‌by‌‌way‌‌of‌‌the‌‌death‌‌intended‌‌                         
for‌ ‌the‌ ‌irksome‌ ‌persecutor.‌ ‌In‌ ‌a‌ ‌number‌ ‌of‌ ‌instances‌ ‌this‌ ‌situation‌ ‌is‌‌                       
combined‌‌with‌‌a‌‌thoroughgoing‌‌persecutory‌‌delusion‌‌or‌‌is‌‌even‌‌replaced‌‌by‌‌                     
it,‌ ‌thus‌ ‌assuming‌ ‌the‌ ‌picture‌ ‌of‌ ‌a‌ ‌total‌ ‌paranoiac‌ ‌system‌ ‌of‌ ‌delusions.‌‌                       
(RANK,‌ ‌1971,‌ ‌p.‌ ‌33).‌ ‌ 

‌ 

Rank‌ ‌(1971,‌ ‌p.‌ ‌48)‌ ‌interprets‌ ‌this‌ ‌archetypal‌ ‌configuration‌ ‌of‌ ‌the‌ ‌motif‌ ‌of‌ ‌the‌ ‌double‌ ‌as‌ ‌a‌‌                               

literary‌ ‌transfiguration‌ ‌of‌ ‌pathological‌ ‌narcissism,‌ ‌the‌ ‌nature‌ ‌of‌ ‌psychological‌ ‌disturbance‌‌                   

characterized‌ ‌by‌ ‌an‌ ‌abnormally‌ ‌strong‌ ‌interest‌ ‌in‌ ‌one’s‌ ‌own‌ ‌person,‌ ‌leading‌ ‌to‌ ‌an‌‌                         
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overexaggerated‌ ‌attitude‌ ‌of‌ ‌love‌ ‌towards‌ ‌one’s‌ ‌own‌ ‌ego,‌ ‌i.‌ ‌e.‌ ‌their‌ ‌inability‌ ‌to‌ ‌experience‌‌                           

desire‌ ‌towards‌ ‌an‌ ‌outer‌ ‌object‌ ‌of‌ ‌affection.‌ ‌Rooted‌ ‌in‌ ‌narcissism‌ ‌is‌ ‌the‌ ‌allegedly‌ ‌abnormal‌‌                           

homosexual‌ ‌drive,‌ ‌the‌ ‌sublimation‌ ‌of‌ ‌which,‌ ‌according‌ ‌to‌‌Rank,‌‌leads‌‌to‌‌paranoia,‌‌and‌‌as‌‌a‌‌                             

defense‌ ‌against‌ ‌which‌ ‌the‌ ‌individual‌‌projects‌‌their‌‌narcissistic‌‌drive‌‌onto‌‌a‌‌feared‌‌and‌‌hated‌‌                           

double‌ ‌who‌ ‌prevents‌ ‌the‌ ‌consummation‌ ‌of‌ ‌heterosexual‌ ‌affection‌ ‌(RANK,‌ ‌1971,‌ ‌p.‌‌80-86).‌‌                       

For‌ ‌Rank‌ ‌(1971,‌ ‌p.‌ ‌49-68),‌ ‌projections‌ ‌of‌ ‌the‌ ‌fictional‌ ‌‌Doppelgänger‌ ‌‌over‌ ‌such‌ ‌images‌ ‌as‌‌                           

portraits,‌ ‌shadows,‌ ‌and‌ ‌reflections‌ ‌are‌ ‌likewise‌ ‌rooted‌ ‌in‌ ‌primitive‌ ‌narcissism,‌‌whose‌‌many‌‌                       

beliefs‌ ‌and‌ ‌taboos‌ ‌relating‌ ‌shadows‌ ‌and‌ ‌reflections‌ ‌to‌ ‌the‌ ‌soul‌ ‌as‌ ‌a‌ ‌double‌ ‌reflect‌ ‌the‌‌                             

narcissistic‌‌refusal‌‌to‌‌accept‌‌man’s‌‌inexorable‌‌demise‌‌—‌‌‌ergo‌‌‌the‌‌controvertible‌‌configuration‌‌                       

of‌ ‌the‌ ‌double‌ ‌as‌ ‌a‌ ‌wish-defense‌ ‌against‌ ‌death‌ ‌turned‌ ‌uncanny‌ ‌harbinger‌ ‌of‌ ‌approaching‌‌                         

destruction‌ ‌in‌ ‌folklore‌ ‌and‌ ‌myth‌ ‌(such‌ ‌as‌ ‌that‌ ‌of‌ ‌Narcissus,‌ ‌in‌ ‌which‌ ‌self-love‌ ‌and‌ ‌death‌‌                             

coincide).‌ ‌ 

In‌‌his‌‌influential‌‌essay‌‌on‌‌the‌‌subject‌‌of‌‌“The‌‌Uncanny”,‌‌Freud‌‌acknowledges‌‌Rank’s‌‌                         

contribution‌‌to‌‌the‌‌theoretical‌‌development‌‌of‌‌the‌‌topic,‌‌yet‌‌seeks‌‌to‌‌expand‌‌the‌‌scope‌‌of‌‌his‌‌                               

peer’s‌ ‌explanation.‌ ‌He‌ ‌begins‌ ‌by‌ ‌examining‌ ‌the‌ ‌motif‌ ‌in‌ ‌the‌ ‌work‌ ‌of‌ ‌Hoffman‌ ‌in‌ ‌order‌ ‌to‌‌                               

expand‌ ‌Rank’s‌ ‌definition‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌thus‌ ‌including‌ ‌nuances‌ ‌and‌ ‌manifestations‌‌                     

beyond‌ ‌the‌ ‌appearance‌ ‌and‌ ‌avowed‌ ‌antagonism‌ ‌of‌ ‌the‌ ‌lookalikes.‌ ‌For‌ ‌Freud,‌ ‌one’s‌‌                       

relationship‌ ‌to‌ ‌their‌ ‌double‌ ‌is‌ ‌intensified‌ ‌by‌ ‌ 

‌ 

spontaneous‌‌transmissions‌‌of‌‌mental‌‌processes‌‌from‌‌one‌‌of‌‌these‌‌persons‌‌to‌‌                     
the‌ ‌other‌ ‌—‌ ‌what‌ ‌we‌ ‌would‌ ‌call‌ ‌telepathy‌ ‌—‌ ‌so‌ ‌that‌ ‌the‌ ‌one‌ ‌becomes‌‌                           
co-owner‌ ‌of‌ ‌the‌ ‌other’s‌ ‌knowledge,‌ ‌emotions‌ ‌and‌ ‌experience.‌ ‌Moreover,‌‌a‌‌                   
person‌ ‌may‌ ‌identify‌ ‌himself‌ ‌with‌ ‌another‌‌and‌‌so‌‌become‌‌unsure‌‌of‌‌its‌‌true‌‌                         
self;‌ ‌or‌ ‌he‌ ‌may‌ ‌substitute‌ ‌the‌ ‌other‌ ‌self‌ ‌for‌ ‌his‌ ‌own.‌ ‌The‌‌self‌‌may‌‌thus‌‌be‌‌                               
duplicated,‌‌divided‌‌and‌‌interchanged.‌‌Finally‌‌there‌‌is‌‌the‌‌constant‌‌recurrence‌‌                   
of‌ ‌the‌ ‌same‌ ‌thing,‌ ‌the‌ ‌repetition‌ ‌of‌ ‌the‌ ‌same‌ ‌facial‌ ‌features,‌ ‌the‌ ‌same‌‌                         
characters,‌ ‌the‌ ‌same‌ ‌destinies,‌ ‌the‌ ‌same‌ ‌misdeeds,‌ ‌even‌ ‌the‌ ‌same‌ ‌names,‌‌                     
through‌ ‌successive‌ ‌generations.‌ ‌(FREUD,‌ ‌2003,‌ ‌p.‌ ‌141-142).‌ ‌ 

‌ ‌  

Much‌ ‌like‌ ‌Rank,‌ ‌Freud‌ ‌believes‌ ‌that‌ ‌the‌ ‌‌Doppelgänger‌ ‌‌in‌ ‌fiction‌ ‌is‌ ‌symbolic‌ ‌of‌‌                         

mental‌ ‌processes;‌ ‌yet,‌ ‌beyond‌ ‌the‌ ‌scope‌ ‌of‌ ‌Rank’s‌ ‌investigation,‌ ‌Freud‌ ‌counts‌ ‌the‌‌                       

Doppelgänger‌ ‌amongst‌ ‌other‌‌instances‌‌in‌‌the‌‌distinctive‌‌category‌‌of‌‌frightening‌‌experiences‌‌                     

which‌‌compose‌‌‌Das‌‌Unheimliche‌,‌‌the‌‌uncanny.‌‌Freud‌‌defines‌‌the‌‌uncanny‌‌as‌‌the‌‌disquieting‌‌                         

feeling‌ ‌of‌ ‌dread‌ ‌experienced‌ ‌at‌ ‌the‌ ‌occurrence‌ ‌of‌ ‌the‌ ‌return‌ ‌of‌ ‌once‌ ‌painful‌ ‌or‌ ‌distressing‌‌                             

repressed‌‌memories,‌‌thoughts,‌‌feelings,‌‌desires,‌‌or‌‌surmounted‌‌phases‌‌in‌‌the‌‌development‌‌of‌‌                       

the‌‌ego,‌‌under‌‌un-familiar‌‌forms;‌‌thus,‌‌if‌‌the‌‌double‌‌is‌‌to‌‌be‌‌perceived‌‌as‌‌uncanny,‌‌it‌‌is‌‌due‌‌to‌‌                                     

its‌ ‌being‌ ‌invested‌ ‌as‌ ‌the‌ ‌material‌ ‌manifestation‌ ‌of‌ ‌the‌ ‌return‌ ‌of‌ ‌a‌ ‌repressed‌ ‌drive,‌ ‌whose‌‌                             
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original‌‌affect‌‌has,‌‌as‌‌a‌‌rule,‌‌been‌‌converted‌‌into‌‌fear.‌‌Taking‌‌after‌‌Rank,‌‌Freud‌‌(p.‌‌142-145)‌‌                               

argues‌‌that‌‌the‌‌motif‌‌of‌‌the‌‌double‌‌is‌‌unequivocally‌‌to‌‌do‌‌with‌‌the‌‌primordial‌‌narcissism‌‌that‌‌                               

dominates‌ ‌the‌ ‌mental‌ ‌life‌ ‌of‌ ‌the‌ ‌infant:‌ ‌it‌ ‌is‌ ‌only‌ ‌after‌ ‌that‌ ‌early‌ ‌phase‌ ‌in‌ ‌one’s‌ ‌infantile‌‌                                 

mental‌‌life‌‌is‌‌surmounted‌‌in‌‌favor‌‌of‌‌the‌‌development‌‌of‌‌the‌‌ego‌‌that‌‌its‌‌impulses‌‌may‌‌return,‌‌                                 

projected‌‌onto‌‌images‌‌of‌‌the‌‌double‌‌and‌‌invested‌‌with‌‌fear.‌‌However,‌‌according‌‌to‌‌Freud,‌‌the‌‌                             

double‌ ‌need‌ ‌not‌ ‌express‌ ‌pathological‌ ‌narcissism‌ ‌exclusively;‌‌even‌‌if‌‌one’s‌‌early‌‌narcissistic‌‌                       

phase‌ ‌may‌ ‌be‌ ‌surmounted‌‌successfully,‌‌the‌‌image‌‌of‌‌the‌‌double‌‌may‌‌still‌‌be‌‌invested‌‌with‌‌a‌‌                               

range‌‌of‌‌disturbances‌‌that‌‌will‌‌arise‌‌from‌‌the‌‌development‌‌of‌‌the‌‌ego.‌‌The‌‌particular‌‌dread‌‌of‌‌                               

the‌ ‌uncanny‌ ‌can‌ ‌derive,‌ ‌for‌ ‌example,‌ ‌from‌ ‌the‌ ‌pathological‌‌detachment‌‌and‌‌isolation‌‌of‌‌the‌‌                           

superego‌ ‌as‌‌a‌‌double‌‌in‌‌delusions‌‌of‌‌observation;‌‌the‌‌duplication‌‌or‌‌multiplication‌‌of‌‌genital‌‌                           

symbols‌ ‌in‌ ‌the‌ ‌work‌ ‌of‌ ‌dreams‌ ‌to‌ ‌counteract‌ ‌castration‌ ‌anxiety;‌ ‌or‌ ‌else,‌ ‌the‌ ‌unintended,‌‌                           

chancy‌‌repetition‌‌of‌‌the‌‌same‌‌thing,‌‌which‌‌might‌‌evoke‌‌either‌‌the‌‌animistic‌‌and‌‌superstitious‌‌                           

idea‌‌of‌‌fate,‌‌harking‌‌back‌‌to‌‌primitive‌‌narcissism,‌‌or‌‌the‌‌compulsion‌‌to‌‌repeat‌‌characteristic‌‌of‌‌                             

the‌ ‌unconscious‌ ‌mind.‌ ‌ 

Herdman‌ ‌(1990,‌ ‌p.‌ ‌1)‌ ‌suggests‌ ‌that‌ ‌the‌ ‌dominant‌ ‌interpretation‌ ‌of‌ ‌the‌ ‌double‌ ‌in‌‌                         

psychoanalytic‌ ‌terms‌ ‌interlocks‌ ‌with‌ ‌a‌ ‌theological‌ ‌reading‌ ‌in‌ ‌a‌ ‌mutually‌ ‌supportive‌ ‌way.‌‌                       

According‌‌to‌‌the‌‌Scottish‌‌scholar‌‌(1991,‌‌p.‌‌3-4),‌‌narratives‌‌of‌‌the‌‌double‌‌display‌‌a‌‌consistent‌‌                             

preoccupation‌ ‌with‌ ‌“moral‌ ‌conflict,‌ ‌with‌ ‌conflict‌ ‌in‌ ‌the‌ ‌human‌ ‌will,‌ ‌with‌ ‌the‌ ‌dialectic‌ ‌of‌‌                           

spiritual‌ ‌pride,‌ ‌and‌‌especially‌‌with‌‌the‌‌problem‌‌of‌‌evil‌‌and‌‌the‌‌issue‌‌of‌‌free‌‌will”.‌‌Those,‌‌he‌‌                                 

believes,‌ ‌have‌ ‌been‌ ‌reshaped‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌the‌ ‌eighteenth‌ ‌and‌ ‌nineteenth‌ ‌centuries‌ ‌to‌‌                           

respond‌‌to‌‌the‌‌secular‌‌rationalism‌‌of‌‌the‌‌Enlightenment‌‌and‌‌the‌‌geopolitical‌‌configuration‌‌of‌‌                         

colonialism,‌ ‌whereby‌ ‌moral‌ ‌evil‌‌became‌‌associated‌‌with‌‌primitivism,‌‌savagery,‌‌the‌‌untamed‌‌                     

in‌‌human‌‌spirit,‌‌and‌‌the‌‌unconscious.‌‌He‌‌nonetheless‌‌argues‌‌that‌‌the‌‌overall‌‌conflict‌‌of‌‌moral‌‌                             

duality‌‌in‌‌the‌‌Western‌‌Christian‌‌tradition,‌‌going‌‌as‌‌far‌‌back‌‌as‌‌the‌‌Biblical‌‌episode‌‌of‌‌Christ’s‌‌                               

prayer‌ ‌at‌ ‌the‌ ‌Garden‌ ‌of‌ ‌Gethsemane,‌ ‌constitutes‌ ‌the‌ ‌underlying‌ ‌motivation‌ ‌of‌ ‌the‌ ‌struggle‌‌                         

between‌‌self‌‌and‌‌double‌‌in‌‌‌Doppelgänger‌‌‌narratives.‌‌The‌‌duality‌‌pays‌‌respect‌‌to‌‌the‌‌conflict‌‌                           

of‌ ‌opposing‌ ‌wills‌ ‌in‌ ‌man:‌ ‌the‌ ‌natural‌ ‌(or‌ ‌fleshly‌ ‌or‌ ‌evil‌ ‌or‌ ‌Devilish),‌ ‌and‌ ‌the‌ ‌divine‌ ‌(or‌‌                                 

spiritual‌ ‌or‌ ‌good‌ ‌or‌ ‌Godly).‌ ‌For‌ ‌Herdman‌‌(1990,‌‌p.‌‌5-7),‌‌aside‌‌from‌‌Orthodox‌‌Catholicism,‌‌                           

the‌ ‌heterodox‌ ‌tradition‌ ‌of‌ ‌Gnosticism‌ ‌has‌ ‌radicalized‌ ‌the‌ ‌problem‌ ‌of‌ ‌duality‌ ‌in‌ ‌Christian‌‌                         

theology‌‌‌vis-à-vis‌‌its‌‌belief‌‌in‌‌fate‌‌and‌‌predestination,‌‌later‌‌to‌‌find‌‌a‌‌home‌‌in‌‌the‌‌extremes‌‌of‌‌                                 

Reformation‌ ‌theology.‌ ‌In‌ ‌the‌ ‌scholar’s‌ ‌understanding,‌ ‌the‌ ‌‌hubris‌ ‌‌involved‌ ‌in‌ ‌one’s‌ ‌utter‌‌                       

self-identification‌ ‌with‌ ‌the‌ ‌Spiritual‌ ‌realm‌ ‌and‌ ‌their‌ ‌belief‌ ‌that‌ ‌they‌ ‌are‌ ‌predestined‌ ‌to‌ ‌be‌‌                           

saved‌‌regardless‌‌of‌‌their‌‌actions‌‌paradoxically‌‌triggers‌‌a‌‌“denial‌‌and‌‌suppression‌‌of‌‌all‌‌natural‌‌                           

impulses‌ ‌and‌ ‌of‌ ‌the‌ ‌darker‌ ‌sides‌ ‌of‌ ‌the‌ ‌personality,‌ ‌[which]‌ ‌would‌ ‌make‌ ‌them‌ ‌peculiarly‌‌                           
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prone‌ ‌to‌ ‌sudden‌ ‌and‌ ‌unexpected‌ ‌moral‌ ‌reversals”‌ ‌—‌ ‌such‌ ‌as‌ ‌are‌ ‌metaphorized‌ ‌in‌ ‌the‌                           

astonishing,‌ ‌unexpected‌ ‌reversals‌ ‌of‌ ‌character‌ ‌and‌ ‌plot‌ ‌in‌ ‌‌Doppelgänger‌ ‌‌stories.‌‌ ‌  

In‌‌tandem‌‌with‌‌the‌‌ethnographic,‌‌psychological,‌‌and‌‌theological‌‌explanations‌‌given‌‌to‌‌                     

the‌ ‌motif‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌‌‌in‌‌fiction,‌‌it‌‌is‌‌possible‌‌to‌‌singularize‌‌a‌‌culturalist‌‌reading‌‌of‌‌                               

the‌ ‌topic,‌ ‌exemplified‌ ‌by‌ ‌scholar‌ ‌Milica‌ ‌Zivkovic‌ ‌article‌ ‌“The‌ ‌Double‌ ‌as‌ ‌the‌ ‌Unseen‌ ‌of‌‌                           

Culture:‌ ‌Toward‌ ‌a‌ ‌Definition‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌”.‌ ‌According‌ ‌to‌ ‌Zivkovic‌‌(2000,‌‌p.‌‌124),‌‌                         

“[t]he‌ ‌double‌ ‌has‌ ‌always‌ ‌provided‌ ‌a‌ ‌clue‌ ‌to‌ ‌the‌ ‌limits‌ ‌of‌ ‌the‌ ‌culture,‌ ‌by‌ ‌foregrounding‌‌                             

problems‌‌of‌‌categorizing‌‌the‌‌‘real’‌‌and‌‌of‌‌the‌‌situation‌‌of‌‌the‌‌self‌‌in‌‌relation‌‌to‌‌the‌‌dominant‌‌                                 

notion‌‌of‌‌“reality”‌‌and‌‌“human‌‌identity”.‌‌The‌‌double,‌‌considering‌‌this‌‌assertion,‌‌stands‌‌for‌‌the‌‌                           

“other”‌ ‌of‌ ‌culture,‌ ‌thus‌ ‌delimiting‌ ‌by‌ ‌opposition‌ ‌society’s‌ ‌deeply‌ ‌ingrained‌ ‌ideological‌‌                     

beliefs;‌‌therefore,‌‌strangers,‌‌foreigners,‌‌outsiders,‌‌social‌‌deviants,‌‌or‌‌anyone‌‌whose‌‌origins‌‌are‌‌                       

unknown‌‌tend‌‌to‌‌figure‌‌most‌‌prominently‌‌as‌‌‌Doppelgängers‌‌‌of‌‌those‌‌who‌‌vouch‌‌to‌‌reproduce‌‌                           

cultural‌‌norms.‌‌The‌‌arrival‌‌of‌‌the‌‌double‌‌sheds‌‌critical‌‌light‌‌upon‌‌“categories‌‌and‌‌structures‌‌of‌‌                             

the‌ ‌accepted‌ ‌and‌ ‌established‌ ‌social‌ ‌order,‌ ‌attempting‌ ‌to‌ ‌dissolve‌ ‌that‌ ‌order‌ ‌at‌‌its‌‌very‌‌base,‌‌                             

where‌ ‌it‌ ‌is‌ ‌established‌ ‌and‌ ‌where‌‌the‌‌dominant‌‌system‌‌is‌‌re-produced‌‌—‌‌in‌‌the‌‌individual”;‌‌                             

hence,‌ ‌their‌ ‌being‌ ‌invested‌ ‌with‌ ‌evil‌ ‌attributes.‌ ‌Indeed,‌ ‌according‌ ‌to‌ ‌Zivkovic‌ ‌(2000,‌ ‌p.‌‌                         

124;126),‌‌if‌‌doubles‌‌are‌‌conceived‌‌as‌‌malignant,‌‌it‌‌is‌‌because‌‌“[a]ny‌‌social‌‌structure‌‌tends‌‌to‌‌                             

exclude‌ ‌as‌ ‌‘evil’‌ ‌anything‌ ‌radically‌ ‌different‌ ‌from‌ ‌itself‌ ‌or‌ ‌which‌ ‌threatens‌ ‌it‌ ‌with‌‌                         

destruction”;‌‌yet,‌‌if‌‌they‌‌were‌‌to‌‌be‌‌seen‌‌as‌‌“the‌‌unsaid‌‌and‌‌unseen‌‌of‌‌culture,‌‌that‌‌which‌‌has‌‌                                   

been‌ ‌silenced,‌ ‌made‌ ‌invisible,‌ ‌made‌ ‌‘absent’”,‌ ‌they‌ ‌might‌ ‌regain‌ ‌something‌ ‌of‌ ‌their‌‌                       

mythological‌ ‌ambivalence,‌ ‌aside‌ ‌from‌ ‌shifting‌ ‌the‌ ‌focus‌ ‌of‌ ‌the‌ ‌debate‌ ‌from‌ ‌the‌ ‌idea‌ ‌of‌‌                           

monstrous‌‌otherness‌‌to‌‌that‌‌of‌‌constructive‌‌difference‌‌—‌‌or,‌‌we‌‌might‌‌add,‌‌from‌‌the‌‌centric‌‌to‌‌                               

the‌ ‌ex-centric,‌ ‌to‌ ‌recall‌ ‌Hutcheon’s‌ ‌arguments.‌ ‌ 

Regardless‌ ‌of‌ ‌the‌ ‌explanation‌ ‌advanced,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌postulate‌ ‌at‌ ‌least‌ ‌two‌‌                         

dominant‌ ‌aspects‌ ‌that‌ ‌seem‌ ‌to‌ ‌cohere‌ ‌in‌ ‌content-based‌ ‌analyses‌ ‌of‌ ‌the‌ ‌motif‌ ‌of‌ ‌the‌‌                           

Doppelgänger‌‌in‌‌gothic‌‌fiction.‌‌First‌‌and‌‌foremost,‌‌in‌‌all‌‌of‌‌them‌‌the‌‌double,‌‌as‌‌its‌‌name‌‌may‌‌                                 

perhaps‌‌imply,‌‌stands‌‌for‌‌a‌‌binary‌‌configuration,‌‌an‌‌articulation‌‌of‌‌a‌‌fundamental‌‌experience‌‌                         

of‌‌duality;‌‌in‌‌fact,‌‌as‌‌Herdman‌‌(1990,‌‌p.‌‌1)‌‌contends,‌‌in‌‌both‌‌the‌‌most‌‌usual‌‌forms‌‌of‌‌the‌‌trope‌‌                                     

and‌‌the‌‌content‌‌it‌‌articulates,‌‌it‌‌is‌‌the‌‌experience‌‌of‌‌self-division,‌‌the‌‌cleavage‌‌between‌‌“the‌‌I‌‌                               

and‌‌the‌‌not-I”‌‌—‌‌who‌‌is‌‌really‌‌another,‌‌displaced‌‌I‌‌—‌‌which‌‌is‌‌at‌‌stake‌‌in‌‌modern‌‌narratives‌‌                                   

of‌ ‌the‌ ‌‌Doppelgänger‌.‌ ‌Second,‌ ‌in‌ ‌all‌ ‌of‌ ‌them,‌ ‌the‌ ‌‌Doppelgänger‌ ‌‌is‌ ‌a‌ ‌proxy‌ ‌for‌ ‌the‌ ‌gothic‌‌                               

monster.‌ ‌Its‌ ‌form,‌ ‌though‌ ‌not‌ ‌necessarily‌ ‌grotesque,‌ ‌is‌ ‌unnatural,‌ ‌and‌ ‌so‌ ‌are‌ ‌the‌ ‌means‌ ‌by‌‌                             

which‌‌its‌‌existence‌‌is‌‌set‌‌in‌‌motion.‌‌Its‌‌content‌‌notoriously‌‌stands‌‌in‌‌for‌‌the‌‌second,‌‌degraded‌‌                               

term‌ ‌in‌ ‌the‌ ‌binary‌‌matrix‌‌of‌‌thought:‌‌against‌‌the‌‌ego,‌‌the‌‌double‌‌is‌‌the‌‌alter‌‌ego,‌‌against‌‌the‌‌                                   
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self,‌‌the‌‌double‌‌is‌‌the‌‌other,‌‌against‌‌the‌‌good,‌‌the‌‌double‌‌is‌‌the‌‌evil,‌‌and‌‌so‌‌onwards.‌‌Thereby,‌‌                                   

the‌ ‌‌Doppelgänger‌ ‌is‌ ‌predominantly‌ ‌characterized‌ ‌with‌ ‌negative‌ ‌attributes,‌ ‌as‌ ‌it‌ ‌stands‌ ‌for‌‌                       

multiple‌ ‌forms‌ ‌of‌ ‌psychopathology,‌ ‌fixations‌ ‌in‌ ‌primitive‌ ‌stages‌ ‌in‌ ‌the‌ ‌development‌ ‌of‌ ‌the‌‌                         

ego,‌ ‌narcissism,‌ ‌the‌ ‌return‌ ‌of‌ ‌repressed‌ ‌drives‌ ‌which‌ ‌hinder‌ ‌healthy‌ ‌forms‌ ‌of‌ ‌sociability,‌‌                         

excessive‌‌pride,‌‌moral‌‌deviation,‌‌superstition,‌‌taboo,‌‌signs‌‌of‌‌impending‌‌death,‌‌evil‌‌otherness,‌‌                       

and‌‌the‌‌like.‌‌In‌‌a‌‌certain‌‌sense,‌‌the‌‌original‌‌ambivalence‌‌of‌‌the‌‌double‌‌is‌‌exchanged‌‌in‌‌favor‌‌                                 

of‌‌its‌‌description‌‌as‌‌an‌‌embodiment‌‌of‌‌cultural‌‌anxiety‌‌or‌‌monstrous‌‌deviation‌‌(even‌‌when‌‌the‌‌                             

double‌‌is‌‌supposed‌‌to‌‌stand‌‌in‌‌for‌‌a‌‌character’s‌‌detached‌‌moral‌‌consciousness,‌‌its‌‌persecutory‌‌                           

agenda‌‌reverses‌‌its‌‌moralized‌‌attitude‌‌into‌‌a‌‌monstrous‌‌one);‌‌as‌‌a‌‌consequence,‌‌its‌‌arrival‌‌will‌‌                             

bring‌ ‌along‌ ‌fear‌ ‌and‌ ‌uncanny‌ ‌terror.‌ ‌ 

In‌ ‌light‌ ‌of‌ ‌this‌ ‌brief‌ ‌explanation‌ ‌of‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌‌in‌ ‌gothic‌                           

fiction,‌ ‌it‌ ‌will‌ ‌be‌ ‌possible‌ ‌to‌ ‌argue‌ ‌that‌ ‌Daniel‌ ‌Levine’s‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌‌Hyde‌‌                           

operates‌ ‌a‌ ‌systematic‌‌parodic‌‌inversion‌‌of‌‌the‌‌double‌‌motif,‌‌which‌‌branches‌‌out‌‌into‌‌several‌‌                           

stances‌‌of‌‌formal‌‌reconfiguration‌‌and‌‌ideological‌‌ex-centric‌‌questioning.‌‌The‌‌most‌‌prominent‌‌                     

index‌ ‌of‌ ‌formal‌ ‌parodic‌ ‌inversion‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌ ‌Levine’s‌ ‌novel‌ ‌lies‌ ‌in‌ ‌the‌‌                           

narrative’s‌ ‌strategies‌ ‌of‌ ‌focalization.‌ ‌As‌ ‌scholar‌ ‌Elaine‌ ‌Showalter‌ ‌(1991,‌ ‌p.‌ ‌113)‌ ‌observes,‌‌                       

amongst‌ ‌the‌ ‌multiplicity‌ ‌of‌ ‌voices‌ ‌that‌ ‌conflate‌ ‌in‌ ‌Stevenson’s‌ ‌‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌,‌ ‌a‌‌                             

pivotal‌‌perspective‌‌is‌‌missing‌‌—‌‌that‌‌of‌‌Edward‌‌Hyde‌‌himself,‌‌Jekyll’s‌‌‌Doppelgänger‌,‌‌whose‌                         

story‌ ‌is‌ ‌only‌‌told‌‌through‌‌the‌‌voices‌‌of‌‌others:‌‌Jekyll,‌‌Utterson,‌‌Lanyon,‌‌Enfield,‌‌Poole,‌‌and‌‌                             

even‌‌the‌‌eyewitness‌‌of‌‌Sir‌‌Danvers‌‌Carew’s‌‌murder.‌‌The‌‌absence‌‌is‌‌not‌‌unusual:‌‌narratives‌‌of‌‌                             

the‌ ‌‌Doppelgänger‌,‌ ‌in‌ ‌particular‌ ‌in‌ ‌the‌ ‌nineteenth‌ ‌century,‌ ‌‌tend‌ ‌to‌ ‌be‌ ‌focalized‌ ‌from‌ ‌the‌‌                           

perspective‌ ‌of‌ ‌the‌ ‌persecuted‌ ‌self.‌ ‌However,‌ ‌it‌ ‌has‌ ‌been‌ ‌noted‌ ‌by‌ ‌several‌ ‌scholars,‌ ‌Fred‌‌                           

Botting‌ ‌(2008,‌ ‌p.‌ ‌46)‌ ‌and‌ ‌Catherine‌ ‌Spooner‌ ‌‌(2006,‌ ‌p.‌ ‌70)‌ ‌included,‌ ‌that‌ ‌the‌ ‌postmodern‌‌                           

gothic‌ ‌often‌ ‌reveals‌ ‌an‌ ‌interest‌ ‌in‌ ‌the‌ ‌monster’s‌ ‌perspective‌ ‌on,‌‌and‌‌potential‌‌subversion‌‌of‌‌                           

the‌ ‌subject‌ ‌matter‌ ‌of‌ ‌their‌ ‌monstrosity.‌ ‌The‌ ‌postmodern‌ ‌gothic,‌ ‌it‌ ‌could‌ ‌be‌ ‌said,‌ ‌frequently‌‌                           

holds‌ ‌the‌ ‌category‌ ‌of‌ ‌the‌ ‌monster‌ ‌to‌ ‌critical‌ ‌examination‌ ‌‌vis-à-vis‌ ‌‌strategies‌ ‌of‌ ‌parodic‌‌                         

inversion.‌ ‌In‌ ‌the‌ ‌particular‌ ‌case‌ ‌of‌ ‌interest‌ ‌to‌ ‌this‌ ‌chapter,‌ ‌in‌ ‌order‌ ‌to‌ ‌parodically‌ ‌establish‌‌                             

itself‌ ‌as‌ ‌the‌ ‌inversion‌ ‌of‌ ‌the‌ ‌original,‌‌Levine’s‌‌version‌‌of‌‌the‌‌strange‌‌case‌‌is‌‌narrated‌‌by‌‌the‌‌                                 

voice‌ ‌which‌ ‌has‌ ‌not‌‌been‌‌heard‌‌thus‌‌far:‌‌that‌‌of‌‌Edward‌‌Hyde,‌‌now‌‌upgraded‌‌from‌‌silenced‌‌                               

alter‌ ‌ego‌ ‌to‌ ‌loquacious‌ ‌self‌ ‌in‌ ‌his‌ ‌own‌ ‌right.‌ ‌ 

The‌ ‌parodic‌ ‌intent‌ ‌is‌ ‌thus‌ ‌aimed‌ ‌at‌ ‌contesting‌ ‌the‌ ‌account‌ ‌of‌ ‌Hyde’s‌ ‌alterity‌ ‌and‌‌                           

monstrosity‌‌given‌‌in‌‌Stevenson’s‌‌novel.‌‌It‌‌must‌‌be‌‌recalled‌‌that,‌‌in‌‌the‌‌original‌‌account‌‌of‌‌the‌‌                               

Strange‌ ‌Case‌,‌ ‌whereas‌ ‌Jekyll,‌ ‌like‌ ‌all‌ ‌humans,‌ ‌claims‌ ‌to‌ ‌be‌ ‌“commingled‌ ‌out‌ ‌of‌ ‌good‌ ‌and‌‌                             

evil”,‌‌Hyde‌‌is‌‌minimized‌‌as‌‌“pure‌‌evil”‌‌(STEVENSON,‌‌1991,‌‌p.‌‌45).‌‌In‌‌truth,‌‌whatever‌‌little‌‌                             
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is‌‌known‌‌about‌‌Hyde‌‌serves‌‌the‌‌purpose‌‌of‌‌characterizing‌‌him‌‌as‌‌a‌‌stereotypically‌‌evil‌‌gothic‌‌                             

monster.‌ ‌Enfield‌ ‌describes‌ ‌him‌ ‌as‌ ‌“some‌ ‌damned‌ ‌Juggernaut”‌ ‌to‌ ‌whom‌ ‌his‌ ‌peers‌ ‌take‌ ‌a‌‌                           

loathing‌ ‌at‌ ‌first‌ ‌sight,‌ ‌going‌ ‌so‌ ‌far‌ ‌as‌ ‌“turn‌ ‌sick‌ ‌and‌ ‌white‌ ‌with‌ ‌the‌ ‌desire‌ ‌to‌ ‌kill‌ ‌him”‌‌                                   

(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌3).‌ ‌Utterson,‌ ‌too,‌ ‌notices‌ ‌a‌ ‌churning‌‌at‌‌the‌‌stomach,‌‌an‌‌“unknown‌‌                           

disgust,‌ ‌loathing,‌ ‌and‌ ‌fear”‌ ‌at‌ ‌the‌ ‌sheer‌ ‌sight‌ ‌of‌ ‌Hyde;‌ ‌he‌ ‌describes‌ ‌him‌ ‌as‌ ‌“pale‌ ‌and‌‌                               

dwarfish”,‌ ‌giving‌ ‌an‌ ‌“impression‌ ‌of‌ ‌deformity‌ ‌without‌ ‌any‌ ‌nameable‌ ‌malformation”‌‌                   

(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌10).‌ ‌The‌ ‌maid-servant‌‌witness‌‌in‌‌the‌‌Carew‌‌murder‌‌case‌‌describes‌‌                         

how‌ ‌Hyde‌ ‌breaks‌ ‌out‌ ‌“in‌ ‌a‌ ‌great‌ ‌flame‌ ‌of‌ ‌anger‌ ‌[...]‌ ‌carrying‌ ‌on‌ ‌like‌ ‌a‌ ‌madman‌ ‌[...]‌ ‌with‌‌                                   

ape-like‌ ‌fury”‌ ‌(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌14).‌ ‌Poole‌ ‌describes‌ ‌him‌ ‌as‌ ‌an‌ ‌inhuman‌ ‌“thing”‌‌                         

(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌31)‌ ‌and‌ ‌Lanyon‌ ‌as‌ ‌a‌ ‌creature‌ ‌who‌ ‌has‌ ‌“something‌ ‌abnormal‌ ‌and‌‌                           

misbegotten”‌ ‌to‌ ‌his‌ ‌very‌ ‌essence,‌ ‌“something‌ ‌seizing,‌ ‌surprising,‌ ‌and‌ ‌revolting”‌‌                   

(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌39).‌ ‌Jekyll,‌ ‌finally,‌ ‌describes‌ ‌his‌‌alter‌‌ego‌‌as‌‌a‌‌despicable‌‌creature‌‌                           

who‌ ‌is‌ ‌“inherently‌ ‌maligned‌ ‌and‌ ‌villainous”,‌ ‌with‌ ‌a‌ ‌self-centered‌ ‌disposition‌ ‌towards‌ ‌the‌‌                       

“monstrous”‌‌(STEVENSON,‌‌1991,‌‌p.‌‌46).‌‌Ouch!‌‌There‌‌is‌‌nothing‌‌redeeming‌‌in‌‌Hyde‌‌‌per‌‌the‌‌                           

description‌ ‌given‌ ‌by‌ ‌his‌ ‌foes,‌ ‌and‌ ‌even‌ ‌if‌ ‌a‌ ‌reader‌ ‌clings‌ ‌to‌ ‌certain‌ ‌inconsistencies‌ ‌in‌ ‌his‌‌                               

characterization‌‌—‌‌for‌‌example,‌‌why‌‌should‌‌Hyde‌‌ever‌‌choose‌‌to‌‌reverse‌‌to‌‌Jekyll‌‌if‌‌he‌‌were‌‌                               

pure‌ ‌egotistic‌ ‌evil?‌ ‌—‌ ‌it‌ ‌is‌ ‌the‌ ‌overbearing‌ ‌portrayal‌ ‌of‌ ‌monstrosity‌ ‌which‌ ‌predominates.‌‌ ‌  

There‌ ‌are‌ ‌several‌ ‌episodes‌ ‌in‌ ‌‌Hyde‌ ‌‌in‌ ‌which‌ ‌the‌ ‌canonical‌ ‌report‌ ‌of‌ ‌Hyde’s‌‌                         

monstrosity‌ ‌is‌ ‌parodically‌ ‌inverted.‌ ‌That‌ ‌does‌ ‌not‌ ‌necessarily‌ ‌entail‌ ‌that‌ ‌he‌ ‌will‌ ‌present‌‌                         

himself‌‌as‌‌a‌‌heavenly‌‌angel‌‌free‌‌of‌‌sinful‌‌impulses‌‌—‌‌that‌‌might‌‌have‌‌been‌‌a‌‌cynical‌‌strategy,‌‌                                 

but‌‌hardly‌‌an‌‌ironic‌‌one‌‌—,‌‌but‌‌rather‌‌that‌‌he‌‌will‌‌regain‌‌some‌‌of‌‌the‌‌ambiguous‌‌complexity‌‌                                 

of‌‌the‌‌‌Doppelgänger‌‌‌which‌‌is‌‌lost‌‌in‌‌Stevenson’s‌‌novella.‌‌That‌‌is‌‌the‌‌case,‌‌for‌‌instance,‌‌with‌‌                               

his‌‌version‌‌of‌‌the‌‌story‌‌of‌‌the‌‌door‌‌which‌‌sets‌‌in‌‌motion‌‌the‌‌events‌‌that‌‌will‌‌eventually‌‌lead‌‌to‌‌                                     

his‌‌and‌‌Jekyll’s‌‌undoing.‌‌In‌‌Stevenson’s‌‌novel,‌‌the‌‌story‌‌is‌‌recounted‌‌by‌‌Enfield‌‌in‌‌less‌‌than‌‌                               

endearing‌ ‌terms:‌‌ ‌  

‌ 

All‌ ‌at‌ ‌once,‌ ‌I‌ ‌saw‌ ‌two‌ ‌figures:‌ ‌one‌ ‌a‌ ‌little‌ ‌man‌ ‌who‌ ‌was‌ ‌stumping‌ ‌along‌‌                             
eastward‌‌at‌‌a‌‌good‌‌walk,‌‌and‌‌the‌‌other‌‌a‌‌girl‌‌of‌‌maybe‌‌eight‌‌or‌‌ten‌‌who‌‌was‌‌                                 
running‌ ‌as‌ ‌hard‌ ‌as‌ ‌she‌ ‌was‌ ‌able‌ ‌down‌ ‌a‌‌cross‌‌street.‌‌Well,‌‌sir,‌‌the‌‌two‌‌ran‌‌                               
into‌ ‌one‌ ‌another‌‌naturally‌‌enough‌‌at‌‌the‌‌corner;‌‌and‌‌then‌‌came‌‌the‌‌horrible‌‌                         
part‌‌of‌‌the‌‌thing;‌‌for‌‌the‌‌man‌‌trampled‌‌calmly‌‌over‌‌the‌‌child’s‌‌body‌‌and‌‌left‌‌                             
her‌‌screaming‌‌on‌‌the‌‌ground.‌‌It‌‌sounds‌‌nothing‌‌to‌‌hear,‌‌but‌‌it‌‌was‌‌hellish‌‌to‌‌                             
see.‌ ‌(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌2-3).‌ ‌ 

‌ 

The‌ ‌violent‌ ‌stamping‌ ‌upon‌ ‌the‌ ‌child’s‌ ‌body‌ ‌is‌ ‌a‌ ‌disturbing‌ ‌image‌ ‌in‌ ‌itself;‌ ‌yet,‌ ‌its‌‌                             

unsaid‌ ‌undercurrent‌ ‌is‌ ‌even‌ ‌more‌ ‌distressing:‌ ‌it‌ ‌is‌ ‌arguable‌ ‌that,‌ ‌to‌ ‌the‌‌Victorian‌‌readers‌‌of‌‌                             
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1886,‌ ‌the‌ ‌scene‌‌would‌‌have‌‌immediately‌‌connoted‌‌Hyde‌‌as‌‌a‌‌pedophile,‌‌hence‌‌the‌‌tramping‌‌                           

over‌ ‌the‌ ‌child‌ ‌serving‌ ‌as‌ ‌a‌ ‌subtle‌ ‌metaphor‌ ‌of‌ ‌sexual‌ ‌violation.‌ ‌A‌ ‌brief‌ ‌parenthesis‌ ‌is‌‌                             

necessary‌ ‌in‌ ‌order‌ ‌to‌ ‌clarify‌ ‌the‌ ‌argument.‌ ‌In‌ ‌1885,‌ ‌a‌ ‌year‌ ‌prior‌ ‌to‌ ‌the‌ ‌publication‌ ‌of‌‌                               

Stevenson’s‌‌‌Doppelgänger‌‌‌novella,‌‌London‌‌witnessed‌‌the‌‌eclosion‌‌of‌‌the‌‌“Maiden‌‌Tribute‌‌of‌‌                       

Modern‌ ‌Babylon”,‌ ‌a‌ ‌series‌ ‌of‌ ‌scandalous‌ ‌newspaper‌ ‌essays‌ ‌authored‌ ‌by‌ ‌journalist‌ ‌William‌‌                       

Thomas‌‌Stead‌‌and‌‌published‌‌in‌‌the‌‌‌Pall‌‌Mall‌‌Gazette‌,‌‌of‌‌which‌‌Stead‌‌was‌‌the‌‌editor,‌‌between‌‌                               

the‌ ‌4th‌ ‌and‌ ‌the‌ ‌13th‌ ‌of‌ ‌July,‌ ‌1885‌10‌.‌ ‌In‌ ‌the‌ ‌articles,‌ ‌now‌ ‌considered‌ ‌by‌ ‌historian‌ ‌Judith‌ ‌R.‌‌                                 

Walkowitz‌ ‌(1992,‌ ‌p.‌ ‌81)‌ ‌as‌ ‌“one‌ ‌of‌ ‌the‌ ‌most‌ ‌successful‌ ‌pieces‌‌of‌‌scandal‌‌journalism‌‌of‌‌the‌‌                               

nineteenth‌ ‌century”,‌ ‌Stead‌ ‌denounced‌ ‌in‌ ‌inflammatory‌ ‌language‌ ‌the‌ ‌sex‌ ‌traffic‌ ‌in‌ ‌young‌‌                       

virgins‌‌from‌‌the‌‌lower‌‌social‌‌classes‌‌of‌‌London,‌‌in‌‌the‌‌second‌‌half‌‌of‌‌the‌‌1800s.‌‌He‌‌revealed‌‌                                 

that‌‌the‌‌practice‌‌of‌‌buying‌‌and‌‌selling‌‌children‌‌for‌‌sexual‌‌abuse‌‌was‌‌a‌‌commonplace‌‌activity‌‌                             

in‌ ‌Londonian‌ ‌brothels,‌ ‌one‌ ‌which‌ ‌was‌ ‌shamelessly‌ ‌sponsored‌ ‌by‌ ‌gentlemen‌ ‌from‌ ‌the‌‌                       

upper-middle‌ ‌class.‌ ‌The‌ ‌purchase‌ ‌of‌ ‌virgins,‌ ‌he‌ ‌related,‌ ‌was‌ ‌accomplished‌‌with‌‌recourse‌‌to‌‌                         

the‌ ‌invaluable‌ ‌services‌ ‌of‌ ‌a‌ ‌complex‌ ‌network‌ ‌of‌ ‌characters:‌ ‌procuresses‌ ‌who‌ ‌mediated‌ ‌the‌‌                         

negotiation‌ ‌of‌ ‌girls,‌ ‌doctors‌ ‌who‌ ‌attested‌ ‌for‌ ‌their‌ ‌maidenhead,‌ ‌and‌ ‌bawds‌ ‌in‌ ‌charge‌ ‌of‌‌                           

brothels‌ ‌equipped‌ ‌with‌‌padded‌‌rooms,‌‌wherein‌‌the‌‌child’s‌‌cries‌‌of‌‌pain‌‌would‌‌be‌‌muffled‌‌as‌‌                             

they‌‌were‌‌raped.‌‌In‌‌order‌‌to‌‌prove‌‌the‌‌veracity‌‌of‌‌his‌‌claims,‌‌which‌‌were‌‌often‌‌passed‌‌upon‌‌as‌‌                                   

something‌ ‌of‌ ‌urban‌ ‌lore,‌ ‌Stead‌ ‌went‌ ‌so‌ ‌far‌ ‌as‌ ‌enlisting‌ ‌a‌ ‌procuress‌‌and‌‌a‌‌doctor‌‌to‌‌provide‌‌                                 

him‌ ‌with‌‌a‌‌virgin‌‌child,‌‌for‌‌which‌‌he‌‌was‌‌subsequently‌‌tried‌‌and‌‌convicted‌‌to‌‌a‌‌three-month‌‌                               

stay‌ ‌in‌ ‌prison.‌ ‌As‌ ‌Walkowitz‌ ‌(1992,‌ ‌p.‌ ‌82)‌ ‌explains,‌ ‌the‌ ‌publication‌ ‌of‌ ‌the‌ ‌articles‌ ‌and‌ ‌the‌‌                               

disclosing‌ ‌of‌ ‌Stead’s‌ ‌unconventional‌ ‌fact-checking‌ ‌methods‌ ‌provoked‌ ‌a‌ ‌strong‌ ‌public‌‌                   

commotion‌ ‌which‌ ‌resonated‌ ‌internationally.‌ ‌It‌ ‌ultimately‌ ‌led‌ ‌to‌ ‌the‌ ‌passing‌ ‌of‌ ‌several‌‌                       

age-of-consent‌‌bills‌‌that‌‌had‌‌languished‌‌in‌‌the‌‌English‌‌Parliament‌‌for‌‌years,‌‌after‌‌which‌‌Stead‌‌                           

emerged‌ ‌as‌ ‌a‌ ‌martyr‌ ‌to‌ ‌the‌ ‌causes‌ ‌of‌ ‌social‌ ‌justice‌ ‌and‌ ‌purity.‌ ‌ 

Several‌‌portions‌‌of‌‌Stead’s‌‌articles‌‌figure‌‌in‌‌‌Hyde‌‌‌verbatim,‌‌while‌‌the‌‌overall‌‌climate‌‌                         

of‌ ‌popular‌ ‌uprising‌ ‌in‌ ‌the‌ ‌aftermath‌ ‌of‌ ‌their‌ ‌publication‌ ‌is‌ ‌a‌ ‌considerable‌ ‌force‌ ‌of‌ ‌plot‌‌                             

development‌ ‌in‌ ‌the‌ ‌novel.‌ ‌Written‌ ‌in‌ ‌metaphors‌ ‌of‌ ‌how‌ ‌the‌ ‌heart‌ ‌of‌‌London‌‌was‌‌a‌‌modern‌‌                               

Crete,‌ ‌inhabited‌ ‌by‌ ‌a‌ ‌lustful‌ ‌Londonian‌ ‌Minotaur‌‌fed‌‌virginal‌‌tributes‌‌by‌‌nightfall,‌‌the‌‌third‌‌                           

chapter‌‌in‌‌Stead’s‌‌chronicles‌‌of‌‌English‌‌lewdness,‌‌published‌‌in‌‌the‌‌8th‌‌of‌‌July,‌‌1885,‌‌singles‌‌                             

out‌‌a‌‌“Dr.‌‌—,‌‌now‌‌retired‌‌from‌‌his‌‌profession‌‌and‌‌free‌‌to‌‌devote‌‌his‌‌fortune‌‌and‌‌leisure‌‌to‌‌the‌‌                                     

ruin‌ ‌of‌ ‌maids”,‌ ‌and‌ ‌a‌ ‌“Mr.‌ ‌—,‌ ‌another‌ ‌wealthy‌ ‌man,‌ ‌whose‌ ‌whole‌ ‌life‌ ‌is‌ ‌dedicated‌ ‌to‌ ‌the‌‌                                 

gratification‌ ‌of‌ ‌lust”,‌ ‌as‌ ‌the‌ ‌most‌ ‌dissolute‌ ‌patrons‌ ‌of‌ ‌juvenile‌ ‌prostitution‌ ‌in‌ ‌London.‌ ‌The‌‌                           

suppression‌‌of‌‌names‌‌for‌‌modesty,‌‌although‌‌typical‌‌of‌‌Victorian‌‌narrative‌‌conventions,‌‌serves‌‌                       

10 ‌Available‌ ‌at:‌ ‌‌https://www.attackingthedevil.co.uk/pmg/tribute/‌.‌ ‌Access:‌ ‌03/15/2021.‌ ‌ 

https://www.attackingthedevil.co.uk/pmg/tribute/


119‌ ‌ 

a‌ ‌political‌ ‌purpose‌ ‌in‌ ‌Stead’s‌‌narrative:‌‌in‌‌order‌‌to‌‌draw‌‌his‌‌reader’s‌‌attention‌‌to‌‌the‌‌alleged‌‌                               

crimes‌ ‌of‌ ‌upper-middle‌ ‌class‌ ‌gentlemen,‌ ‌whom‌ ‌he‌ ‌places‌ ‌under‌ ‌the‌ ‌spotlight‌ ‌as‌ ‌the‌ ‌prime‌‌                           

benefactors‌ ‌of‌ ‌maiden‌ ‌prostitution,‌ ‌suffice‌ ‌it‌ ‌to‌ ‌invoke‌ ‌signs‌ ‌of‌ ‌social‌ ‌standing‌ ‌and‌‌                         

respectability,‌ ‌such‌ ‌as‌ ‌those‌ ‌enclosed‌‌in‌‌the‌‌vocative‌‌Dr.‌‌In‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌however,‌‌                           

Stead’s‌ ‌reticence‌ ‌is‌ ‌timely‌ ‌appropriated‌ ‌as‌ ‌a‌ ‌backhanded‌ ‌evocation‌ ‌of‌ ‌Stevenson’s‌ ‌pair‌ ‌of‌‌                         

degenerate‌ ‌characters:‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde,‌ ‌potential‌‌candidates‌‌to‌‌the‌‌chair‌‌of‌‌London‌‌                           

Minotaurs.‌ ‌ 

What‌‌Hyde‌‌strives‌‌to‌‌do‌‌in‌‌his‌‌version‌‌of‌‌the‌‌episode‌‌is‌‌undercut‌‌Enfield’s‌‌perspective‌‌                             

by‌ ‌offering‌ ‌a‌ ‌parallel‌ ‌account‌ ‌in‌ ‌which‌ ‌he‌ ‌characterizes‌ ‌himself,‌ ‌if‌ ‌not‌ ‌as‌ ‌a‌ ‌victim‌ ‌of‌‌                               

circumstances,‌ ‌at‌ ‌least‌ ‌as‌ ‌something‌ ‌less‌ ‌than‌ ‌a‌ ‌purely‌ ‌evil‌ ‌pedophile:‌ ‌ 

‌ 

I‌ ‌was‌ ‌gazing‌ ‌upward‌ ‌as‌ ‌I‌ ‌turned‌ ‌the‌ ‌corner‌ ‌onto‌‌Castle‌‌Street,‌‌and‌‌when‌‌I‌‌                             
heard‌ ‌the‌ ‌quick‌ ‌slap‌ ‌of‌ ‌bare‌ ‌feet‌ ‌on‌ ‌stones‌ ‌I‌ ‌spun‌ ‌out‌‌in‌‌surprise.‌‌A‌‌small‌‌                               
hurtling‌ ‌body‌ ‌hit‌ ‌me‌ ‌in‌ ‌the‌ ‌belly‌ ‌with‌ ‌a‌ ‌yelp.‌ ‌ 
It‌ ‌was‌‌a‌‌girl.‌‌I‌‌caught‌‌her‌‌arms‌‌and‌‌hoisted‌‌her‌‌into‌‌the‌‌air,‌‌as‌‌if‌‌I‌‌were‌‌her‌‌                                     
father‌ ‌returned‌ ‌from‌‌distant‌‌travels.‌‌A‌‌black‌‌tangled‌‌mane‌‌covered‌‌her‌‌face‌‌                       
as‌‌she‌‌squirmed‌‌in‌‌my‌‌grip,‌‌kicking‌‌her‌‌naked‌‌feet‌‌at‌‌nothing.‌‌She‌‌wore‌‌only‌‌                             
a‌‌nightshirt.‌‌I‌‌could‌‌feel‌‌her‌‌sliding‌‌skin‌‌prickled‌‌into‌‌points.‌‌Where‌‌was‌‌she‌‌                           
going,‌‌dressed‌‌like‌‌this,‌‌with‌‌no‌‌shoes,‌‌in‌‌such‌‌a‌‌hurry?‌‌‌Easy,‌‌lassie‌,‌‌I‌‌said,‌‌                             
giving‌‌her‌‌a‌‌shake.‌‌She‌‌stopped‌‌struggling.‌‌Through‌‌her‌‌tresses‌‌she‌‌breathed‌‌                       
fiercely‌‌at‌‌me,‌‌a‌‌frightened,‌‌defiant‌‌animal.‌‌I‌‌caught‌‌a‌‌hint‌‌of‌‌odour‌‌from‌‌her‌‌                             
nightclothes,‌‌medicinal,‌‌urinous,‌‌obscurely‌‌arousing.‌‌Then‌‌she‌‌shrieked‌‌and‌‌                 
kicked‌‌me‌‌square‌‌between‌‌my‌‌legs.‌‌I‌‌dropped‌‌her,‌‌doubling‌‌over‌‌with‌‌belly‌‌                         
nausea,‌ ‌and‌ ‌she‌ ‌fell‌ ‌and‌ ‌tripped‌ ‌backward‌ ‌onto‌ ‌the‌ ‌stones.‌ ‌As‌ ‌she‌‌tried‌‌to‌‌                           
scramble‌ ‌up,‌ ‌I‌ ‌put‌ ‌my‌ ‌foot‌ ‌down‌ ‌on‌ ‌her‌ ‌chest.‌ ‌ 
I‌‌did‌‌not‌‌‌stamp‌‌‌on‌‌her,‌‌as‌‌everyone‌‌would‌‌later‌‌accuse‌‌me‌‌of‌‌doing.‌‌I‌‌placed‌‌                               
my‌ ‌foot‌ ‌lightly‌ ‌on‌ ‌her‌ ‌chest,‌ ‌with‌ ‌just‌‌enough‌‌pressure‌‌to‌‌pin‌‌her‌‌down.‌‌It‌‌                             
was‌ ‌reflex,‌ ‌like‌ ‌stepping‌‌on‌‌a‌‌news‌‌sheet‌‌before‌‌the‌‌wind‌‌snatches‌‌it‌‌away.‌‌                           
The‌‌girl‌‌beat‌‌at‌‌my‌‌leg‌‌with‌‌tiny‌‌fists.‌‌I‌‌could‌‌feel‌‌her‌‌frail‌‌rib‌‌cage‌‌under‌‌my‌‌                                   
boot‌ ‌sole.‌ ‌I‌ ‌returned‌ ‌her‌ ‌glower‌ ‌a‌ ‌moment,‌ ‌then‌ ‌stepped‌ ‌off‌ ‌and‌ ‌hobbled‌‌                         
away,‌ ‌my‌ ‌lower‌ ‌belly‌ ‌and‌ ‌bollocks‌ ‌sick‌ ‌with‌ ‌that‌‌specific‌‌pain.‌‌(LEVINE,‌‌                       
2014,‌ ‌p.‌ ‌7-8).‌ ‌ 

‌ 

It‌ ‌is‌ ‌interesting‌ ‌to‌ ‌notice‌ ‌how‌ ‌Hyde‌ ‌reclaims‌ ‌the‌ ‌use‌ ‌of‌ ‌the‌ ‌pronoun‌ ‌“I”‌ ‌in‌ ‌his‌‌                               

description‌ ‌of‌ ‌the‌ ‌episode,‌ ‌so‌ ‌as‌ ‌to‌ ‌assume‌ ‌responsibility‌ ‌as‌ ‌a‌‌distinct‌‌self,‌‌endowed‌‌with‌‌a‌‌                               

personality‌‌of‌‌his‌‌own‌‌and‌‌the‌‌capacity‌‌of‌‌reasoning‌‌and‌‌making‌‌moral‌‌decisions.‌‌All‌‌through‌‌                             

the‌‌narrative,‌‌the‌‌complex‌‌interaction‌‌between‌‌Jekyll‌‌and‌‌Hyde‌‌will‌‌be‌‌delimited‌‌by‌‌the‌‌use‌‌of‌‌                               

pronouns:‌ ‌I/me‌ ‌and‌ ‌he/him‌ ‌for‌ ‌when‌ ‌the‌ ‌characters‌ ‌diverge,‌ ‌and‌‌we/us‌‌for‌‌when‌‌they‌‌share‌‌                             

motivations‌ ‌and‌ ‌experiences.‌ ‌In‌ ‌his‌ ‌account,‌‌Hyde‌‌ostensibly‌‌claims‌‌that‌‌he‌‌did‌‌not‌‌trample‌‌                           

over‌‌the‌‌girl,‌‌i.‌‌e.,‌‌that‌‌he‌‌did‌‌not‌‌violate‌‌her;‌‌yet,‌‌the‌‌ironic‌‌brilliancy‌‌of‌‌the‌‌postmodern‌‌take‌‌                                     

on‌ ‌the‌ ‌scene‌ ‌is‌ ‌that‌ ‌he‌ ‌cannot‌ ‌help‌ ‌but‌ ‌intimate‌ ‌his‌ ‌monstrosity‌ ‌in‌ ‌other,‌ ‌vaguer‌ ‌ways.‌‌His‌‌                                 

claim‌ ‌is‌ ‌specifically‌ ‌counteracted‌ ‌by‌ ‌his‌ ‌unsettling‌ ‌description‌ ‌of‌ ‌the‌ ‌child‌ ‌as‌ ‌an‌‌eroticized‌‌                           
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being.‌ ‌Her‌ ‌tangled‌ ‌hair,‌ ‌her‌ ‌squirming‌ ‌body,‌ ‌her‌ ‌heavy‌ ‌breathing,‌ ‌her‌ ‌kicking‌ ‌legs‌ ‌and‌‌                           

pointing‌‌feet,‌‌are‌‌all‌‌evocative‌‌of‌‌the‌‌pangs‌‌and‌‌contortions‌‌of‌‌a‌‌body‌‌on‌‌the‌‌brink‌‌of‌‌orgasm;‌‌                                   

so‌ ‌is‌ ‌her‌ ‌seminakedness,‌ ‌so‌ ‌is‌ ‌the‌ ‌frailty‌ ‌of‌ ‌her‌ ‌relatively‌ ‌nude‌ ‌torso,‌ ‌so‌ ‌is‌ ‌the‌ ‌“obscurely‌‌                                 

arousing”‌ ‌odor‌ ‌of‌ ‌her‌ ‌bodily‌ ‌fluids;‌ ‌and‌ ‌so,‌ ‌finally,‌ ‌is‌ ‌Hyde’s‌ ‌“specific‌ ‌pain”‌ ‌in‌ ‌the‌ ‌lower‌‌                               

belly‌ ‌and‌ ‌bollocks‌ ‌—‌ ‌which‌ ‌is‌ ‌as‌ ‌specific‌ ‌to‌ ‌being‌ ‌kicked‌ ‌as‌ ‌it‌ ‌is‌ ‌to‌ ‌being‌‌on‌‌the‌‌verge‌‌of‌‌                                       

ejaculation.‌ ‌In‌‌light‌‌of‌‌subsequent‌‌developments,‌‌the‌‌metaphor‌‌of‌‌a‌‌foot‌‌stepping‌‌down‌‌on‌‌a‌‌                             

news‌ ‌sheet‌ ‌is‌ ‌uncannily‌ ‌anticipatory‌ ‌of‌ ‌Hyde’s‌ ‌later‌ ‌association‌ ‌as‌ ‌the‌ ‌ringleader‌ ‌of‌ ‌the‌‌                           

pedophile‌ ‌clan‌ ‌inhabiting‌ ‌the‌ ‌labyrinths‌ ‌of‌ ‌London.‌ ‌ 

All‌ ‌in‌ ‌all,‌ ‌the‌ ‌paradox‌ ‌structured‌ ‌between‌ ‌what‌ ‌Hyde‌ ‌says‌ ‌‌versus‌ ‌what‌ ‌he‌ ‌may‌ ‌be‌‌                             

saying‌‌in‌‌spite‌‌of‌‌himself‌‌does‌‌little‌‌to‌‌ensure‌‌he‌‌will‌‌clear‌‌out‌‌his‌‌name;‌‌it‌‌may‌‌in‌‌fact‌‌worsen‌‌                                       

his‌‌prospects,‌‌as‌‌it‌‌reinforces‌‌to‌‌a‌‌postmodern‌‌reader‌‌that‌‌Hyde‌‌may‌‌indeed‌‌be‌‌cradling‌‌many‌‌                               

a‌‌monstrous‌‌desire‌‌in‌‌his‌‌bosom.‌‌In‌‌the‌‌end,‌‌it‌‌is‌‌not‌‌that‌‌the‌‌passage‌‌clearly‌‌declares‌‌Hyde’s‌‌                                   

monstrosity;‌‌it‌‌is‌‌instead‌‌that‌‌it‌‌raises‌‌the‌‌possibility‌‌in‌‌the‌‌very‌‌act‌‌of‌‌denying‌‌it,‌‌which‌‌keeps‌‌                                   

readers‌ ‌in‌ ‌a‌ ‌stage‌ ‌of‌ ‌ambiguity,‌ ‌hence‌ ‌doubt.‌ ‌The‌ ‌passage‌ ‌thus‌ ‌recaptures‌ ‌some‌ ‌of‌ ‌the‌‌                             

ambivalence‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌as‌ ‌Hyde‌ ‌is‌ ‌presented,‌ ‌in‌ ‌terms‌ ‌similar‌ ‌to‌ ‌Jekyll‌ ‌in‌‌                           

Stevenson’s‌ ‌version,‌ ‌as‌ ‌an‌ ‌unstable‌ ‌commingling‌ ‌of‌ ‌potential‌ ‌good‌ ‌and‌ ‌evil‌ ‌rather‌ ‌than‌ ‌as‌‌                           

pure‌‌evil.‌‌The‌‌play‌‌of‌‌difference‌‌and‌‌similarity,‌‌of‌‌difference‌‌at‌‌the‌‌heart‌‌of‌‌similarity‌‌—‌‌or,‌‌it‌‌                                   

may‌ ‌be‌ ‌said,‌ ‌monstrosity‌ ‌at‌ ‌the‌ ‌heart‌ ‌of‌ ‌innocence‌ ‌—‌ ‌thus‌ ‌structured‌ ‌between‌ ‌parodic‌ ‌and‌‌                             

parodied‌‌accounts‌‌is‌‌the‌‌parodic‌‌play‌‌of‌‌the‌‌postmodern‌‌gothic.‌‌In‌‌‌Hyde‌,‌‌the‌‌play‌‌is‌‌intended‌‌                               

to‌‌keep‌‌the‌‌reader‌‌guessing,‌‌constantly‌‌engaged‌‌in‌‌an‌‌activity‌‌of‌‌textual‌‌mystery-solving,‌‌and‌‌                           

constantly‌‌shifting‌‌their‌‌perspective‌‌to‌‌adjust‌‌their‌‌expectations‌‌to‌‌the‌‌stakes‌‌of‌‌each‌‌situation.‌‌                           

The‌ ‌historical‌ ‌conditionality‌ ‌of‌ ‌‌Hyde‌’s‌ ‌narrative,‌ ‌in‌ ‌Hutcheon’s‌ ‌words‌ ‌(2004,‌ ‌p.‌ ‌53),‌ ‌“will‌‌                         

guarantee‌ ‌that‌‌we‌‌never‌‌stop‌‌thinking‌‌—‌‌and‌‌rethinking”‌‌what‌‌those‌‌stakes‌‌must‌‌actually‌‌be‌‌                             

“hyding”.‌‌Is‌‌Hyde‌‌a‌‌monster‌‌or‌‌is‌‌he‌‌not?‌‌No‌‌final‌‌answer‌‌is‌‌ever‌‌possible‌‌—‌‌had‌‌it‌‌been‌‌so,‌‌                                       

Hyde‌ ‌‌could‌ ‌hardly‌ ‌have‌ ‌been‌ ‌categorized‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌gothic‌ ‌novel.‌ ‌ 

The‌‌parodic‌‌inversion‌‌of‌‌point‌‌of‌‌view‌‌thus‌‌propels‌‌a‌‌potential‌‌response‌‌from‌‌readers‌‌                           

that‌ ‌can‌ ‌be‌ ‌summarized‌ ‌as‌ ‌“sympathy‌ ‌for‌ ‌the‌ ‌devil”.‌ ‌The‌ ‌expression,‌ ‌it‌ ‌will‌ ‌be‌ ‌noted,‌ ‌is‌‌                               

purposefully‌‌ambiguous‌‌—‌‌a‌‌devil‌‌may‌‌be‌‌sympathetic‌‌and‌‌still‌‌be‌‌a‌‌devil‌‌nonetheless,‌‌if‌‌not‌‌                               

a‌ ‌bigger‌ ‌one‌ ‌at‌ ‌that.‌ ‌As‌ ‌the‌ ‌story‌ ‌of‌‌the‌‌door,‌‌as‌‌recounted‌‌by‌‌Hyde,‌‌makes‌‌evident,‌‌Daniel‌‌                                   

Levine’s‌ ‌novel‌ ‌certainly‌ ‌builds‌ ‌a‌ ‌case‌ ‌for‌ ‌intended‌ ‌ambiguity‌ ‌and‌ ‌conflicting‌ ‌readerly‌‌                       

response.‌‌In‌‌the‌‌postmodern‌‌version,‌‌Edward‌‌Hyde‌‌is‌‌an‌‌unfiltered‌‌character,‌‌to‌‌say‌‌the‌‌least;‌‌                             

he‌ ‌consistently‌ ‌pleads‌ ‌for‌ ‌our‌ ‌sympathy‌ ‌while‌ ‌allowing‌ ‌us‌ ‌into‌ ‌the‌‌harrowing‌‌details‌‌of‌‌his‌‌                             

wicked‌ ‌nightlife,‌ ‌so‌ ‌that‌ ‌we‌ ‌are‌ ‌left‌ ‌in‌ ‌a‌ ‌state‌ ‌of‌ ‌perpetual‌ ‌doubt‌ ‌as‌ ‌to‌ ‌whether‌ ‌or‌ ‌not‌ ‌we‌‌                                     

should‌‌stick‌‌to‌‌his‌‌side‌‌of‌‌the‌‌story.‌‌What‌‌is‌‌more,‌‌the‌‌ambiguity‌‌translates‌‌into‌‌a‌‌paradoxical‌‌                                 
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problem‌ ‌of‌ ‌authority‌ ‌which‌ ‌is‌ ‌typically‌ ‌postmodern‌ ‌in‌ ‌its‌ ‌necessary‌ ‌lack‌ ‌of‌ ‌resolution:‌ ‌to‌‌                           

question‌ ‌truth‌ ‌is‌ ‌also‌ ‌to‌ ‌subject‌ ‌one’s‌ ‌own‌ ‌“truthful”‌ ‌account‌ ‌to‌ ‌questioning.‌ ‌Therefore,‌‌                         

Hyde’s‌‌pleas‌‌to‌‌our‌‌sympathy‌‌will‌‌ever‌‌be‌‌to‌‌an‌‌extent‌‌tarnished‌‌by‌‌the‌‌liabilities‌‌of‌‌his‌‌own‌‌                                   

carefully‌ ‌concocted‌ ‌report‌ ‌relayed‌ ‌from‌ ‌a‌‌partial,‌‌interested‌‌standpoint.‌‌There‌‌is‌‌no‌‌possible‌‌                         

resolution‌ ‌to‌ ‌the‌ ‌paradox,‌ ‌as‌ ‌there‌ ‌is‌ ‌no‌ ‌final‌ ‌truth‌ ‌to‌ ‌be‌‌achieved.‌‌Any‌‌allegiance‌‌to‌‌either‌                                 

Hyde‌ ‌or‌ ‌his‌ ‌detractors‌ ‌must‌ ‌ultimately‌ ‌come‌ ‌down‌ ‌to‌ ‌choice;‌ ‌to‌ ‌this‌ ‌reader,‌ ‌however,‌ ‌the‌‌                             

interest‌ ‌in‌ ‌the‌ ‌drama‌ ‌of‌ ‌conflicting‌ ‌versions‌ ‌can‌ ‌only‌ ‌be‌ ‌sustained‌ ‌if‌ ‌we‌ ‌do‌ ‌away‌‌with‌‌any‌‌                                 

intention‌ ‌of‌ ‌uncovering‌ ‌a‌ ‌final,‌ ‌redemptory‌ ‌truth.‌ ‌ 

“Truth”‌ ‌is‌ ‌a‌ ‌keyword‌ ‌that‌ ‌points‌ ‌to‌ ‌another‌ ‌interesting‌‌index‌‌of‌‌parodic‌‌inversion‌‌in‌‌                           

Hyde‌:‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel,‌‌the‌‌convention‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌repeated‌‌with‌‌                           

difference‌‌in‌‌order‌‌to‌‌sustain‌‌a‌‌typically‌‌postmodern‌‌questioning‌‌of‌‌truth‌‌claims.‌‌The‌‌insertion‌‌                           

of‌ ‌the‌ ‌“Maiden‌ ‌Tribute”‌ ‌series‌ ‌into‌ ‌the‌ ‌fictional‌ ‌narrative‌ ‌of‌ ‌‌Hyde‌ ‌allows‌ ‌for‌ ‌a‌‌                           

characterization‌ ‌of‌ ‌the‌ ‌novel‌ ‌as‌ ‌historiographic‌ ‌metafiction,‌ ‌while‌ ‌suggesting‌ ‌that‌ ‌the‌‌                     

problematization‌‌of‌‌truth,‌‌a‌‌primary‌‌focus‌‌of‌‌concern‌‌in‌‌historiographic‌‌metafiction,‌‌must‌‌be‌‌                         

integral‌ ‌to‌ ‌Daniel‌ ‌Levine’s‌ ‌postmodern‌ ‌gothic‌ ‌take‌ ‌on‌ ‌Stevenson’s‌ ‌novella.‌ ‌Although‌ ‌a‌‌                       

journalistic‌ ‌report‌ ‌may,‌ ‌and‌ ‌often‌ ‌does,‌ ‌lay‌ ‌claim‌ ‌to‌ ‌truth,‌ ‌the‌ ‌fact‌ ‌that‌ ‌Edward‌ ‌Hyde‌ ‌may‌‌                               

have‌‌been‌‌misconstrued‌‌as‌‌Stead’s‌‌London‌‌Minotaur‌‌due‌‌to‌‌the‌‌gaps‌‌left‌‌open‌‌in‌‌a‌‌supposedly‌‌                               

objective‌‌account‌‌of‌‌reality,‌‌insinuates‌‌that‌‌truth‌‌is‌‌often‌‌discursively‌‌constructed‌‌as‌‌a‌‌result‌‌of‌‌                             

interpretation,‌ ‌point‌ ‌of‌ ‌view,‌ ‌public‌ ‌interest,‌ ‌and‌ ‌—‌ ‌why‌ ‌not?‌‌—‌‌paranoid‌‌guilt.‌‌Hence,‌‌the‌‌                             

tension‌ ‌thus‌ ‌created‌ ‌suggests‌ ‌that‌ ‌there‌ ‌can‌ ‌be‌ ‌no‌ ‌final‌ ‌truth‌ ‌derived‌ ‌from‌ ‌any‌ ‌account‌ ‌of‌‌                               

reality,‌‌be‌‌it‌‌a‌‌narrative‌‌of‌‌a‌‌paranoid‌‌narrator,‌‌be‌‌it‌‌a‌‌supposedly‌‌objective‌‌journalistic‌‌report‌‌                               

grounded‌ ‌on‌ ‌factual‌ ‌information:‌ ‌as‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌93)‌ ‌claims,‌ ‌both‌ ‌are‌ ‌“discourses,‌‌                         

human‌ ‌constructs,‌ ‌signifying‌ ‌systems,‌ ‌and‌ ‌both‌ ‌derive‌ ‌their‌ ‌major‌ ‌claim‌ ‌to‌ ‌truth‌ ‌from‌ ‌that‌‌                           

identity”.‌ ‌The‌ ‌questioning‌ ‌of‌ ‌truth,‌ ‌however,‌ ‌is‌‌more‌‌than‌‌a‌‌simple‌‌effect‌‌of‌‌the‌‌mélange‌‌of‌‌                               

historical‌‌and‌‌fictional‌‌events:‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel,‌‌the‌‌activation‌‌of‌‌the‌‌“Maiden‌‌                           

Tribute”‌ ‌articles‌ ‌adds‌ ‌another‌ ‌piece‌ ‌to‌ ‌an‌ ‌unreliable‌ ‌story‌ ‌composed‌ ‌of‌ ‌“fragments‌ ‌and‌‌                         

fractions,‌‌told‌‌through‌‌a‌‌series‌‌of‌‌narratives‌‌that‌‌the‌‌reader‌‌must‌‌organize‌‌into‌‌a‌‌coherent‌‌case‌‌                               

history”‌ ‌(SHOWALTER,‌ ‌1991,‌ ‌p.‌ ‌109).‌ ‌By‌ ‌functioning‌ ‌as‌ ‌the‌ ‌propelling‌ ‌force‌ ‌of‌ ‌paranoid‌‌                         

terror,‌ ‌the‌ ‌expected‌ ‌objectivity‌ ‌of‌ ‌Stead’s‌ ‌journalistic‌ ‌narrative‌ ‌contributes‌ ‌little‌ ‌to‌ ‌the‌‌                       

achievement‌‌of‌‌the‌‌professed‌‌coherence‌‌of‌‌the‌‌strange‌‌case;‌‌on‌‌the‌‌contrary,‌‌it‌‌first‌‌contributes‌‌                             

to‌ ‌contesting‌ ‌the‌ ‌possibility‌ ‌that‌ ‌that‌ ‌ultimate‌ ‌coherence‌ ‌may‌ ‌ever‌‌be‌‌achieved,‌‌that‌‌a‌‌final,‌‌                             

foundational‌ ‌truth‌ ‌will‌ ‌ever‌ ‌be‌ ‌disclosed.‌ ‌ 

The‌ ‌paradox‌ ‌is‌ ‌made‌ ‌evident‌ ‌through‌ ‌the‌ ‌focalization‌ ‌of‌ ‌Hyde’s‌ ‌version.‌ ‌A‌‌                       

considerable‌‌portion‌‌of‌‌his‌‌version‌‌consists‌‌of‌‌a‌‌critical‌‌consideration‌‌of‌‌“Henry‌‌Jekyll’s‌‌Full‌‌                           
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Statement‌‌of‌‌the‌‌Case”.‌‌That‌‌will‌‌be‌‌recognized‌‌by‌‌the‌‌attentive‌‌reader‌‌as‌‌the‌‌title‌‌of‌‌the‌‌final‌‌                                   

chapter‌‌in‌‌Stevenson’s‌‌novel,‌‌consisting‌‌of‌‌Jekyll’s‌‌final‌‌statement‌‌addressed‌‌to‌‌Mr.‌‌Utterson,‌‌                         

which‌ ‌is‌ ‌supposed‌ ‌to‌ ‌unify‌ ‌the‌ ‌remaining‌‌fragments‌‌of‌‌the‌‌narrative‌‌into‌‌a‌‌full,‌‌truthful‌‌and‌‌                               

coherent‌ ‌ultimate‌ ‌report.‌‌Hyde‌‌suspects,‌‌however,‌‌that‌‌it‌‌will‌‌sooner‌‌than‌‌later‌‌become‌‌clear‌‌                           

to‌ ‌Utterson‌ ‌that‌ ‌Jekyll’s‌ ‌statement‌ ‌is‌ ‌far‌ ‌from‌ ‌“the‌ ‌story‌ ‌entire,‌ ‌but‌ ‌rather‌ ‌a‌ ‌carefully‌‌                             

manicured‌‌account”.‌‌“From‌‌the‌‌first‌‌line”,‌‌he‌‌claims,‌‌“Utterson‌‌will‌‌see‌‌that‌‌the‌‌statement‌‌is‌‌                             

anything‌ ‌but‌ ‌‌full‌,‌ ‌that‌ ‌it‌ ‌is‌ ‌little‌ ‌more‌ ‌than‌ ‌his‌ ‌friend’s‌ ‌dying,‌ ‌desperate‌ ‌protestation‌ ‌of‌‌                             

innocence.”‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌5).‌ ‌“The‌ ‌truth‌ ‌is‌ ‌inside‌ ‌this‌ ‌head”,‌ ‌he‌ ‌goes‌ ‌on‌ ‌arguing;‌ ‌“I‌‌                               

simply‌ ‌must‌ ‌extract‌ ‌it.‌ ‌In‌ ‌the‌ ‌end,‌ ‌no‌ ‌one‌ ‌will‌ ‌know‌ ‌it‌ ‌but‌ ‌me,‌ ‌but‌ ‌that‌ ‌will‌ ‌be‌ ‌enough”‌‌                                     

(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌6).‌ ‌Hyde’s‌ ‌goal‌ ‌is‌ ‌thus‌ ‌to‌ ‌contest‌ ‌as‌ ‌false‌ ‌the‌ ‌fullness‌ ‌of‌ ‌the‌ ‌truth‌ ‌of‌‌a‌‌                                     

canonical‌‌account‌‌of‌‌which‌‌he‌‌has‌‌been‌‌excluded.‌‌Put‌‌more‌‌prosaically,‌‌novels‌‌such‌‌as‌‌‌Hyde‌‌                             

set‌‌out‌‌to‌‌persuade‌‌us‌‌that‌‌whatever‌‌we‌‌have‌‌learned‌‌for‌‌facts‌‌in‌‌the‌‌canonical‌‌source‌‌material‌‌                                 

is‌ ‌in‌ ‌fact‌ ‌the‌ ‌product‌ ‌of‌ ‌a‌ ‌carefully‌ ‌concocted‌ ‌report‌ ‌relayed‌ ‌from‌ ‌a‌ ‌partial,‌ ‌interested‌‌                             

standpoint.‌‌Interestingly‌‌enough,‌‌it‌‌is‌‌some‌‌sort‌‌of‌‌magical,‌‌perhaps‌‌supernatural‌‌trick,‌‌which‌‌                         

defies‌ ‌logic‌ ‌and‌ ‌rationality,‌ ‌that‌ ‌grants‌ ‌to‌ ‌the‌ ‌reader‌ ‌access‌ ‌to‌ ‌truths‌ ‌never‌ ‌enunciated,‌ ‌but‌‌                             

merely‌‌thought‌‌through;‌‌such‌‌are‌‌the‌‌tricks‌‌of‌‌the‌‌gothic,‌‌and‌‌such‌‌are,‌‌in‌‌a‌‌sense,‌‌the‌‌playful‌‌                                   

strategies‌ ‌of‌ ‌metafiction,‌ ‌which‌ ‌draw‌ ‌attention‌ ‌to‌ ‌Hyde’s‌ ‌unwritten‌ ‌text‌ ‌by‌ ‌dint‌‌of‌‌the‌‌very‌‌                             

words‌ ‌written‌ ‌on‌ ‌the‌ ‌page.‌‌ ‌  

The‌ ‌inherent‌ ‌problem‌ ‌with‌ ‌Hyde’s‌ ‌professed‌ ‌disclosing‌ ‌of‌ ‌the‌ ‌truth‌ ‌is‌ ‌that,‌ ‌as‌‌                         

Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌109)‌ ‌succinctly‌ ‌puts‌ ‌it,‌ ‌“there‌ ‌is‌ ‌hardly‌ ‌any‌ ‌falseness‌ ‌‌per‌ ‌se‌,‌ ‌but‌ ‌only‌‌                               

others’‌‌truths”.‌‌In‌‌other‌‌words,‌‌as‌‌much‌‌as‌‌Jekyll’s‌‌statement‌‌can‌‌never‌‌be‌‌full,‌‌Hyde’s‌‌report‌‌                               

can‌ ‌never‌ ‌convey‌ ‌‌the‌ ‌‌truth‌ ‌either,‌ ‌but‌ ‌merely‌ ‌‌his‌ ‌‌truth.‌ ‌His‌ ‌version‌ ‌will‌ ‌ultimately‌ ‌remain‌‌                             

precisely‌ ‌that:‌ ‌another‌ ‌version,‌ ‌partial‌ ‌and‌ ‌liable‌ ‌to‌ ‌the‌ ‌arguable‌ ‌incompleteness‌ ‌of‌ ‌his‌‌                         

predecessor’s‌‌“full”‌‌report.‌‌As‌‌a‌‌result,‌‌the‌‌paradoxical‌‌quality‌‌precipitated‌‌by‌‌Hyde’s‌‌version,‌‌                         

which‌ ‌mirrors‌ ‌the‌ ‌postmodern‌ ‌position‌ ‌of‌ ‌the‌ ‌radical‌ ‌relativity‌ ‌of‌ ‌all‌ ‌truth,‌ ‌enhances‌ ‌the‌‌                           

effects‌‌of‌‌desperation,‌‌urgency,‌‌and‌‌terror‌‌of‌‌this‌‌particular‌‌postmodern‌‌gothic‌‌novel:‌‌Hyde’s‌‌                         

version‌‌is‌‌the‌‌more‌‌terrifying,‌‌the‌‌more‌‌shocking‌‌and‌‌obscure,‌‌and‌‌even‌‌the‌‌more‌‌despondent‌‌                             

indeed,‌‌precisely‌‌due‌‌to‌‌his‌‌inability‌‌to‌‌disentangle‌‌himself‌‌from‌‌the‌‌self-assured‌‌perspective‌‌                         

of‌ ‌what‌ ‌he‌ ‌deems‌ ‌Jekyll’s‌ ‌“demented‌ ‌monologue”‌ ‌(LEVINE,‌ ‌2014,‌‌p.‌‌4),‌‌his‌‌“abstruse‌‌and‌‌                           

misleading‌‌nonsense”‌‌(LEVINE,‌‌2014,‌‌p.‌‌291).‌‌It‌‌is‌‌metafiction‌‌that‌‌allows‌‌the‌‌contradiction‌‌                         

to‌ ‌take‌ ‌place:‌ ‌arrested‌ ‌behind‌ ‌the‌ ‌locked‌ ‌door‌ ‌of‌ ‌Jekyll’s‌ ‌laboratory,‌ ‌Hyde‌ ‌resorts‌ ‌to‌                           

metafictional‌ ‌metaphors‌ ‌to‌ ‌reflect‌ ‌on‌ ‌the‌ ‌ghastly‌ ‌inevitability‌ ‌of‌ ‌his‌ ‌doubtful‌ ‌fate:‌ ‌ 

‌ 



123‌ ‌ 

Why‌ ‌does‌ ‌it‌ ‌obsess‌ ‌me‌ ‌so,‌ ‌that‌ ‌idea‌‌—‌‌that‌‌everything‌‌happens‌‌the‌‌way‌‌it‌                             
was‌‌always‌‌going‌‌to‌‌happen?‌‌Because‌‌it‌‌means‌‌that‌‌there‌‌is‌‌no‌‌escape?‌‌Yet‌‌I‌‌                             
already‌ ‌know‌ ‌there‌ ‌is‌ ‌no‌ ‌escape,‌ ‌from‌ ‌this‌ ‌cabinet,‌ ‌from‌ ‌the‌ ‌ending‌ ‌that‌‌                         
awaits‌ ‌me.‌ ‌Utterson‌ ‌banging‌ ‌at‌ ‌the‌ ‌cabinet‌ ‌door,‌ ‌then‌ ‌the‌ ‌axe,‌ ‌the‌ ‌door‌‌                         
splintering‌‌apart,‌‌me‌‌cringing‌‌by‌‌the‌‌windows‌‌clutching‌‌the‌‌phial‌‌of‌‌cyanide.‌‌                       
That’s‌ ‌how‌ ‌I’ll‌‌do‌‌it.‌‌With‌‌the‌‌cyanide.‌‌Jekyll‌‌cooked‌‌up‌‌the‌‌dram‌‌of‌‌clear,‌‌                             
colourless‌ ‌extract‌‌a‌‌month‌‌ago.‌‌As‌‌if‌‌he‌‌could‌‌see‌‌the‌‌ending‌‌too.‌‌As‌‌if‌‌the‌‌                               
cyanide‌ ‌were‌ ‌to‌ ‌be‌ ‌his‌ ‌parting‌ ‌gift‌ ‌to‌ ‌me.‌ ‌That‌ ‌is‌ ‌what‌ ‌I’m‌ ‌saying.‌‌                           
Inevitability.‌‌You‌‌cannot‌‌evade‌‌what‌‌is‌‌going‌‌to‌‌happen‌‌because,‌‌in‌‌a‌‌sense,‌‌                         
it‌‌already‌‌‌has‌‌‌happened.‌‌It’s‌‌just‌‌a‌‌question‌‌of‌‌perspective.‌‌Even‌‌as‌‌I‌‌lie‌‌here‌‌                             
on‌ ‌my‌ ‌bed‌‌of‌‌hard‌‌floorboards,‌‌atrophied,‌‌exhausted,‌‌but‌‌perfectly‌‌alive‌‌—‌‌                       
even‌ ‌now‌ ‌I‌ ‌am‌ ‌already‌ ‌dead.‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌63).‌ ‌ 

‌ 

Hyde’s‌ ‌story‌ ‌has‌ ‌been‌ ‌already‌ ‌written,‌ ‌in‌ ‌more‌ ‌ways‌‌than‌‌one:‌‌as‌‌a‌‌wanted‌‌criminal‌‌                             

inhabiting‌ ‌a‌ ‌diegetic‌ ‌heterocosm,‌ ‌it‌ ‌is‌ ‌a‌ ‌matter‌ ‌of‌ ‌time‌ ‌until‌ ‌he‌ ‌is‌ ‌bested‌ ‌by‌ ‌Utterson‌ ‌and‌‌                                 

brought‌‌to‌‌justice‌‌by‌‌the‌‌police;‌‌in‌‌the‌‌world‌‌of‌‌readerly‌‌experience,‌‌however,‌‌Hyde‌‌is‌‌one‌‌of‌‌                                 

the‌ ‌best‌ ‌known‌ ‌antagonists‌ ‌in‌ ‌gothic‌ ‌fiction,‌ ‌whose‌‌fate‌‌is‌‌certainly‌‌known‌‌by‌‌most‌‌readers‌‌                             

taking‌‌up‌‌his‌‌version‌‌of‌‌the‌‌story.‌‌The‌‌fatalism‌‌of‌‌the‌‌passage,‌‌an‌‌extreme‌‌emotional‌‌reaction‌‌                               

which‌ ‌is‌ ‌frequently‌ ‌displayed‌ ‌in‌ ‌narratives‌ ‌about‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌thus‌ ‌doubles‌ ‌up‌‌                       

parodically‌ ‌as‌ ‌a‌ ‌metafictional‌ ‌commentary‌ ‌that‌ ‌disturbs‌ ‌the‌ ‌purported‌ ‌goal‌ ‌of‌ ‌Hyde’s‌‌                       

narrative.‌ ‌His‌ ‌realization‌ ‌of‌ ‌the‌ ‌limitations‌ ‌of‌ ‌his‌ ‌own‌ ‌perspective‌ ‌could‌ ‌be‌ ‌described‌ ‌in‌‌                           

Hutcheon’s‌ ‌words‌ ‌(2004,‌ ‌p.‌ ‌53)‌ ‌as‌ ‌“a‌‌very‌‌postmodern‌‌realization‌‌that‌‌[his]‌‌own‌‌discourses‌‌                           

have‌ ‌no‌ ‌absolute‌ ‌claim‌ ‌to‌ ‌any‌ ‌ultimate‌ ‌foundation‌ ‌in‌ ‌‘truth’”.‌ ‌What‌ ‌follows‌ ‌from‌ ‌such‌ ‌an‌‌                             

ironic‌ ‌understanding,‌ ‌in‌ ‌the‌ ‌context‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic,‌ ‌is‌ ‌death‌ ‌—‌ ‌the‌ ‌ultimate‌‌                           

punishment‌ ‌to‌ ‌the‌ ‌persecuted‌ ‌self‌ ‌in‌ ‌stories‌ ‌of‌ ‌the‌ ‌double.‌‌ ‌  

In‌‌sum,‌‌in‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌the‌‌gothic‌‌motif‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌parodically‌‌                           

activated‌ ‌to‌ ‌relativize‌ ‌Hyde’s‌ ‌description‌ ‌as‌ ‌an‌ ‌evil‌ ‌double‌ ‌and‌ ‌subsume‌ ‌the‌ ‌novel’s‌‌                         

questioning‌‌of‌‌truth‌‌claims.‌‌It‌‌is‌‌important‌‌to‌‌reaffirm‌‌that‌‌this‌‌sort‌‌of‌‌parody‌‌is‌‌not‌‌intended‌‌                                 

as‌‌a‌‌mockery‌‌of‌‌the‌‌parodied‌‌material;‌‌the‌‌whole‌‌point‌‌of‌‌an‌‌ex-centric‌‌narrative‌‌such‌‌as‌‌‌Hyde‌‌                                 

is‌ ‌to‌ ‌evidence‌ ‌the‌ ‌cracks,‌ ‌inconsistencies‌ ‌and‌ ‌incoherence‌ ‌hidden‌ ‌underneath‌ ‌the‌ ‌apparent‌‌                       

continuity‌‌between‌‌segments‌‌of‌‌the‌‌interrelated‌‌network‌‌of‌‌centric‌‌assumptions‌‌governing‌‌our‌‌                       

ideas‌ ‌of‌ ‌truth‌ ‌—‌‌and‌‌that‌‌is‌‌a‌‌mighty‌‌serious‌‌business.‌‌In‌‌the‌‌course‌‌of‌‌doing‌‌so,‌‌it‌‌not‌‌only‌‌                                       

questions‌‌what‌‌stands‌‌for‌‌truth‌‌in‌‌both‌‌narratives,‌‌but‌‌also‌‌exposes‌‌to‌‌whom‌‌that‌‌truth‌‌might‌‌                               

be‌ ‌beneficial.‌ ‌Thereby,‌ ‌in‌ ‌place‌ ‌of‌ ‌a‌ ‌final,‌ ‌unquestionable‌ ‌Truth‌ ‌with‌ ‌a‌ ‌capital‌ ‌T,‌ ‌the‌‌                             

postmodern‌ ‌novel‌ ‌propels‌ ‌a‌ ‌dynamic‌ ‌of‌ ‌relativization‌ ‌in‌ ‌which‌ ‌“the‌ ‌local,‌ ‌the‌ ‌limited,‌ ‌the‌‌                           

temporary,‌ ‌the‌ ‌provisional‌ ‌[which]‌ ‌define‌ ‌postmodern‌ ‌‘truth’”‌ ‌gain‌ ‌center‌ ‌stage‌‌                   

(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌43).‌ ‌For‌ ‌that‌ ‌to‌ ‌take‌ ‌place‌ ‌with‌ ‌any‌ ‌success,‌ ‌both‌ ‌novels‌‌must‌‌be‌‌                               

pushed‌ ‌into‌ ‌the‌ ‌maelstrom‌ ‌of‌ ‌ideology‌ ‌critique‌ ‌—‌ ‌indeed,‌ ‌what‌ ‌‌Hyde‌ ‌‌does‌ ‌best‌ ‌is‌ ‌force‌‌                             
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readers‌ ‌to‌ ‌go‌ ‌back‌ ‌and‌ ‌forth‌ ‌between‌ ‌parodied‌ ‌and‌‌parodic‌‌novels,‌‌to‌‌read‌‌one‌‌novel‌‌in‌‌the‌‌                                 

light‌‌of‌‌the‌‌inconsistencies‌‌of‌‌the‌‌other,‌‌so‌‌that‌‌a‌‌more‌‌relative,‌‌less‌‌definitive‌‌perspective‌‌on‌‌                               

the‌ ‌events‌ ‌told‌ ‌may‌ ‌be‌ ‌constructed.‌ ‌That‌ ‌can‌‌only‌‌happen‌‌after‌‌the‌‌marginalized,‌‌ex-centric‌‌                           

character‌ ‌has‌ ‌been‌ ‌given‌ ‌the‌ ‌chance‌ ‌to‌ ‌voice‌ ‌their‌ ‌silenced‌ ‌side‌ ‌of‌ ‌a‌ ‌lived‌ ‌experience.‌‌                             

Previous‌ ‌knowledge‌ ‌of‌‌gothic‌‌conventions‌‌such‌‌as‌‌the‌‌monster‌‌is‌‌activated‌‌and‌‌subverted‌‌in‌‌                           

the‌‌course‌‌of‌‌the‌‌process,‌‌which‌‌creates‌‌a‌‌tension‌‌of‌‌similarity‌‌and‌‌difference‌‌that‌‌is‌‌intrinsic‌‌                               

to‌ ‌the‌ ‌working‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌parody.‌ ‌ 

Beyond‌ ‌relativizing‌ ‌what‌‌stands‌‌for‌‌monstrosity‌‌and‌‌truth‌‌in‌‌culture,‌‌the‌‌motif‌‌of‌‌the‌‌                           

Doppelgänger‌‌in‌‌Daniel‌‌Levine’s‌‌‌Hyde‌‌arguably‌‌foregrounds‌‌considerations‌‌about‌‌identity‌‌as‌‌                     

an‌ ‌effect‌ ‌of‌ ‌discourse.‌ ‌It‌ ‌is,‌ ‌in‌ ‌fact,‌ ‌possible‌ ‌to‌ ‌argue‌ ‌that‌ ‌Stevenson’s‌ ‌record‌ ‌of‌ ‌a‌ ‌dual‌‌                                 

personality,‌ ‌materialized‌ ‌in‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌maps‌ ‌out‌ ‌on‌ ‌a‌‌                         

dominant‌ ‌concept‌ ‌of‌ ‌cultural‌ ‌identity‌ ‌from‌ ‌the‌ ‌late‌ ‌nineteenth‌ ‌century,‌ ‌whereas‌ ‌Daniel‌‌                       

Levine’s‌‌postmodern‌‌gothic‌‌version‌‌‌Hyde‌‌‌parodically‌‌activates‌‌the‌‌convention,‌‌thus‌‌repeating‌‌                     

it‌ ‌with‌ ‌difference,‌ ‌to‌ ‌account‌ ‌for‌ ‌a‌ ‌postmodern‌ ‌proposition‌ ‌of‌ ‌identity‌ ‌as‌ ‌a‌ ‌multiple‌ ‌and‌‌                             

fragmentary‌‌construct.‌‌The‌‌parodic‌‌activation‌‌of‌‌the‌‌convention‌‌of‌‌the‌‌double‌‌in‌‌a‌‌discussion‌‌                           

of‌ ‌identity‌ ‌will‌ ‌be‌ ‌the‌ ‌topic‌ ‌of‌ ‌the‌ ‌following‌ ‌subsection‌ ‌of‌ ‌our‌ ‌chapter.‌ ‌ 

‌ 

3.2‌ ‌“We‌ ‌can‌ ‌only‌ ‌marvel‌ ‌at‌ ‌its‌ ‌ruinous‌ ‌multiplicity”‌ ‌ 

‌ 

Scholar‌ ‌Milica‌ ‌Zivkovic‌ ‌(2000,‌ ‌p.‌‌123)‌‌argues‌‌that‌‌the‌‌motif‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌                           

intrinsically‌ ‌connected‌ ‌to‌ ‌ever‌ ‌changing‌ ‌concepts‌ ‌of‌ ‌identity.‌ ‌The‌ ‌double‌ ‌in‌ ‌gothic‌ ‌fiction,‌                         

according‌ ‌this‌ ‌assertion,‌ ‌could‌ ‌be‌ ‌said‌ ‌to‌ ‌signal‌ ‌what‌ ‌Cultural‌ ‌Studies‌ ‌theorist‌ ‌Stuart‌ ‌Hall‌‌                           

(1992,‌‌p.‌‌274-275)‌‌has‌‌named‌‌a‌‌“crisis‌‌of‌‌identity”,‌‌that‌‌is,‌‌a‌‌counter-discourse‌‌to‌‌a‌‌dominant‌‌                               

concept‌‌of‌‌identity‌‌manifested‌‌in‌‌characters‌‌that‌‌embody‌‌the‌‌loss‌‌of‌‌a‌‌stable‌‌sense‌‌of‌‌self.‌‌To‌‌                                 

define‌ ‌identity,‌ ‌however,‌ ‌is‌ ‌a‌ ‌difficult‌ ‌task:‌ ‌as‌ ‌Hall‌ ‌(1992,‌ ‌p.‌ ‌274)‌ ‌explains,‌ ‌not‌ ‌only‌ ‌is‌‌the‌‌                                 

notion‌ ‌historical,‌ ‌i.‌ ‌e.‌ ‌anchored‌ ‌in‌ ‌developments‌ ‌in‌ ‌modes‌ ‌of‌ ‌production,‌ ‌consumption,‌‌                       

governance,‌ ‌and‌ ‌sociability,‌ ‌it‌ ‌is‌ ‌also‌ ‌“too‌ ‌complex,‌ ‌too‌ ‌underdeveloped,‌ ‌and‌ ‌too‌ ‌little‌‌                         

understood‌‌in‌‌contemporary‌‌social‌‌science‌‌to‌‌be‌‌definitively‌‌tested”.‌‌Hence,‌‌there‌‌appears‌‌to‌‌                         

be‌ ‌something‌ ‌inherently‌‌unstable‌‌in‌‌any‌‌dominant‌‌concept‌‌of‌‌identity‌‌at‌‌any‌‌given‌‌historical‌‌                           

time,‌ ‌the‌ ‌double‌ ‌being‌ ‌a‌ ‌material‌ ‌manifestation‌ ‌of‌ ‌its‌ ‌internal‌ ‌instability.‌ ‌ 

If‌‌we‌‌are‌‌right‌‌to‌‌ponder‌‌that‌‌concepts‌‌of‌‌identity‌‌are‌‌historically‌‌given,‌‌it‌‌follows‌‌that‌‌                               

the‌ ‌emergence‌ ‌of‌ ‌modernity‌ ‌in‌ ‌the‌ ‌Western‌ ‌world‌ ‌may‌‌have‌‌given‌‌rise‌‌to‌‌an‌‌accompanying‌‌                             

notion‌ ‌of‌ ‌identity,‌ ‌whereas‌ ‌the‌ ‌emergence‌ ‌of‌ ‌postmodernity,‌ ‌marking‌ ‌a‌ ‌paradoxically‌‌                     

discontinuous‌ ‌continuity‌ ‌with‌ ‌modernity,‌ ‌as‌ ‌Hutcheon‌ ‌claims,‌ ‌may‌‌have‌‌caused‌‌the‌‌modern‌‌                       
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concept‌‌of‌‌identity‌‌to‌‌enter‌‌a‌‌state‌‌of‌‌crisis.‌‌Indeed,‌‌this‌‌argument‌‌is‌‌supported‌‌by‌‌Hall‌‌(1992,‌‌                                 

p.‌ ‌275),‌ ‌who‌ ‌claims‌ ‌that‌‌“in‌‌what‌‌is‌‌sometimes‌‌described‌‌as‌‌our‌‌post-modern‌‌world,‌‌we‌‌are‌‌                               

also‌ ‌‘post’‌ ‌any‌ ‌fixed‌ ‌or‌ ‌essentialist‌ ‌conception‌ ‌of‌ ‌identity‌ ‌—‌ ‌something‌ ‌which,‌ ‌since‌ ‌the‌‌                           

Enlightenment,‌‌has‌‌been‌‌taken‌‌to‌‌define‌‌the‌‌very‌‌core‌‌or‌‌essence‌‌of‌‌our‌‌being,‌‌and‌‌to‌‌ground‌‌                                 

our‌ ‌existence‌ ‌as‌ ‌human‌ ‌subjects”.‌ ‌In‌ ‌fact,‌ ‌what‌ ‌Hall’s‌‌argument‌‌appears‌‌to‌‌be‌‌suggesting‌‌is‌‌                             

that‌ ‌postmodern‌ ‌identities‌ ‌—‌ ‌in‌ ‌the‌ ‌plural,‌ ‌as‌ ‌they‌ ‌are‌ ‌best‌ ‌perceived‌ ‌—‌ ‌are‌ ‌inherently‌‌                             

unstable,‌ ‌decentered,‌‌fractured,‌‌and‌‌devoid‌‌of‌‌any‌‌strong‌‌anchorage‌‌on‌‌either‌‌self‌‌or‌‌culture.‌‌                           

In‌ ‌light‌ ‌of‌ ‌this‌ ‌definition,‌ ‌we‌ ‌would‌ ‌like‌ ‌to‌ ‌argue‌ ‌that‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌‌                               

Doppelgänger‌ ‌is‌ ‌used‌ ‌and‌ ‌abused‌ ‌in‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌ ‌to‌ ‌give‌ ‌shape‌ ‌to‌ ‌the‌ ‌inherent‌‌                             

instability‌ ‌of‌ ‌postmodern‌ ‌identities.‌ ‌ 

In‌ ‌“The‌ ‌Question‌ ‌of‌ ‌Cultural‌ ‌Identity”,‌ ‌a‌ ‌chapter‌‌of‌‌‌Modernity‌‌and‌‌Its‌‌Futures‌,‌‌Hall‌‌                           

(1992,‌ ‌p.‌ ‌275)‌ ‌singles‌‌out‌‌three‌‌dominant‌‌concepts‌‌of‌‌identity‌‌that‌‌have‌‌emerged‌‌along‌‌with‌‌                             

the‌ ‌rise‌ ‌of‌ ‌the‌ ‌modern‌ ‌and‌ ‌postmodern‌ ‌worlds:‌ ‌the‌ ‌Enlightenment‌ ‌subject,‌ ‌the‌ ‌sociological‌‌                         

subject,‌ ‌and‌ ‌the‌ ‌postmodern‌ ‌subject.‌ ‌Those‌ ‌concepts,‌ ‌which‌ ‌may‌ ‌be‌ ‌aptly‌ ‌described‌ ‌as‌ ‌a‌‌                           

progressive‌ ‌journey‌ ‌towards‌ ‌decentralization,‌ ‌inhabit‌ ‌the‌ ‌core‌ ‌of‌ ‌first‌ ‌Stevenson’s,‌ ‌then‌‌                     

Levine’s‌ ‌gothic‌ ‌narratives‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌.‌ ‌According‌ ‌to‌ ‌Hall‌ ‌(1992,‌ ‌p.‌ ‌281-282),‌ ‌a‌‌                         

revolution‌‌in‌‌the‌‌conceptualization‌‌of‌‌identity‌‌was‌‌brought‌‌about‌‌by‌‌historical‌‌changes‌‌taking‌‌                         

place‌ ‌between‌ ‌sixteenth-century‌ ‌Renaissance‌ ‌and‌ ‌eighteenth-century‌ ‌Enlightenment‌ ‌in‌‌               

Europe.‌ ‌The‌ ‌change‌ ‌was‌ ‌largely‌ ‌characterized‌ ‌by‌ ‌the‌ ‌rise‌ ‌of‌ ‌a‌ ‌new‌ ‌and‌ ‌dominant‌ ‌form‌ ‌of‌‌                               

individualism‌ ‌in‌ ‌opposition‌ ‌to‌ ‌the‌ ‌theocentric‌ ‌medieval‌ ‌order,‌ ‌which‌ ‌unshackled‌ ‌the‌‌                     

individual‌ ‌from‌ ‌“his”‌ ‌moorings‌ ‌in‌ ‌religion,‌ ‌tradition,‌‌and‌‌subservience‌‌to‌‌nobility.‌‌“His”,‌‌as‌‌                         

the‌ ‌Jamaican‌ ‌critic‌ ‌highlights,‌ ‌is‌ ‌not‌ ‌a‌ ‌casual‌ ‌word,‌ ‌given‌ ‌how‌ ‌the‌ ‌subject‌ ‌of‌ ‌the‌‌                             

Enlightenment‌ ‌was‌ ‌usually‌ ‌described‌ ‌as‌ ‌male.‌‌We‌‌must‌‌add,‌‌however,‌‌along‌‌with‌‌Hutcheon‌‌                         

(2004,‌ ‌p.‌ ‌61),‌ ‌that‌ ‌the‌ ‌“he”‌ ‌implied‌ ‌in‌ ‌the‌ ‌Enlightenment‌ ‌is‌ ‌not‌ ‌only‌ ‌male,‌ ‌but‌ ‌also‌ ‌white,‌‌                                 

heterosexual,‌‌and‌‌European.‌‌All‌‌in‌‌all,‌‌up‌‌until‌‌the‌‌brink‌‌of‌‌the‌‌Enlightenment,‌‌there‌‌emerged‌‌                             

a‌‌dominant‌‌sense‌‌that‌‌one’s‌‌status,‌‌rank,‌‌and‌‌position‌‌in‌‌the‌‌order‌‌of‌‌things‌‌must‌‌no‌‌longer‌‌be‌‌                                   

overshadowed‌ ‌by‌ ‌any‌ ‌means‌ ‌that‌ ‌hinder‌ ‌one’s‌ ‌perception‌ ‌of‌ ‌himself‌ ‌as‌ ‌a‌ ‌“sovereign‌‌                         

individual”.‌‌ ‌  

Along‌ ‌with‌ ‌that‌ ‌shifting‌ ‌order,‌ ‌came‌ ‌a‌ ‌concept‌ ‌of‌ ‌one’s‌ ‌identity‌ ‌as‌‌ ‌  

‌ 

a‌ ‌fully‌ ‌centred,‌ ‌unified‌ ‌individual,‌ ‌endowed‌ ‌with‌ ‌the‌ ‌capacities‌ ‌of‌ ‌reason,‌‌                     
consciousness‌ ‌and‌ ‌action,‌ ‌whose‌ ‌‘centre’‌ ‌consisted‌ ‌of‌ ‌an‌ ‌inner‌‌core‌‌which‌‌                     
first‌ ‌emerged‌ ‌when‌ ‌the‌ ‌subject‌ ‌was‌ ‌born‌ ‌and‌ ‌unfolded‌ ‌with‌ ‌it,‌ ‌while‌‌                       
remaining‌ ‌essentially‌ ‌the‌ ‌same‌ ‌—‌ ‌continuous‌ ‌or‌ ‌‘identical’‌ ‌with‌ ‌itself‌ ‌—‌‌                     
throughout‌ ‌the‌ ‌individual's‌ ‌existence.‌ ‌(HALL,‌ ‌1992,‌ ‌p.‌ ‌275).‌ ‌ 

‌ 
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That‌‌essential‌‌and‌‌never-changing‌‌core‌‌of‌‌man’s‌‌individual‌‌being,‌‌for‌‌Hall,‌‌was‌‌considered‌‌to‌‌                           

be‌ ‌the‌ ‌core‌ ‌of‌ ‌“his”‌ ‌identity.‌ ‌Instrumental‌ ‌in‌ ‌the‌ ‌change,‌ ‌besides‌ ‌Renaissance‌ ‌and‌                         

Enlightenment‌ ‌philosophers,‌ ‌were‌ ‌Reformation‌ ‌and‌ ‌Protestantism,‌ ‌which‌ ‌debunked‌ ‌the‌‌                 

supremacy‌ ‌of‌ ‌the‌ ‌Church,‌ ‌and‌ ‌the‌ ‌scientific‌ ‌revolution,‌ ‌which‌ ‌foregrounded‌ ‌methods‌ ‌of‌‌                       

rational‌ ‌inquiry‌ ‌and‌ ‌advanced‌ ‌the‌ ‌basis‌ ‌of‌ ‌man’s‌ ‌superiority‌ ‌over‌ ‌nature.‌ ‌The‌ ‌motto‌ ‌of‌ ‌the‌‌                             

Enlightenment‌‌subject‌‌might‌‌be‌‌the‌‌Cartesian‌‌formula‌‌“‌Cogito,‌‌ergo‌‌sum‌”,‌‌which‌‌emphasized‌‌                       

both‌ ‌rational‌ ‌thinking‌ ‌and‌ ‌man’s‌ ‌centrality‌ ‌as‌ ‌its‌ ‌agent.‌ ‌Quoting‌ ‌Raymond‌ ‌Williams,‌ ‌Hall‌‌                         

(1992,‌ ‌p.‌ ‌282)‌ ‌concludes‌ ‌that‌ ‌the‌ ‌modern‌ ‌history‌ ‌of‌ ‌the‌ ‌individual‌ ‌subject‌ ‌has‌ ‌brought‌                           

together‌ ‌two‌ ‌distinct‌ ‌meanings:‌ ‌“on‌ ‌the‌ ‌one‌ ‌hand,‌ ‌the‌ ‌subject‌ ‌is‌ ‌‘indivisible’‌ ‌—‌ ‌an‌ ‌entity‌‌                             

which‌ ‌is‌ ‌unified‌ ‌within‌ ‌itself‌ ‌and‌ ‌cannot‌‌be‌‌further‌‌divided;‌‌on‌‌the‌‌other,‌‌it‌‌is‌‌also‌‌an‌‌entity‌‌                                   

which‌ ‌is‌ ‌‘singular,‌ ‌distinctive,‌ ‌unique’”.‌ ‌ 

According‌ ‌to‌ ‌Hall‌‌(1992,‌‌p.‌‌283-284),‌‌as‌‌modern‌‌societies‌‌developed‌‌and‌‌grew‌‌more‌‌                         

complex‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌the‌ ‌nineteenth‌ ‌and‌ ‌early‌ ‌twentieth‌ ‌centuries,‌ ‌their‌ ‌collective‌ ‌and‌‌                           

social‌ ‌imperatives‌ ‌came‌ ‌to‌ ‌play‌ ‌a‌ ‌more‌ ‌prominent‌ ‌part‌ ‌in‌ ‌defining‌ ‌identity.‌ ‌Although‌ ‌the‌‌                           

sovereign‌ ‌individual‌ ‌continued‌ ‌to‌ ‌be‌‌a‌‌pivotal‌‌figure‌‌in‌‌the‌‌discourses‌‌of‌‌economics‌‌and‌‌the‌‌                             

law,‌‌Darwinian‌‌biology,‌‌Psychology‌‌and‌‌the‌‌Social‌‌Sciences‌‌were‌‌instrumental‌‌in‌‌relativizing‌‌                       

concepts‌ ‌of‌ ‌identity‌ ‌to‌ ‌ground‌‌them‌‌in‌‌external‌‌developments:‌‌Darwinian‌‌biology‌‌suggested‌‌                       

that‌ ‌reasoning‌ ‌was‌ ‌anchored‌ ‌in‌ ‌nature,‌ ‌in‌‌the‌‌physical‌‌development‌‌of‌‌the‌‌brain,‌‌which‌‌was‌‌                             

part‌‌of‌‌a‌‌long‌‌process‌‌of‌‌adaptation‌‌of‌‌which‌‌man‌‌had‌‌little‌‌to‌‌no‌‌rational‌‌control;‌‌Psychology,‌‌                                 

and‌ ‌Psychoanalysis‌ ‌in‌ ‌particular,‌ ‌sustained‌ ‌that‌ ‌man‌ ‌was‌ ‌not‌ ‌a‌ ‌sovereign‌ ‌of‌ ‌himself,‌ ‌but‌ ‌a‌‌                             

vassal‌ ‌to‌ ‌his‌ ‌unconscious‌ ‌desires;‌ ‌and‌ ‌Social‌ ‌Sciences‌ ‌located‌ ‌the‌ ‌individual‌ ‌in‌ ‌collective‌‌                         

processes‌ ‌and‌ ‌norms‌ ‌which‌ ‌arguably‌ ‌underpin‌ ‌any‌ ‌and‌ ‌all‌ ‌social‌ ‌contracts.‌ ‌Overall,‌ ‌an‌‌                         

alternative‌ ‌account‌ ‌of‌ ‌identity‌ ‌developed,‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌ways‌ ‌“individuals‌ ‌are‌ ‌formed‌‌                         

subjectively‌‌through‌‌their‌‌membership‌‌of,‌‌and‌‌participation‌‌in,‌‌wider‌‌social‌‌relationships;‌‌and,‌‌                       

conversely,‌‌how‌‌processes‌‌and‌‌structures‌‌are‌‌sustained‌‌by‌‌the‌‌roles‌‌which‌‌individuals‌‌play‌‌in‌‌                           

them.”‌ ‌(HALL,‌ ‌1992,‌ ‌p.‌ ‌284).‌ ‌Hence,‌ ‌a‌ ‌new‌ ‌strategy‌ ‌for‌ ‌conceptualizing‌ ‌identity‌ ‌emerged‌‌                         

from‌ ‌the‌ ‌increasing‌ ‌awareness‌ ‌that‌‌ ‌  

‌ 

this‌‌inner‌‌core‌‌of‌‌the‌‌subject‌‌was‌‌not‌‌autonomous‌‌and‌‌self-sufficient,‌‌but‌‌was‌‌                         
formed‌ ‌in‌ ‌relation‌ ‌to‌ ‌‘significant‌ ‌others’,‌ ‌who‌ ‌mediated‌ ‌to‌ ‌the‌ ‌subject‌ ‌the‌‌                       
values,‌ ‌meanings‌ ‌and‌ ‌symbols‌ ‌—‌ ‌the‌ ‌culture‌ ‌—‌ ‌of‌ ‌the‌ ‌worlds‌ ‌he/she‌‌                       
inhabited.‌‌[...]‌‌The‌‌subject‌‌still‌‌has‌‌an‌‌inner‌‌core‌‌or‌‌essence‌‌that‌‌is‌‌‘the‌‌real‌‌                             
me’,‌ ‌but‌ ‌this‌ ‌is‌ ‌formed‌ ‌and‌ ‌modified‌ ‌in‌ ‌a‌ ‌continuous‌ ‌dialogue‌ ‌with‌ ‌the‌‌                         
cultural‌ ‌worlds‌ ‌‘outside’‌ ‌and‌ ‌the‌‌identities‌‌which‌‌they‌‌offer.‌‌(HALL,‌‌1992,‌‌                     
p.‌ ‌276).‌ ‌ 

‌ 
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As‌‌Hall‌‌(1992,‌‌p.‌‌282)‌‌observes,‌‌the‌‌emergence‌‌of‌‌the‌‌Enlightenment‌‌and‌‌its‌‌Cartesian‌‌                           

concept‌‌of‌‌identity‌‌grounded‌‌on‌‌the‌‌centered,‌‌unified,‌‌coherent,‌‌rational,‌‌conscious,‌‌monadic‌‌                       

individual,‌ ‌is‌ ‌usually‌ ‌characterized‌ ‌as‌ ‌“the‌ ‌engine‌ ‌which‌ ‌set‌ ‌the‌ ‌whole‌ ‌social‌ ‌system‌ ‌of‌‌                           

modernity‌‌in‌‌motion”.‌‌Therefore,‌‌the‌‌transition‌‌from‌‌a‌‌predominantly‌‌Enlightened‌‌concept‌‌of‌‌                       

identity‌‌to‌‌a‌‌predominantly‌‌sociological‌‌one‌‌may‌‌be‌‌understood‌‌as‌‌a‌‌first‌‌significant‌‌crisis‌‌in‌‌                             

the‌ ‌Enlightened‌ ‌conceptualization‌ ‌of‌ ‌modern‌ ‌identity.‌ ‌This‌ ‌inceptive‌‌crisis‌‌is‌‌latched‌‌onto‌‌a‌‌                         

relativization‌‌of‌‌the‌‌autonomous,‌‌rational,‌‌and‌‌self-reliant‌‌capacities‌‌of‌‌the‌‌individual,‌‌whose‌‌                       

identity‌‌is‌‌now‌‌perceived‌‌to‌‌not‌‌fully‌‌depend‌‌on‌‌the‌‌singularity‌‌of‌‌his‌‌thoughts,‌‌wants,‌‌needs,‌‌                               

desires,‌ ‌and‌ ‌interests.‌‌The‌‌sociological‌‌concept‌‌of‌‌identity,‌‌predicated‌‌on‌‌the‌‌“‘internalizing’‌‌                       

of‌ ‌the‌ ‌outside‌ ‌in‌ ‌the‌ ‌subject,‌ ‌and‌ ‌‘externalizing’‌ ‌of‌ ‌the‌ ‌inside‌ ‌through‌ ‌action‌ ‌in‌ ‌the‌ ‌social‌‌                               

world”‌ ‌(HALL,‌ ‌1992,‌ ‌p.‌ ‌284),‌ ‌requires‌ ‌acknowledgement‌ ‌of‌ ‌ambivalence,‌ ‌codependency,‌‌                   

dialectics‌ ‌—‌ ‌in‌ ‌a‌ ‌word,‌ ‌duality.‌ ‌It‌ ‌is‌ ‌in‌ ‌the‌ ‌context‌ ‌of‌ ‌this‌ ‌shift‌ ‌or‌ ‌crisis‌ ‌in‌ ‌perceptions‌ ‌of‌‌                                     

identity‌ ‌that‌ ‌Stevenson’s‌ ‌‌Doppelgänger‌‌ ‌novella‌ ‌may‌ ‌be‌ ‌located.‌ ‌ 

The‌ ‌issue‌ ‌of‌ ‌identity‌ ‌and‌ ‌what‌ ‌defines‌ ‌it‌ ‌is‌ ‌undeniably‌ ‌embedded‌ ‌in‌ ‌Jekyll’s‌ ‌“full”‌                           

statement‌‌of‌‌the‌‌case.‌‌It‌‌is‌‌noteworthy‌‌that,‌‌upon‌‌first‌‌transforming‌‌into‌‌Hyde,‌‌he‌‌regards‌‌the‌‌                               

transformative‌ ‌drug‌ ‌as‌ ‌powerful‌ ‌enough‌ ‌to‌ ‌potently‌ ‌control‌ ‌and‌ ‌shake‌ ‌“the‌ ‌very‌ ‌fortress‌‌of‌‌                           

identity”‌ ‌(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌44):‌ ‌the‌ ‌body.‌ ‌Jekyll’s‌ ‌fantasy‌ ‌of‌ ‌identity‌ ‌stands‌ ‌for‌ ‌the‌‌                           

core‌‌nested‌‌inside‌‌the‌‌fortress,‌‌over‌‌which‌‌the‌‌body‌‌is‌‌merely‌‌a‌‌“thick‌‌cloak”‌‌(STEVENSON,‌‌                             

1991,‌‌p.‌‌46);‌‌indeed,‌‌if‌‌Hyde’s‌‌body‌‌differs‌‌from‌‌Jekyll’s‌‌in‌‌looks‌‌and‌‌stature,‌‌it‌‌is‌‌due‌‌to‌‌its‌‌                                     

being‌ ‌a‌ ‌material‌‌embodiment‌‌of‌‌a‌‌single,‌‌weakened‌‌side‌‌of‌‌the‌‌core‌‌within:‌‌that‌‌of‌‌his‌‌inner‌‌                                 

“evil”.‌‌The‌‌better‌‌part‌‌of‌‌Jekyll’s,‌‌the‌‌dominant,‌‌centripetal‌‌side‌‌of‌‌his‌‌core‌‌—‌‌i.‌‌e.‌‌his‌‌essence‌‌                                   

—‌‌is‌‌his‌‌inner‌‌goodness,‌‌which‌‌had‌‌been‌‌his‌‌natural‌‌inclination‌‌from‌‌birth:‌‌from‌‌the‌‌moment‌‌                               

he‌‌was‌‌born,‌‌he‌‌was‌‌“endowed‌‌with‌‌excellent‌‌parts,‌‌inclined‌‌by‌‌nature‌‌to‌‌industry,‌‌fond‌‌of‌‌the‌‌                                 

respect‌‌of‌‌the‌‌wise‌‌and‌‌good‌‌among‌‌my‌‌fellow-men,‌‌and‌‌thus,‌‌as‌‌might‌‌have‌‌been‌‌supposed,‌‌                               

with‌‌every‌‌guarantee‌‌of‌‌an‌‌honourable‌‌and‌‌distinguished‌‌future”‌‌(STEVENSON,‌‌1991,‌‌p.‌‌42).‌‌                         

Yet‌‌in‌‌what‌‌exactly‌‌does‌‌that‌‌core‌‌of‌‌goodness‌‌materialize?‌‌One‌‌important‌‌element‌‌seems‌‌to‌‌                             

be‌ ‌Jekyll’s‌ ‌capacity‌ ‌for‌ ‌rationalization;‌ ‌it‌ ‌is,‌ ‌after‌ ‌all,‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌his‌ ‌extenuating‌‌                             

scientific‌‌enquiries‌‌—‌‌tended‌‌toward‌‌the‌‌mystic‌‌and‌‌transcendental‌‌as‌‌they‌‌may‌‌be‌‌—‌‌that‌‌the‌‌                               

discovery‌ ‌and‌ ‌isolation‌ ‌of‌ ‌“man’s‌ ‌dual‌ ‌nature”‌ ‌(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌42)‌ ‌is‌ ‌achieved.‌‌                         

Another‌ ‌seems‌ ‌to‌ ‌be‌ ‌his‌ ‌self-reliance‌ ‌and‌ ‌active,‌ ‌conscious‌ ‌attempts‌ ‌at‌ ‌leading‌ ‌“a‌ ‌life‌ ‌of‌‌                             

effort,‌‌virtue‌‌and‌‌control”‌‌(STEVENSON,‌‌1991,‌‌p.‌‌44):‌‌he‌‌is,‌‌or‌‌so‌‌he‌‌tries‌‌to‌‌persuade‌‌us‌‌by‌‌                                   

dint‌ ‌of‌ ‌the‌ ‌use‌ ‌of‌ ‌reason,‌ ‌a‌ ‌conscious‌ ‌and‌ ‌conscientious‌ ‌individual‌ ‌whose‌ ‌every‌ ‌action‌ ‌is‌‌                             

dedicated‌ ‌at‌ ‌the‌ ‌betterment‌ ‌of‌ ‌himself‌ ‌and‌ ‌humanity.‌ ‌As‌ ‌to‌ ‌his‌ ‌being‌ ‌a‌ ‌unified,‌ ‌coherent‌‌                             

whole:‌‌even‌‌if‌‌he‌‌might‌‌be‌‌said‌‌to‌‌be‌‌a‌‌compound‌‌of‌‌diverging‌‌elements,‌‌part‌‌good‌‌and‌‌part‌‌                                   
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evil,‌‌with‌‌the‌‌good‌‌side‌‌overcoming‌‌the‌‌ill‌‌one‌‌by‌‌means‌‌of‌‌a‌‌life‌‌dedicated‌‌to‌‌virtue‌‌—‌‌“even‌‌                                     

if‌ ‌[he]‌ ‌could‌ ‌rightly‌ ‌be‌ ‌said‌ ‌to‌ ‌be‌ ‌either,‌ ‌it‌ ‌was‌ ‌only‌ ‌because‌ ‌[he]‌ ‌was‌ ‌radically‌ ‌both”‌‌                                 

(STEVENSON,‌‌1991,‌‌p.‌‌43).‌‌The‌‌duality‌‌in‌‌itself‌‌was‌‌not‌‌a‌‌testament‌‌to‌‌his‌‌incoherence,‌‌or‌‌                               

else‌‌his‌‌inner‌‌fracturing,‌‌as‌‌long‌‌as‌‌he‌‌may‌‌have‌‌remained‌‌committed‌‌to‌‌the‌‌core‌‌of‌‌goodness‌‌                                 

and‌ ‌rectitude‌ ‌that‌ ‌defined‌ ‌and‌ ‌centered‌ ‌his‌ ‌“self”.‌ ‌As‌ ‌a‌ ‌whole‌ ‌(no‌ ‌pun‌ ‌intended)‌ ‌Jekyll‌‌                             

entertains‌ ‌a‌ ‌concept‌ ‌of‌ ‌himself‌ ‌as‌ ‌a‌ ‌unified,‌ ‌coherent,‌ ‌and‌ ‌autonomous‌ ‌individual,‌ ‌whose‌‌                         

inner‌ ‌core‌ ‌of‌ ‌goodness‌ ‌he‌ ‌is‌ ‌able‌ ‌to‌ ‌express‌ ‌in‌ ‌rationalized‌ ‌language.‌ ‌Why,‌ ‌then,‌ ‌had‌ ‌his‌‌                               

Doppelgänger‌‌ ‌eventually‌ ‌emerged?‌ ‌ 

The‌‌answer‌‌is:‌‌the‌‌emergence‌‌of‌‌desires‌‌he‌‌was‌‌not‌‌rationally‌‌able‌‌to‌‌control,‌‌and‌‌his‌‌                               

subservience‌‌to‌‌the‌‌impositions‌‌and‌‌constraints‌‌of‌‌life‌‌in‌‌society,‌‌the‌‌internalization‌‌of‌‌both‌‌of‌‌                             

which‌ ‌leads‌ ‌to‌ ‌a‌ ‌profound‌ ‌cleavage‌ ‌in‌ ‌the‌ ‌inner‌ ‌core‌ ‌of‌ ‌Jekyll’s‌ ‌coherent‌ ‌self:‌ 

‌ 
And‌ ‌indeed‌ ‌the‌ ‌worst‌ ‌of‌ ‌my‌ ‌faults‌ ‌was‌ ‌a‌ ‌certain‌ ‌impatient‌ ‌gaiety‌ ‌of‌‌                         
disposition,‌ ‌such‌‌as‌‌has‌‌made‌‌the‌‌happiness‌‌of‌‌many,‌‌but‌‌such‌‌as‌‌I‌‌found‌‌it‌‌                             
hard‌‌to‌‌reconcile‌‌with‌‌my‌‌imperious‌‌desire‌‌to‌‌carry‌‌my‌‌head‌‌high,‌‌and‌‌wear‌‌                           
a‌‌more‌‌than‌‌commonly‌‌grave‌‌countenance‌‌before‌‌the‌‌public.‌‌Hence‌‌it‌‌came‌‌                       
about‌ ‌that‌ ‌I‌ ‌concealed‌ ‌my‌ ‌pleasures;‌ ‌and‌ ‌that‌ ‌when‌ ‌I‌ ‌reached‌ ‌years‌ ‌of‌‌                         
reflection,‌ ‌and‌ ‌began‌ ‌to‌ ‌look‌ ‌round‌ ‌me‌ ‌and‌ ‌take‌ ‌stock‌‌of‌‌my‌‌progress‌‌and‌‌                           
position‌ ‌in‌ ‌the‌ ‌world,‌ ‌I‌‌stood‌‌already‌‌committed‌‌to‌‌a‌‌profound‌‌duplicity‌‌of‌‌                         
life.‌ ‌Many‌ ‌a‌ ‌man‌ ‌would‌ ‌have‌ ‌even‌ ‌blazoned‌ ‌such‌ ‌irregularities‌ ‌as‌ ‌I‌ ‌was‌‌                         
guilty‌ ‌of;‌ ‌but‌ ‌from‌ ‌the‌ ‌high‌ ‌views‌‌that‌‌I‌‌had‌‌set‌‌before‌‌me,‌‌I‌‌regarded‌‌and‌‌                               
hid‌ ‌them‌ ‌with‌ ‌an‌ ‌almost‌ ‌morbid‌ ‌sense‌ ‌of‌ ‌shame.‌ ‌It‌ ‌was‌ ‌thus‌ ‌rather‌ ‌the‌‌                           
exacting‌ ‌nature‌ ‌of‌ ‌my‌ ‌aspirations‌ ‌than‌ ‌any‌ ‌particular‌ ‌degradation‌ ‌in‌ ‌my‌‌                     
faults,‌ ‌that‌ ‌made‌ ‌me‌ ‌what‌‌I‌‌was‌‌and,‌‌with‌‌even‌‌a‌‌deeper‌‌trench‌‌than‌‌in‌‌the‌‌                               
majority‌‌of‌‌men,‌‌severed‌‌in‌‌me‌‌those‌‌provinces‌‌of‌‌good‌‌and‌‌ill‌‌which‌‌divide‌‌                           
and‌ ‌compound‌ ‌man’s‌ ‌dual‌ ‌nature.‌ ‌(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌42).‌ ‌ 

‌ 

According‌‌to‌‌this‌‌reasoning,‌‌duality‌‌is‌‌neither‌‌abnormal‌‌nor‌‌pathological‌‌‌per‌‌se‌;‌‌on‌‌the‌‌                           

contrary,‌‌it‌‌is‌‌characteristic‌‌of‌‌the‌‌inner‌‌core‌‌of‌‌human‌‌nature,‌‌which‌‌is‌‌understood‌‌to‌‌be‌‌both‌‌                                 

divided‌ ‌and‌ ‌compounded‌ ‌by‌ ‌provinces‌ ‌of‌ ‌good‌ ‌and‌ ‌evil.‌ ‌If‌ ‌Jekyll’s‌‌duality‌‌differs‌‌from‌‌the‌‌                             

characteristic‌ ‌ambivalence‌ ‌of‌ ‌his‌ ‌peers,‌ ‌it‌ ‌is‌ ‌due‌ ‌to‌ ‌its‌ ‌extremity‌ ‌rather‌ ‌than‌ ‌its‌ ‌uncommon‌‌                             

nature.‌‌Again,‌‌his‌‌extreme‌‌duplicity‌‌of‌‌life‌‌escapes‌‌any‌‌intrinsic‌‌degradation‌‌in‌‌his‌‌faults;‌‌it‌‌is‌‌                               

instead‌‌motivated‌‌by‌‌his‌‌having‌‌been‌‌unable‌‌to‌‌balance‌‌the‌‌impulses‌‌of‌‌his‌‌“impatient‌‌gaiety”‌‌                             

which‌ ‌compound‌ ‌his‌ ‌inner‌‌core‌‌and‌‌such‌‌outer‌‌expectations‌‌of‌‌seriousness,‌‌sobriety,‌‌gravity‌‌                         

which‌ ‌he‌ ‌seems‌ ‌to‌ ‌take‌ ‌to‌ ‌heart‌ ‌with‌ ‌unusual‌ ‌fervor.‌ ‌The‌ ‌radical‌ ‌moralization‌ ‌of‌ ‌Jekyll’s‌‌                             

predicament‌‌in‌‌terms‌‌of‌‌good‌‌and‌‌evil,‌‌as‌‌well‌‌as‌‌the‌‌pride‌‌he‌‌takes‌‌in‌‌carrying‌‌his‌‌head‌‌high‌‌                                     

“before‌ ‌the‌ ‌eyes‌ ‌of‌ ‌the‌ ‌public”,‌ ‌reinforce‌ ‌the‌ ‌suggestion‌ ‌of‌ ‌the‌ ‌strenuous‌ ‌internalization‌ ‌of‌‌                           

social‌ ‌mores‌ ‌and‌ ‌cultural‌ ‌taboos,‌ ‌a‌ ‌formative‌ ‌process‌ ‌that‌ ‌depends‌ ‌on‌ ‌one’s‌ ‌recognition‌ ‌of‌‌                           

their‌‌relation‌‌to‌‌others.‌‌It‌‌is‌‌the‌‌pressures‌‌of‌‌social‌‌life,‌‌its‌‌active‌‌capacity‌‌of‌‌molding‌‌what‌‌an‌‌                                   
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individual‌ ‌is‌ ‌or‌ ‌must‌ ‌be,‌ ‌which‌ ‌ultimately‌ ‌suppress‌ ‌certain‌ ‌“natural”‌ ‌sides‌ ‌of‌ ‌the‌ ‌doctor’s‌‌                           

identity,‌ ‌thus‌ ‌revoking‌ ‌his‌ ‌complete‌ ‌agency‌ ‌over‌ ‌what‌ ‌must‌ ‌have‌ ‌been‌ ‌his‌ ‌autonomous,‌‌                         

coherent,‌ ‌wholesome‌ ‌self.‌ ‌The‌ ‌conflict‌ ‌in‌ ‌turn‌ ‌triggers‌ ‌the‌‌division‌‌and‌‌projection‌‌of‌‌Hyde,‌‌                           

Jekyll’s‌ ‌double,‌ ‌whose‌ ‌“pure‌ ‌evil”‌ ‌nature‌ ‌is‌ ‌in‌ ‌fact‌ ‌a‌ ‌testament‌ ‌to‌ ‌his‌ ‌not‌ ‌abiding‌ ‌by‌ ‌any‌‌                                 

cultural‌‌taboos‌‌or‌‌social‌‌mores.‌‌Upon‌‌first‌‌transforming,‌‌Jekyll‌‌relates‌‌“a‌‌heady‌‌recklessness,‌‌                         

a‌‌current‌‌of‌‌disordered‌‌sensual‌‌images‌‌running‌‌like‌‌a‌‌millrace‌‌in‌‌[his]‌‌fancy,‌‌‌a‌‌solution‌‌of‌‌the‌‌                                 

bonds‌ ‌of‌ ‌obligation‌,‌ ‌an‌ ‌unknown‌ ‌but‌ ‌not‌ ‌an‌ ‌innocent‌ ‌freedom‌ ‌of‌‌the‌‌soul”‌‌(STEVENSON,‌‌                           

1991,‌ ‌p.‌ ‌44,‌ ‌emphasis‌ ‌added);‌ ‌it‌ ‌appears,‌ ‌in‌ ‌other‌ ‌words,‌ ‌that‌ ‌Hyde‌ ‌embodies‌ ‌the‌‌                           

transgression‌‌of‌‌social‌‌bonds,‌‌not‌‌unknown‌‌to‌‌Jekyll‌‌but‌‌no‌‌longer‌‌under‌‌his‌‌control.‌‌In‌‌short,‌‌                               

one‌ ‌possible‌ ‌key‌ ‌to‌ ‌read‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌ ‌Stevenson’s‌ ‌novella‌ ‌is‌ ‌as‌ ‌an‌ ‌embodied‌‌                           

representation‌ ‌of‌ ‌the‌ ‌crisis‌ ‌of‌ ‌Enlightened‌ ‌identity‌ ‌‌vis-à-vis‌ ‌the‌ ‌sociological‌ ‌concept‌ ‌of‌‌                       

identity,‌ ‌whereby‌ ‌beliefs‌ ‌in‌ ‌man’s‌ ‌autonomy,‌ ‌self-reliance,‌ ‌and‌ ‌essential‌ ‌inner‌ ‌indivisibility‌‌                     

are‌ ‌placed‌ ‌under‌ ‌suspicion.‌ ‌ 

The‌ ‌development‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌ ‌Stevenson’s‌ ‌novella‌ ‌as‌ ‌an‌ ‌embodiment‌ ‌of‌‌                       

identity‌‌crisis‌‌could‌‌be‌‌said‌‌to‌‌anticipate‌‌what‌‌Hall‌‌names‌‌the‌‌decentering‌‌of‌‌the‌‌Enlightened‌‌                             

subject‌ ‌in‌‌postmodernity,‌‌that‌‌is,‌‌its‌‌dislocation‌‌and‌‌fragmentation‌‌due‌‌to‌‌the‌‌loss‌‌of‌‌a‌‌stable‌‌                               

sense‌‌of‌‌self.‌‌According‌‌to‌‌Hall‌‌(1992,‌‌p.‌‌285-291),‌‌several‌‌advances‌‌in‌‌social‌‌theory‌‌and‌‌the‌‌                               

human‌ ‌sciences‌ ‌in‌ ‌the‌ ‌twentieth‌ ‌century‌ ‌have‌ ‌progressively‌ ‌furthered‌ ‌the‌ ‌critique‌ ‌of‌ ‌the‌‌                         

Cartesian‌ ‌subject‌ ‌by‌ ‌attacking‌ ‌its‌ ‌claims‌ ‌to‌ ‌autonomy,‌ ‌unity,‌ ‌and‌ ‌rationality.‌ ‌These‌‌                       

revolutionary‌ ‌propositions‌ ‌include:‌ ‌the‌ ‌Althusserian‌ ‌reading‌ ‌of‌ ‌Marx,‌ ‌according‌ ‌to‌ ‌which‌‌                     

Marxism,‌ ‌by‌ ‌placing‌ ‌social‌ ‌relations‌ ‌at‌ ‌the‌ ‌center‌ ‌of‌ ‌is‌ ‌theoretical‌ ‌system,‌ ‌rejected‌ ‌the‌‌                           

Enlightened‌ ‌proposition‌ ‌of‌ ‌autonomous‌ ‌subjectivity;‌ ‌the‌ ‌Psychoanalytic‌ ‌theory‌ ‌of‌ ‌the‌‌                   

unconscious,‌‌in‌‌both‌‌its‌‌Freudian‌‌and‌‌Lacanian‌‌interpretations,‌‌and‌‌its‌‌associated‌‌questioning‌‌                       

of‌ ‌Enlightened‌ ‌rationality‌ ‌and‌ ‌unity;‌ ‌the‌ ‌Saussurean‌ ‌structuralist‌ ‌concept‌ ‌of‌ ‌language‌ ‌as‌ ‌a‌‌                         

system‌‌and‌‌its‌‌influence‌‌on‌‌Derrida’s‌‌proposition‌‌of‌‌the‌‌deferral‌‌of‌‌the‌‌final‌‌meaning,‌‌which‌‌is‌‌                               

never‌ ‌in‌ ‌control‌ ‌of‌ ‌an‌ ‌“author”;‌ ‌Foucault’s‌ ‌description‌ ‌of‌ ‌disciplinary‌ ‌power‌ ‌as‌ ‌an‌‌                         

institutional‌‌force‌‌of‌‌subjection,‌‌and‌‌its‌‌accompanying‌‌conceptualization‌‌of‌‌identity‌‌being‌‌the‌‌                       

effect‌ ‌of‌ ‌discourses‌ ‌and‌ ‌institutions‌ ‌which‌ ‌regulate,‌‌surveil,‌‌and‌‌govern‌‌individuals;‌‌and‌‌the‌‌                         

emergence‌‌of‌‌identity‌‌politics‌‌in‌‌the‌‌1960s,‌‌feminism‌‌in‌‌particular,‌‌which‌‌have‌‌decentered‌‌the‌‌                           

Euro-phallo-hetero-centrism‌ ‌of‌ ‌Western‌ ‌thought.‌ ‌As‌ ‌a‌ ‌result‌ ‌of‌ ‌this‌ ‌encompassing‌‌                   

intervention,‌ ‌“the‌ ‌Enlightenment‌ ‌‘subject’,‌ ‌with‌ ‌a‌ ‌fixed‌ ‌and‌ ‌stable‌ ‌identity,‌ ‌was‌ ‌de-centred‌‌                       

into‌ ‌the‌ ‌open,‌ ‌contradictory,‌ ‌unfinished,‌ ‌fragmented‌ ‌identities‌ ‌of‌ ‌the‌ ‌post-modern‌ ‌subject”‌‌                     

(HALL,‌ ‌1992,‌ ‌p.‌ ‌291).‌ ‌As‌ ‌a‌ ‌result,‌ ‌a‌ ‌postmodern‌ ‌conception‌ ‌of‌ ‌“ex-centric”‌ ‌identities‌ ‌has‌‌                           

been‌ ‌articulated‌ ‌in‌ ‌social‌ ‌theory.‌ ‌As‌ ‌Hall‌ ‌describes‌ ‌it:‌‌ ‌  
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‌ 

Identity‌ ‌becomes‌ ‌a‌ ‌‘moveable‌ ‌feast’:‌‌formed‌‌and‌‌transformed‌‌continuously‌‌                 
in‌ ‌relation‌ ‌to‌ ‌the‌ ‌ways‌ ‌we‌ ‌are‌ ‌represented‌ ‌or‌ ‌addressed‌ ‌in‌ ‌the‌ ‌cultural‌‌                         
systems‌ ‌which‌ ‌surround‌ ‌us.‌ ‌It‌ ‌is‌ ‌historically,‌‌not‌‌biologically,‌‌defined.‌‌The‌‌                     
subject‌‌assumes‌‌different‌‌identities‌‌at‌‌different‌‌times,‌‌identities‌‌which‌‌are‌‌not‌‌                     
unified‌ ‌around‌ ‌a‌ ‌coherent‌ ‌‘self’.‌ ‌Within‌ ‌us‌ ‌are‌ ‌contradictory‌ ‌identities,‌‌                   
pulling‌ ‌in‌ ‌different‌ ‌directions,‌ ‌so‌ ‌that‌ ‌our‌ ‌identifications‌ ‌are‌ ‌continuously‌‌                   
being‌‌shifted‌‌about.‌‌If‌‌we‌‌feel‌‌we‌‌have‌‌a‌‌unified‌‌identity‌‌from‌‌birth‌‌to‌‌death,‌‌                             
it‌ ‌is‌ ‌only‌ ‌because‌ ‌we‌‌construct‌‌a‌‌comforting‌‌story‌‌or‌‌‘narrative‌‌of‌‌the‌‌self’‌‌                           
about‌‌ourselves.‌‌The‌‌fully‌‌unified,‌‌completed,‌‌secure‌‌and‌‌coherent‌‌identity‌‌is‌‌                     
a‌ ‌fantasy.‌ ‌Instead,‌ ‌as‌ ‌the‌ ‌systems‌ ‌of‌ ‌meaning‌ ‌and‌ ‌cultural‌ ‌representation‌‌                     
multiply,‌ ‌we‌ ‌are‌ ‌confronted‌ ‌by‌ ‌a‌ ‌bewildering,‌ ‌fleeting‌ ‌multiplicity‌ ‌of‌‌                   
possible‌ ‌identities,‌ ‌any‌ ‌one‌ ‌of‌ ‌which‌ ‌we‌ ‌could‌ ‌identify‌ ‌with‌ ‌—‌ ‌at‌ ‌least‌‌                         
temporarily.‌ ‌(HALL,‌ ‌1992,‌ ‌p.‌ ‌277).‌ ‌ 

‌ 

In‌ ‌Daniel‌ ‌Levine’s‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌‌Hyde‌,‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌‌                       

Doppelgänger‌ ‌is‌ ‌parodically‌ ‌activated‌ ‌—‌ ‌that‌ ‌is,‌ ‌repeated‌ ‌with‌ ‌difference‌ ‌—‌ ‌to‌ ‌signal‌ ‌the‌‌                           

postmodern‌‌crisis‌‌of‌‌identity‌‌explained‌‌above.‌‌The‌‌parodic‌‌use‌‌and‌‌abuse‌‌of‌‌the‌‌motif‌‌of‌‌the‌‌                               

double‌ ‌results‌ ‌in‌ ‌a‌ ‌lack‌ ‌of‌ ‌definition‌ ‌of‌ ‌who‌ ‌Hyde‌ ‌is‌ ‌supposed‌ ‌to‌ ‌be,‌ ‌or‌ ‌what‌ ‌Hyde‌ ‌is‌‌                                   

supposed‌‌to‌‌metaphorically‌‌stand‌‌for.‌‌In‌‌the‌‌novel,‌‌several‌‌explanations‌‌for‌‌the‌‌emergence‌‌of‌‌                           

the‌ ‌‌Doppelgänger‌ ‌are‌ ‌tried‌ ‌out,‌ ‌examined,‌ ‌but‌ ‌never‌ ‌fully‌ ‌embraced‌ ‌or‌ ‌rejected;‌ ‌each‌‌                         

explanation‌ ‌develops‌ ‌into‌ ‌a‌ ‌number‌ ‌of‌ ‌both‌ ‌conflating‌ ‌and‌ ‌conflicting‌ ‌trends‌ ‌which‌‌                       

unauthorize‌ ‌any‌ ‌final,‌ ‌unitary,‌ ‌coherent‌ ‌definition‌ ‌of‌ ‌identity.‌ ‌ 

To‌‌begin‌‌with,‌‌Hyde‌‌may‌‌have‌‌emerged‌‌as‌‌a‌‌second‌‌personality‌‌as‌‌a‌‌result‌‌of‌‌Jekyll’s‌‌                               

dissociative‌ ‌personality‌ ‌disorder.‌ ‌As‌ ‌a‌ ‌child,‌ ‌Jekyll’s‌ ‌father,‌‌a‌‌violinist‌‌and‌‌conductor‌‌of‌‌the‌‌                           

Edinburgh‌ ‌Orchestra,‌ ‌had‌ ‌horribly‌ ‌abused‌ ‌him,‌ ‌forcing‌ ‌him‌ ‌to‌ ‌engage‌ ‌in‌ ‌precocious‌‌sexual‌‌                         

intercourse‌ ‌with‌ ‌the‌ ‌maidens‌ ‌of‌ ‌the‌ ‌household.‌ ‌At‌ ‌those‌ ‌times,‌ ‌Jekyll‌ ‌would‌ ‌dissociate,‌‌                         

isolating‌‌a‌‌portion‌‌of‌‌his‌‌psyche‌‌“to‌‌bear‌‌the‌‌pain.‌‌The‌‌discomfort,‌‌the‌‌humiliation,‌‌to‌‌bear‌‌it‌‌                                 

when‌‌it‌‌became‌‌unbearable”‌‌(LEVINE,‌‌2014,‌‌p.‌‌95)‌‌—‌‌a‌‌part‌‌of‌‌him‌‌behind‌‌whom‌‌he‌‌could‌‌                                 

“hyde”,‌‌a‌‌separate‌‌personality‌‌who‌‌would‌‌emerge,‌‌when‌‌triggered,‌‌as‌‌a‌‌surrogate‌‌or‌‌scapegoat‌‌                           

to‌ ‌preserve‌ ‌the‌ ‌integrity‌ ‌of‌ ‌the‌ ‌dominating‌ ‌personality.‌ ‌As‌ ‌he‌ ‌grows‌ ‌apart‌‌from‌‌his‌‌abusive‌‌                             

father‌ ‌to‌ ‌become‌ ‌a‌ ‌celebrated‌ ‌“alienist”,‌ ‌Jekyll‌ ‌treats‌ ‌a‌ ‌patient‌ ‌in‌ ‌France‌ ‌named‌ ‌Emile‌‌                           

Verlaine,‌‌who‌‌has‌‌also‌‌been‌‌sexually‌‌abused‌‌by‌‌his‌‌mother.‌‌Emile’s‌‌past‌‌history‌‌of‌‌abuse‌‌has‌‌                               

similarly‌ ‌precipitated‌ ‌the‌ ‌birth‌ ‌of‌ ‌a‌ ‌second‌ ‌personality,‌ ‌Pierre.‌ ‌In‌ ‌the‌ ‌course‌ ‌of‌ ‌Emile’s‌‌                           

treatment,‌ ‌Jekyll‌ ‌develops‌ ‌a‌‌drug‌‌that‌‌functions‌‌as‌‌a‌‌trigger‌‌to‌‌summon‌‌each‌‌of‌‌the‌‌patient’s‌‌                               

personalities‌ ‌separately;‌ ‌it‌ ‌is‌ ‌then‌ ‌that‌ ‌a‌ ‌third,‌ ‌maleficent‌ ‌personality‌‌emerges,‌‌one‌‌who‌‌has‌‌                           

been‌ ‌developing‌ ‌in‌ ‌secrecy‌ ‌for‌ ‌years:‌ ‌L’inconnu,‌ ‌the‌ ‌Unknown,‌ ‌whose‌ ‌function‌ ‌was‌ ‌“for‌‌                         

Emile‌‌to‌‌punish‌‌himself”‌‌(LEVINE,‌‌2014,‌‌p.‌‌97).‌‌Unable‌‌to‌‌bear‌‌the‌‌pressure‌‌of‌‌his‌‌multiple‌‌                               

personalities’‌ ‌inner‌ ‌turmoil,‌ ‌as‌ ‌well‌ ‌as‌ ‌that‌ ‌of‌ ‌Jekyll’s‌ ‌unconventional‌ ‌treatment,‌ ‌Emile‌‌                       



131‌ ‌ 

commits‌‌suicide.‌‌Jekyll,‌‌in‌‌his‌‌turn,‌‌returns‌‌to‌‌England‌‌to‌‌continue‌‌to‌‌test‌‌the‌‌drug‌‌on‌‌himself‌‌                                 

—‌‌now‌‌summoning‌‌“Mr.‌‌Hyde”,‌‌his‌‌own‌‌alter‌‌ego‌‌who‌‌has‌‌been‌‌dormant‌‌for‌‌years,‌‌as‌‌well‌‌as‌‌                                   

“Mr.‌ ‌Seek”,‌ ‌a‌ ‌third‌ ‌personality,‌ ‌a‌ ‌mischievous‌ ‌prankster,‌ ‌Jekyll’s‌ ‌own‌ ‌L’inconnu.‌‌ ‌  

The‌ ‌triad‌ ‌Jekyll,‌ ‌Hyde‌ ‌and‌ ‌Seek‌ ‌are‌ ‌replicated‌ ‌in‌ ‌another‌ ‌triad,‌ ‌Emile,‌ ‌Pierre‌ ‌and‌‌                           

L’inconnu‌ ‌respectively,‌ ‌though‌ ‌as‌ ‌the‌ ‌narrative‌ ‌progresses‌ ‌it‌ ‌becomes‌ ‌increasingly‌‌                   

troublesome‌‌to‌‌determine‌‌who‌‌is‌‌a‌‌double‌‌of‌‌whom.‌‌As‌‌a‌‌consequence,‌‌two‌‌important‌‌indexes‌‌                             

of‌ ‌parodic‌ ‌inversion‌ ‌of‌ ‌the‌ ‌convention‌ ‌of‌‌the‌‌‌Doppelgänger‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel‌‌                           

may‌ ‌be‌ ‌pinpointed.‌ ‌Firstly,‌ ‌in‌ ‌the‌ ‌tradition‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌ ‌fiction,‌ ‌the‌ ‌double‌ ‌is‌ ‌a‌‌                               

derivative‌‌character,‌‌a‌‌projection‌‌of‌‌a‌‌“self”‌‌from‌‌whose‌‌point‌‌of‌‌view‌‌the‌‌uncanny‌‌events‌‌are‌‌                               

focalized;‌ ‌eventually,‌ ‌the‌ ‌double‌ ‌threatens‌ ‌the‌ ‌self‌‌with‌‌the‌‌possibility‌‌of‌‌destruction,‌‌which‌‌                         

deflagrates‌ ‌a‌ ‌conflict‌ ‌of‌ ‌motives‌ ‌between‌ ‌the‌ ‌antagonists.‌ ‌In‌ ‌Levine’s‌ ‌postmodern‌ ‌version,‌‌                       

one‌ ‌important‌ ‌trait‌ ‌of‌ ‌parodic‌ ‌inversion‌ ‌lies‌ ‌in‌ ‌the‌ ‌idea‌‌of‌‌Hyde‌‌being‌‌initially‌‌devised‌‌as‌‌a‌‌                                 

psychological‌‌strategy‌‌of‌‌‌survival‌‌rather‌‌than‌‌self-destruction‌;‌‌a‌‌“psychological‌‌mutation,‌‌an‌‌                     

evolution‌ ‌of‌‌the‌‌mind”‌‌brought‌‌about‌‌as‌‌a‌‌result‌‌of‌‌Jekyll’s‌‌“urgency‌‌to‌‌survive.”‌‌(LEVINE,‌‌                             

2014,‌‌p.‌‌93).‌‌The‌‌explanation‌‌is‌‌Darwinian‌‌in‌‌scope,‌‌and‌‌so‌‌is‌‌Jekyll’s‌‌final‌‌subsuming‌‌under‌‌                               

Hyde’s‌ ‌dominance:‌ ‌“Extinction.‌ ‌[...]‌ ‌Jekyll‌‌refused‌‌to‌‌explain‌‌this‌‌concept‌‌to‌‌me.‌‌But‌‌now‌‌I‌‌                             

begin‌‌to‌‌glimpse‌‌what‌‌‌extinction‌‌really‌‌means.‌‌I‌‌have‌‌been‌‌singled‌‌out.‌‌Selected‌‌for‌‌survival.”‌‌                             

(LEVINE,‌‌2014,‌‌p.‌‌3).‌‌Contrary‌‌to‌‌Stevenson’s‌‌novel,‌‌then,‌‌Hyde‌‌is‌‌not‌‌as‌‌much‌‌Jekyll’s‌‌evil‌‌                               

side‌ ‌as‌ ‌he‌ ‌is‌ ‌his‌ ‌more‌ ‌resilient‌ ‌side,‌ ‌hence‌ ‌he‌ ‌does‌ ‌not‌ ‌as‌ ‌much‌ ‌overpower‌ ‌Jekyll‌ ‌out‌ ‌of‌‌                                   

wickedness‌ ‌as‌ ‌he‌ ‌outlives‌ ‌him.‌ ‌However,‌ ‌if‌ ‌Hyde‌ ‌does‌ ‌not‌ ‌embody‌ ‌self-destruction,‌ ‌Seek‌‌                         

does;‌ ‌indeed,‌ ‌as‌ ‌Hyde’s‌ ‌opposite‌ ‌in‌ ‌meaning,‌ ‌Mr.‌ ‌Seek‌ ‌is‌ ‌Hyde’s‌ ‌“own‌ ‌demonic‌ ‌double‌‌                           

stemming‌‌from‌‌[his]‌‌soles.”‌‌(LEVINE,‌‌2014,‌‌p.‌‌288).‌‌In‌‌the‌‌postmodern‌‌gothic,‌‌doubles‌‌have‌‌                           

doubles‌‌who‌‌have‌‌doubles‌‌—‌‌which‌‌leads‌‌us‌‌to‌‌our‌‌second‌‌index‌‌of‌‌parodic‌‌inversion:‌‌if‌‌the‌‌                                 

double‌ ‌is‌ ‌supposed‌ ‌to‌ ‌stand‌ ‌for‌ ‌the‌ ‌foundational‌ ‌experience‌ ‌of‌ ‌duality‌ ‌in‌ ‌human‌‌                         

consciousness,‌ ‌as‌ ‌Herdman‌ ‌(1990,‌ ‌p.‌ ‌1)‌ ‌believes‌ ‌it‌ ‌must,‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌it‌‌                           

metaphorizes‌ ‌cleavage‌ ‌while‌ ‌resisting‌ ‌the‌ ‌idea‌ ‌that‌ ‌what‌ ‌results‌ ‌must‌ ‌be‌ ‌two‌ ‌halves.‌ ‌The‌‌                           

possibility‌ ‌had‌ ‌been‌ ‌ventured‌ ‌prior‌ ‌in‌ ‌Stevenson’s‌ ‌version:‌ ‌ 

‌ 

With‌ ‌every‌ ‌day,‌ ‌and‌ ‌from‌ ‌both‌ ‌sides‌ ‌of‌ ‌my‌‌intelligence,‌‌the‌‌moral‌‌and‌‌the‌‌                           
intellectual,‌ ‌I‌ ‌thus‌ ‌drew‌ ‌steadily‌ ‌nearer‌ ‌to‌ ‌that‌ ‌truth,‌ ‌by‌ ‌whose‌ ‌partial‌‌                       
discovery‌‌I‌‌have‌‌been‌‌doomed‌‌to‌‌such‌‌a‌‌dreadful‌‌shipwreck:‌‌that‌‌man‌‌is‌‌not‌‌                           
truly‌ ‌one,‌‌but‌‌truly‌‌two.‌‌I‌‌say‌‌two,‌‌because‌‌the‌‌state‌‌of‌‌my‌‌own‌‌knowledge‌‌                             
does‌ ‌not‌ ‌pass‌ ‌beyond‌‌that‌‌point.‌‌Others‌‌will‌‌follow,‌‌others‌‌will‌‌outstrip‌‌me‌                         
on‌‌the‌‌same‌‌lines;‌‌and‌‌I‌‌hazard‌‌the‌‌guess‌‌that‌‌man‌‌will‌‌be‌‌ultimately‌‌known‌‌                             
for‌ ‌a‌ ‌mere‌ ‌polity‌ ‌of‌ ‌multifarious,‌ ‌incongruous,‌ ‌and‌ ‌independent‌ ‌denizens.‌‌                   
(STEVENSON,‌ ‌1991,‌ ‌p.‌ ‌43).‌ ‌ 

‌ 
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Yet‌‌his‌‌version‌‌of‌‌the‌‌‌Doppelgänger‌‌predominantly‌‌remains‌‌within‌‌the‌‌domain‌‌of‌‌duplication‌‌                         

and‌ ‌duplicity,‌ ‌whereas‌ ‌in‌ ‌Levine’s‌ ‌novel,‌ ‌the‌ ‌binary‌ ‌‌self‌ ‌x‌ ‌double‌ ‌fragments‌ ‌into‌ ‌the‌‌                           

hinterland‌‌of‌‌multiple‌‌selves‌‌who‌‌may‌‌be‌‌suitably‌‌considered‌‌‌Doppelgängers‌‌of‌‌one‌‌another.‌‌                         

Indeed,‌ ‌others‌ ‌have‌ ‌followed‌ ‌to‌ ‌outstrip‌ ‌Jekyll‌ ‌on‌ ‌the‌ ‌basis‌ ‌of‌ ‌his‌ ‌own‌‌reasoning:‌‌Levine’s‌‌                             

Edward‌ ‌Hyde‌ ‌is‌ ‌a‌‌perfect‌‌example‌‌of‌‌how‌‌the‌‌convention‌‌of‌‌the‌‌double‌‌may‌‌be‌‌activated‌‌to‌‌                                 

implicate‌ ‌the‌ ‌multifaceted‌ ‌and‌‌incongruous‌‌proliferation‌‌of‌‌unassimilable‌‌denizens‌‌of‌‌which‌‌                     

postmodern‌ ‌subjectivity‌ ‌consists.‌ ‌ 

Since‌ ‌Hyde‌ ‌has‌ ‌been‌ ‌naturally‌ ‌selected‌ ‌to‌ ‌survive,‌ ‌he‌ ‌begins‌ ‌to‌ ‌believe‌ ‌that‌ ‌he‌ ‌has‌‌                             

flourished‌‌into‌‌a‌‌man‌‌in‌‌his‌‌own‌‌right:‌‌“Just‌‌like‌‌that,‌‌I‌‌was‌‌a‌‌legitimate‌‌human‌‌being.‌‌I‌‌was‌‌                                     

Mr.‌ ‌Edward‌ ‌Hyde‌ ‌of‌ ‌Ghyll‌ ‌Road,‌ ‌an‌ ‌untethered‌ ‌entity.”‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌34).‌ ‌His‌‌                           

assumption,‌ ‌however,‌ ‌is‌ ‌founded‌ ‌upon‌ ‌the‌ ‌exterior‌ ‌signs‌ ‌of‌ ‌social‌ ‌existence;‌ ‌he‌ ‌assumes‌ ‌a‌‌                           

name,‌‌rents‌‌the‌‌house‌‌on‌‌Ghyll‌‌Road,‌‌hires‌‌a‌‌housekeeper,‌‌and‌‌has‌‌clothes‌‌tailored‌‌to‌‌suit‌‌his‌‌                                 

body‌‌to‌‌perfection,‌‌hence‌‌his‌‌feeling‌‌like‌‌a‌‌legitimate‌‌individual:‌‌“I‌‌didn’t‌‌expect‌‌to‌‌enjoy‌‌that‌‌                               

as‌‌much‌‌as‌‌I‌‌did,‌‌ridding‌‌myself‌‌of‌‌Jekyll’s‌‌dragging‌‌hand-me-downs.‌‌I‌‌posed‌‌before‌‌the‌‌huge‌‌                               

Gothic‌ ‌mirror‌ ‌in‌ ‌my‌ ‌bedroom‌ ‌as‌ ‌the‌‌wizened‌‌tailor‌‌scuttled‌‌around‌‌marking‌‌me‌‌with‌‌chalk,‌‌                             

making‌‌me‌‌into‌‌a‌‌real‌‌person‌‌before‌‌my‌‌very‌‌eyes.”‌‌(LEVINE,‌‌2014,‌‌p.‌‌33).‌‌It‌‌is‌‌interesting‌‌                                 

that‌‌the‌‌specular‌‌image,‌‌perhaps‌‌the‌‌clearest‌‌representation‌‌of‌‌the‌‌alter‌‌ego‌‌in‌‌gothic‌‌fiction,‌‌is‌‌                               

what‌ ‌allows‌ ‌Edward‌ ‌Hyde‌ ‌to‌ ‌envisage‌ ‌himself‌ ‌as‌ ‌a‌ ‌“real‌ ‌self”,‌ ‌the‌ ‌bearer‌‌of‌‌a‌‌“legitimate”‌‌                               

identity,‌‌an‌‌individual‌‌apart‌‌from‌‌Jekyll;‌‌it‌‌is‌‌ironic,‌‌then,‌‌that‌‌the‌‌coming‌‌about‌‌of‌‌his‌‌identity‌‌                                 

should‌ ‌be‌ ‌described‌ ‌as‌ ‌an‌ ‌imposture,‌ ‌a‌ ‌performative‌ ‌act,‌ ‌in‌ ‌terms‌ ‌of‌ ‌his‌ ‌relying‌ ‌on‌ ‌the‌‌                               

superficial‌ ‌signs‌ ‌of‌ ‌class‌ ‌and‌ ‌masculinity‌ ‌to‌ ‌put‌ ‌up‌ ‌a‌ ‌show‌ ‌of‌ ‌living‌ ‌in‌ ‌society.‌ ‌The‌‌                               

(il)legitimacy‌ ‌of‌ ‌his‌ ‌identity‌ ‌stands‌ ‌for‌ ‌blending‌ ‌in,‌ ‌rather‌ ‌than‌ ‌cherishing‌ ‌a‌ ‌core‌ ‌of‌ ‌inner‌‌                             

qualities‌ ‌that‌ ‌may‌ ‌ultimately‌ ‌remain‌ ‌unachievable:‌ ‌ 

‌ 

I‌ ‌stopped‌ ‌before‌ ‌a‌ ‌pawnshop‌ ‌one‌ ‌day,‌ ‌my‌ ‌attention‌ ‌snagged‌ ‌by‌ ‌a‌ ‌set‌ ‌of‌‌                           
painted‌ ‌wooden‌ ‌dolls.‌‌They‌‌had‌‌been‌‌designed‌‌to‌‌nest‌‌one‌‌inside‌‌the‌‌other,‌‌                         
all‌‌fitting‌‌within‌‌the‌‌largest‌‌oblong‌‌doll,‌‌but‌‌in‌‌the‌‌window‌‌they‌‌were‌‌arrayed‌‌                           
in‌ ‌a‌ ‌line,‌ ‌ten‌ ‌or‌ ‌so,‌ ‌all‌ ‌wearing‌ ‌kerchiefs‌ ‌like‌ ‌Russian‌ ‌peasants,‌ ‌arranged‌‌                         
from‌ ‌the‌‌largest‌‌to‌‌the‌‌smallest,‌‌which‌‌was‌‌the‌‌size‌‌of‌‌a‌‌bullet.‌‌The‌‌display‌‌                             
unsettled‌‌me.‌‌This‌‌one‌‌dummy‌‌with‌‌so‌‌many‌‌replicas‌‌stored‌‌inside.‌‌[...]‌‌Was‌‌                         
three‌ ‌the‌ ‌limit‌ ‌or‌ ‌could‌ ‌the‌ ‌multiplicity‌‌go‌‌on‌‌and‌‌on,‌‌like‌‌these‌‌dolls‌‌with‌‌                             
their‌ ‌cryptic,‌ ‌replicated‌ ‌smiles?‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌141).‌ ‌ 

‌ 

The‌ ‌image‌ ‌of‌ ‌the‌ ‌Russian‌ ‌dolls‌ ‌is‌ ‌suitable‌ ‌both‌ ‌as‌ ‌a‌ ‌metaphor‌ ‌for‌ ‌the‌ ‌unending‌‌                             

multiplicity‌ ‌of‌ ‌postmodern‌ ‌identities,‌ ‌and‌ ‌as‌ ‌a‌ ‌critique‌ ‌and‌ ‌ultimately‌ ‌a‌ ‌revocation‌ ‌of‌ ‌the‌‌                           

Enlightened‌ ‌belief‌ ‌in‌ ‌an‌ ‌achievable‌ ‌core‌ ‌of‌ ‌human‌ ‌identity.‌ ‌The‌ ‌dolls‌ ‌suggest‌ ‌that‌ ‌what‌ ‌is‌‌                             

nested‌ ‌inside‌ ‌the‌ ‌exterior‌ ‌is‌ ‌simply‌‌another‌‌version‌‌of‌‌the‌‌exterior,‌‌and‌‌so‌‌it‌‌is‌‌‌ad‌‌infinitum‌;‌‌                                 
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there‌ ‌are‌ ‌neither‌ ‌wicked‌ ‌or‌ ‌redeeming‌ ‌qualities,‌ ‌there‌ ‌is‌ ‌no‌ ‌core‌ ‌of‌‌either‌‌goodness‌‌or‌‌evil,‌‌                               

there‌‌is‌‌in‌‌fact‌‌no‌‌core‌‌at‌‌all‌‌—‌‌nothing‌‌but‌‌another‌‌replica.‌‌If‌‌Stevenson’s‌‌novella‌‌nods‌‌at‌‌the‌‌                                     

multiplicity‌ ‌of‌ ‌identity‌ ‌as‌ ‌a‌ ‌marvelous‌ ‌discovery‌ ‌yet‌ ‌to‌ ‌come,‌ ‌Levine’s‌ ‌version‌ ‌evokes‌‌                         

through‌ ‌the‌ ‌image‌ ‌of‌ ‌the‌ ‌multiplied‌ ‌Russian‌ ‌dolls‌ ‌the‌ ‌unsettling‌ ‌side‌ ‌of‌ ‌the‌ ‌radical‌‌                           

fragmentation‌ ‌of‌ ‌identity‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌subject.‌ ‌ 

So‌ ‌far,‌ ‌we‌ ‌have‌ ‌seen‌ ‌how‌‌Hyde‌‌is‌‌first‌‌suggested‌‌to‌‌have‌‌been‌‌“born”‌‌a‌‌fragment‌‌or‌‌                                 

second‌ ‌identity‌ ‌out‌ ‌of‌ ‌Jekyll’s‌ ‌dissociative‌ ‌personality‌ ‌disorder,‌ ‌only‌ ‌to‌ ‌outlive‌ ‌Jekyll‌ ‌as‌ ‌a‌‌                           

dominant‌ ‌personality‌ ‌and‌ ‌become‌ ‌an‌ ‌individual‌ ‌in‌ ‌his‌ ‌own‌ ‌right,‌ ‌even‌ ‌if‌ ‌one‌ ‌ridden‌ ‌with‌‌                             

anxiety‌‌as‌‌to‌‌the‌‌pivotal‌‌emptiness‌‌of‌‌his‌‌inner‌‌core.‌‌Nevertheless,‌‌the‌‌character‌‌retains‌‌some‌‌                             

of‌ ‌the‌ ‌original‌ ‌symbolic‌‌ambivalence‌‌of‌‌the‌‌‌Doppelgänger‌‌in‌‌that,‌‌from‌‌a‌‌protection‌‌against‌‌                           

sexual‌ ‌abuse,‌ ‌he‌ ‌changes‌ ‌into‌ ‌an‌ ‌outlet‌ ‌for‌ ‌the‌ ‌discharge‌ ‌of‌ ‌Jekyll’s‌ ‌sexual‌ ‌desire‌ ‌in‌ ‌often‌‌                               

abusive‌ ‌ways:‌ ‌“All‌ ‌this‌‌time,‌‌convinced‌‌of‌‌his‌‌impotence.‌‌All‌‌the‌‌trouble‌‌he’d‌‌taken‌‌to‌‌hide‌‌                               

inside‌‌while‌‌I‌‌discharged‌‌his‌‌desire”‌‌(LEVINE,‌‌2014,‌‌p.‌‌258),‌‌Hyde‌‌explains.‌‌Interestingly,‌‌as‌‌                           

the‌ ‌story‌ ‌progresses,‌ ‌Hyde‌ ‌will‌ ‌come‌ ‌to‌ ‌represent‌ ‌Jekyll’s‌ ‌ever‌ ‌more‌ ‌“perverse”‌ ‌sexual‌‌                         

interests‌ ‌—‌ ‌hinging‌ ‌on‌ ‌pedophilia,‌ ‌as‌ ‌we‌ ‌have‌ ‌seen‌ ‌in‌ ‌subsection‌ ‌one‌ ‌above,‌ ‌and‌ ‌incest,‌‌                             

homosexuality‌ ‌and‌ ‌rape,‌ ‌as‌ ‌the‌ ‌passage‌ ‌below‌ ‌shall‌ ‌illustrate:‌‌ ‌  

‌ 
Jekyll‌ ‌pushed‌‌her‌‌into‌‌the‌‌room‌‌and‌‌shut‌‌the‌‌door.‌‌Lizzie’s‌‌hair‌‌was‌‌caught‌‌                           
in‌ ‌his‌ ‌fingers‌ ‌as‌ ‌he‌ ‌grasped‌ ‌for‌‌her‌‌face.‌‌She‌‌was‌‌trying‌‌to‌‌shake‌‌loose‌‌his‌‌                               
grip‌ ‌on‌ ‌her‌ ‌nightdress.‌ ‌She‌ ‌jerked‌ ‌her‌ ‌shoulder‌ ‌free‌ ‌and‌ ‌backed‌ ‌away,‌‌                       
crouching.‌ ‌Little‌ ‌box‌‌of‌‌a‌‌room,‌‌a‌‌desk‌‌and‌‌a‌‌bed‌‌and‌‌four‌‌pulsating‌‌walls.‌‌                             
Lizzie’s‌ ‌fingers‌ ‌were‌ ‌splayed‌ ‌and‌ ‌her‌ ‌eyes‌ ‌wide‌ ‌in‌ ‌the‌ ‌white‌ ‌face,‌ ‌her‌‌                         
nightcap‌‌askew.‌‌No,‌‌she‌‌was‌‌whispering,‌‌sir,‌‌no,‌‌please‌‌just‌‌wait,‌‌sir,‌‌please.‌‌                         
Jekyll‌ ‌reached‌ ‌out‌ ‌and‌ ‌she‌ ‌stumbled‌ ‌back‌ ‌against‌ ‌the‌ ‌bed.‌ ‌He‌ ‌caught‌ ‌her‌‌                         
slender‌ ‌forearm,‌ ‌spun‌ ‌her‌ ‌in‌ ‌a‌ ‌rough‌ ‌pirouette,‌ ‌slipped‌ ‌his‌‌arm‌‌around‌‌her‌‌                         
throat.‌‌You‌‌little‌‌whore,‌‌he‌‌breathed‌‌into‌‌her‌‌ear,‌‌grinding‌‌the‌‌thing‌‌into‌‌her‌‌                           
hip.‌ ‌His‌ ‌other‌ ‌hand‌ ‌was‌ ‌fumbling‌ ‌with‌ ‌the‌ ‌buckle,‌ ‌and‌ ‌then‌ ‌the‌ ‌trousers‌‌                         
dropped‌ ‌to‌ ‌his‌ ‌ankles.‌ ‌She‌ ‌kept‌ ‌whimpering,‌ ‌Please,‌ ‌sir,‌ ‌not‌ ‌like‌ ‌this,‌ ‌oh‌‌                         
God,‌ ‌please‌ ‌wait.‌ ‌Jekyll‌ ‌took‌ ‌the‌ ‌collar‌‌of‌‌her‌‌cotton‌‌nightdress‌‌and‌‌tore‌‌it‌‌                           
with‌ ‌a‌ ‌gratifying‌ ‌‌rrrip‌.‌ ‌He‌ ‌pressed‌ ‌her‌ ‌down‌ ‌at‌ ‌the‌ ‌edge‌ ‌of‌ ‌the‌ ‌bed;‌ ‌her‌‌                             
knees‌ ‌buckled,‌ ‌and‌ ‌she‌ ‌collapsed‌ ‌onto‌ ‌her‌ ‌belly.‌ ‌Dizzy‌ ‌with‌ ‌urgency,‌ ‌he‌‌                       
peeled‌‌off‌‌her‌‌drawers;‌‌her‌‌slim‌‌white‌‌buttocks‌‌were‌‌clamped.‌‌He‌‌drooled‌‌a‌‌                         
glob‌ ‌of‌ ‌saliva‌ ‌into‌ ‌his‌ ‌fingers‌ ‌and‌ ‌then‌ ‌felt‌ ‌into‌ ‌her‌ ‌cleft‌ ‌for‌ ‌the‌ ‌seam.‌ ‌I‌‌                               
watched‌ ‌him‌ ‌work‌ ‌in‌ ‌his‌ ‌thumb‌ ‌and‌ ‌smear‌ ‌her‌ ‌petals‌ ‌apart‌ ‌as‌ ‌Father‌ ‌had‌‌                           
taught‌‌us.‌‌By‌‌the‌‌hair,‌‌Father‌‌had‌‌held‌‌us‌‌tight,‌‌a‌‌haze‌‌of‌‌whisky‌‌in‌‌our‌‌ear‌‌                                 
whispering‌‌what‌‌to‌‌do,‌‌Jekyll‌‌obediently‌‌fitting‌‌the‌‌bell‌‌of‌‌his‌‌thing‌‌into‌‌her‌‌                           
seam‌‌and‌‌beginning‌‌to‌‌push.‌‌It‌‌was‌‌like‌‌Father‌‌was‌‌here‌‌in‌‌the‌‌room‌‌behind‌‌                             
us,‌ ‌his‌ ‌fingers‌‌twisting‌‌our‌‌hair‌‌from‌‌our‌‌scalp,‌‌his‌‌goading‌‌whisper‌‌on‌‌our‌‌                           
cheek.‌‌‌That’s‌‌it,‌‌boy,‌‌all‌‌the‌‌way‌‌in‌‌now,‌‌to‌‌the‌‌hilt‌.‌‌Jekyll‌‌shut‌‌his‌‌eyes‌‌and‌‌                                 
turned‌‌his‌‌head‌‌aside‌‌and‌‌suddenly‌‌groaned‌‌out,‌‌Hide!‌‌The‌‌spasming‌‌began,‌‌                       
a‌‌bucking‌‌from‌‌the‌‌core‌‌as‌‌the‌‌grip‌‌on‌‌our‌‌hair‌‌tightened‌‌in‌‌climax‌‌and‌‌then‌‌                               
gradually,‌ ‌almost‌ ‌tenderly,‌ ‌released,‌ ‌his‌ ‌fingers‌ ‌fading‌ ‌like‌ ‌a‌ ‌ghost’s.‌‌                   
(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌256).‌ 

‌ 
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The‌ ‌passage‌ ‌describes‌ ‌the‌ ‌rape‌ ‌of‌ ‌Lizzie,‌ ‌a‌ ‌housemaid‌ ‌in‌ ‌Jekyll’s‌ ‌household.‌ ‌After‌‌                         

years‌‌of‌‌forced‌‌celibacy,‌‌Jekyll‌‌appears‌‌to‌‌be‌‌assaulting‌‌the‌‌maiden‌‌mostly‌‌to‌‌prove‌‌to‌‌himself‌‌                               

that‌ ‌he‌ ‌is‌ ‌able‌ ‌to‌ ‌engage‌ ‌in‌ ‌heterosexual‌ ‌intercourse‌ ‌without‌ ‌the‌ ‌aid‌ ‌of‌ ‌his‌ ‌alter‌ ‌ego;‌ ‌yet,‌‌                                 

Hyde’s‌‌presence‌‌is‌‌made‌‌felt‌‌halfway‌‌through‌‌the‌‌disgusting‌‌episode,‌‌when‌‌his‌‌position‌‌shifts‌‌                           

from‌ ‌that‌ ‌of‌ ‌a‌ ‌mere‌ ‌spectator‌ ‌of‌ ‌Jekyll’s‌ ‌actions‌ ‌to‌ ‌a‌ ‌participant‌ ‌in‌ ‌the‌ ‌brutal‌ ‌rape‌ ‌of‌ ‌the‌‌                                   

handmaid.‌ ‌Besides,‌ ‌Hyde‌ ‌participates‌ ‌as‌ ‌an‌ ‌outlet‌ ‌to‌ ‌Jekyll’s‌ ‌sexual‌ ‌desire‌ ‌as‌ ‌the‌ ‌venue‌‌                           

through‌ ‌which‌ ‌the‌ ‌memories‌ ‌of‌ ‌the‌ ‌erotic‌ ‌touch‌ ‌of‌ ‌the‌ ‌father‌ ‌circulates,‌ ‌thus‌ ‌intimating‌ ‌a‌‌                             

dominant‌ ‌thesis‌ ‌of‌ ‌male‌ ‌homosexuality‌ ‌being‌ ‌grounded‌ ‌on‌ ‌a‌ ‌previous‌ ‌experience‌ ‌of‌‌sexual‌‌                         

abuse.‌ ‌The‌ ‌rape‌ ‌scene‌ ‌is‌ ‌arguably‌ ‌laden‌ ‌with‌ ‌unobtrusive‌ ‌homosexual‌ ‌undertones;‌‌                     

metaphorically,‌‌it‌‌presents‌‌a‌‌father‌‌engaging‌‌with‌‌his‌‌sons‌‌in‌‌a‌‌ghostly‌‌threesome‌‌from‌‌hell,‌‌in‌‌                               

which‌‌the‌‌raped‌‌maiden‌‌is‌‌made‌‌a‌‌mere‌‌conduit‌‌of‌‌the‌‌pleasure‌‌exchanged‌‌between‌‌men.‌‌The‌‌                               

father,‌ ‌who‌ ‌had‌ ‌initiated‌ ‌Jekyll‌ ‌into‌ ‌his‌ ‌sexual‌‌life,‌‌remains‌‌a‌‌ghostly‌‌presence‌‌haunting‌‌his‌‌                             

son’s‌‌sexual‌‌life.‌‌Repressed‌‌memories‌‌from‌‌Jekyll’s‌‌childhood‌‌uncannily‌‌emerge‌‌in‌‌the‌‌course‌‌                         

of‌‌the‌‌act,‌‌as‌‌the‌‌ghostly‌‌figure‌‌of‌‌the‌‌father‌‌erects‌‌from‌‌sheer‌‌ether‌‌behind‌‌Jekyll‌‌and‌‌Hyde,‌‌                                   

in‌ ‌a‌ ‌position‌ ‌of‌ ‌copulation,‌ ‌touching‌ ‌him‌ ‌as‌ ‌he‌ ‌touches‌ ‌Lizzie,‌ ‌tightening‌ ‌his‌ ‌grip‌ ‌as‌ ‌both‌‌                               

himself‌ ‌and‌ ‌his‌ ‌sons‌ ‌reach‌ ‌the‌ ‌orgasm.‌‌ ‌  

As‌ ‌an‌ ‌outlet‌ ‌of‌ ‌socially‌ ‌unsanctioned‌ ‌desire,‌ ‌Daniel‌ ‌Levine’s‌ ‌Edward‌‌Hyde‌‌remains‌‌                       

connected‌ ‌to‌ ‌Stevenson’s‌ ‌account‌ ‌of‌ ‌the‌ ‌emergence‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌though‌ ‌in‌ ‌other‌‌                         

respects‌ ‌it‌ ‌abuses‌ ‌the‌ ‌account‌ ‌to‌ ‌offer‌ ‌a‌ ‌more‌ ‌personal‌ ‌backstory‌ ‌to‌ ‌Jekyll’s‌ ‌sufferings.‌‌                           

Nevertheless,‌ ‌what‌ ‌matters‌ ‌to‌ ‌the‌ ‌critical‌ ‌intents‌ ‌of‌‌this‌‌subsection‌‌is‌‌to‌‌notice‌‌the‌‌fractured‌‌                             

account‌ ‌given‌ ‌to‌ ‌the‌ ‌character‌ ‌of‌ ‌Hyde.‌‌The‌‌multiple‌‌sides‌‌explored‌‌in‌‌the‌‌narrative‌‌pile‌‌up‌‌                               

rather‌ ‌than‌ ‌add‌ ‌up;‌ ‌accordingly,‌ ‌none‌ ‌of‌ ‌the‌ ‌issues‌ ‌raised‌ ‌by‌ ‌the‌ ‌progress‌ ‌of‌ ‌Hyde’s‌‌                             

characterization‌ ‌are‌ ‌ever‌ ‌resolved,‌ ‌but‌ ‌rather‌ ‌remain‌ ‌fractures‌ ‌of‌ ‌an‌ ‌incoherent‌ ‌whole.‌ ‌The‌‌                         

novel‌ ‌progressively‌ ‌examines‌ ‌each‌ ‌alternative‌ ‌only‌ ‌to‌ ‌alter‌ ‌direction‌ ‌without‌ ‌warning‌ ‌and‌‌                       

impose‌ ‌a‌ ‌different‌ ‌course‌ ‌of‌ ‌identification‌ ‌that‌ ‌the‌ ‌reader‌ ‌must‌ ‌be‌‌willing‌‌to‌‌assess.‌‌Hence,‌‌                             

much‌‌like‌‌the‌‌Russian‌‌dolls‌‌behind‌‌the‌‌pawnshop‌‌window,‌‌Edward‌‌Hyde‌‌proliferates‌‌as‌‌a‌‌set‌‌                             

of‌ ‌frenetic‌ ‌possibilities‌ ‌of‌ ‌identification‌ ‌without‌ ‌ever‌ ‌being‌ ‌defined‌ ‌by‌ ‌an‌ ‌ultimate‌ ‌core‌ ‌of‌‌                           

definite‌ ‌(and‌ ‌definitive)‌ ‌identity.‌ ‌As‌ ‌readers‌ ‌aware‌ ‌of‌ ‌the‌ ‌parodic‌ ‌status‌ ‌of‌ ‌the‌ ‌postmodern‌                           

novel,‌‌we‌‌ought‌‌to‌‌be‌‌aware‌‌that‌‌Hyde‌‌must‌‌be‌‌a‌‌‌Doppelgänger‌,‌‌an‌‌alter‌‌ego,‌‌another‌‌Jekyll,‌‌                                 

though‌‌what‌‌that‌‌other‌‌Jekyll‌‌represents‌‌in‌‌himself‌‌is‌‌denied‌‌resolution‌‌—‌‌both‌‌owing‌‌to‌‌the‌‌                               

fact‌‌that‌‌he‌‌is‌‌not‌‌always‌‌defined‌‌in‌‌relation‌‌to‌‌Jekyll,‌‌the‌‌self‌‌of‌‌whom‌‌he‌‌is‌‌supposed‌‌to‌‌be‌‌a‌‌                                         

fragment,‌ ‌and‌ ‌in‌ ‌view‌ ‌of‌ ‌his‌ ‌claim‌ ‌to‌ ‌be‌ ‌his‌ ‌own‌ ‌private‌ ‌individual.‌ ‌Our‌ ‌reaction‌ ‌in‌‌                               

contemplating‌ ‌the‌ ‌development‌ ‌of‌ ‌the‌‌character‌‌in‌‌such‌‌incongruent‌‌axes‌‌must‌‌be‌‌similar‌‌to‌‌                           

Jekyll’s:‌‌“[We]‌‌can‌‌only‌‌marvel‌‌at‌‌it,‌‌its‌‌ruinous‌‌multiplicity.”‌‌(LEVINE,‌‌2014,‌‌p.‌‌274).‌‌In‌‌the‌‌                               
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postmodern‌ ‌gothic,‌ ‌identity‌ ‌stands‌ ‌for‌ ‌a‌ ‌ruinous‌ ‌construct‌ ‌—‌ ‌not‌ ‌simply‌ ‌the‌ ‌physical‌ ‌and‌‌                           

psychological‌ ‌ruin‌ ‌of‌ ‌the‌ ‌characters,‌ ‌but‌ ‌the‌ ‌ruin‌‌of‌‌humanist‌‌concepts‌‌of‌‌identity‌‌emerging‌‌                           

from‌ ‌the‌ ‌Enlightenment.‌‌ ‌  

Our‌ ‌brief‌ ‌analysis‌ ‌has‌ ‌allowed‌ ‌us‌ ‌to‌ ‌conclude‌ ‌that,‌ ‌in‌ ‌‌Hyde‌,‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌‌                             

Doppelgänger‌‌is‌‌retained‌‌in‌‌that‌‌Hyde‌‌remains‌‌characterized‌‌as‌‌Jekyll’s‌‌double,‌‌yet‌‌subverted‌‌                         

in‌‌several‌‌ways:‌‌in‌‌rejecting‌‌duality‌‌as‌‌the‌‌defining‌‌trait‌‌of‌‌the‌‌double,‌‌refusing‌‌to‌‌reckon‌‌the‌‌                                 

double‌ ‌a‌ ‌derivative‌ ‌fragment‌ ‌of‌ ‌the‌ ‌self,‌ ‌and‌ ‌by‌ ‌offering‌ ‌several‌ ‌diverging‌‌explanations‌‌for‌‌                           

who‌‌or‌‌what‌‌the‌‌double‌‌may‌‌stand‌‌for,‌‌until‌‌a‌‌final‌‌definition‌‌is‌‌lost‌‌in‌‌the‌‌superimposition‌‌of‌‌                                   

possibilities.‌ ‌Hyde‌ ‌thus‌ ‌embodies‌ ‌the‌ ‌fractured,‌ ‌random,‌ ‌intangible,‌ ‌“movable‌ ‌beast”‌ ‌that‌‌                     

characterizes‌‌the‌‌postmodern‌‌identity‌‌as‌‌a‌‌result‌‌of‌‌the‌‌parodic‌‌activation‌‌of‌‌the‌‌gothic‌‌motif‌‌                             

of‌‌the‌‌‌Doppelgänger‌.‌‌In‌‌the‌‌course‌‌of‌‌mapping‌‌out‌‌the‌‌postmodern‌‌identity‌‌as‌‌the‌‌ideological‌‌                             

substratum‌‌of‌‌the‌‌convention‌‌of‌‌the‌‌double‌‌in‌‌‌Hyde‌,‌‌we‌‌have‌‌failed‌‌to‌‌address‌‌with‌‌depth‌‌one‌‌                                 

significant‌‌aspect‌‌of‌‌the‌‌fragments‌‌of‌‌which‌‌his‌‌identity‌‌is‌‌composed:‌‌Hyde’s‌‌embodiment‌‌of‌‌                           

Jekyll’s‌ ‌homosexual‌ ‌desire.‌ ‌The‌ ‌problem‌ ‌of‌ ‌homosexuality‌ ‌in‌ ‌relation‌ ‌to‌‌the‌‌‌Doppelgänger‌‌                       

deserves‌ ‌a‌ ‌separate‌ ‌approach‌ ‌due‌ ‌to‌ ‌the‌ ‌particular‌ ‌parodic‌ ‌spin‌ ‌given‌ ‌in‌‌‌Hyde‌‌to‌‌the‌‌gothic‌‌                               

motif‌ ‌of‌ ‌the‌ ‌double.‌ ‌In‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel,‌ ‌it‌ ‌is‌ ‌not‌ ‌the‌ ‌psychological‌ ‌struggle‌‌                             

against‌ ‌one’s‌ ‌abnormal‌ ‌homosexual‌ ‌impulses‌ ‌which‌ ‌the‌ ‌‌Doppelgänger‌ ‌metaphorizes,‌ ‌but‌‌                   

rather‌ ‌the‌ ‌ideological‌‌dynamics‌‌of‌‌the‌‌exclusion‌‌of‌‌the‌‌homosexual‌‌different‌‌as‌‌one‌‌possible‌‌                           

monstrous‌‌other‌‌of‌‌culture.‌‌In‌‌shifting‌‌the‌‌prism‌‌of‌‌persecution‌‌from‌‌mental‌‌to‌‌social‌‌life,‌‌the‌‌                               

novel‌ ‌parodically‌ ‌repeats‌ ‌the‌ ‌paranoiac‌ ‌plot‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌with‌ ‌difference‌ ‌to‌‌                       

emphasize‌ ‌the‌ ‌politics‌ ‌of‌ ‌homophobia‌ ‌in‌ ‌gothic‌ ‌fiction.‌ ‌The‌ ‌concluding‌ ‌section‌ ‌of‌ ‌our‌‌                         

discussion‌ ‌will‌ ‌be‌ ‌devoted‌ ‌to‌ ‌examining‌ ‌this‌ ‌aspect‌ ‌of‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌.‌ ‌ 

‌ 

3.3‌ ‌“I‌ ‌could‌ ‌feel‌ ‌Jekyll‌ ‌inside‌ ‌me”‌ ‌ 

‌ 

As‌‌we‌‌have‌‌explained‌‌above,‌‌Rank‌‌interprets‌‌the‌‌double‌‌in‌‌psychoanalytic‌‌terms‌‌as‌‌an‌‌                           

outer‌‌projection‌‌of‌‌one’s‌‌fixation‌‌in‌‌primary‌‌narcissism,‌‌leading‌‌to‌‌the‌‌abnormal‌‌selection‌‌of‌‌a‌‌                             

homosexual‌ ‌love‌ ‌object.‌ ‌Anxiety‌ ‌at‌ ‌having‌ ‌selected‌ ‌an‌ ‌abnormal,‌ ‌narcissistic‌ ‌object‌ ‌is‌‌                       

metaphorized‌‌in‌‌a‌‌paranoiac‌‌plot,‌‌in‌‌which‌‌the‌‌self‌‌is‌‌persecuted‌‌by‌‌his‌‌‌Doppelgänger‌‌before‌‌                             

suicide‌ ‌ensues.‌ ‌In‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌,‌ ‌the‌ ‌insight‌ ‌is‌ ‌not‌ ‌lost:‌ ‌as‌ ‌far‌ ‌as‌ ‌Hyde‌ ‌may‌ ‌be‌‌                                 

described‌‌as‌‌Jekyll’s‌‌‌Doppelgänger‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel,‌‌he‌‌partially‌‌embodies‌‌and‌‌                         

discharges‌ ‌the‌ ‌doctor’s‌ ‌homosexual‌ ‌impulses.‌ ‌From‌ ‌Jekyll’s‌ ‌perspective,‌ ‌both‌ ‌in‌ ‌Stevenson‌‌                     

and‌ ‌Levine,‌ ‌the‌ ‌projection‌ ‌of‌ ‌homosexual‌ ‌desire‌ ‌onto‌ ‌a‌ ‌‌Doppelgänger‌ ‌reflects‌ ‌the‌ ‌often‌‌                         

caimed‌ ‌hypocrisy‌ ‌of‌ ‌Victorian‌ ‌ambivalence‌ ‌with‌ ‌regard‌ ‌to‌ ‌the‌ ‌subject‌ ‌of‌ ‌sexuality;‌ ‌from‌‌                         
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Hyde’s‌ ‌perspective,‌ ‌however,‌ ‌anarchy‌ ‌has‌ ‌free‌ ‌rein:‌ ‌to‌‌the‌‌extent‌‌where‌‌he‌‌remains‌‌pure‌‌‌id‌,‌‌                             

the‌ ‌experience‌ ‌of‌‌his‌‌polymorphous‌‌sexual‌‌life‌‌is‌‌unconstrained‌‌by‌‌prohibitive‌‌social‌‌mores,‌‌                         

and‌ ‌thus‌ ‌supremely‌ ‌enjoyable.‌ ‌See‌ ‌for‌ ‌example‌ ‌the‌ ‌following‌ ‌episode‌ ‌of‌ ‌“mutual”‌‌                       

masturbation:‌‌ ‌  

‌ 

I‌ ‌could‌ ‌feel‌ ‌Jekyll‌ ‌inside‌ ‌me,‌ ‌branching‌‌through‌‌my‌‌blood,‌‌stiffening‌‌from‌‌                       
the‌ ‌root‌ ‌of‌ ‌my‌ ‌groin.‌ ‌Shivering‌ ‌as‌ ‌if‌ ‌with‌ ‌cold,‌ ‌I‌ ‌unbuttoned‌‌my‌‌flies‌‌and‌‌                             
worked‌ ‌delicately‌ ‌toward‌ ‌the‌ ‌crest.‌ ‌I‌ ‌had‌ ‌never‌ ‌done‌ ‌it‌ ‌like‌ ‌that‌ ‌before,‌‌                         
drawing‌ ‌it‌‌out‌‌like‌‌torture,‌‌nearing‌‌the‌‌burning‌‌brink‌‌and‌‌then‌‌ebbing‌‌back,‌‌                         
over‌‌and‌‌over,‌‌its‌‌sensitivity‌‌toward‌‌the‌‌end‌‌so‌‌exquisite‌‌that‌‌I‌‌held‌‌our‌‌rigid‌‌                             
life‌‌at‌‌the‌‌lowermost‌‌stem,‌‌kept‌‌it‌‌in‌‌excruciating‌‌limbo,‌‌like‌‌that‌‌paradox‌‌of‌‌                           
halving‌ ‌and‌ ‌halving‌ ‌forever‌ ‌without‌ ‌ever‌‌reaching‌‌the‌‌mark‌‌—‌‌and‌‌when‌‌I‌‌                         
crushed‌‌out‌‌the‌‌climax‌‌at‌‌last,‌‌the‌‌whole‌‌body‌‌bucked‌‌in‌‌raputre.‌‌I‌‌could‌‌not‌‌                             
open‌‌my‌‌eyes;‌‌a‌‌brilliant‌‌grid‌‌of‌‌phosphorescence‌‌cast‌‌its‌‌tracery‌‌across‌‌the‌‌                         
darkness.‌‌Jekyll‌‌was‌‌fused‌‌to‌‌my‌‌every‌‌nerve,‌‌welded‌‌to‌‌me.‌‌Oh‌‌God.‌‌I‌‌did‌‌                             
not‌ ‌need‌‌a‌‌house,‌‌a‌‌canopy‌‌bed,‌‌satin‌‌sheets.‌‌I‌‌did‌‌not‌‌need‌‌servants,‌‌dolly,‌‌                             
neighbours,‌‌friends.‌‌I‌‌did‌‌not‌‌need‌‌a‌‌bank‌‌account;‌‌I‌‌did‌‌not‌‌need‌‌a‌‌name.‌‌All‌‌                               
I‌ ‌needed‌ ‌was‌ ‌this.‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌162).‌ ‌ 

‌ 

Images‌‌of‌‌being‌‌inside‌‌one‌‌another,‌‌fused‌‌to‌‌one‌‌another,‌‌welded‌‌together‌‌as‌‌if‌‌the‌‌two‌‌                               

were‌ ‌one,‌ ‌are‌‌frequent‌‌in‌‌uncanny‌‌narratives‌‌of‌‌the‌‌‌Doppelgänger‌‌—‌‌and‌‌just‌‌as‌‌frequent‌‌in‌‌                               

marriage‌‌vows‌‌and‌‌poems‌‌of‌‌a‌‌romantic‌‌plum.‌‌In‌‌gothic‌‌fiction,‌‌they‌‌are‌‌supposed‌‌to‌‌signal‌‌a‌‌                                 

character’s‌‌terrified‌‌distress‌‌at‌‌the‌‌pathological‌‌duplication‌‌of‌‌the‌‌phallic‌‌selfsame,‌‌but‌‌never‌‌                         

to‌ ‌trigger‌ ‌such‌ ‌enjoyable‌ ‌—‌‌romantic,‌‌even‌‌—‌‌orgasmic‌‌experiences,‌‌let‌‌alone‌‌such‌‌profuse‌‌                           

and‌‌unexpected‌‌declarations‌‌of‌‌infatuation.‌‌It‌‌is‌‌nonetheless‌‌clear‌‌that‌‌what‌‌Hyde‌‌most‌‌longs‌‌                           

for‌ ‌is‌ ‌the‌ ‌experience‌ ‌of‌ ‌romantic‌ ‌homosexual‌ ‌connection,‌ ‌which,‌ ‌considering‌ ‌the‌ ‌passage‌‌                       

above,‌‌does‌‌not‌‌seem‌‌to‌‌signal‌‌to‌‌him‌‌any‌‌sort‌‌of‌‌terrifying‌‌psychological‌‌disturbance;‌‌on‌‌the‌‌                               

contrary,‌‌the‌‌bulk‌‌of‌‌the‌‌social‌‌paraphernalia‌‌attendant‌‌on‌‌his‌‌performative‌‌public‌‌life‌‌can‌‌be‌‌                             

disposed‌‌of,‌‌as‌‌long‌‌as‌‌he‌‌can‌‌enjoy‌‌feeling‌‌Jekyll‌‌inside‌‌him.‌‌Yet,‌‌it‌‌is‌‌known‌‌in‌‌advance‌‌to‌‌                                     

the‌‌reader‌‌of‌‌the‌‌postmodern‌‌parodic‌‌novel‌‌that‌‌Hyde’s‌‌state‌‌of‌‌homosexual‌‌bliss‌‌will‌‌not‌‌last‌‌                               

for‌ ‌much‌ ‌longer.‌ ‌Although‌ ‌the‌ ‌homosexual‌ ‌side‌ ‌of‌ ‌Jekyll’s‌‌desires‌‌eventually‌‌subsumes‌‌the‌‌                         

other‌ ‌sides,‌ ‌as‌ ‌Hyde‌ ‌takes‌ ‌over‌ ‌the‌ ‌body‌ ‌for‌ ‌good,‌ ‌his‌ ‌existence‌ ‌as‌ ‌Hyde‌ ‌is‌ ‌forbidden‌ ‌by‌‌                                 

Victorian‌ ‌social‌ ‌mores.‌ ‌Eventually,‌ ‌it‌ ‌is‌ ‌known‌ ‌to‌ ‌us,‌ ‌Hyde‌ ‌too‌ ‌will‌ ‌crumble‌ ‌under‌ ‌the‌‌                             

pressure‌ ‌of‌ ‌his‌ ‌homophobic‌ ‌persecutors.‌ ‌ 

It‌‌is‌‌important‌‌to‌‌take‌‌a‌‌moment‌‌to‌‌highlight‌‌the‌‌reference‌‌to‌‌homophobia,‌‌considering‌‌                           

how‌ ‌it‌ ‌signals‌ ‌another‌ ‌parodic‌ ‌inversion‌ ‌related‌ ‌to‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌‌                           

Daniel‌‌Levine’s‌‌‌Hyde‌.‌‌If‌‌it‌‌is‌‌true,‌‌as‌‌Elaine‌‌Showalter‌‌(1991,‌‌p.‌‌107)‌‌argues,‌‌that‌‌Stevenson’s‌‌                               

Strange‌ ‌Case‌ ‌‌is‌ ‌best‌ ‌read‌ ‌as‌ ‌“a‌ ‌fable‌ ‌of‌ ‌fin-de-siècle‌ ‌homosexual‌ ‌panic,‌ ‌the‌ ‌discovery‌ ‌and‌‌                             

resistance‌‌of‌‌the‌‌homosexual‌‌self”‌‌—‌‌in‌‌other‌‌words,‌‌a‌‌metaphor‌‌of‌‌inceptual‌‌homophobia‌‌—‌‌                             
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then‌ ‌Daniel‌ ‌Levine’s‌ ‌postmodern‌ ‌reading‌ ‌of‌ ‌the‌ ‌original‌ ‌conveniently‌ ‌refocuses‌ ‌the‌ ‌gothic‌‌                       

motif‌ ‌of‌ ‌the‌ ‌double‌ ‌to‌ ‌express‌ ‌conflicts‌ ‌that‌ ‌lie‌ ‌without,‌ ‌rather‌‌than‌‌within‌‌the‌‌mind.‌‌In‌‌the‌‌                                 

postmodern‌ ‌gothic‌ ‌novel,‌ ‌it‌ ‌is‌ ‌not‌ ‌the‌ ‌psychological‌ ‌struggle‌ ‌against‌ ‌one’s‌ ‌“abnormal”‌‌                       

homosexual‌ ‌impulses‌ ‌which‌ ‌the‌ ‌‌Doppelgänger‌ ‌metaphorizes,‌ ‌but‌ ‌rather‌ ‌the‌ ‌ideological‌‌                   

dynamics‌‌of‌‌the‌‌exclusion‌‌of‌‌the‌‌homosexual‌‌different‌‌and‌‌his‌‌subsequent‌‌transformation‌‌into‌‌                         

one‌ ‌possible‌ ‌configuration‌ ‌of‌ ‌monstrous‌ ‌otherness,‌‌as‌‌well‌‌as‌‌the‌‌many‌‌strategies‌‌of‌‌control‌‌                           

devised‌‌at‌‌the‌‌level‌‌of‌‌social‌‌relations‌‌to‌‌“discover‌‌and‌‌resist‌‌the‌‌homosexual‌‌self”.‌‌In‌‌shifting‌‌                               

the‌‌prism‌‌of‌‌persecution‌‌from‌‌mental‌‌to‌‌social‌‌life,‌‌the‌‌novel‌‌parodically‌‌repeats‌‌the‌‌paranoiac‌‌                             

plot‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌‌with‌‌difference:‌‌Hyde,‌‌the‌‌displaced‌‌and‌‌duplicated‌‌representation‌‌                       

of‌ ‌homosexual‌ ‌desire,‌ ‌does‌ ‌not‌ ‌so‌ ‌much‌ ‌‌persecute‌ ‌‌Jekyll‌ ‌as‌ ‌‌he‌ ‌is‌ ‌himself‌ ‌persecuted‌ ‌‌by‌‌                             

Jekyll’s‌ ‌peers.‌ ‌Rather‌ ‌than‌ ‌a‌ ‌symbolic‌ ‌expression‌ ‌of‌ ‌innersome‌ ‌narcissistic‌ ‌delusion,‌ ‌the‌‌                       

monstrosity‌‌accruing‌‌the‌‌homosexual‌‌‌Doppelgänger‌‌is‌‌refocused‌‌as‌‌an‌‌effect‌‌of‌‌discourse,‌‌an‌‌                         

ideological‌ ‌construct‌ ‌aimed‌ ‌at‌ ‌the‌ ‌control‌ ‌of‌ ‌sexual‌ ‌practices‌ ‌and‌ ‌the‌ ‌chastisement‌ ‌of‌‌                         

non-reproductive‌‌sexuality‌‌in‌‌the‌‌name‌‌of‌‌bourgeois‌‌family‌‌values,‌‌a‌‌dynamic‌‌brought‌‌about‌‌                         

with‌ ‌recourse‌ ‌to‌ ‌several‌ ‌discursive‌ ‌practices‌ ‌of‌ ‌containment‌ ‌and‌ ‌discipline.‌ ‌Therefore,‌ ‌in‌‌                       

Hyde‌,‌ ‌the‌ ‌parodic‌ ‌activation‌ ‌of‌ ‌the‌ ‌double‌ ‌de-naturalizes‌ ‌the‌ ‌imperative‌ ‌of‌ ‌compulsory‌‌                       

heterosexuality‌ ‌inherent‌ ‌in‌ ‌dominant‌ ‌interpretations‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌ ‌‌in‌ ‌the‌ ‌novels‌ ‌of‌‌                       

tradition,‌‌relying‌‌instead‌‌on‌‌an‌‌ex-centric‌‌unveiling‌‌of‌‌centric‌‌ideological‌‌premises‌‌embedded‌‌                       

in‌ ‌Victorian‌ ‌discourses‌ ‌on‌ ‌homosexuality.‌ ‌ 

The‌ ‌“discovery‌ ‌and‌ ‌resistance‌ ‌of‌ ‌the‌ ‌homosexual‌ ‌self”:‌ ‌that‌ ‌could‌ ‌have‌ ‌been‌ ‌a‌‌                         

summary‌ ‌of‌ ‌portions‌ ‌of‌ ‌Michel‌ ‌Foucault’s‌ ‌‌History‌ ‌of‌ ‌Sexuality‌.‌ ‌In‌ ‌the‌ ‌first‌ ‌volume‌ ‌of‌ ‌his‌‌                             

elementary‌ ‌incursion‌ ‌into‌ ‌the‌ ‌modern‌ ‌configuration‌ ‌of‌ ‌biopower,‌ ‌Foucault‌‌(1978)‌‌examines‌‌                     

how‌ ‌“sexuality”‌ ‌emerged‌ ‌as‌ ‌an‌ ‌episteme‌ ‌—‌‌that‌‌is,‌‌as‌‌an‌‌ideological‌‌effect‌‌carried‌‌out‌‌by‌‌a‌‌                                 

complex‌ ‌discursive‌ ‌apparatus‌ ‌—‌ ‌in‌ ‌the‌ ‌nineteenth‌ ‌century.‌ ‌By‌ ‌“apparatus‌ ‌of‌ ‌sexuality”,‌‌                       

Foucault‌ ‌means‌ ‌an‌‌interconnected‌‌network‌‌of‌‌discourses,‌‌disciplines,‌‌and‌‌institutions,‌‌which‌‌                     

together‌‌have‌‌worked‌‌to‌‌convert‌‌a‌‌set‌‌of‌‌sexual‌‌experiences‌‌and‌‌practices‌‌into‌‌a‌‌correlated‌‌set‌‌                               

of‌ ‌identitary‌ ‌paradigms‌ ‌—‌ ‌including‌ ‌that‌ ‌of‌ ‌the‌ ‌bugger,‌ ‌or‌ ‌homosexual.‌ ‌If‌ ‌it‌ ‌had‌ ‌been‌‌                             

previously‌ ‌counted‌ ‌in‌ ‌the‌ ‌roster‌ ‌of‌ ‌unlawful‌ ‌sexual‌ ‌acts‌ ‌among‌ ‌bestiality,‌ ‌infidelity,‌ ‌and‌‌                         

onanism,‌‌buggery‌‌or‌‌sodomy‌‌crystallized‌‌as‌‌the‌‌defining‌‌impulse‌‌of‌‌a‌‌particular‌‌homosexual‌‌                         

nature,‌‌or‌‌identity,‌‌in‌‌or‌‌around‌‌the‌‌nineteenth‌‌century.‌‌As‌‌a‌‌result,‌‌via‌‌the‌‌discursive‌‌work‌‌of‌‌                                 

certain‌‌disciplines‌‌and‌‌institutions,‌‌such‌‌as‌‌psychoanalysis,‌‌the‌‌law,‌‌and‌‌the‌‌nuclear‌‌bourgeois‌‌                         

family,‌ ‌the‌ ‌homosexual,‌ ‌in‌ ‌Foucault’s‌ ‌words,‌ ‌became‌ ‌ 

‌ 
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a‌ ‌personage,‌ ‌a‌ ‌past,‌ ‌a‌ ‌case‌ ‌history,‌ ‌and‌ ‌a‌ ‌childhood,‌‌in‌‌addition‌‌to‌‌being‌‌a‌‌                             
type‌ ‌of‌ ‌life,‌ ‌a‌‌life‌‌form,‌‌and‌‌a‌‌morphology,‌‌with‌‌an‌‌indiscreet‌‌anatomy‌‌and‌‌                           
possibly‌‌a‌‌mysterious‌‌physiology‌‌[...]‌‌a‌‌certain‌‌quality‌‌of‌‌sexual‌‌sensibility,‌‌a‌‌                       
certain‌ ‌way‌ ‌of‌ ‌inverting‌ ‌the‌ ‌masculine‌ ‌and‌ ‌the‌ ‌feminine‌ ‌in‌ ‌oneself‌ ‌[...],‌ ‌a‌‌                         
kind‌ ‌of‌ ‌interior‌ ‌androgyny,‌ ‌a‌ ‌hermaphrodism‌ ‌of‌ ‌the‌ ‌soul.‌ ‌(FOUCAULT,‌‌                   
1978,‌ ‌p.‌ ‌43).‌‌ ‌  

‌ 

This‌‌configuration‌‌of‌‌homosexual‌‌identity,‌‌according‌‌to‌‌Foucault,‌‌is‌‌discursively‌‌created‌‌to‌‌be‌‌                         

subsequently‌ ‌pathologized‌ ‌as‌ ‌unnatural‌ ‌and‌ ‌persecuted‌ ‌as‌ ‌criminal‌ ‌by‌ ‌means‌ ‌of‌ ‌those‌‌                       

correlated‌ ‌disciplinary‌ ‌practices‌‌which‌‌apparently‌‌“discover”‌‌and‌‌“resist”‌‌the‌‌prior‌‌existence‌‌                     

of‌‌the‌‌homosexual.‌‌As‌‌an‌‌index‌‌of‌‌identity,‌‌homosexuality‌‌is‌‌as‌‌much‌‌an‌‌effect‌‌of‌‌discourse‌‌as‌‌                                 

a‌ ‌source‌‌of‌‌it;‌‌hence,‌‌the‌‌paranoia‌‌of‌‌being‌‌discovered‌‌and‌‌resisted‌‌is‌‌not‌‌projected‌‌from‌‌the‌‌                                 

inside‌ ‌out,‌ ‌as‌ ‌if‌ ‌it‌ ‌were‌‌a‌‌truth‌‌suddenly‌‌come‌‌to‌‌light,‌‌but‌‌rather‌‌from‌‌the‌‌outside‌‌in,‌‌in‌‌the‌‌                                       

manner‌ ‌of‌ ‌inculcated‌‌cultural‌‌values‌‌harnessing‌‌and‌‌defining‌‌the‌‌terms‌‌in‌‌which‌‌desire‌‌must‌‌                           

be‌ ‌experience.‌ 

Along‌ ‌with‌ ‌the‌ ‌“birth”‌ ‌of‌ ‌the‌ ‌homosexual,‌ ‌then,‌ ‌came‌ ‌the‌ ‌modern‌ ‌strategies‌ ‌of‌‌                         

homophobic‌ ‌violence.‌ ‌In‌ ‌‌Between‌ ‌Man:‌ ‌English‌ ‌Literature‌ ‌and‌ ‌Male‌ ‌Homosocial‌ ‌Desire‌‌                     

(1985),‌ ‌Eve‌ ‌Kosofsky‌ ‌Sedgwick‌ ‌suggests‌ ‌a‌ ‌concept‌ ‌of‌ ‌homophobia‌ ‌that‌ ‌in‌ ‌several‌‌respects‌‌                         

overlaps‌ ‌with‌ ‌Foucault’s‌ ‌discussion‌ ‌of‌ ‌sexuality,‌‌discipline,‌‌and‌‌power.‌‌In‌‌her‌‌field-defining‌‌                       

study,‌ ‌the‌ ‌scholar‌ ‌defines‌ ‌homophobia‌ ‌as‌ ‌a‌ ‌mechanism‌ ‌of‌ ‌disciplinary‌ ‌power‌ ‌in‌ ‌the‌‌                         

Foucauldian‌‌(1995,‌‌p.‌‌153)‌‌sense:‌‌a‌‌practice‌‌of‌‌surveillance,‌‌governance‌‌and‌‌control‌‌directed‌‌                         

at‌ ‌the‌ ‌regulation‌ ‌of‌ ‌bodies,‌ ‌desires,‌ ‌and‌ ‌identities,‌ ‌aiming‌ ‌at‌ ‌their‌ ‌docility,‌ ‌that‌ ‌is,‌ ‌their‌‌                             

submission‌‌to‌‌the‌‌values‌‌of‌‌the‌‌dominant‌‌bourgeois‌‌ideology.‌‌Sedgwick‌‌(1985,‌‌p.‌‌86)‌‌argues‌‌                           

that‌ ‌in‌ ‌virtually‌ ‌every‌ ‌patriarchal‌ ‌society,‌ ‌their‌ ‌historical‌‌and‌‌cultural‌‌distinctions‌‌respected,‌‌                       

“heavily‌ ‌freighted‌ ‌bonds‌‌between‌‌men‌‌exist,‌‌as‌‌the‌‌backbone‌‌of‌‌social‌‌form‌‌or‌‌forms”.‌‌That‌‌                             

continuum‌ ‌of‌ ‌established‌ ‌social‌ ‌bonds‌ ‌that‌ ‌relate‌ ‌men‌ ‌to‌ ‌one‌ ‌another‌ ‌in‌ ‌shared‌ ‌pursuits‌ ‌of‌‌                             

their‌‌best‌‌interests,‌‌she‌‌names‌‌“male‌‌homosocial‌‌desire”.‌‌Male‌‌homosocial‌‌desire,‌‌she‌‌argues,‌‌                         

is‌ ‌an‌ ‌inherently‌ ‌oxymoronic‌ ‌formulation:‌ ‌it‌ ‌suggests‌ ‌several‌ ‌correlative‌ ‌practices‌ ‌of‌‌                     

man-on-man‌ ‌desire‌ ‌for‌ ‌sociability‌ ‌or‌ ‌“male‌ ‌bonding”‌ ‌—‌ ‌including‌ ‌friendship,‌ ‌mentorship,‌                     

entitlement‌ ‌and‌ ‌rivalry‌ ‌—‌ ‌while‌ ‌resting‌ ‌on‌ ‌a‌ ‌declared‌ ‌practice‌ ‌of‌ ‌homophobia,‌ ‌the‌ ‌fear‌ ‌or‌‌                             

hatred‌‌of‌‌homosexuality‌‌and‌‌homosexual‌‌acts.‌‌Homosexuality‌‌is‌‌thus‌‌defined‌‌by‌‌default‌‌as‌‌a‌‌                           

potentially‌‌unsanctioned‌‌expression‌‌of‌‌homosocial‌‌desire,‌‌while‌‌homophobia‌‌emerges‌‌as‌‌a‌‌set‌‌                       

of‌ ‌historically‌ ‌contingent‌ ‌regulatory‌ ‌mechanisms‌ ‌that‌ ‌weed‌ ‌out‌ ‌and‌ ‌punish‌ ‌that‌ ‌prohibited‌‌                       

form‌ ‌of‌ ‌male‌ ‌homosociality.‌ ‌ 

Homophobia,‌ ‌according‌ ‌to‌ ‌this‌ ‌assertion,‌ ‌is‌ ‌not‌ ‌directed‌ ‌exclusively‌ ‌at‌ ‌homosexual‌‌                     

individuals‌ ‌or‌ ‌identities,‌ ‌but‌ ‌rather‌ ‌at‌ ‌the‌ ‌bonds‌ ‌that‌ ‌unite‌ ‌all‌ ‌men‌ ‌through‌ ‌ties‌ ‌of‌‌                             
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exclusively-male‌‌sociability,‌‌in‌‌hopes‌‌that‌‌those‌‌transgressive‌‌identities‌‌may‌‌be‌‌corrected‌‌into‌                       

culturally‌ ‌accepted‌ ‌forms‌ ‌of‌ ‌male‌ ‌homosocial‌ ‌desire.‌ ‌It‌ ‌is‌ ‌designed‌ ‌to‌ ‌secure‌ ‌that‌ ‌a‌‌                           

compulsory‌‌heterosexual‌‌identity‌‌—‌‌one‌‌of‌‌the‌‌strongest‌‌discursive‌‌instruments‌‌of‌‌discipline‌‌                       

according‌ ‌to‌‌the‌‌celebrated‌‌theory‌‌of‌‌Judith‌‌Butler‌‌(2002,‌‌p.‌‌xxx)‌‌—‌‌will‌‌be‌‌performed‌‌both‌‌                               

publicly‌ ‌and‌ ‌privately.‌ ‌‌Pace‌ ‌Sedgwick‌ ‌(1985,‌ ‌p.‌ ‌88),‌ ‌modern‌ ‌expressions‌ ‌of‌ ‌homophobia,‌‌                       

emerging‌‌from‌‌the‌‌seventeenth‌‌century‌‌and‌‌consolidating‌‌throughout‌‌the‌‌modern‌‌era,‌‌operate‌‌                       

with‌‌recourse‌‌to‌‌terror.‌‌Homophobic‌‌derision,‌‌she‌‌explains,‌‌is‌‌not‌‌consistent,‌‌but‌‌unexpected;‌‌                         

it‌ ‌is‌ ‌not‌‌expansive,‌‌but‌‌punctual;‌‌it‌‌targets‌‌scapegoats,‌‌rather‌‌than‌‌going‌‌about‌‌a‌‌genocide‌‌of‌‌                               

queer‌‌men;‌‌and‌‌the‌‌grandiosity‌‌of‌‌its‌‌violence‌‌is‌‌often‌‌inconsistent‌‌with‌‌the‌‌irrelevance‌‌of‌‌the‌‌                               

perceived‌ ‌“crime”.‌ ‌Homophobia‌ ‌is,‌ ‌in‌ ‌short,‌ ‌an‌ ‌unexpected‌ ‌act‌ ‌of‌ ‌terrorism;‌ ‌hence,‌ ‌it‌ ‌is‌‌                           

impossible‌ ‌for‌ ‌any‌ ‌man,‌ ‌homosexual‌ ‌or‌ ‌not,‌ ‌to‌ ‌determine‌ ‌whether‌ ‌the‌ ‌bonds‌ ‌he‌ ‌has‌‌                           

established‌ ‌with‌ ‌other‌‌men‌‌will‌‌eventually‌‌be‌‌targeted‌‌in‌‌“random”‌‌episodes‌‌of‌‌homophobic‌‌                         

violence.‌‌It‌‌is‌‌the‌‌fact‌‌that‌‌a‌‌man‌‌might‌‌be‌‌targeted,‌‌that‌‌he‌‌might‌‌be‌‌scapegoated‌‌in‌‌spite‌‌of‌‌                                     

keeping‌ ‌vigilant,‌ ‌that‌ ‌proscribes‌ ‌those‌ ‌elements‌ ‌of‌ ‌homosocial‌ ‌bonding‌ ‌which‌ ‌may‌ ‌be‌‌                       

interpreted‌ ‌as‌ ‌signs‌‌of‌‌something‌‌other‌‌than‌‌a‌‌merely‌‌homo‌social‌‌desire.‌‌In‌‌order‌‌to‌‌enforce‌‌                             

its‌ ‌power,‌ ‌then,‌ ‌homophobia‌ ‌demands‌ ‌paranoia;‌ ‌‌ergo‌ ‌‌the‌ ‌relevance‌ ‌of‌ ‌the‌ ‌gothic‌ ‌in‌ ‌the‌‌                           

investigation‌ ‌and‌ ‌enforcement‌ ‌of‌ ‌homophobic‌ ‌panic‌ ‌in‌ ‌European‌ ‌culture:‌ ‌not‌ ‌only‌ ‌was‌ ‌the‌‌                         

genre‌ ‌“the‌ ‌first‌ ‌novelistic‌ ‌form‌ ‌in‌ ‌England‌ ‌to‌ ‌have‌ ‌close,‌ ‌relatively‌ ‌visible‌ ‌links‌ ‌to‌ ‌male‌‌                             

homosexuality”‌ ‌(SEDGWICK,‌ ‌1985,‌ ‌p.‌ ‌91),‌ ‌but‌ ‌it‌ ‌is‌ ‌also‌ ‌arguable‌ ‌that‌ ‌“a‌ ‌tradition‌ ‌of‌‌                           

homophobic‌‌thematics‌‌was‌‌a‌‌force‌‌in‌‌the‌‌development‌‌of‌‌the‌‌Gothic”‌‌(SEDGWICK,‌‌1985,‌‌p.‌‌                           

92).‌‌ ‌  

In‌‌her‌‌study‌‌of‌‌gothic‌‌fiction‌‌and‌‌the‌‌dilemmas‌‌of‌‌homosocial‌‌desire,‌‌Sedgwick‌‌(1985,‌‌                           

p.‌ ‌91)‌ ‌famously‌ ‌singles‌ ‌out‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌paranoid‌ ‌male‌ ‌“who‌ ‌not‌ ‌only‌ ‌is‌‌                               

persecuted‌‌by,‌‌but‌‌considers‌‌himself‌‌transparent‌‌to‌‌and‌‌often‌‌under‌‌the‌‌compulsion‌‌of,‌‌another‌‌                           

male”.‌‌That‌‌description‌‌fits‌‌the‌‌dynamic‌‌of‌‌duplication‌‌and‌‌homosocial‌‌integration‌‌leading‌‌to‌‌                         

homophobic‌‌paranoia‌‌displayed‌‌in‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌a‌‌novel‌‌in‌‌which‌‌the‌‌‌Doppelgänger‌‌                         

is‌ ‌subjected‌ ‌to‌ ‌homophobic‌ ‌violence,‌ ‌particularly‌ ‌as‌ ‌a‌ ‌result‌ ‌of‌ ‌Hyde’s‌ ‌being‌ ‌targeted‌ ‌as‌‌                           

Stead’s‌‌“London‌‌Minotaur”.‌‌As‌‌we‌‌have‌‌discussed‌‌above,‌‌Hyde’s‌‌paranoia‌‌is‌‌triggered‌‌in‌‌the‌‌                           

novel‌‌due‌‌to‌‌extrinsic‌‌occurrences,‌‌mostly‌‌as‌‌a‌‌result‌‌of‌‌Stead’s‌‌“Maiden‌‌Tribute”‌‌campaign.‌‌                           

Not‌ ‌surprisingly,‌ ‌as‌ ‌Walkowitz‌ ‌(1992,‌ ‌p.‌ ‌118)‌ ‌suggests,‌ ‌the‌ ‌campaign‌ ‌enhanced‌ ‌the‌‌                       

homophobic‌ ‌connection‌ ‌of‌ ‌homosexuality‌ ‌to‌ ‌pedophilia‌ ‌in‌ ‌the‌‌Victorian‌‌imagination:‌‌in‌‌the‌‌                       

back‌ ‌of‌ ‌the‌ ‌audience’s‌ ‌mind,‌ ‌the‌ ‌crusade‌ ‌against‌ ‌juvenile‌‌prostitution‌‌in‌‌London‌‌was‌‌also‌‌a‌‌                             

campaign‌ ‌against‌‌illegitimate,‌‌non-reproductive‌‌sexuality.‌‌In‌‌the‌‌novel,‌‌as‌‌a‌‌result‌‌of‌‌Stead’s‌‌                         

campaign,‌ ‌Jekyll‌ ‌will‌ ‌be‌ ‌subjected‌ ‌to‌ ‌Sir‌‌Danvers’s‌‌“blackmail”‌‌(LEVINE,‌‌2014,‌‌p.‌‌200),‌‌a‌‌                           
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word‌ ‌which,‌ ‌according‌ ‌to‌ ‌Showalter‌ ‌(1991,‌ ‌p.‌ ‌112),‌ ‌would‌ ‌have‌ ‌suggested‌ ‌in‌ ‌a‌ ‌Victorian‌‌                           

context‌ ‌the‌ ‌underlying‌ ‌occurrence‌ ‌of‌ ‌monstrous‌ ‌homosexual‌ ‌liaisons.‌ ‌Blackmailability,‌ ‌as‌‌                   

Sedgwick‌‌(1985,‌‌p.‌‌89)‌‌complements,‌‌is‌‌an‌‌effect‌‌of‌‌homophobic‌‌terror,‌‌in‌‌particular‌‌for‌‌those‌‌                             

closeted‌ ‌homosexuals‌ ‌whose‌ ‌secret‌ ‌activities‌ ‌might‌ ‌have‌ ‌rendered‌ ‌them‌ ‌liable‌ ‌to‌ ‌extortion.‌‌                       

Hence,‌ ‌vulnerability‌ ‌to‌ ‌blackmail,‌ ‌for‌ ‌Sedgwick,‌ ‌figures‌ ‌among‌ ‌the‌ ‌conditions‌ ‌for‌ ‌the‌‌                       

perpetuation‌ ‌of‌ ‌modern‌ ‌forms‌ ‌of‌ ‌homophobia.‌ ‌All‌ ‌in‌ ‌all,‌ ‌given‌ ‌the‌ ‌transposition‌ ‌of‌ ‌a‌‌                           

prohibitive‌ ‌discourse‌ ‌against‌ ‌pedophilia‌ ‌into‌ ‌the‌ ‌Victorian‌ ‌abhorrence‌ ‌of‌ ‌illegitimate‌‌                   

homosocial‌ ‌bonding,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌suggest‌ ‌that‌ ‌Jekyll‌ ‌and‌ ‌Hyde’s‌ ‌paranoia‌ ‌in‌ ‌Levine’s‌‌                           

novel‌ ‌can‌ ‌be‌ ‌correctly‌ ‌discussed‌ ‌in‌ ‌terms‌ ‌of‌ ‌displaced‌ ‌suggestions‌ ‌of‌ ‌closeted‌ ‌homosexuality.‌ ‌ 

The‌ ‌antics‌ ‌of‌ ‌homosocial‌‌bonding‌‌between‌‌Jekyll‌‌and‌‌his‌‌peers,‌‌already‌‌a‌‌prominent‌‌                         

characteristic‌‌of‌‌Stevenson’s‌‌novella,‌‌is‌‌considerably‌‌raised‌‌in‌‌‌Hyde‌.‌‌Levine’s‌‌novel‌‌explores‌‌                       

in‌ ‌deeper‌ ‌detail‌ ‌Jekyll’s‌‌relationship‌‌with‌‌his‌‌male‌‌peers,‌‌in‌‌particular‌‌Utterson‌‌and‌‌Lanyon,‌‌                           

whose‌‌friendship‌‌going‌‌back‌‌decades‌‌is‌‌presented‌‌through‌‌flashbacks‌‌in‌‌moments‌‌of‌‌heartfelt‌‌                         

affection:‌‌“I‌‌know‌‌you,‌‌Harry”,‌‌Utterson‌‌says;‌‌“As‌‌much‌‌as‌‌any‌‌man‌‌can”‌‌(LEVINE,‌‌2014,‌‌p.‌‌                               

101).‌ ‌Those‌ ‌friends,‌ ‌however,‌ ‌most‌ ‌quickly‌ ‌place‌ ‌Jekyll’s‌ ‌relationship‌ ‌with‌ ‌Hyde‌ ‌under‌‌                       

suspicion‌‌—‌‌as‌‌if‌‌Hyde‌‌knew‌‌Jekyll‌‌a‌‌little‌‌more‌‌than‌‌any‌‌other‌‌man‌‌could,‌‌or‌‌should.‌‌They‌‌                                   

believe‌ ‌their‌ ‌help‌ ‌in‌ ‌disentangling‌ ‌Jekyll‌ ‌from‌ ‌Hyde’s‌ ‌grip‌ ‌is‌‌needed‌‌at‌‌every‌‌moment,‌‌and‌‌                             

distrust‌‌that‌‌the‌‌doctor’s‌‌newly‌‌arrived‌‌friend‌‌and‌‌“protégé”‌‌—‌‌a‌‌typical‌‌configuration‌‌of‌‌the‌‌                             

homosexual‌ ‌‌Doppelgänger‌,‌ ‌according‌ ‌to‌ ‌Rank‌ ‌(1971,‌ ‌p.‌ ‌71)‌ ‌—‌ ‌may‌ ‌have‌ ‌crossed‌ ‌the‌ ‌line‌‌                           

separating‌‌their‌‌sanctioned‌‌expression‌‌of‌‌homosociality‌‌from‌‌another,‌‌culturally‌‌unsanctioned‌‌                   

and‌‌monstrous‌‌(because‌‌sexual)‌‌form‌‌of‌‌male‌‌bonding.‌‌Their‌‌collective‌‌concern‌‌is‌‌made‌‌clear‌‌                           

when‌ ‌Jekyll‌ ‌first‌ ‌alludes‌ ‌to‌‌Hyde‌‌in‌‌a‌‌conversation‌‌with‌‌Utterson,‌‌in‌‌an‌‌attempt‌‌to‌‌persuade‌‌                               

the‌ ‌lawyer‌ ‌to‌ ‌elaborate‌ ‌a‌ ‌testament‌ ‌benefiting‌ ‌his‌ ‌“protégé”.‌ ‌Utterson‌ ‌thus‌ ‌reacts‌ ‌to‌ ‌his‌‌                           

friend’s‌ ‌singular‌ ‌entreaties:‌ ‌ 

‌ 

Harry,‌ ‌forgive‌ ‌me,‌ ‌but‌ ‌you‌ ‌haven’t‌ ‌considered‌ ‌this‌ ‌properly.‌ ‌[...]‌ ‌I’m‌ ‌not‌‌                       
certain‌ ‌that‌ ‌you‌ ‌are‌ ‌in‌ ‌the‌ ‌proper‌ ‌frame‌ ‌of‌ ‌mind‌ ‌to‌ ‌execute‌ ‌such‌‌                         
consequential‌ ‌decisions.‌ ‌The‌ ‌events‌ ‌of‌ ‌this‌ ‌year,‌ ‌you‌ ‌cannot‌ ‌tell‌ ‌me‌ ‌they‌‌                       
have‌‌been‌‌without‌‌effect.‌‌I‌‌don’t‌‌know‌‌what‌‌happened‌‌in‌‌Paris,‌‌and‌‌I‌‌respect‌‌                           
your‌‌decision‌‌not‌‌to‌‌speak‌‌of‌‌it.‌‌But‌‌losing‌‌a‌‌patient‌‌under‌‌any‌‌circumstances‌‌                           
—‌‌and‌‌then,‌‌shortly‌‌after‌‌your‌‌return,‌‌losing‌‌your‌‌father‌‌as‌‌well.‌‌[...]‌‌Harry,‌‌                           
the‌ ‌manner‌ ‌in‌ ‌which‌ ‌your‌ ‌father…‌ ‌It‌ ‌must‌ ‌have‌ ‌been‌ ‌tremendously‌‌                     
disturbing‌‌for‌‌you‌‌to‌‌witness‌‌such‌‌a‌‌thing.‌‌I‌‌am‌‌sorry.‌‌Obviously‌‌it’s‌‌on‌‌your‌‌                             
mind.‌‌This‌‌idea‌‌of‌‌yours‌‌seems‌‌to‌‌stem‌‌rather‌‌directly‌‌from‌‌this‌‌last‌‌contact‌‌                           
with‌ ‌your‌ ‌father.‌ ‌And‌ ‌now‌ ‌you‌ ‌come‌ ‌to‌ ‌me‌ ‌wishing‌‌to‌‌leave‌‌the‌‌whole‌‌of‌‌                             
your‌ ‌fortune‌ ‌and‌ ‌property‌ ‌to‌ ‌a‌ ‌man‌ ‌whose‌ ‌name‌ ‌I‌ ‌have‌ ‌never‌ ‌heard‌ ‌until‌‌                           
tonight,‌ ‌a‌ ‌man‌ ‌who‌ ‌has‌ ‌suddenly‌ ‌reemerged‌ ‌out‌ ‌of‌ ‌the‌ ‌past‌ ‌[...].‌ ‌Utterson‌‌                         
shook‌ ‌his‌ ‌head‌ ‌and‌ ‌said,‌ ‌reproachfully,‌ ‌Harry.‌ ‌Can’t‌ ‌you‌ ‌understand?‌ ‌I’m‌‌                     



141‌ ‌ 

concerned.‌ ‌You‌ ‌can‌ ‌be‌ ‌truthful‌ ‌with‌ ‌me.‌‌Are‌‌you‌‌in‌‌some‌‌kind‌‌of‌‌trouble?‌‌                           
This‌ ‌Hyde.‌ ‌Did‌ ‌he‌ ‌put‌ ‌you‌ ‌up‌ ‌to‌ ‌this?‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌23).‌ ‌ 

‌ 

Utterson’s‌‌typically‌‌Victorian‌‌modesty‌‌—‌‌his‌‌unwillingness‌‌to‌‌name‌‌the‌‌“trouble”‌‌that‌‌                       

haunts‌ ‌Jekyll‌ ‌—‌‌is‌‌undercut‌‌by‌‌his‌‌imperative‌‌command‌‌for‌‌the‌‌trouble‌‌to‌‌be‌‌“uttered”.‌‌The‌‌                               

tension‌ ‌between‌ ‌unspeakability‌ ‌and‌ ‌verbosity‌ ‌implicated‌ ‌in‌ ‌Utterson’s‌ ‌demeanor‌ ‌arguably‌‌                   

underscores‌ ‌the‌ ‌operation‌ ‌of‌ ‌the‌ ‌apparatus‌ ‌of‌ ‌sexuality‌ ‌and‌ ‌one‌ ‌of‌ ‌its‌ ‌disciplinary‌‌                         

mechanisms,‌‌homophobia,‌‌that‌‌all-too-frequent‌‌thematic‌‌verve‌‌of‌‌gothic‌‌fiction.‌‌Let‌‌us‌‌clarify‌‌                       

that‌ ‌point.‌ ‌Sedgwick‌ ‌(1985,‌ ‌p.‌ ‌94)‌ ‌argues‌ ‌that‌ ‌the‌‌“unspeakable”‌‌is‌‌a‌‌distinct‌‌and‌‌pervasive‌‌                             

gothic‌ ‌convention‌ ‌which‌ ‌has‌ ‌had‌ ‌a‌ ‌symptomatic‌ ‌role‌ ‌in‌‌the‌‌reproduction‌‌of‌‌homophobia.‌‌If‌‌                           

she‌ ‌is‌ ‌right‌ ‌in‌ ‌claiming‌ ‌that‌ ‌“[s]exuality‌ ‌between‌ ‌men‌‌had,‌‌throughout‌‌the‌‌Judaeo-Christian‌‌                         

tradition,‌ ‌been‌ ‌famous‌ ‌among‌ ‌those‌‌who‌‌knew‌‌about‌‌it‌‌at‌‌all‌‌precisely‌‌for‌‌having‌‌no‌‌name”‌‌                               

(SEDGWICK,‌ ‌1985,‌ ‌p.‌ ‌94),‌ ‌it‌ ‌is‌ ‌not‌ ‌impossible‌ ‌to‌ ‌see‌ ‌how‌ ‌metaphors‌ ‌of‌ ‌the‌ ‌unspeakable‌‌                             

have‌ ‌often‌ ‌been‌ ‌activated‌ ‌in‌ ‌gothic‌ ‌fiction‌ ‌to‌ ‌intimate‌ ‌homoerotic‌ ‌behavior.‌ ‌Yet‌ ‌the‌‌                         

unspeakable‌‌is‌‌often‌‌paradoxically‌‌textualized,‌‌included‌‌in‌‌the‌‌acts‌‌of‌‌its‌‌silencing.‌‌It‌‌rises‌‌to‌‌                             

textual‌‌configuration,‌‌for‌‌instance,‌‌in‌‌the‌‌shape‌‌of‌‌those‌‌secrets‌‌that‌‌only‌‌halfway‌‌come‌‌to‌‌the‌‌                               

fore,‌‌perhaps‌‌in‌‌whispers,‌‌barely‌‌audible‌‌but‌‌not‌‌fully‌‌inaudible,‌‌or‌‌else‌‌as‌‌unreadable,‌‌bloated‌‌                             

passages‌ ‌on‌ ‌the‌ ‌pages‌ ‌of‌ ‌a‌ ‌manuscript.‌ ‌The‌ ‌unspeakable,‌ ‌as‌ ‌Utterson’s‌ ‌behavior‌ ‌above‌‌                         

complementary‌ ‌suggests,‌ ‌is‌ ‌never‌ ‌an‌ ‌absolute‌ ‌injunction‌ ‌to‌ ‌silence;‌ ‌it‌ ‌is,‌ ‌in‌ ‌fact,‌ ‌quite‌ ‌its‌‌                             

opposite,‌ ‌an‌ ‌ironic‌ ‌injunction‌ ‌to‌ ‌volubility,‌ ‌an‌ ‌invitation‌‌to‌‌opening‌‌up.‌‌Such‌‌an‌‌ambivalent‌‌                           

exploration‌‌of‌‌the‌‌“unspeakable”‌‌in‌‌terms‌‌of‌‌the‌‌“speakable”‌‌it‌‌both‌‌propels‌‌and‌‌denies‌‌adds‌‌                             

another‌ ‌dimension‌ ‌to‌ ‌the‌ ‌dominating‌ ‌strategy‌ ‌of‌ ‌parodic‌ ‌inversion‌ ‌of‌ ‌the‌ ‌convention‌‌of‌‌the‌‌                           

Doppelgänger‌‌in‌‌Daniel‌‌Levine’s‌‌‌Hyde‌,‌‌a‌‌novel‌‌in‌‌which‌‌strategies‌‌of‌‌silencing‌‌are‌‌projected‌‌                           

and‌ ‌materialized‌ ‌onto‌ ‌their‌ ‌opposite‌ ‌“double”‌ ‌—‌ ‌on‌ ‌injunctions‌ ‌to‌ ‌speech.‌ ‌ 

The‌ ‌duplicated‌ ‌configuration‌ ‌of‌ ‌the‌ ‌unspeakable‌ ‌integrates‌ ‌the‌ ‌characteristic‌‌                 

paradoxical‌‌complexity‌‌of‌‌the‌‌modern‌‌apparatus‌‌of‌‌sexuality.‌‌According‌‌to‌‌Foucault‌‌(1978,‌‌p.‌‌                         

8),‌‌in‌‌predicating‌‌the‌‌silencing‌‌of‌‌sexuality,‌‌in‌‌particular‌‌of‌‌those‌‌pathologized‌‌expressions‌‌of‌‌                           

desire‌ ‌such‌ ‌as‌ ‌homosexuality,‌ ‌the‌ ‌apparatus‌ ‌of‌ ‌sexuality‌ ‌paradoxically‌‌structures‌‌a‌‌complex‌‌                       

network‌ ‌of‌ ‌middle-class‌ ‌discursive‌ ‌and‌ ‌institutional‌ ‌spaces‌ ‌where‌ ‌the‌ ‌very‌ ‌processes‌ ‌of‌‌                       

silencing‌ ‌must‌ ‌be‌ ‌periphrastically‌ ‌discussed,‌ ‌examined‌ ‌in‌ ‌minutiae.‌‌Hence‌‌the‌‌unspeakable,‌‌                     

that‌‌basis‌‌of‌‌homophobic‌‌terror‌‌so‌‌central‌‌to‌‌the‌‌development‌‌of‌‌gothic‌‌conventions,‌‌could‌‌be‌‌                             

theoretically‌ ‌construed‌ ‌as‌ ‌the‌ ‌injunction‌ ‌to‌ ‌“speak‌ ‌verbosely‌ ‌of‌ ‌its‌ ‌own‌ ‌silence”,‌ ‌to‌ ‌quote‌‌                           

Foucault’s‌ ‌celebrated‌ ‌formula‌ ‌(1978,‌ ‌p.‌ ‌8).‌ ‌One‌ ‌of‌ ‌such‌ ‌spaces‌ ‌in‌ ‌which‌ ‌the‌ ‌paradox‌ ‌is‌‌                             

articulated‌ ‌is‌ ‌the‌ ‌institution‌ ‌of‌ ‌the‌ ‌law,‌ ‌of‌ ‌which‌ ‌Utterson‌ ‌is‌‌a‌‌representative;‌‌another‌‌is‌‌the‌‌                               
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institution‌‌of‌‌the‌‌clinic,‌‌of‌‌which‌‌Lanyon‌‌figures‌‌as‌‌a‌‌beacon;‌‌yet‌‌another‌‌is‌‌politics,‌‌of‌‌which‌‌                                 

Sir‌ ‌Danvers‌ ‌is‌ ‌a‌ ‌member;‌ ‌yet‌ ‌another‌ ‌is‌ ‌the‌ ‌bourgeois‌ ‌press,‌ ‌of‌ ‌which‌ ‌Stead‌ ‌has‌ ‌been‌ ‌a‌                                 

prolific‌‌contributor.‌‌It‌‌is‌‌not‌‌casual,‌‌then,‌‌that‌‌all‌‌four‌‌of‌‌them‌‌will‌‌eventually‌‌pressure‌‌Jekyll‌‌                               

to‌ ‌speak‌ ‌of‌ ‌the‌ ‌forbidden‌ ‌subject‌ ‌of‌ ‌Edward‌ ‌Hyde,‌ ‌either‌ ‌directly‌ ‌or‌ ‌indirectly:‌ ‌as‌‌                           

representatives‌ ‌of‌ ‌the‌ ‌institutions‌ ‌that‌ ‌sustain‌ ‌the‌ ‌bourgeois‌ ‌ideology‌ ‌of‌ ‌compulsory‌‌                     

heterosexuality,‌‌they‌‌are‌‌also‌‌agents‌‌of‌‌the‌‌duplicated‌‌unspeakable,‌‌instruments‌‌of‌‌disciplinary‌‌                       

power,‌ ‌catalysts‌ ‌of‌ ‌homophobic‌ ‌proscription,‌ ‌propellers‌ ‌of‌ ‌the‌ ‌unspeakable‌ ‌which‌ ‌speaks‌‌                     

eloquently‌‌of‌‌its‌‌silence.‌‌It‌‌is‌‌the‌‌paradoxical‌‌baring‌‌of‌‌unspeakability,‌‌the‌‌materialization‌‌into‌‌                           

language‌ ‌of‌ ‌what‌ ‌should‌ ‌have‌ ‌remained‌ ‌unnamable,‌ ‌which‌ ‌will‌ ‌invite‌ ‌the‌ ‌possibility‌ ‌of‌‌                         

correction,‌ ‌the‌ ‌violent‌ ‌disciplinary‌ ‌proscription‌ ‌of‌ ‌Jekyll’s‌ ‌“hydden”‌ ‌homosexual‌ ‌identity.‌ 

Although‌‌Utterson‌‌attempts‌‌to‌‌excavate‌‌a‌‌confession‌‌out‌‌of‌‌Jekyll,‌‌he‌‌appears‌‌to‌‌have‌‌                           

a‌‌very‌‌clear‌‌idea‌‌of‌‌the‌‌nature‌‌of‌‌the‌‌“trouble”‌‌his‌‌friend‌‌has‌‌found‌‌himself‌‌in:‌‌either‌‌Jekyll‌‌is‌‌                                     

reacting‌ ‌hysterically‌ ‌to‌ ‌his‌ ‌father’s‌‌tragic‌‌passing‌‌by‌‌suicide,‌‌or‌‌he‌‌has‌‌been‌‌blackmailed‌‌by‌‌                             

Hyde‌‌into‌‌giving‌‌over‌‌his‌‌fortune‌‌—‌‌perhaps‌‌both‌‌at‌‌once.‌‌Neither‌‌case‌‌fares‌‌better‌‌than‌‌the‌‌                                 

other‌‌in‌‌salvaging‌‌Jekyll’s‌‌reputation,‌‌for‌‌both‌‌cases‌‌cast‌‌the‌‌doctor‌‌in‌‌a‌‌disconcerting‌‌light‌‌of‌‌                               

identitary‌‌effeminacy.‌‌Blackmail‌‌would‌‌have‌‌suggested‌‌Jekyll‌‌had‌‌at‌‌some‌‌point‌‌engaged‌‌in‌‌a‌‌                           

queer‌‌affair,‌‌and‌‌that‌‌his‌‌lover‌‌was‌‌now‌‌back‌‌to‌‌milk‌‌the‌‌doctor‌‌for‌‌all‌‌his‌‌fortune‌‌was‌‌worth,‌‌                                     

lest‌ ‌his‌ ‌secret‌ ‌homosexual‌ ‌activities‌ ‌should‌ ‌be‌ ‌disclosed‌ ‌to‌ ‌his‌ ‌chaste‌ ‌upper-class‌ ‌peers.‌‌                         

Hysteria,‌ ‌too,‌ ‌as‌ ‌Showalter‌‌(1991,‌‌p.‌‌106)‌‌highlights,‌‌was‌‌stigmatized‌‌in‌‌the‌‌Victorian‌‌times‌‌                           

as‌ ‌a‌ ‌humiliatingly‌ ‌female‌ ‌affliction,‌ ‌thus‌ ‌it‌ ‌would‌ ‌have‌ ‌signaled‌ ‌the‌ ‌bodily‌ ‌expression‌ ‌of‌‌                           

Jekyll’s‌ ‌homosexuality.‌ ‌Although‌ ‌Utterson‌ ‌had‌ ‌heard‌ ‌rumors‌‌of‌‌Hyde’s‌‌misdeeds,‌‌including‌‌                     

the‌ ‌story‌ ‌of‌ ‌the‌ ‌door,‌ ‌the‌ ‌terms‌ ‌in‌ ‌which‌ ‌he‌ ‌organizes‌ ‌his‌ ‌refusal‌ ‌to‌ ‌attending‌ ‌to‌ ‌Jekyll’s‌‌                                 

entreaties‌ ‌suggest‌ ‌his‌ ‌shock‌ ‌to‌ ‌be‌ ‌motivated,‌ ‌on‌ ‌a‌ ‌deeper‌ ‌level,‌‌by‌‌his‌‌suspicion‌‌that‌‌Jekyll‌‌                               

might‌ ‌be‌ ‌a‌ ‌closeted‌ ‌homosexual.‌ ‌A‌ ‌predicament‌ ‌of‌ ‌that‌ ‌nature‌ ‌would‌ ‌have‌ ‌irked‌ ‌a‌‌                           

self-righteous‌ ‌Victorian‌ ‌gentleman‌ ‌such‌ ‌as‌‌Utterson‌‌greatly,‌‌to‌‌the‌‌point‌‌where‌‌a‌‌reaction‌‌of‌‌                           

repulsion‌‌would‌‌possibly‌‌ensue;‌‌thus‌‌it‌‌is‌‌that‌‌his‌‌“concern”‌‌for‌‌his‌‌friend‌‌manifests‌‌itself‌‌in‌‌a‌‌                                 

vehement,‌‌ironically‌‌hysterical‌‌offer‌‌of‌‌help:‌‌“Whatever‌‌it‌‌is‌‌that‌‌binds‌‌you‌‌to‌‌this‌‌man,‌‌I‌‌can‌‌                                 

help‌‌you‌‌break‌‌it.‌‌You‌‌don’t‌‌have‌‌to‌‌do‌‌this‌‌on‌‌your‌‌own.‌‌Harry,‌‌for‌‌God’s‌‌sake,‌‌let‌‌me‌‌help‌‌                                       

you!”‌‌(LEVINE,‌‌2014,‌‌p.‌‌102).‌‌His‌‌offer‌‌of‌‌assistance‌‌is‌‌mere‌‌steps‌‌away‌‌from‌‌a‌‌homophobic‌‌                               

injunction‌ ‌for‌ ‌Jekyll‌ ‌to‌ ‌be‌ ‌done‌ ‌with‌ ‌Hyde,‌ ‌that‌ ‌his‌ ‌desire‌ ‌may‌ ‌be‌ ‌directed‌ ‌to‌ ‌a‌ ‌suitable,‌‌                                 

(hetero)sexual‌‌partner.‌‌That‌‌Jekyll‌‌repeatedly‌‌refuses‌‌his‌‌lawyer’s‌‌frantic‌‌attempts‌‌to‌‌get‌‌him‌‌                         

to‌‌break‌‌up‌‌his‌‌“unnatural”‌‌connection‌‌with‌‌Hyde‌‌only‌‌aggravates‌‌Utterson’s‌‌bewilderment‌‌at‌‌                         

what‌ ‌he‌ ‌sees‌ ‌as‌ ‌his‌ ‌friend’s‌ ‌deteriorating‌ ‌psychosexual‌ ‌condition.‌‌ ‌  
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It‌ ‌is‌ ‌the‌‌paradoxical‌‌loquacity‌‌of‌‌the‌‌unspeakable‌‌—‌‌a‌‌social‌‌injunction‌‌that‌‌operates‌‌                           

from‌ ‌the‌ ‌outside‌ ‌in,‌ ‌as‌ ‌exemplified‌ ‌by‌ ‌Utterson’s‌ ‌reaction‌ ‌of‌ ‌loathing‌ ‌towards‌ ‌Jekyll’s‌                         

predilection‌ ‌for‌ ‌Hyde‌ ‌—‌ ‌that‌ ‌triggers‌ ‌the‌ ‌paranoiac‌ ‌episodes‌ ‌of‌ ‌persecution‌ ‌of‌ ‌the‌‌                         

homosexual‌ ‌‌Doppelgänger‌ ‌in‌ ‌the‌ ‌novel.‌ ‌Putting‌ ‌it‌ ‌more‌ ‌specifically,‌ ‌it‌ ‌is‌ ‌only‌ ‌after‌ ‌the‌‌                           

“monster”‌‌of‌‌abnormal‌‌homosexual‌‌behavior‌‌is‌‌forced‌‌out‌‌of‌‌the‌‌closet,‌‌and‌‌shoehorned‌‌as‌‌a‌‌                             

monster‌ ‌into‌ ‌an‌ ‌order‌‌of‌‌discourse‌‌that‌‌ostensibly‌‌unauthorizes‌‌its‌‌very‌‌existence,‌‌that‌‌terror‌‌                           

ensues.‌‌A‌‌chain‌‌of‌‌homophobic‌‌persecution‌‌whose‌‌links‌‌include‌‌virtually‌‌all‌‌other‌‌men‌‌in‌‌the‌‌                             

narrative‌ ‌is‌ ‌consequently‌ ‌triggered:‌ ‌Enfield,‌ ‌who‌ ‌forces‌ ‌Hyde‌ ‌to‌ ‌pay‌ ‌hush‌ ‌money‌ ‌to‌ ‌the‌‌                           

family‌‌of‌‌the‌‌girl‌‌he‌‌had‌‌allegedly‌‌trampled‌‌on‌‌in‌‌order‌‌to‌‌avoid‌‌scandal;‌‌Utterson,‌‌who‌‌stands‌‌                                 

guard‌‌outside‌‌Jekyll’s‌‌backdoor,‌‌awaiting‌‌an‌‌opportunity‌‌to‌‌confront‌‌Hyde;‌‌Sir‌‌Danvers,‌‌who‌‌                         

blackmails‌‌Jekyll‌‌for‌‌intel‌‌about‌‌how‌‌he‌‌transforms‌‌into‌‌his‌‌“hydden”‌‌self;‌‌Poole,‌‌whose‌‌close‌‌                             

watching‌ ‌of‌ ‌the‌ ‌backdoor‌ ‌in‌ ‌the‌ ‌final‌ ‌act‌ ‌of‌ ‌the‌ ‌novel‌ ‌warrants‌ ‌that‌ ‌Hyde‌ ‌will‌ ‌not‌ ‌escape‌‌                                 

unpunished‌ ‌for‌ ‌his‌ ‌“crime”;‌ ‌and‌ ‌finally,‌ ‌Jekyll‌ ‌and‌ ‌Hyde‌ ‌themselves,‌ ‌both‌ ‌of‌ ‌whom‌‌                         

eventually‌‌begin‌‌to‌‌suspect‌‌the‌‌other’s‌‌ulterior‌‌motives,‌‌to‌‌the‌‌point‌‌of‌‌mutual‌‌destruction.‌‌In‌‌                             

light‌‌of‌‌that‌‌complex‌‌ideological‌‌dynamic,‌‌it‌‌is‌‌possible‌‌to‌‌conclude‌‌that‌‌the‌‌prominent‌‌trope‌‌                             

of‌ ‌the‌ ‌‌Doppelgänger‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel‌‌‌Hyde‌‌structures‌‌a‌‌parodic‌‌inversion‌‌of‌‌                           

the‌ ‌roles‌ ‌typically‌ ‌attributed‌ ‌the‌ ‌main‌ ‌antagonists‌ ‌of‌ ‌Stevenson’s‌ ‌original‌ ‌gothic‌ ‌novella:‌‌                       

rather‌ ‌than‌ ‌concerned‌ ‌friends‌ ‌and‌ ‌bastions‌ ‌of‌ ‌unclenched‌ ‌morality‌ ‌fighting‌ ‌an‌ ‌evil‌ ‌double,‌‌                         

Utterson‌ ‌&‌ ‌Co.‌ ‌are‌ ‌ironically‌ ‌presented‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌version‌ ‌as‌ ‌instruments‌ ‌of‌‌                         

disciplinary‌ ‌power,‌ ‌as‌ ‌perpetrators‌ ‌of‌ ‌homophobic‌ ‌violence.‌‌ ‌  

At‌‌any‌‌rate,‌‌a‌‌question‌‌imposes‌‌itself:‌‌are‌‌there‌‌any‌‌actual‌‌indications‌‌that‌‌Jekyll‌‌may‌‌                             

be‌ ‌a‌ ‌closeted‌ ‌homosexual,‌ ‌or‌‌had‌‌his‌‌peers‌‌been‌‌overreacting‌‌out‌‌of‌‌their‌‌homosexual‌‌panic‌‌                             

alone?‌ ‌Hyde‌ ‌himself,‌ ‌by‌ ‌the‌ ‌beginning‌ ‌of‌ ‌his‌ ‌narrative,‌ ‌affirms‌ ‌that‌ ‌“[u]ntil‌ ‌now,‌ ‌it‌ ‌had‌‌                             

merely‌ ‌been‌ ‌women‌ ‌[Jekyll]‌ ‌wanted,‌ ‌the‌ ‌novelty‌ ‌of‌ ‌women,‌ ‌after‌ ‌a‌ ‌life‌ ‌of‌ ‌virgin‌ ‌control”‌‌                             

(LEVINE,‌ ‌2014,‌ ‌p.‌ ‌29);‌ ‌it‌ ‌bodes‌ ‌to‌ ‌ask,‌ ‌however,‌ ‌to‌ ‌what‌ ‌extent‌ ‌that‌ ‌assessment‌ ‌actually‌‌                             

translates‌ ‌into‌ ‌fact.‌ ‌It‌ ‌is‌ ‌possible‌ ‌to‌ ‌notice‌ ‌that‌ ‌Jekyll‌ ‌seems‌ ‌to‌ ‌refuse‌ ‌the‌ ‌possibility‌ ‌of‌‌                               

acknowledging‌‌his‌‌homosexuality‌‌publicly;‌‌that,‌‌when‌‌he‌‌is‌‌bullied‌‌in‌‌the‌‌streets‌‌of‌‌Soho‌‌by‌‌a‌‌                               

pair‌ ‌of‌ ‌female‌ ‌prostitutes‌ ‌who‌ ‌call‌ ‌him‌ ‌“a‌ ‌fucking‌ ‌cock-sucking‌ ‌poof”‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌‌                           

254),‌ ‌he‌ ‌turns‌ ‌around‌ ‌and‌ ‌runs‌ ‌in‌ ‌terror.‌ ‌In‌ ‌several‌ ‌of‌ ‌his‌ ‌mysterious‌ ‌nightly‌ ‌wanderings,‌‌                             

however,‌ ‌Hyde,‌ ‌Jekyll’s‌ ‌personification‌ ‌of‌ ‌his‌ ‌concealed‌ ‌homosexual‌ ‌desire,‌ ‌shows‌ ‌subtle‌‌                     

indications‌ ‌that‌ ‌he‌ ‌has‌ ‌engaged‌ ‌in‌ ‌man-on-man‌ ‌sexual‌ ‌play.‌ ‌Such‌ ‌episodes‌ ‌of‌ ‌homosexual‌‌                         

play‌‌are‌‌addressed‌‌in‌‌innuendos‌‌and‌‌half-sentences:‌‌in‌‌one‌‌occasion,‌‌he‌‌confronts‌‌a‌‌man‌‌in‌‌a‌‌                               

back‌‌alley,‌‌whom‌‌he‌‌orders‌‌to‌‌“get‌‌undressed”,‌‌and‌‌later‌‌finds‌‌himself‌‌back‌‌at‌‌home,‌‌drunken‌‌                               

and‌ ‌confused,‌ ‌yet‌ ‌“through‌ ‌the‌ ‌booze,‌ ‌[he]‌ ‌could‌ ‌smell‌ ‌the‌ ‌sharp‌ ‌whiff‌ ‌of‌ ‌shit‌ ‌from‌ ‌his‌‌                               
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thumb”‌‌(LEVINE,‌‌2014,‌‌p.‌‌120);‌‌in‌‌another,‌‌separate‌‌occasion,‌‌he‌‌wanders‌‌for‌‌weeks‌‌on‌‌end‌‌                             

on‌‌the‌‌streets‌‌of‌‌Whitechapel,‌‌until‌‌he‌‌eventually‌‌wakes‌‌up‌‌exhausted,‌‌only‌‌to‌‌realize‌‌that‌‌“an‌‌                               

itchy‌ ‌rash‌ ‌had‌ ‌invaded‌ ‌[his]‌ ‌anus”‌ ‌(LEVINE,‌ ‌2014,‌ ‌p.‌‌165).‌‌Needless‌‌to‌‌say,‌‌there‌‌are‌‌very‌‌                               

few‌‌ways‌‌one‌‌can‌‌end‌‌up‌‌with‌‌one’s‌‌thumb‌‌smelling‌‌like‌‌feces,‌‌or‌‌with‌‌a‌‌rash‌‌in‌‌one’s‌‌anus,‌‌                                     

after‌ ‌engaging‌ ‌in‌ ‌mysterious‌ ‌fumbling‌ ‌with‌ ‌fellow‌ ‌jockeys‌ ‌in‌ ‌the‌ ‌night.‌ ‌ 

This‌ ‌manner‌ ‌of‌ ‌subdued‌ ‌though‌ ‌evident‌ ‌—‌ ‌unspeakable‌ ‌—‌ ‌intimation‌ ‌of‌ ‌sodomy‌‌                       

girdles‌ ‌homosexuality‌ ‌within‌ ‌the‌ ‌realm‌ ‌of‌ ‌those‌ ‌criminal‌ ‌sexual‌ ‌practices‌ ‌with‌ ‌which‌ ‌the‌‌                         

pages‌ ‌of‌ ‌‌Hyde‌ ‌‌are‌ ‌filled,‌ ‌along‌ ‌with‌ ‌its‌ ‌sister‌ ‌practice,‌ ‌pedophilia.‌ ‌Arguably,‌ ‌Jekyll’s‌‌                         

suspected‌ ‌homosexual‌ ‌practices‌ ‌might‌ ‌not‌ ‌only‌ ‌tarnish‌ ‌his‌ ‌reputation,‌ ‌but‌ ‌also‌ ‌pose‌ ‌legal‌‌                         

danger‌‌to‌‌his‌‌person,‌‌as‌‌sodomy‌‌and‌‌other‌‌homosexual‌‌misdemeanors‌‌were‌‌punishable‌‌under‌‌                         

the‌‌English‌‌law.‌‌That‌‌was,‌‌in‌‌part,‌‌a‌‌result‌‌of‌‌Stead’s‌‌campaign‌‌against‌‌juvenile‌‌prostitution‌‌in‌‌                               

London:‌ ‌although‌ ‌sodomy‌ ‌had‌ ‌been‌ ‌punishable‌‌by‌‌death‌‌since‌‌The‌‌Buggery‌‌Act‌‌1553,‌‌later‌‌                           

turned‌‌to‌‌life‌‌imprisonment‌‌sentence‌‌since‌‌The‌‌Offences‌‌Against‌‌the‌‌Person‌‌Act‌‌of‌‌1861,‌‌one‌‌                             

particular‌ ‌consequence‌ ‌of‌ ‌the‌ ‌“Maiden‌ ‌Tribute”‌ ‌series‌ ‌was‌ ‌the‌‌criminalization‌‌of‌‌all‌‌acts‌‌of‌‌                           

“gross‌ ‌indecency‌ ‌between‌ ‌males”‌ ‌under‌ ‌the‌ ‌infamous‌ ‌Labouchere‌ ‌Amendment‌ ‌to‌ ‌The‌‌                     

Criminal‌ ‌Law‌ ‌Amendment‌‌Act‌‌of‌‌1885.‌‌In‌‌practice,‌‌the‌‌Amendment‌‌not‌‌only‌‌raised‌‌the‌‌age‌‌                             

of‌ ‌sexual‌ ‌consent‌ ‌from‌ ‌13‌ ‌to‌ ‌16‌ ‌years‌‌of‌‌age,‌‌but‌‌also‌‌criminalized‌‌all‌‌and‌‌any‌‌homosexual‌‌                                 

acts‌‌among‌‌consulting‌‌adults,‌‌which‌‌came‌‌to‌‌be‌‌punishable‌‌with‌‌a‌‌penalty‌‌of‌‌two-year‌‌prison‌‌                             

plus‌ ‌hard‌ ‌labor.‌ ‌Not‌ ‌for‌ ‌nothing,‌ ‌as‌ ‌Showalter‌ ‌(1991,‌ ‌p.‌ ‌112)‌ ‌explains,‌ ‌the‌ ‌Labouchere‌‌                           

Amendment‌ ‌was‌ ‌popularly‌ ‌referred‌ ‌to‌ ‌as‌ ‌the‌ ‌“Blackmailer’s‌ ‌Charter”:‌ ‌it‌ ‌laid‌ ‌closeted‌‌                       

homosexuals,‌ ‌particularly‌ ‌those‌ ‌originating‌ ‌from‌ ‌the‌ ‌upper‌ ‌classes,‌ ‌considerably‌ ‌more‌‌                   

vulnerable‌ ‌to‌ ‌having‌ ‌the‌ ‌“unspeakable”‌ ‌secret‌ ‌of‌ ‌their‌ ‌homosexuality‌ ‌publicly‌ ‌addressed.‌ ‌ 

The‌ ‌overall‌ ‌characterization‌ ‌of‌ ‌homosexuality‌ ‌in‌ ‌terms‌ ‌of‌ ‌transgression,‌ ‌criminality,‌‌                   

and‌‌violent‌‌perversion‌‌—‌‌in‌‌short,‌‌in‌‌terms‌‌of‌‌the‌‌unspeakable‌‌—‌‌contributes‌‌to‌‌situating‌‌the‌                               

postmodern‌ ‌gothic‌ ‌novel‌ ‌‌Hyde‌ ‌as‌ ‌historiographic‌ ‌metafiction:‌ ‌it‌ ‌can‌ ‌be‌ ‌read‌ ‌as‌‌an‌‌index‌‌of‌‌                             

historical‌ ‌awareness‌ ‌on‌ ‌the‌ ‌part‌ ‌of‌ ‌the‌ ‌author,‌ ‌who‌ ‌demonstrates‌ ‌his‌ ‌understanding‌ ‌of‌ ‌the‌‌                           

discursive‌‌configuration‌‌of‌‌homosexuality‌‌and‌‌homophobia‌‌at‌‌the‌‌time‌‌of‌‌the‌‌publication‌‌and‌‌                         

circulation‌ ‌of‌ ‌his‌ ‌source‌ ‌material.‌ ‌Furthermore,‌ ‌the‌ ‌associated‌ ‌exploration‌ ‌of‌ ‌both‌ ‌fictional‌‌                       

and‌‌historical‌‌textual‌‌evidence‌‌—‌‌Stevenson’s‌‌novella,‌‌the‌‌“Maiden‌‌Tribute”‌‌series‌‌—‌‌serves‌‌                         

the‌‌parodic‌‌purpose‌‌of‌‌criticizing,‌‌from‌‌a‌‌postmodern‌‌vantage‌‌point,‌‌the‌‌tenets‌‌of‌‌the‌‌modern‌‌                             

forms‌ ‌of‌ ‌homophobic‌ ‌ideology‌ ‌which‌‌circulated‌‌equally‌‌through‌‌the‌‌materiality‌‌of‌‌fictional,‌‌                       

journalistic‌‌and‌‌legal‌‌discourses‌‌in‌‌the‌‌Victorian‌‌era.‌‌Criticism‌‌of‌‌that‌‌sort‌‌is‌‌more‌‌often‌‌than‌                               

not‌ ‌shaped‌ ‌as‌ ‌an‌ ‌ex-centric‌ ‌exercise,‌ ‌which‌ ‌aims‌ ‌at‌ ‌revalorizing‌ ‌a‌ ‌marginalized‌ ‌experience‌‌                         

vis-à-vis‌ ‌the‌ ‌problematization‌ ‌of‌ ‌the‌ ‌ideological‌ ‌premises‌ ‌that‌ ‌sustain‌ ‌its‌ ‌marginalization.‌                     
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Still,‌ ‌the‌ ‌fact‌ ‌that‌ ‌Hyde‌ ‌the‌ ‌character‌ ‌eventually‌ ‌crumbles‌ ‌under‌ ‌the‌ ‌pressure‌ ‌of‌ ‌his‌‌                           

homophobic‌‌persecutors‌‌suggests‌‌that‌‌‌Hyde‌‌‌the‌‌novel‌‌ultimately‌‌fails‌‌to‌‌commit‌‌to‌‌a‌‌positive‌‌                           

ex-centric‌ ‌perspective‌ ‌on‌ ‌homosexuality.‌‌ ‌  

The‌ ‌novel’s‌ ‌failure‌ ‌in‌ ‌sustaining‌ ‌its‌ ‌ex-centric‌ ‌allegiance‌ ‌with‌ ‌Hyde’s‌ ‌perspective‌‌                     

against‌‌the‌‌homophobic‌‌proscription‌‌of‌‌homosexuality‌‌is‌‌in‌‌part‌‌determined‌‌by‌‌the‌‌very‌‌limits‌‌                           

imposed‌ ‌by‌ ‌the‌ ‌parodic‌ ‌intent‌ ‌displayed‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic:‌ ‌Levine’s‌ ‌respectful‌                       

approach‌ ‌to‌ ‌his‌ ‌source‌ ‌material,‌‌added‌‌to‌‌his‌‌explicit‌‌intention‌‌of‌‌not‌‌fully‌‌transgressing‌‌the‌‌                             

original‌ ‌account,‌ ‌may‌ ‌have‌ ‌unauthorized‌ ‌any‌ ‌extreme‌ ‌desecration‌ ‌of‌ ‌its‌ ‌diegetic‌ ‌premises,‌‌                       

whereby‌ ‌Hyde’s‌ ‌survival‌ ‌might‌ ‌be‌ ‌safeguarded.‌ ‌More‌ ‌importantly,‌ ‌however,‌ ‌problems‌ ‌of‌‌                     

ideological‌‌coherence‌‌may‌‌have‌‌surfaced‌‌as‌‌a‌‌result‌‌of‌‌the‌‌postmodern‌‌parodic‌‌exploration‌‌of‌‌                           

the‌ ‌gothic,‌ ‌an‌ ‌ideologically‌ ‌ambivalent‌ ‌genre‌ ‌in‌ ‌itself:‌ ‌when‌ ‌a‌ ‌novelist‌ ‌is‌ ‌committed‌ ‌to‌‌the‌‌                             

ex-centric‌ ‌dismantling‌ ‌of‌ ‌certain‌ ‌ideological‌ ‌values‌ ‌—‌ ‌in‌ ‌this‌ ‌case,‌ ‌those‌ ‌of‌ ‌compulsory‌‌                         

heterosexuality‌ ‌—‌ ‌while‌ ‌relying,‌ ‌to‌ ‌the‌ ‌utmost‌ ‌of‌ ‌historical‌ ‌awareness,‌ ‌on‌‌the‌‌activation‌‌of‌‌                           

narrative‌ ‌strategies‌ ‌of‌ ‌a‌ ‌genre‌ ‌so‌ ‌utterly‌ ‌implicated‌ ‌in‌ ‌the‌ ‌proscription‌ ‌of‌ ‌homosexual‌‌                         

behavior,‌‌problems‌‌of‌‌ideological‌‌coherence‌‌are‌‌bound‌‌to‌‌take‌‌shape.‌‌Parody‌‌may‌‌be‌‌defined‌‌                           

as‌‌repetition‌‌with‌‌difference,‌‌and‌‌still‌‌repetition‌‌may‌‌at‌‌times‌‌prevail;‌‌that‌‌does‌‌not‌‌translate‌‌as‌‌                               

a‌ ‌rule,‌ ‌as‌ ‌we‌ ‌will‌ ‌see‌ ‌in‌ ‌our‌ ‌analysis‌ ‌of‌‌Jeanette‌‌Winterson’s‌‌‌Frankissstein‌‌‌in‌‌the‌‌following‌‌                               

chapter,‌‌but‌‌in‌‌‌Hyde‌‌‌that‌‌may‌‌have‌‌been‌‌the‌‌case.‌‌None‌‌of‌‌the‌‌indeterminacy‌‌thus‌‌achieved‌‌is‌‌                                 

to‌ ‌the‌ ‌detriment‌ ‌of‌ ‌the‌ ‌novel’s‌ ‌narrative‌ ‌strengths:‌ ‌the‌ ‌paradoxes‌ ‌of‌ ‌postmodernism,‌ ‌as‌‌                         

Hutcheon‌ ‌argues,‌ ‌are‌ ‌irresolvable.‌‌ ‌  

Still,‌ ‌it‌ ‌is‌ ‌possible‌‌to‌‌advance‌‌another,‌‌more‌‌buoyant‌‌interpretation‌‌of‌‌the‌‌prohibition‌‌                         

of‌ ‌homosexuality‌ ‌in‌ ‌‌Hyde‌:‌ ‌standing‌ ‌on‌ ‌the‌‌edge‌‌of‌‌postmodern‌‌parodic‌‌appropriation‌‌in‌‌the‌‌                           

year‌‌2014,‌‌Levine‌‌may‌‌have‌‌been‌‌suggesting‌‌that,‌‌with‌‌respect‌‌to‌‌homosexual‌‌desire,‌‌we‌‌are‌‌                             

still‌ ‌very‌ ‌much‌ ‌“the‌ ‌Other‌ ‌Victorians”‌‌as‌‌Foucault‌‌(1978,‌‌p.‌‌2)‌‌has‌‌shrewdly‌‌put‌‌it.‌‌In‌‌other‌‌                                 

words,‌‌we‌‌are,‌‌to‌‌this‌‌day‌‌and‌‌as‌‌a‌‌society,‌‌dominated‌‌by‌‌an‌‌imperative‌‌to‌‌punish‌‌those‌‌who‌‌                                   

do‌ ‌not‌ ‌conform‌ ‌to‌ ‌normative‌ ‌configurations‌ ‌of‌ ‌desire‌ ‌in‌ ‌the‌ ‌name‌ ‌of‌ ‌the‌ ‌still‌ ‌dominant‌‌                             

ideology‌ ‌of‌‌the‌‌bourgeois‌‌middle-class.‌‌It‌‌is‌‌not,‌‌then,‌‌that‌‌‌Hyde‌‌‌ultimately‌‌excommunicates‌‌                         

its‌‌ex-centric‌‌sympathy‌‌for‌‌the‌‌plight‌‌of‌‌the‌‌persecuted‌‌homosexual,‌‌but‌‌that‌‌it‌‌dramatizes‌‌the‌‌                             

ongoing‌ ‌violence‌ ‌of‌ ‌disciplinary‌ ‌power‌‌and‌‌homophobic‌‌prohibition.‌‌If‌‌that‌‌interpretation‌‌is‌‌                       

correct,‌ ‌its‌ ‌buoyancy‌ ‌is‌ ‌limited‌ ‌by‌ ‌the‌ ‌consequences‌ ‌it‌ ‌imparts:‌ ‌the‌ ‌ex-centric‌ ‌fundamental‌‌                         

concern‌ ‌for‌ ‌respecting‌ ‌and‌ ‌celebrating‌ ‌difference,‌ ‌as‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌61;‌ ‌67)‌ ‌defines‌‌it,‌‌                           

has‌ ‌not‌ ‌yet‌ ‌managed‌ ‌to‌ ‌fulfill‌ ‌its‌ ‌promise‌ ‌of‌ ‌communal‌ ‌integration‌ ‌in‌‌full.‌‌A‌‌novel‌‌such‌‌as‌‌                                 

Hyde‌‌‌may‌‌indeed‌‌share‌‌glimpses‌‌of‌‌those‌‌“liberating‌‌effects‌‌of‌‌moving‌‌from‌‌the‌‌language‌‌of‌‌                             

alienation‌ ‌(otherness)‌ ‌to‌ ‌that‌ ‌of‌ ‌decentering‌ ‌(difference)”‌‌(HUTCHEON,‌‌2004,‌‌p.‌‌62)‌‌while‌‌                       
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offering‌ ‌a‌ ‌humanized‌ ‌perspective‌ ‌of‌ ‌its‌ ‌hitherto‌ ‌silenced‌ ‌protagonist;‌ ‌yet‌ ‌the‌ ‌ultimate‌‌                       

homophobic‌‌subjection‌‌of‌‌Edward‌‌under‌‌the‌‌logic‌‌of‌‌alienation‌‌and‌‌otherness‌‌reveals‌‌that‌‌the‌‌                           

political‌ ‌work‌ ‌of‌ ‌postmodernism‌ ‌is‌ ‌far‌ ‌from‌ ‌done.‌ ‌Hence‌ ‌the‌ ‌continuing‌ ‌relevance‌ ‌of‌ ‌its‌‌                           

aesthetic‌ ‌discursive‌ ‌strategies‌ ‌—‌ ‌not‌ ‌least‌ ‌of‌ ‌them‌ ‌parody,‌‌“the‌‌form‌‌that‌‌heterogeneity‌‌and‌‌                           

difference‌ ‌often‌ ‌take‌ ‌in‌ ‌postmodern‌ ‌art.”‌ ‌(HUTCHEON,‌ ‌2004,‌ ‌p.‌ ‌66).‌ ‌ 

In‌ ‌sum,‌ ‌in‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌,‌ ‌the‌ ‌gothic‌ ‌motif‌ ‌of‌ ‌the‌ ‌double‌ ‌is‌ ‌repeated‌ ‌with‌‌                             

difference‌ ‌in‌ ‌that‌ ‌the‌ ‌‌Doppelgänger‌ ‌expresses‌ ‌cultural‌ ‌anxieties‌‌relating‌‌to‌‌homosexual‌‌and‌‌                       

homosocial‌ ‌desire,‌ ‌yet‌ ‌reframed‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌exercise‌‌of‌‌homophobic‌‌discipline‌‌‌vis-à-vis‌‌                         

the‌ ‌apparatus‌ ‌of‌ ‌sexuality‌ ‌towards‌ ‌the‌ ‌maintenance‌‌of‌‌compulsory‌‌heterosexuality.‌‌In‌‌‌Hyde‌,‌‌                       

the‌ ‌double‌ ‌is‌ ‌presented‌ ‌as‌ ‌a‌ ‌victim‌ ‌of‌ ‌homophobic‌ ‌persecution‌ ‌rather‌ ‌than‌ ‌an‌ ‌agent‌ ‌of‌‌                             

abnormal‌ ‌homosexuality;‌ ‌consequently,‌ ‌terror,‌ ‌an‌ ‌effect‌ ‌of‌ ‌revulsion‌ ‌and‌ ‌fear‌ ‌typically‌‌                     

triggered‌‌by‌‌confrontation‌‌with‌‌a‌‌‌Doppelgänger‌,‌‌emerges‌‌as‌‌a‌‌result‌‌of‌‌homophobic‌‌strategies‌‌                         

of‌ ‌control‌ ‌which‌ ‌render‌ ‌a‌ ‌subject‌ ‌liable‌ ‌to‌ ‌paranoiac‌ ‌reactions,‌ ‌rather‌ ‌than‌ ‌the‌ ‌refusal‌ ‌of‌ ‌a‌‌                               

supposedly‌ ‌perverse‌ ‌manifestation‌ ‌of‌ ‌desire.‌ ‌By‌ ‌repeating‌ ‌the‌ ‌paranoiac‌ ‌plot‌ ‌of‌ ‌the‌‌                       

Doppelgänger‌ ‌with‌ ‌difference,‌ ‌the‌ ‌novel‌ ‌advances‌ ‌the‌ ‌argument‌ ‌for‌ ‌homosexuality‌ ‌as‌ ‌an‌‌                       

ideological‌‌construct,‌‌an‌‌effect‌‌of‌‌discourses,‌‌institutions‌‌and‌‌disciplinary‌‌practices‌‌which‌‌first‌‌                       

create‌ ‌and‌ ‌subsequently‌ ‌pathologize,‌ ‌criminalize,‌ ‌and‌ ‌proscribe‌ ‌the‌ ‌homosexual‌ ‌as‌ ‌a‌‌                     

monstrous‌‌other‌‌of‌‌culture.‌‌Through‌‌its‌‌postmodern‌‌prism‌‌of‌‌analysis,‌‌the‌‌novel‌‌suggests‌‌that‌‌                           

the‌‌Victorian‌‌discourse‌‌on‌‌homosexuality‌‌is‌‌still‌‌prevalent,‌‌hence‌‌the‌‌postmodern‌‌valorization‌‌                       

of‌ ‌the‌ ‌ex-centric‌ ‌in‌ ‌terms‌ ‌of‌ ‌difference‌ ‌rather‌ ‌than‌ ‌alterity‌ ‌is‌ ‌yet‌ ‌to‌ ‌fulfill‌ ‌its‌ ‌progressive‌‌                               

promise‌ ‌of‌ ‌liberation.‌ ‌ 

In‌ ‌light‌ ‌of‌ ‌our‌ ‌analysis,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌affirm‌ ‌that‌ ‌Daniel‌ ‌Levine’s‌ ‌‌Hyde‌ ‌‌can‌ ‌be‌‌                               

described‌‌as‌‌a‌‌fictional‌‌“textwork”‌‌in‌‌which‌‌the‌‌formal,‌‌pragmatic‌‌and‌‌discursive‌‌dimensions‌‌                         

of‌ ‌parody‌ ‌conflate‌ ‌to‌ ‌give‌ ‌rise‌ ‌to‌ ‌a‌ ‌complex‌ ‌revision‌ ‌of‌ ‌Robert‌ ‌Louis‌ ‌Stevenson’s‌ ‌‌Strange‌‌                             

Case‌ ‌of‌ ‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌.‌‌In‌‌the‌‌course‌‌of‌‌the‌‌novel’s‌‌parodic‌‌revision‌‌of‌‌the‌‌literary‌‌                                   

and‌‌historical‌‌past,‌‌the‌‌gothic‌‌convention‌‌of‌‌the‌‌‌Doppelgänger‌‌is‌‌both‌‌installed‌‌and‌‌subverted‌‌                           

in‌‌order‌‌to‌‌give‌‌shape‌‌to‌‌the‌‌novel’s‌‌ironic‌‌inversion‌‌of‌‌the‌‌gothic‌‌tradition.‌‌This‌‌metafictional‌‌                               

strategy,‌‌which‌‌demands‌‌continuing‌‌engagement‌‌from‌‌the‌‌reader‌‌in‌‌order‌‌to‌‌be‌‌actualized,‌‌is‌‌                           

paradoxically‌ ‌meant‌ ‌as‌ ‌a‌ ‌discursive‌ ‌instrument‌ ‌to‌ ‌revise‌ ‌and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌‌                         

distance‌ ‌several‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌its‌ ‌targeted‌ ‌text,‌ ‌including‌ ‌the‌‌                       

monstrosity‌ ‌of‌ ‌Edward‌ ‌Hyde,‌ ‌the‌ ‌actualization‌ ‌of‌ ‌truth‌ ‌claims,‌ ‌the‌ ‌problem‌ ‌of‌‌identity‌‌as‌‌a‌‌                             

fractured‌ ‌construct,‌ ‌and‌ ‌homophobic‌ ‌persecution.‌ ‌Those‌‌problems,‌‌which‌‌are‌‌nested‌‌both‌‌in‌‌                       

gothic‌ ‌fiction‌ ‌and‌ ‌in‌ ‌Western‌ ‌liberal‌ ‌humanism‌ ‌as‌ ‌a‌ ‌whole,‌ ‌are‌ ‌thus‌ ‌examined‌ ‌critically,‌‌                           

whereas‌ ‌the‌ ‌parodic‌ ‌“textwork”‌ ‌draws‌ ‌attention‌ ‌to‌ ‌their‌ ‌continuing‌‌centrality‌‌as‌‌a‌‌source‌‌of‌‌                           
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cultural‌ ‌anxiety‌ ‌and‌ ‌terror‌ ‌in‌ ‌the‌ ‌twenty-first‌ ‌century.‌ ‌For‌ ‌all‌ ‌of‌ ‌that,‌ ‌‌Hyde‌ ‌‌qualifies‌ ‌as‌ ‌a‌‌                               

postmodern‌ ‌gothic‌ ‌novel‌ ‌in‌ ‌the‌ ‌terms‌ ‌that‌ ‌comprise‌ ‌our‌ ‌working‌ ‌hypothesis.‌ ‌ 

In‌‌the‌‌following‌‌chapter,‌‌we‌‌will‌‌analyze‌‌Jeanette‌‌Winterson’s‌‌novel‌‌‌Frankissstein:‌‌A‌‌                       

Love‌‌Story‌‌in‌‌order‌‌to‌‌assess‌‌whether‌‌it‌‌can‌‌be‌‌characterized‌‌as‌‌a‌‌postmodern‌‌gothic‌‌parody‌‌of‌‌                                 

Mary‌ ‌Shelley’s‌ ‌gothic‌ ‌novel‌ ‌‌Frankenstein,‌ ‌or‌ ‌The‌ ‌Modern‌ ‌Prometheus‌.‌ ‌ 
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CHAPTER‌ ‌FOUR‌ ‌ 

A‌ ‌KISS‌ ‌AT‌ ‌THE‌ ‌HEART‌ ‌OF‌ ‌GOTHIC:‌ ‌JEANETTE‌ ‌WINTERSON’S‌‌ 

FRANKISSSTEIN:‌ ‌A‌ ‌LOVE‌ ‌STORY‌ ‌ 

‌ 

In‌‌this‌‌chapter‌‌we‌‌will‌‌explore‌‌Jeanette‌‌Winterson’s‌‌novel‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌‌                         

in‌ ‌terms‌ ‌of‌ ‌its‌ ‌ex-centric‌ ‌postmodern‌ ‌parodic‌ ‌reading‌ ‌of‌ ‌Mary‌ ‌Shelley’s‌ ‌gothic‌ ‌novel‌‌                         

Frankenstein,‌ ‌or‌ ‌The‌ ‌Modern‌ ‌Prometheus‌.‌ ‌Each‌ ‌following‌ ‌subsection‌ ‌will‌ ‌focus‌ ‌on‌ ‌the‌‌                       

parodic‌‌activation‌‌of‌‌the‌‌conventions‌‌of‌‌gothic‌‌fiction‌‌as‌‌they‌‌are‌‌presented‌‌in‌‌‌Frankenstein‌,‌‌                           

while‌‌issues‌‌of‌‌the‌‌ideological‌‌dimension‌‌will‌‌be‌‌addressed‌‌whenever‌‌possible.‌‌In‌‌subsection‌‌                         

one,‌ ‌“The‌ ‌history‌ ‌we‌ ‌are‌ ‌making”,‌ ‌we‌ ‌will‌ ‌analyze‌ ‌instances‌ ‌of‌ ‌the‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌the‌‌                                 

gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌ghost‌ ‌of‌ ‌the‌ ‌past‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel,‌ ‌in‌ ‌order‌ ‌to‌‌                               

understand‌‌how‌‌the‌‌resurfacing‌‌of‌‌the‌‌past‌‌in‌‌ghostly‌‌guise‌‌structures‌‌a‌‌critique‌‌of‌‌ideological‌‌                             

undercurrents‌‌regarding‌‌the‌‌gothic‌‌tradition,‌‌sexual‌‌politics,‌‌gender‌‌identities,‌‌and‌‌history.‌‌In‌‌                       

subsection‌ ‌two,‌ ‌“This‌ ‌futuristic‌ ‌charnel‌ ‌house”,‌‌we‌‌will‌‌examine‌‌the‌‌parodic‌‌repetition‌‌with‌‌                         

difference‌‌of‌‌the‌‌gothic‌‌convention‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌with‌‌                             

emphasis‌ ‌placed‌ ‌on‌ ‌the‌ ‌strategies‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌at‌ ‌play‌ ‌in‌ ‌the‌‌novel’s‌‌treatment‌‌of‌‌the‌‌                               

settings‌‌of‌‌the‌‌charnel‌‌house‌‌and‌‌the‌‌laboratory.‌‌In‌‌subsection‌‌three,‌‌“Freak”,‌‌we‌‌will‌‌zoom‌‌in‌‌                               

on‌ ‌how‌ ‌parody‌‌structures‌‌a‌‌reversal‌‌of‌‌expectations‌‌regarding‌‌the‌‌convention‌‌of‌‌the‌‌monster‌‌                           

in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌in‌‌that‌‌the‌‌monster‌‌is‌‌valorized‌‌as‌‌an‌‌authentic‌‌self‌‌while‌‌the‌‌                                 

system‌ ‌of‌ ‌social‌ ‌values‌ ‌that‌ ‌caters‌ ‌to‌ ‌the‌ ‌regulation‌ ‌of‌ ‌bodies‌ ‌and‌ ‌identities‌ ‌is‌ ‌rendered‌‌                             

monstrous,‌ ‌its‌ ‌monstrosity‌ ‌being‌ ‌predicated‌ ‌on‌ ‌the‌ ‌violence‌ ‌it‌ ‌deploys‌ ‌to‌ ‌ensure‌ ‌its‌ ‌own‌‌                           

sustenance.‌‌By‌‌the‌‌end‌‌of‌‌the‌‌chapter,‌‌it‌‌will‌‌have‌‌become‌‌clear‌‌that‌‌the‌‌formal,‌‌pragmatic‌‌and‌‌                                 

ideological‌ ‌dimensions‌ ‌of‌ ‌parody‌ ‌conflate‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌as‌ ‌the‌ ‌novel‌‌                         

paradoxically‌ ‌revises‌ ‌and‌ ‌criticizes‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌several‌ ‌latent‌ ‌ideological‌‌                     

assumptions‌‌that‌‌inform‌‌its‌‌targeted‌‌text,‌‌including‌‌the‌‌gothic‌‌tradition,‌‌sexual‌‌politics,‌‌gender‌‌                         

identities,‌ ‌history,‌ ‌the‌ ‌future‌ ‌of‌ ‌science,‌ ‌and‌ ‌the‌ ‌making‌ ‌of‌ ‌monstrosity.‌ ‌For‌ ‌all‌ ‌of‌ ‌that,‌‌                             

Frankissstein:‌‌A‌‌Love‌‌Story‌‌will‌‌in‌‌time‌‌qualify‌‌as‌‌a‌‌postmodern‌‌gothic‌‌novel‌‌in‌‌the‌‌terms‌‌that‌‌                                 

comprise‌ ‌our‌ ‌working‌ ‌hypothesis.‌ ‌ 

‌ 

4.1‌ ‌“The‌ ‌history‌ ‌we‌ ‌are‌ ‌making”‌ ‌ 

‌ 

On‌‌January‌‌1st.,‌‌1818,‌‌Mary‌‌Wollstonecraft‌‌Godwin‌‌Shelley‌‌published,‌‌anonymously,‌‌                   

the‌ ‌first‌ ‌version‌ ‌of‌ ‌her‌ ‌debut‌ ‌gothic‌‌novel‌‌‌Frankenstein,‌‌or‌‌The‌‌Modern‌‌Prometheus‌.‌‌In‌‌her‌‌                             

groundbreaking‌‌novel,‌‌which‌‌would‌‌eventually‌‌be‌‌considered‌‌the‌‌inaugural‌‌act‌‌of‌‌the‌‌modern‌‌                         
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science‌‌fiction‌‌genre,‌‌Mary‌‌Shelley‌‌deploys‌‌typical‌‌conventions‌‌of‌‌eighteenth-century‌‌gothic‌‌                     

fiction‌ ‌such‌ ‌as‌ ‌the‌ ‌proliferation‌ ‌of‌ ‌picturesque‌ ‌scenarios,‌ ‌the‌ ‌deployment‌ ‌of‌ ‌extreme‌‌                       

emotional‌ ‌states‌ ‌and‌ ‌the‌ ‌presence‌ ‌of‌ ‌a‌ ‌grotesque‌ ‌creature;‌ ‌these‌ ‌features‌ ‌are‌ ‌nonetheless‌‌                         

adapted‌ ‌to‌ ‌the‌ ‌context‌ ‌of‌ ‌radical‌ ‌effervescence‌ ‌and‌ ‌scientific‌ ‌development‌ ‌that‌ ‌marked‌ ‌the‌‌                         

development‌ ‌of‌ ‌rationalism‌ ‌in‌ ‌the‌ ‌context‌ ‌of‌ ‌the‌ ‌Enlightenment.‌ ‌The‌ ‌fortuitous‌ ‌political‌                       

complexity‌‌of‌‌Mary‌‌Shelley’s‌‌novel,‌‌not‌‌to‌‌say‌‌its‌‌reinvigorating‌‌up-to-dateness‌‌in‌‌light‌‌of‌‌the‌‌                             

medieval‌ ‌archaisms‌ ‌of‌ ‌eighteenth-century‌ ‌gothic,‌ ‌adding‌ ‌to‌ ‌the‌ ‌mythic‌ ‌imagery‌ ‌of‌ ‌a‌ ‌mad‌‌                         

scientist‌ ‌engaged‌ ‌in‌ ‌a‌ ‌secret‌ ‌activity‌ ‌of‌ ‌monster-making,‌ ‌has‌ ‌given‌ ‌rise‌ ‌to‌ ‌one‌ ‌of‌ ‌the‌ ‌most‌‌                               

influential‌‌and‌‌compelling‌‌examples‌‌of‌‌the‌‌gothic‌‌in‌‌Western‌‌literature,‌‌one‌‌that‌‌continues‌‌to‌‌                           

resonate‌ ‌with‌‌audiences‌‌and‌‌fictionists‌‌two‌‌centuries‌‌later.‌‌Proof‌‌of‌‌that‌‌is‌‌the‌‌publication‌‌of‌‌                             

Jeanette‌ ‌Winterson’s‌ ‌novel‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌which‌ ‌pays‌ ‌homage‌ ‌to‌ ‌the‌‌                       

bicentennial‌‌of‌‌Shelley’s‌‌novel,‌‌to‌‌the‌‌author‌‌herself,‌‌and‌‌to‌‌the‌‌multiple‌‌philosophical,‌‌moral,‌‌                           

and‌ ‌ethical‌ ‌questions‌ ‌‌Frankenstein‌‌ ‌has‌ ‌never‌ ‌ceased‌ ‌to‌ ‌generate‌ ‌since‌ ‌it‌ ‌first‌ ‌came‌ ‌out.‌ ‌ 

The‌‌narrative‌‌of‌‌Mary‌‌Shelley’s‌‌‌Frankenstein‌‌is‌‌organized‌‌in‌‌three‌‌levels‌‌of‌‌framing,‌‌                         

which,‌ ‌by‌ ‌drawing‌ ‌attention‌ ‌to‌ ‌the‌ ‌structuring‌ ‌of‌ ‌the‌ ‌story‌ ‌‌as‌ ‌story‌,‌ ‌contribute‌ ‌to‌‌                           

characterizing‌ ‌the‌ ‌novel‌ ‌as‌ ‌an‌ ‌example‌ ‌of‌ ‌metafiction.‌‌In‌‌the‌‌outermost‌‌frame,‌‌the‌‌reader‌‌is‌‌                             

introduced‌ ‌to‌ ‌Robert‌ ‌Walton,‌ ‌an‌ ‌adventurer‌ ‌who‌ ‌intends‌ ‌to‌ ‌explore‌ ‌the‌ ‌deepest‌ ‌chasms‌ ‌on‌‌                           

Earth,‌‌enlisting‌‌for‌‌that‌‌purpose‌‌a‌‌crew‌‌of‌‌sailors‌‌to‌‌accompany‌‌him‌‌on‌‌an‌‌expedition‌‌towards‌‌                               

the‌‌North‌‌Pole.‌‌Walton‌‌communicates‌‌with‌‌his‌‌sister,‌‌Mrs.‌‌Margaret‌‌Saville,‌‌through‌‌letters‌‌in‌                           

which‌ ‌he‌ ‌expresses‌ ‌both‌ ‌the‌ ‌extent‌‌of‌‌his‌‌ambition‌‌and‌‌the‌‌lack‌‌of‌‌intellectually‌‌stimulating‌‌                             

friendship‌ ‌he‌ ‌experiences‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌his‌ ‌adventure.‌ ‌On‌ ‌one‌‌surprising‌‌occasion,‌‌when‌‌                           

Walton’s‌‌vessel‌‌is‌‌stranded‌‌in‌‌glaciers‌‌and‌‌its‌‌occupants‌‌have‌‌lost‌‌hope‌‌of‌‌release,‌‌the‌‌captain‌‌                               

catches‌‌glimpses‌‌of‌‌a‌‌frightening‌‌shape‌‌in‌‌the‌‌mist;‌‌although‌‌similar‌‌in‌‌appearance‌‌to‌‌that‌‌of‌‌a‌‌                                 

human‌ ‌being,‌ ‌the‌ ‌shape,‌ ‌which‌ ‌tracks‌ ‌across‌ ‌icebergs‌ ‌on‌ ‌top‌ ‌of‌ ‌a‌ ‌sledge,‌ ‌stands‌ ‌out‌ ‌for‌‌its‌‌                                 

gigantic‌ ‌proportions.‌ ‌Crew‌ ‌members‌ ‌subsequently‌ ‌pinpoint‌ ‌a‌ ‌delirious‌ ‌gentleman,‌ ‌himself‌‌                   

driving‌ ‌a‌ ‌sledge,‌ ‌stranded‌ ‌on‌ ‌a‌ ‌fragment‌ ‌of‌ ‌floating‌ ‌ice,‌ ‌and‌ ‌fish‌ ‌him‌ ‌into‌ ‌the‌ ‌vessel.‌ ‌ 

The‌ ‌gentleman‌ ‌is‌ ‌Victor‌ ‌Frankenstein,‌ ‌protagonist‌ ‌of‌ ‌the‌ ‌novel’s‌ ‌larger‌ ‌and‌ ‌more‌‌                       

encompassing‌ ‌midsection.‌ ‌Born‌ ‌in‌ ‌Geneva‌ ‌the‌ ‌eldest‌ ‌offspring‌ ‌of‌ ‌affluent‌ ‌parents,‌‌                     

Frankenstein‌ ‌has‌‌from‌‌a‌‌child‌‌been‌‌interested‌‌in‌‌the‌‌natural‌‌sciences,‌‌yet‌‌no‌‌more‌‌so‌‌than‌‌in‌‌                                 

the‌ ‌mysterious‌ ‌arts‌ ‌of‌ ‌alchemy.‌ ‌Raised‌ ‌in‌ ‌the‌ ‌company‌‌of‌‌his‌‌brothers,‌‌Ernest‌‌and‌‌William,‌‌                             

and‌ ‌his‌ ‌adoptive‌ ‌sister‌ ‌Elizabeth‌ ‌Lavenza,‌ ‌who‌ ‌has‌ ‌been‌ ‌promised‌ ‌to‌ ‌him‌ ‌in‌ ‌wedlock,‌‌                           

Frankenstein‌‌leaves‌‌his‌‌father’s‌‌house‌‌at‌‌age‌‌seventeen‌‌to‌‌pursue‌‌a‌‌degree‌‌at‌‌the‌‌University‌‌of‌‌                               

Ingolstadt,‌‌where‌‌most‌‌professors‌‌repudiate‌‌his‌‌interest‌‌for‌‌the‌‌basics‌‌of‌‌alchemy.‌‌Though‌‌his‌‌                           

interest‌ ‌for‌ ‌alchemy‌ ‌is‌ ‌never‌ ‌fully‌ ‌quenched,‌ ‌the‌ ‌youth‌ ‌throws‌ ‌himself‌ ‌diligently‌ ‌into‌ ‌the‌‌                           
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study‌‌of‌‌chemistry‌‌and‌‌biology,‌‌thus‌‌easily‌‌surpassing‌‌his‌‌classmates‌‌in‌‌the‌‌consistency‌‌of‌‌his‌‌                             

evolution‌ ‌and‌ ‌the‌ ‌novelty‌ ‌of‌ ‌his‌ ‌conclusions‌ ‌—‌ ‌among‌ ‌which‌ ‌lies‌ ‌the‌ ‌supreme‌ ‌and‌‌                           

groundbreaking‌ ‌discovery‌ ‌of‌ ‌“the‌ ‌principle‌ ‌of‌ ‌life”,‌ ‌of‌ ‌how‌ ‌to‌ ‌endue‌ ‌dead‌ ‌matter‌ ‌with‌ ‌life‌‌                             

again.‌ ‌The‌ ‌discovery‌ ‌awakens‌ ‌in‌ ‌Frankenstein‌ ‌the‌ ‌wish‌ ‌to‌ ‌manufacture‌ ‌a‌ ‌new‌ ‌being‌ ‌—‌‌                           

stronger,‌ ‌more‌ ‌handsome,‌ ‌and‌ ‌more‌ ‌perfect‌ ‌than‌ ‌man‌ ‌himself.‌‌Over‌‌the‌‌course‌‌of‌‌countless‌‌                           

nights,‌ ‌in‌ ‌absolute‌ ‌secrecy‌‌and‌‌against‌‌his‌‌better‌‌judgment,‌‌the‌‌scientist‌‌harvests‌‌cemeteries,‌‌                         

charnel‌ ‌houses,‌ ‌and‌ ‌morgues‌ ‌for‌ ‌bones,‌ ‌organs,‌ ‌tissue‌ ‌and‌ ‌other‌ ‌parts‌ ‌of‌ ‌the‌ ‌human‌ ‌body;‌‌                             

these‌ ‌he‌ ‌intends‌ ‌to‌ ‌gather,‌ ‌sew‌ ‌together,‌ ‌and‌ ‌inflate‌ ‌with‌ ‌the‌ ‌divine‌ ‌spark‌ ‌of‌ ‌life.‌‌ ‌  

The‌ ‌task,‌‌as‌‌ambitious‌‌as‌‌it‌‌is‌‌morally‌‌degrading,‌‌ends‌‌on‌‌a‌‌terrible‌‌November‌‌night;‌‌                             

after‌ ‌toiling‌ ‌uninterruptedly‌ ‌to‌ ‌achieve‌ ‌his‌ ‌horrific‌ ‌ends,‌ ‌Frankenstein‌ ‌finally‌ ‌witnesses‌ ‌the‌‌                       

creature‌ ‌of‌ ‌gigantic‌ ‌and‌ ‌deformed‌ ‌proportions‌ ‌he‌ ‌has‌ ‌put‌ ‌together‌ ‌half-open‌‌its‌‌bleary‌‌eyes‌‌                           

and‌ ‌articulate‌ ‌desperate‌ ‌and‌ ‌unintelligible‌ ‌sounds.‌ ‌Overcome‌ ‌with‌ ‌horror‌ ‌at‌‌the‌‌sight‌‌of‌‌the‌‌                           

living‌‌creature,‌‌he‌‌escapes‌‌the‌‌laboratory‌‌in‌‌a‌‌fright,‌‌leaving‌‌behind‌‌his‌‌monstrous‌‌progeny‌‌to‌‌                             

fend‌ ‌for‌ ‌himself.‌ ‌In‌ ‌the‌ ‌wake‌ ‌of‌ ‌his‌ ‌successful‌ ‌but‌ ‌ultimately‌ ‌horrific‌ ‌experiment,‌‌                         

Frankenstein,‌ ‌once‌ ‌a‌ ‌lively‌ ‌and‌ ‌agreeable‌ ‌youth,‌ ‌is‌ ‌ridden‌ ‌with‌ ‌profound‌ ‌regret.‌ ‌After‌ ‌a‌‌                           

succession‌ ‌of‌ ‌sleepless‌ ‌nights,‌ ‌he‌ ‌plans‌ ‌to‌ ‌return‌ ‌to‌ ‌Geneva,‌ ‌in‌ ‌the‌ ‌company‌ ‌of‌ ‌his‌ ‌friend‌‌                               

Henry‌‌Clerval.‌‌He‌‌is‌‌greeted‌‌upon‌‌arrival‌‌with‌‌dire‌‌news:‌‌his‌‌little‌‌brother‌‌William‌‌has‌‌been‌‌                               

murdered.‌‌The‌‌accused‌‌murderer,‌‌Justine‌‌Moritz,‌‌a‌‌member‌‌of‌‌the‌‌Frankenstein‌‌household,‌‌is‌‌                         

tried‌‌and‌‌sentenced‌‌to‌‌death‌‌on‌‌the‌‌gallows.‌‌On‌‌a‌‌belated‌‌visit‌‌to‌‌his‌‌brother’s‌‌grave,‌‌however,‌‌                                 

Frankenstein‌ ‌is‌ ‌surprised‌ ‌by‌‌the‌‌approach‌‌of‌‌a‌‌shadow‌‌of‌‌enormous‌‌size‌‌watching‌‌him‌‌from‌‌                             

afar;‌‌he‌‌is‌‌quick‌‌to‌‌recognize‌‌in‌‌the‌‌fleeting‌‌shape‌‌the‌‌fruit‌‌of‌‌his‌‌secret‌‌creation,‌‌and‌‌is‌‌taken‌‌                                     

over‌ ‌with‌ ‌certainty‌ ‌that‌ ‌the‌ ‌creature,‌ ‌and‌ ‌not‌ ‌Justine,‌ ‌is‌ ‌the‌ ‌true‌ ‌culprit‌ ‌of‌ ‌his‌ ‌brother’s‌ ‌murder.‌ ‌ 

He‌‌is‌‌soon‌‌accosted‌‌by‌‌the‌‌creature,‌‌who‌‌is‌‌willing‌‌to‌‌tell‌‌his‌‌tale,‌‌thus‌‌triggering‌‌the‌‌                                 

third‌‌and‌‌innermost‌‌frame‌‌of‌‌the‌‌narrative.‌‌In‌‌his‌‌report,‌‌the‌‌creature‌‌bitterly‌‌recalls‌‌how,‌‌upon‌‌                               

his‌ ‌first‌ ‌coming‌ ‌into‌‌being,‌‌and‌‌after‌‌being‌‌left‌‌for‌‌dead‌‌by‌‌his‌‌runaway‌‌creator,‌‌his‌‌hideous‌‌                                 

appearance‌‌had‌‌rendered‌‌him‌‌a‌‌target‌‌to‌‌the‌‌hostility‌‌of‌‌mankind.‌‌Hidden‌‌in‌‌a‌‌barn‌‌adjacent‌‌to‌                                 

a‌‌cottage‌‌in‌‌the‌‌woods,‌‌where‌‌a‌‌family‌‌of‌‌French‌‌exiles,‌‌the‌‌DeLaceys,‌‌cohabited‌‌in‌‌poverty,‌‌                               

he‌‌had‌‌secretly‌‌observed‌‌the‌‌habits‌‌of‌‌the‌‌residents‌‌and‌‌learned‌‌from‌‌them‌‌the‌‌meaning‌‌of‌‌the‌‌                                 

noblest‌‌human‌‌feelings‌‌—‌‌filial‌‌respect,‌‌commiseration,‌‌mutual‌‌help.‌‌His‌‌observation‌‌of‌‌their‌‌                         

habits‌ ‌had‌ ‌helped‌ ‌him‌ ‌master‌ ‌the‌ ‌use‌ ‌of‌ ‌language,‌ ‌which‌ ‌he‌ ‌had‌ ‌then‌ ‌perfected‌ ‌through‌‌                             

reading.‌‌His‌‌intellectual‌‌progress‌‌had‌‌eventually‌‌led‌‌him‌‌to‌‌hypothesize‌‌that,‌‌even‌‌though‌‌he‌‌                           

was‌ ‌capable‌ ‌of‌ ‌nurturing‌ ‌noble‌ ‌feelings,‌ ‌social‌ ‌contempt‌ ‌for‌ ‌him‌ ‌was‌ ‌due‌ ‌to‌ ‌his‌ ‌unusual‌‌                             

physical‌‌appearance.‌‌Yet‌‌the‌‌need‌‌to‌‌establish‌‌bonds‌‌of‌‌affection‌‌with‌‌others‌‌had‌‌in‌‌due‌‌time‌                               

led‌‌him‌‌to‌‌introduce‌‌himself‌‌to‌‌the‌‌DeLaceys,‌‌in‌‌hopes‌‌that‌‌they‌‌would‌‌welcome‌‌him‌‌in‌‌spite‌‌                                 
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of‌‌what‌‌they‌‌too‌‌might‌‌perceive‌‌to‌‌be‌‌a‌‌monstrous‌‌deformity.‌‌With‌‌the‌‌exception‌‌of‌‌the‌‌family‌‌                                 

patriarch,‌‌who‌‌was‌‌visually‌‌impaired‌‌and‌‌thus‌‌unable‌‌to‌‌judge‌‌him‌‌by‌‌his‌‌preternatural‌‌looks,‌‌                             

the‌ ‌DeLaceys‌ ‌had‌ ‌fled‌ ‌in‌ ‌horror‌ ‌at‌ ‌the‌ ‌creature’s‌‌approach.‌‌Once‌‌again‌‌disinherited,‌‌he‌‌had‌‌                             

sworn‌ ‌revenge‌ ‌against‌ ‌his‌ ‌creator‌ ‌and‌ ‌the‌ ‌entirety‌ ‌of‌ ‌the‌ ‌human‌ ‌race‌ ‌—‌ ‌unless,‌ ‌that‌ ‌is,‌‌                               

Frankenstein‌‌should‌‌agree‌‌to‌‌manufacture‌‌a‌‌second‌‌being,‌‌a‌‌female‌‌creature‌‌and‌‌companion,‌‌                         

in‌ ‌exchange‌ ‌for‌ ‌the‌ ‌appeasement‌‌of‌‌his‌‌anger.‌‌Horrified,‌‌but‌‌taken‌‌hostage‌‌by‌‌the‌‌monster’s‌‌                             

demands,‌ ‌Frankenstein‌ ‌agrees‌ ‌to‌ ‌put‌ ‌together‌ ‌a‌ ‌female‌ ‌body,‌ ‌a‌ ‌companion‌ ‌of‌ ‌sorts‌ ‌for‌ ‌his‌‌                             

foundling‌ ‌son.‌ ‌Moments‌ ‌before‌ ‌animating‌ ‌the‌ ‌body‌ ‌with‌ ‌the‌ ‌spark‌ ‌of‌ ‌life,‌ ‌he‌ ‌anticipates‌‌                           

disastrous‌‌consequences‌‌should‌‌the‌‌new‌‌race‌‌he‌‌has‌‌created‌‌decide‌‌to‌‌procreate,‌‌which‌‌leads‌‌                           

him‌‌to‌‌destroy‌‌the‌‌female‌‌body‌‌in‌‌a‌‌frenzy.‌‌Enraged‌‌at‌‌another‌‌betrayal,‌‌the‌‌monster‌‌promises‌‌                               

Frankenstein‌‌that‌‌he‌‌will‌‌be‌‌with‌‌him‌‌on‌‌the‌‌night‌‌of‌‌his‌‌wedding‌‌to‌‌Elizabeth,‌‌hinting‌‌at‌‌an‌‌                                   

attack‌ ‌against‌ ‌the‌ ‌scientist’s‌ ‌bride.‌ ‌The‌ ‌threat‌ ‌is‌ ‌duly‌ ‌fulfilled.‌ ‌On‌ ‌the‌ ‌wedding‌ ‌night,‌ ‌the‌‌                             

creature‌ ‌strangles‌ ‌Elizabeth.‌ ‌Surrounded‌ ‌by‌ ‌tragedy‌ ‌and‌ ‌death,‌ ‌Frankenstein‌ ‌vows‌ ‌to‌‌                     

exterminate‌ ‌the‌ ‌monster‌ ‌of‌ ‌his‌ ‌own‌ ‌creation,‌ ‌thereby‌ ‌chasing‌ ‌him‌ ‌to‌ ‌the‌ ‌ends‌ ‌of‌ ‌the‌ ‌world.‌ ‌ 

Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌may‌ ‌be‌ ‌characterized‌ ‌as‌ ‌a‌‌                     

postmodern‌ ‌gothic‌ ‌novel‌ ‌in‌ ‌that‌ ‌it‌ ‌repeats‌ ‌Shelley’s‌ ‌famous‌ ‌novel‌ ‌with‌ ‌difference‌ ‌while‌‌                         

parodically‌ ‌engaging‌ ‌elements,‌‌tropes‌‌and‌‌conventions‌‌of‌‌gothic‌‌fiction‌‌originating‌‌from‌‌the‌‌                       

preceding‌‌novel.‌‌In‌‌order‌‌to‌‌approach‌‌Winterson’s‌‌novel‌‌in‌‌terms‌‌of‌‌its‌‌parodic‌‌appropriation‌‌                           

of‌ ‌the‌ ‌gothic,‌ ‌we‌ ‌must‌ ‌first‌ ‌provide‌ ‌an‌‌overview‌‌of‌‌how‌‌it‌‌engages‌‌Mary‌‌Shelley’s‌‌novel‌‌at‌‌                                 

the‌ ‌diegetic‌ ‌level.‌ ‌In‌‌Winterson’s‌‌version,‌‌Mary‌‌Shelley’s‌‌narrative‌‌is‌‌never‌‌tackled‌‌directly,‌‌                         

never‌ ‌made‌ ‌over‌ ‌in‌ ‌the‌ ‌manner‌ ‌of‌ ‌Adele‌‌Griffin’s‌‌‌Tighter‌‌‌or‌‌Daniel‌‌Levine’s‌‌‌Hyde‌;‌‌indeed,‌‌                             

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌is‌‌not‌‌so‌‌much‌‌a‌‌detailed‌‌rewriting‌‌as‌‌it‌‌is‌‌an‌‌incursion‌‌into‌‌the‌‌                                   

cultural‌ ‌legacy‌ ‌of‌ ‌‌Frankenstein‌,‌ ‌including‌ ‌the‌ ‌problems‌ ‌of‌ ‌sexual‌ ‌and‌‌gender‌‌politics‌‌it‌‌has‌‌                           

been‌ ‌suggested‌ ‌to‌ ‌metaphorize,‌ ‌as‌ ‌well‌ ‌as‌ ‌a‌ ‌sustained‌ ‌examination‌ ‌of‌ ‌the‌ ‌unforeseen‌‌                         

developments‌‌of‌‌its‌‌fictional‌‌subject‌‌matter‌‌into‌‌matter-of-fact‌‌problems‌‌now‌‌comprising‌‌the‌‌                       

rise‌ ‌of‌ ‌biotechnology,‌ ‌the‌ ‌burgeoning‌ ‌of‌ ‌cryonics,‌ ‌and‌ ‌the‌ ‌development‌‌of‌‌robotics‌‌towards‌‌                         

what‌‌has‌‌been‌‌named‌‌by‌‌Rosi‌‌Braidotti‌‌(2019,‌‌p.‌‌31)‌‌a‌‌posthuman‌‌condition:‌‌the‌‌convergence‌‌                             

of‌ ‌posthumanism‌11‌ ‌on‌ ‌the‌ ‌one‌ ‌hand‌ ‌and‌ ‌post-anthropocentrism‌ ‌on‌‌the‌‌other,‌‌being‌‌that‌‌“the‌‌                           

former‌ ‌focuses‌ ‌on‌ ‌the‌ ‌critique‌ ‌of‌ ‌the‌ ‌humanist‌ ‌ideal‌ ‌of‌ ‌‘Man’‌ ‌as‌ ‌the‌ ‌allegedly‌ ‌universal‌‌                             

measure‌ ‌of‌ ‌all‌ ‌things,‌ ‌while‌ ‌the‌ ‌latter‌ ‌criticizes‌ ‌species‌ ‌hierarchy‌ ‌and‌ ‌human‌ ‌exceptionalism”.‌‌ ‌  

11 ‌The‌‌term‌‌“posthuman”‌‌ought‌‌to‌‌be‌‌understood‌‌here‌‌in‌‌its‌‌most‌‌general‌‌assumption.‌‌It‌‌is‌‌not,‌‌however,‌‌without‌‌                                     
political‌ ‌implication;‌ ‌for‌ ‌example,‌ ‌in‌ ‌the‌ ‌context‌ ‌of‌ ‌decolonial‌ ‌studies,‌‌Walter‌‌D.‌‌Mignolo‌‌(2018,‌‌p.‌‌119)‌‌has‌‌                                 
suggested‌ ‌that‌ ‌posthumanism‌ ‌“presupposes‌‌that‌‌all‌‌on‌‌the‌‌planet‌‌is‌‌posthuman‌‌when,‌‌in‌‌reality,‌‌modernity‌‌has‌‌                               
reduced‌‌the‌‌majority‌‌of‌‌the‌‌population‌‌to‌‌quasi-human”.‌‌These‌‌implications‌‌escape‌‌the‌‌scope‌‌of‌‌our‌‌discussion‌‌                               
of‌ ‌the‌ ‌postmodern‌ ‌parody‌ ‌of‌ ‌gothic‌ ‌fiction,‌ ‌but‌ ‌they‌ ‌could‌ ‌certainly‌ ‌be‌ ‌examined‌ ‌in‌ ‌relation‌ ‌to‌ ‌Winterson’s‌‌                                 
novel.‌ ‌For‌ ‌a‌ ‌more‌ ‌detailed‌ ‌discussion,‌ ‌cf.‌ ‌WALSH;‌ ‌MIGNOLO,‌ ‌2018.‌ ‌ 



152‌ ‌ 

In‌‌its‌‌most‌‌elementary‌‌definition,‌‌the‌‌posthuman,‌‌in‌‌the‌‌words‌‌of‌‌scholar‌‌Scott‌‌Jeffery‌‌                           

(2003,‌‌p.‌‌1),‌‌comprises‌‌those‌‌“forms‌‌that‌‌blurred‌‌the‌‌line‌‌between‌‌the‌‌human‌‌and‌‌technology‌‌                             

and‌ ‌the‌ ‌human‌ ‌and‌ ‌animal”.‌ ‌‌Frankenstein‌,‌ ‌which‌ ‌may‌ ‌be‌ ‌argued‌ ‌to‌ ‌have‌ ‌established‌ ‌the‌‌                           

modern‌‌blueprint‌‌of‌‌the‌‌posthuman‌‌in‌‌gothic‌‌fiction,‌‌looms‌‌over‌‌the‌‌intermeshed‌‌network‌‌of‌‌                           

posthuman‌ ‌quandaries‌ ‌raised‌ ‌by‌ ‌Winterson,‌ ‌at‌ ‌once‌ ‌as‌ ‌a‌ ‌theme,‌ ‌a‌ ‌metaphor,‌ ‌a‌ ‌symbol,‌ ‌a‌‌                             

generative‌ ‌hodgepodge‌ ‌of‌ ‌literary‌ ‌tropes,‌ ‌narrative‌ ‌artifice,‌‌philosophical‌‌and‌‌ethical‌‌issues,‌‌                     

and‌ ‌questions‌ ‌of‌ ‌ideology‌ ‌and‌ ‌social‌ ‌life‌ ‌that‌ ‌Winterson‌ ‌weaves‌ ‌together‌ ‌in‌ ‌a‌ ‌vertiginous‌‌                           

succession‌ ‌of‌ ‌fragments.‌ ‌Not‌ ‌much‌ ‌happens‌ ‌in‌ ‌Winterson’s‌‌novel‌‌in‌‌terms‌‌of‌‌plot,‌‌although‌‌                           

two‌‌distinctive‌‌storylines‌‌may‌‌be‌‌seen‌‌to‌‌intersect.‌‌The‌‌first‌‌storyline‌‌follows‌‌Mary‌‌Shelley’s‌‌                           

toil‌ ‌towards‌ ‌the‌‌creation‌‌of‌‌her‌‌“hideous‌‌progeny”‌‌in‌‌the‌‌eighteenth‌‌century.‌‌As‌‌well-known‌‌                           

as‌ ‌‌Frankenstein‌ ‌itself‌ ‌may‌ ‌be‌ ‌the‌ ‌anecdote‌ ‌of‌‌its‌‌creation,‌‌as‌‌recounted‌‌by‌‌Jerrold‌‌E.‌‌Hogle‌‌                               

(2017,‌ ‌p.‌ ‌16-26).‌ ‌In‌ ‌1816,‌ ‌young‌ ‌Mary‌ ‌Godwin,‌ ‌daughter‌ ‌of‌ ‌philosophers‌‌William‌‌Godwin‌‌                         

and‌ ‌Mary‌ ‌Wollstonecraft,‌ ‌elopes‌ ‌across‌ ‌Europe‌ ‌in‌ ‌the‌ ‌company‌ ‌of‌ ‌her‌ ‌lover‌ ‌and‌‌                         

husband-to-be,‌‌the‌‌Romantic‌‌poet‌‌Percy‌‌Bysshe‌‌Shelley.‌‌In‌‌Geneva,‌‌they‌‌reside‌‌in‌‌the‌‌Maison‌‌                           

Chapui,‌‌on‌‌the‌‌outskirts‌‌of‌‌the‌‌picturesque‌‌Villa‌‌Diodati,‌‌the‌‌Swiss‌‌abode‌‌of‌‌their‌‌poet‌‌friend,‌‌                               

Lord‌‌Byron.‌‌In‌‌their‌‌sojourn‌‌at‌‌the‌‌Villa‌‌Diodati,‌‌they‌‌are‌‌joined‌‌by‌‌the‌‌doctor‌‌John‌‌Polidori‌‌                                 

and‌ ‌Claire‌ ‌Clairmont,‌ ‌Mary’s‌ ‌half-sister‌ ‌and‌ ‌Byron’s‌ ‌paramour.‌ ‌The‌ ‌rain‌ ‌pours‌ ‌down;‌‌                       

conversation‌ ‌revolves‌ ‌around‌ ‌poetry,‌ ‌the‌ ‌scientific‌ ‌advances‌ ‌of‌ ‌galvanism,‌ ‌the‌‌origin‌‌of‌‌the‌‌                         

life‌‌principle,‌‌the‌‌Luddites‌‌uprising‌‌in‌‌England,‌‌the‌‌French‌‌Revolution,‌‌and‌‌sexual‌‌politics.‌‌At‌‌                           

regular‌ ‌intervals,‌ ‌the‌ ‌sojourners‌ ‌peruse‌ ‌translations‌ ‌of‌ ‌German‌ ‌‌Schauerromane‌,‌ ‌filled‌ ‌with‌‌                     

supernatural‌‌occurrences,‌‌violent‌‌crime,‌‌and‌‌charming,‌‌rebellious‌‌bandits.‌‌At‌‌the‌‌end‌‌of‌‌three‌‌                         

particularly‌‌stormy‌‌nights,‌‌which‌‌leave‌‌them‌‌confined‌‌indoors,‌‌Byron‌‌proposes‌‌a‌‌competition:‌‌                       

each‌‌must‌‌compose‌‌a‌‌frightening‌‌story,‌‌which‌‌will‌‌then‌‌be‌‌read‌‌and‌‌judged‌‌by‌‌their‌‌peers.‌‌By‌‌                                 

the‌‌end‌‌of‌‌their‌‌stay,‌‌only‌‌two‌‌stories‌‌had‌‌emerged:‌‌‌The‌‌Vampyre‌,‌‌brought‌‌to‌‌light‌‌by‌‌Polidori‌‌                                 

from‌‌a‌‌discarded‌‌argument‌‌by‌‌Lord‌‌Byron,‌‌and‌‌now‌‌considered‌‌the‌‌forefather‌‌of‌‌the‌‌modern‌‌                             

vampire‌ ‌tale;‌ ‌and‌ ‌the‌ ‌first‌ ‌draft‌ ‌of‌ ‌Mary‌ ‌Shelley’s‌ ‌‌Frankenstein‌.‌ ‌ 

As‌ ‌Winterson’s‌ ‌novel‌ ‌tracks‌ ‌down‌ ‌further‌ ‌interactions‌ ‌among‌ ‌the‌ ‌fictionalized‌‌                   

versions‌‌of‌‌these‌‌historical‌‌characters‌‌—‌‌a‌‌typical‌‌strategy‌‌of‌‌historiographic‌‌metafiction‌‌—,‌‌                         

in‌ ‌particular‌ ‌Mary‌ ‌Shelley’s‌ ‌succession‌ ‌of‌ ‌miscarriages‌ ‌and‌ ‌the‌ ‌death‌ ‌by‌ ‌drowning‌ ‌of‌ ‌her‌‌                           

husband,‌ ‌the‌ ‌second‌ ‌storyline‌ ‌is‌ ‌introduced‌ ‌by‌ ‌means‌ ‌of‌ ‌a‌ ‌parodic‌ ‌strategy‌ ‌of‌‌                         

trans-contextualization.‌ ‌In‌ ‌the‌ ‌present,‌ ‌Ry‌ ‌Shelley,‌ ‌a‌ ‌transgender‌ ‌man,‌ ‌is‌ ‌engaged‌ ‌in‌ ‌a‌‌                         

complicated‌ ‌romance‌ ‌with‌ ‌Victor‌ ‌Stein,‌ ‌a‌ ‌scientist‌ ‌and‌ ‌A.‌ ‌I.‌ ‌advocate‌ ‌described‌ ‌as‌ ‌a‌‌                           

“high-functioning‌ ‌madman”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌113).‌‌Ry,‌‌who‌‌is‌‌a‌‌medical‌‌doctor,‌‌has‌‌                         

been‌‌enlisted‌‌to‌‌provide‌‌Victor‌‌with‌‌severed‌‌body‌‌limbs‌‌that‌‌the‌‌scientist‌‌wishes‌‌to‌‌scan‌‌and‌‌                               
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study,‌ ‌with‌‌hopes‌‌of‌‌furthering‌‌scientific‌‌advances‌‌in‌‌the‌‌field‌‌of‌‌transhumanism,‌‌defined‌‌by‌‌                           

Jeffery‌‌(2013,‌‌p.‌‌iv)‌‌as‌‌“the‌‌philosophy‌‌and‌‌practice‌‌of‌‌human‌‌enhancement‌‌with‌‌technology”.‌‌                           

On‌‌surface‌‌level,‌‌Victor‌‌claims‌‌to‌‌be‌‌in‌‌search‌‌of‌‌ways‌‌to‌‌enhance‌‌longevity‌‌with‌‌recourse‌‌to‌‌                                 

technology;‌ ‌yet‌ ‌secretly‌ ‌Victor‌ ‌conducts‌ ‌experiments‌ ‌of‌ ‌another‌ ‌kind‌ ‌in‌ ‌an‌ ‌underground‌‌                       

laboratory‌ ‌in‌ ‌Manchester,‌ ‌where‌ ‌he‌ ‌plans‌ ‌to‌ ‌develop‌ ‌once‌ ‌and‌ ‌for‌ ‌all‌ ‌Hans‌ ‌Moravec’s‌‌                           

prospective‌ ‌technology‌ ‌of‌ ‌scanning‌ ‌and‌ ‌uploading‌ ‌brains‌ ‌to‌ ‌computers‌ ‌—‌ ‌a‌ ‌common‌‌                       

transhuman‌‌ambition‌‌according‌‌to‌‌Jeffery‌‌(2013,‌‌p.‌‌13;‌‌p.‌‌30).‌‌One‌‌particular‌‌brain‌‌he‌‌wishes‌‌                             

to‌‌upload‌‌is‌‌I.‌‌J.‌‌Good’s,‌‌a‌‌famous‌‌British‌‌mathematician‌‌and‌‌Victor’s‌‌former‌‌mentor,‌‌whose‌‌                             

head‌ ‌has‌ ‌been‌ ‌preserved‌ ‌in‌ ‌cryonics‌ ‌at‌ ‌the‌ ‌Alcor‌ ‌Life‌ ‌Extension‌ ‌Foundation‌ ‌in‌ ‌Scottsdale,‌‌                           

Arizona,‌ ‌to‌ ‌be‌ ‌defrosted‌ ‌back‌ ‌into‌ ‌life‌ ‌whenever‌ ‌the‌ ‌technology‌ ‌may‌ ‌be‌‌available.‌‌Another‌                           

such‌ ‌individual‌ ‌is,‌ ‌of‌ ‌course,‌ ‌Victor‌ ‌himself,‌ ‌“[a]‌ ‌man‌ ‌who‌ ‌wants‌ ‌to‌ ‌be‌ ‌without‌ ‌his‌ ‌body”‌‌                               

(WINTERSON,‌‌2019,‌‌p.‌‌153).‌‌What‌‌Victor‌‌wishes,‌‌he‌‌explains,‌‌is‌‌to‌‌overcome‌‌death‌‌—‌‌to‌‌be‌‌                               

able‌‌to‌‌“upload‌‌[his]‌‌consciousness,‌‌to‌‌a‌‌substrate‌‌not‌‌made‌‌of‌‌meat”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌                             

110),‌‌but‌‌at‌‌present‌‌the‌‌operation‌‌of‌‌scanning‌‌and‌‌copying‌‌his‌‌brain‌‌contents‌‌would‌‌kill‌‌him.‌‌                               

Victor’s‌ ‌research‌‌is‌‌unknowingly‌‌sponsored‌‌by‌‌Ron‌‌Lord,‌‌a‌‌wealthy‌‌mogul‌‌in‌‌the‌‌promising‌‌                           

field‌‌of‌‌sexbots‌‌whose‌‌fiancée,‌‌Claire,‌‌an‌‌evangelical‌‌fundamentalist,‌‌has‌‌plans‌‌of‌‌releasing‌‌a‌‌                           

Christian‌ ‌version‌ ‌of‌ ‌a‌ ‌sexbot.‌ ‌Meanwhile,‌ ‌Victor‌ ‌is‌ ‌stalked‌ ‌by‌ ‌Polly‌‌D.,‌‌a‌‌journalist‌‌for‌‌the‌‌                               

Vanity‌ ‌Fair‌ ‌magazine‌ ‌who‌ ‌suspects‌ ‌the‌ ‌scientist‌ ‌may‌ ‌be‌ ‌involved‌ ‌in‌‌shady‌‌enterprises.‌‌The‌‌                           

five‌ ‌of‌ ‌them‌ ‌eventually‌ ‌end‌ ‌up‌ ‌trapped‌ ‌in‌ ‌the‌ ‌undergrounds‌ ‌of‌ ‌Manchester‌ ‌as‌ ‌Victor‌‌                           

reanimates‌ ‌I.‌ ‌J.‌ ‌Good’s‌ ‌head‌ ‌—‌ ‌though‌ ‌he‌ ‌vanishes‌ ‌from‌ ‌sight‌ ‌before‌ ‌the‌ ‌deed‌ ‌is‌ ‌made‌ ‌public.‌ ‌ 

It‌ ‌is‌ ‌not‌ ‌our‌ ‌intention‌ ‌to‌ ‌develop‌ ‌in‌ ‌detail‌ ‌the‌ ‌complex‌ ‌issues‌ ‌brought‌ ‌about‌ ‌by‌ ‌the‌‌                               

field‌‌of‌‌critical‌‌posthumanities‌‌in‌‌this‌‌chapter,‌‌but‌‌simply‌‌to‌‌pinpoint‌‌eventual‌‌moments‌‌when‌‌                           

the‌‌posthuman‌‌might‌‌intersect‌‌with‌‌the‌‌gothic‌‌in‌‌the‌‌terms‌‌we‌‌are‌‌currently‌‌analyzing.‌‌Having‌‌                             

thus‌‌provided‌‌a‌‌short‌‌overview‌‌of‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌‌and‌‌its‌‌parodied‌‌material,‌‌it‌‌is‌‌                               

time‌ ‌we‌ ‌proceed‌ ‌with‌ ‌our‌ ‌analysis‌ ‌of‌ ‌strategies‌ ‌of‌ ‌parodic‌ ‌repetition‌ ‌with‌ ‌difference‌‌which‌‌                           

contribute‌‌to‌‌characterizing‌‌the‌‌novel‌‌as‌‌a‌‌postmodern‌‌gothic‌‌“textwork”.‌‌As‌‌we‌‌have‌‌argued‌‌                           

in‌‌previous‌‌chapters,‌‌the‌‌postmodern‌‌parody‌‌—‌‌hence‌‌the‌‌postmodern‌‌gothic‌‌—‌‌often‌‌consists‌‌                           

of‌ ‌the‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌a‌ ‌source‌‌material,‌‌one‌‌that‌‌points‌‌both‌‌outwards‌‌at‌‌the‌‌world‌‌as‌‌the‌‌                                     

means‌‌to‌‌a‌‌critique‌‌of‌‌ideology‌‌and‌‌inwards‌‌at‌‌itself‌‌as‌‌an‌‌example‌‌of‌‌metafiction.‌‌One‌‌very‌‌                                 

emblematic‌ ‌overt‌‌linguistic‌‌metafictional‌‌strategy‌‌in‌‌Winterson’s‌‌postmodern‌‌gothic‌‌novel‌‌is‌‌                     

the‌ ‌slight‌ ‌transformation‌ ‌of‌ ‌the‌ ‌title‌ ‌of‌ ‌its‌ ‌parodied‌ ‌material‌ ‌from‌ ‌Fran‌ken‌stein‌ ‌to‌‌                         

Fran‌kiss‌stein.‌ ‌This‌ ‌purposeful‌ ‌sliding‌ ‌in‌ ‌form‌ ‌has‌ ‌implications‌ ‌for‌ ‌a‌ ‌conversant‌ ‌slide‌ ‌in‌                         

meaning,‌ ‌as‌ ‌it‌ ‌arguably‌‌signals‌‌a‌‌parodic‌‌intent‌‌of‌‌subverting‌‌genre‌‌and‌‌gender‌‌expectations‌‌                           

regarding‌ ‌terror‌ ‌as‌ ‌the‌ ‌defining‌ ‌element‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌—‌ ‌a‌ ‌strategy‌ ‌so‌ ‌pervasive‌ ‌in‌‌                             
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Frankissstein:‌‌A‌‌Love‌‌Story‌‌that‌‌it‌‌will‌‌be‌‌addressed‌‌in‌‌relation‌‌to‌‌the‌‌three‌‌major‌‌conventions‌‌                               

of‌ ‌the‌ ‌gothic‌ ‌we‌ ‌have‌ ‌singled‌ ‌out‌ ‌for‌ ‌study‌ ‌in‌ ‌each‌ ‌of‌ ‌this‌ ‌chapter’s‌‌subsections.‌‌It‌‌will‌‌be‌‌                                   

recalled‌ ‌that,‌ ‌for‌ ‌David‌ ‌Punter‌ ‌(1996a,‌ ‌p.‌ ‌13),‌‌terror‌‌is‌‌the‌‌affect‌‌that‌‌provides‌‌continuity‌‌to‌‌                               

the‌ ‌tradition‌‌of‌‌the‌‌gothic‌‌over‌‌centuries,‌‌hence‌‌“where‌‌we‌‌find‌‌terror‌‌in‌‌the‌‌literature‌‌of‌‌the‌‌                                 

last‌ ‌two‌ ‌centuries‌ ‌[...],‌ ‌we‌ ‌almost‌ ‌always‌ ‌find‌ ‌traces‌ ‌of‌ ‌the‌ ‌gothic”.‌ ‌Fear,‌ ‌according‌ ‌to‌ ‌the‌‌                               

scholar,‌ ‌is‌ ‌an‌ ‌index‌ ‌of‌ ‌form,‌ ‌style‌ ‌and‌ ‌the‌ ‌social‌ ‌relations‌‌of‌‌the‌‌texts‌‌(PUNTER,‌‌1996a,‌‌p.‌‌                                 

18);‌ ‌it‌ ‌is‌ ‌materialized‌ ‌in‌ ‌the‌ ‌gothic‌ ‌in‌ ‌narrative‌ ‌strategies‌ ‌such‌ ‌as‌ ‌its‌ ‌convoluted‌ ‌style,‌ ‌its‌‌                               

disorienting‌‌plotlines,‌‌and‌‌the‌‌irruption‌‌of‌‌the‌‌fantastic‌‌to‌‌collapse‌‌the‌‌grounds‌‌of‌‌realism,‌‌as‌‌                             

well‌ ‌as‌ ‌in‌ ‌its‌ ‌foremost‌ ‌narrative‌ ‌conventions,‌ ‌which‌ ‌we‌ ‌have‌ ‌trimmed‌ ‌down‌ ‌to‌ ‌the‌ ‌‌locus‌‌                             

horribilis‌,‌‌the‌‌ghostly‌‌manifestation‌‌of‌‌the‌‌past,‌‌and‌‌the‌‌monster.‌‌Notwithstanding‌‌that‌‌which‌‌                         

might‌‌be‌‌deemed‌‌the‌‌defining‌‌element‌‌of‌‌the‌‌gothic,‌‌by‌‌focusing‌‌on‌‌a‌‌potential‌‌“kiss”‌‌lying‌‌at‌‌                                 

the‌ ‌heart‌ ‌of‌ ‌‌Frankenstein‌,‌ ‌Winterson‌ ‌seeks‌ ‌to‌ ‌carve‌ ‌a‌ ‌love‌ ‌story‌ ‌out‌ ‌of‌ ‌its‌ ‌gothic‌ ‌source‌‌                               

material;‌‌conversely,‌‌it‌‌may‌‌be‌‌she‌‌is‌‌in‌‌pursuit‌‌of‌‌a‌‌gothic‌‌story‌‌which‌‌is‌‌not‌‌all‌‌terror,‌‌which‌‌                                     

is‌ ‌not‌ ‌even‌ ‌‌necessarily‌ ‌terror,‌ ‌one‌ ‌in‌ ‌which‌ ‌terror‌ ‌comes‌ ‌not‌ ‌from‌ ‌where‌ ‌the‌ ‌tradition‌ ‌of‌‌                               

gothic‌‌fiction‌‌has‌‌for‌‌two‌‌centuries‌‌claimed‌‌it‌‌does.‌‌The‌‌parodic‌‌intent‌‌of‌‌troubling‌‌the‌‌linkage‌‌                               

of‌ ‌gothic‌ ‌to‌ ‌its‌ ‌most‌ ‌prolific‌ ‌tropes‌ ‌and‌ ‌its‌ ‌most‌ ‌expected‌ ‌range‌ ‌of‌ ‌affect‌ ‌contributes‌ ‌to‌‌                               

shaping‌ ‌a‌ ‌continuous‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌ ‌gothic,‌ ‌whereby‌ ‌its‌ ‌conventions‌ ‌are‌ ‌both‌ ‌used‌ ‌to‌‌                             

generate‌‌fear,‌‌and‌‌abused‌‌to‌‌undercut‌‌the‌‌affects‌‌of‌‌terror‌‌thus‌‌generated.‌‌It‌‌is‌‌parody’s‌‌doing‌‌                               

to‌ ‌bring‌ ‌that‌ ‌subversive‌ ‌stance‌ ‌to‌ ‌light.‌ ‌ 

We‌ ‌shall‌ ‌begin‌ ‌to‌ ‌explore‌‌the‌‌strategy‌‌in‌‌question‌‌with‌‌a‌‌brief‌‌discussion‌‌of‌‌how‌‌the‌‌                               

past‌‌and‌‌its‌‌continuing‌‌effects‌‌on‌‌the‌‌present,‌‌a‌‌gothic‌‌convention‌‌typically‌‌referred‌‌to‌‌as‌‌the‌‌                               

ghostly‌ ‌manifestation‌ ‌of‌ ‌the‌ ‌past,‌ ‌is‌‌parodically‌‌deployed‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌.‌‌In‌‌                           

Winterson’s‌‌postmodern‌‌gothic‌‌novel,‌‌both‌‌the‌‌repetition‌‌of‌‌storylines‌‌and‌‌its‌‌enhancement‌‌of‌‌                         

the‌‌coexistence‌‌of‌‌fictional‌‌and‌‌historical‌‌characters‌‌allow‌‌for‌‌an‌‌examination‌‌of‌‌the‌‌possible‌‌                           

continuities‌ ‌and‌ ‌discontinuities‌ ‌between‌ ‌past‌ ‌and‌ ‌present,‌ ‌history‌ ‌and‌ ‌fiction,‌ ‌textual‌‌                     

narcissism‌ ‌and‌ ‌extratextual‌ ‌ideology,‌ ‌which‌ ‌betrays‌ ‌the‌ ‌novel’s‌ ‌concern‌ ‌with‌ ‌history‌ ‌in‌ ‌the‌‌                         

established‌‌terms‌‌of‌‌historiographic‌‌metafiction,‌‌as‌‌defined‌‌by‌‌Hutcheon‌‌(2004,‌‌p.‌‌105).‌‌The‌‌                         

duality‌‌of‌‌storylines‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel‌‌foregrounds‌‌the‌‌quintessential‌‌problem‌‌of‌‌                         

history‌ ‌in‌ ‌relation‌ ‌to‌ ‌parody.‌ ‌We‌ ‌have‌ ‌argued‌ ‌before‌ ‌that‌‌historical‌‌awareness‌‌is‌‌a‌‌foremost‌‌                             

(though‌‌often‌‌overlooked)‌‌element‌‌of‌‌parody,‌‌given‌‌how‌‌parodic‌‌“textworks”‌‌activate‌‌‌history‌‌                       

in‌‌the‌‌act‌‌of‌‌activating‌‌past‌‌‌stories‌;‌‌‌ergo‌,‌‌engaging‌‌parodically‌‌with‌‌a‌‌text‌‌from‌‌the‌‌past,‌‌either‌‌                                 

by‌ ‌trans-contextualization‌ ‌or‌ ‌inversion,‌ ‌is‌ ‌a‌ ‌means‌ ‌to‌ ‌engaging‌ ‌with‌ ‌history‌ ‌itself‌ ‌—‌ ‌both‌‌                           

tradition,‌‌i.‌‌e.‌‌the‌‌history‌‌of‌‌fiction,‌‌and‌‌the‌‌history‌‌of‌‌the‌‌meanings‌‌inherent‌‌in‌‌social‌‌life,‌‌i.‌‌e.‌‌                                     

those‌ ‌hegemonic‌ ‌values‌ ‌and‌ ‌codes‌ ‌which‌ ‌constitute‌ ‌a‌‌dominant‌‌ideology‌‌at‌‌any‌‌given‌‌time.‌‌                           
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Those‌ ‌issues‌ ‌remain‌ ‌central‌ ‌to‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌a‌ ‌novel‌ ‌in‌ ‌which‌ ‌the‌ ‌ironic‌‌                             

dialectic‌ ‌of‌ ‌repeating‌ ‌with‌ ‌difference‌ ‌relies‌ ‌on‌ ‌a‌ ‌specific‌ ‌exploration‌ ‌of‌ ‌chronology.‌ ‌In‌ ‌the‌‌                           

course‌‌of‌‌Winterson’s‌‌novel,‌‌the‌‌past‌‌emerges‌‌into‌‌the‌‌present‌‌in‌‌both‌‌overt‌‌and‌‌covert‌‌form:‌                               

On‌ ‌the‌ ‌one‌‌hand,‌‌the‌‌dual‌‌chronology‌‌of‌‌the‌‌novel,‌‌whereof‌‌characters‌‌and‌‌situations‌‌mirror‌‌                             

one‌‌another‌‌between‌‌chronologically‌‌separate‌‌storylines,‌‌highlights‌‌the‌‌uncanny‌‌continuity‌‌of‌‌                     

dangerous‌ ‌preconceptions‌ ‌emerging‌ ‌from‌ ‌the‌ ‌past,‌ ‌particularly‌ ‌those‌ ‌regarding‌ ‌sexual‌ ‌and‌‌                     

gender‌ ‌difference;‌ ‌on‌ ‌the‌ ‌other‌ ‌hand,‌ ‌the‌ ‌evocation‌ ‌of‌ ‌Frankenstein’s‌ ‌dilemma‌ ‌in‌ ‌his‌‌                         

postmodern‌‌counterpart,‌‌Victor‌‌Stein,‌‌actualizes‌‌the‌‌content‌‌of‌‌Shelley’s‌‌novel‌‌in‌‌terms‌‌of‌‌the‌‌                           

evolution‌ ‌of‌ ‌Artificial‌ ‌Intelligence‌ ‌and‌ ‌its‌ ‌push‌ ‌towards‌ ‌the‌ ‌posthuman.‌ ‌In‌ ‌both‌ ‌cases,‌ ‌the‌‌                           

convention‌‌of‌‌the‌‌ghostly‌‌repetition‌‌of‌‌the‌‌past‌‌is‌‌paradoxically‌‌deployed‌‌to‌‌both‌‌generate‌‌and‌‌                             

dispel‌ ‌effects‌ ‌of‌ ‌terror.‌ ‌ 

At‌ ‌the‌ ‌outset,‌ ‌the‌ ‌repetition‌ ‌of‌ ‌storylines‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌serves‌ ‌the‌‌                           

purpose‌ ‌of‌ ‌actualizing‌ ‌the‌ ‌dilemmas‌‌of‌‌the‌‌past,‌‌which‌‌are‌‌thus‌‌suggested‌‌to‌‌remain‌‌in‌‌their‌‌                               

core‌‌none‌‌too‌‌different‌‌from‌‌those‌‌of‌‌the‌‌present.‌‌For‌‌instance,‌‌in‌‌the‌‌early‌‌eighteen‌‌hundreds,‌‌                               

as‌ ‌Mary‌ ‌Shelley‌ ‌writes‌ ‌the‌ ‌first‌ ‌draft‌ ‌of‌ ‌‌Frankenstein‌,‌ ‌she‌ ‌ponders‌ ‌on‌ ‌what‌ ‌the‌ ‌nature‌ ‌of‌‌                               

humanity‌‌is:‌‌“The‌‌monster‌‌I‌‌have‌‌made‌‌is‌‌shunned‌‌and‌‌feared‌‌by‌‌humankind.‌‌His‌‌difference‌‌                             

is‌‌his‌‌downfall.‌‌He‌‌claims‌‌no‌‌natural‌‌home.‌‌He‌‌is‌‌not‌‌human,‌‌yet‌‌the‌‌sum‌‌of‌‌all‌‌he‌‌has‌‌learned‌‌                                       

is‌ ‌from‌ ‌humankind.”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌128).‌ ‌In‌ ‌the‌ ‌twenty-first‌ ‌century,‌ ‌Mary’s‌‌                       

musing‌ ‌upon‌ ‌the‌ ‌nature‌ ‌of‌‌artificial‌‌life‌‌morphs‌‌into‌‌a‌‌mirror‌‌image‌‌of‌‌the‌‌characteristics‌‌of‌‌                               

A.‌ ‌I.:‌ ‌shunned‌ ‌and‌‌feared‌‌by‌‌many,‌‌not‌‌natural,‌‌not‌‌human,‌‌yet‌‌a‌‌sum‌‌of‌‌all‌‌possible‌‌human‌‌                                   

learning.‌‌The‌‌repetition‌‌would‌‌seem‌‌to‌‌suggest‌‌that‌‌the‌‌quandaries‌‌humanity‌‌has‌‌faced‌‌in‌‌the‌‌                             

past‌‌two‌‌centuries‌‌have‌‌remained‌‌the‌‌same;‌‌it‌‌is‌‌just‌‌that‌‌scientific‌‌developments‌‌such‌‌as‌‌the‌‌                               

advent‌ ‌of‌ ‌superintelligences‌ ‌have‌ ‌opened‌ ‌up‌ ‌other‌ ‌venues‌ ‌for‌ ‌the‌ ‌asking‌‌of‌‌those‌‌questions‌‌                           

with‌‌which‌‌humanity‌‌has‌‌long‌‌grappled.‌‌If‌‌readers‌‌are‌‌aware‌‌of‌‌how‌‌the‌‌creation‌‌of‌‌artificial‌‌                               

life‌ ‌in‌ ‌‌Frankenstein‌ ‌brings‌ ‌about‌ ‌an‌‌apparent‌‌endless‌‌streak‌‌of‌‌destruction,‌‌death‌‌and‌‌terror,‌‌                           

they‌‌must‌‌be‌‌ready‌‌to‌‌anticipate‌‌a‌‌similar‌‌outcome‌‌lying‌‌ahead‌‌of‌‌A.‌‌I.;‌‌as‌‌Ry‌‌puts‌‌it,‌‌Victor’s‌‌                                     

defense‌‌of‌‌Artificial‌‌Intelligence‌‌and‌‌Ron‌‌Lord’s‌‌empire‌‌of‌‌sexbots‌‌might‌‌be‌‌the‌‌harbingers‌‌of‌‌                             

“an‌ ‌end‌ ‌to‌ ‌the‌ ‌human”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌199),‌ ‌the‌ ‌ultimate‌ ‌means‌‌of‌‌destruction‌‌of‌‌                             

what‌‌singularizes‌‌humanity‌‌—‌‌the‌‌body,‌‌in‌‌Ry’s‌‌opinion.‌‌Since‌‌Victor’s‌‌studies‌‌are‌‌a‌‌step‌‌too‌‌                               

close‌‌to‌‌breaking‌‌the‌‌barrier‌‌of‌‌death‌‌towards‌‌a‌‌“disembodied”‌‌lifestyle,‌‌readers‌‌are‌‌invited‌‌to‌‌                             

conclude‌‌that‌‌his‌‌experiments,‌‌mysterious‌‌and‌‌unclear‌‌as‌‌they‌‌may‌‌remain,‌‌are‌‌always‌‌on‌‌the‌‌                             

verge‌‌of‌‌breaking‌‌out‌‌a‌‌posthuman‌‌version‌‌of‌‌destructive‌‌artificial‌‌life;‌‌therefore‌‌the‌‌potential‌‌                           

of‌ ‌Victor’s‌ ‌agenda‌ ‌to‌ ‌deflagrate‌ ‌a‌ ‌new‌ ‌age‌ ‌of‌ ‌terror‌ ‌remains‌ ‌in‌ ‌the‌ ‌horizon‌ ‌of‌ ‌readerly‌‌                               

expectations.‌ ‌The‌ ‌past,‌ ‌thus‌ ‌evoked‌ ‌in‌ ‌an‌ ‌actualization‌ ‌of‌ ‌Frankenstein’s‌ ‌dilemma‌ ‌in‌ ‌the‌‌                         
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unforeseen‌ ‌consequences‌ ‌potentially‌ ‌faced‌ ‌by‌‌Victor‌‌Stein,‌‌makes‌‌itself‌‌present‌‌as‌‌a‌‌ghostly‌‌                         

warning‌‌to‌‌be‌‌heeded:‌‌never‌‌meddle‌‌with‌‌the‌‌laws‌‌of‌‌the‌‌natural‌‌world,‌‌lest‌‌terror‌‌ensue.‌‌That‌‌                                 

is‌‌precisely‌‌the‌‌fateful‌‌nature‌‌of‌‌the‌‌ghost‌‌of‌‌the‌‌past‌‌in‌‌gothic‌‌fiction‌‌and,‌‌to‌‌a‌‌certain‌‌extent,‌‌                                     

the‌ ‌cautionary‌ ‌nature‌ ‌of‌ ‌the‌ ‌questions‌ ‌raised‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌.‌‌ ‌  

That‌ ‌is‌ ‌also,‌ ‌however,‌ ‌where‌ ‌the‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌parody‌ ‌comes‌ ‌into‌ ‌play‌ ‌in‌ ‌the‌‌                             

postmodern‌‌gothic:‌‌where‌‌‌Frankenstein‌‌is‌‌a‌‌hopeless‌‌cautionary‌‌tale‌‌of‌‌science‌‌gone‌‌rogue,‌‌a‌‌                           

warning‌ ‌against‌ ‌the‌ ‌excesses‌ ‌of‌ ‌the‌ ‌scientist’s‌‌‌hubris‌‌—‌‌‌the‌‌presumption‌‌and‌‌ambition‌‌with‌‌                           

which‌ ‌he‌ ‌has‌ ‌overridden‌ ‌the‌ ‌divine‌‌prerogative‌‌of‌‌the‌‌creation‌‌of‌‌life,‌‌as‌‌defined‌‌by‌‌scholar‌‌                               

Julio‌ ‌Jeha‌ ‌(2009,‌ ‌p.‌ ‌11)‌ ‌—,‌ ‌its‌‌postmodern‌‌counterpart‌‌paradoxically‌‌takes‌‌on‌‌a‌‌less‌‌caustic‌‌                             

stance‌ ‌on‌ ‌scientific‌ ‌progress.‌ ‌The‌ ‌pursuit‌ ‌of‌ ‌Artificial‌ ‌Intelligence‌ ‌might‌ ‌provide‌ ‌a‌ ‌mad‌‌                         

scientist‌ ‌with‌ ‌the‌ ‌means‌ ‌to‌ ‌overcoming‌ ‌mortality;‌ ‌yet‌ ‌it‌ ‌might‌ ‌also‌ ‌provide‌ ‌knowledge‌ ‌of‌‌                           

“how‌ ‌to‌ ‌preserve‌ ‌and‌ ‌rewarm‌ ‌donated‌ ‌organs‌ ‌[so‌ ‌that]‌‌we‌‌can‌‌store‌‌those‌‌organs‌‌for‌‌use‌‌as‌‌                                 

needed.”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌186).‌‌It‌‌may‌‌empower‌‌“autistic-spectrum‌‌white‌‌boys‌‌with‌‌                       

poor‌ ‌emotional‌ ‌intelligence‌ ‌and‌ ‌frat-dorm‌ ‌social‌ ‌skills”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌76)‌ ‌to‌‌                       

finally‌ ‌get‌ ‌laid‌ ‌—‌ ‌with‌ ‌a‌ ‌bot,‌ ‌but‌ ‌still‌ ‌laid;‌ ‌yet‌ ‌it‌ ‌may‌ ‌also‌‌empower‌‌a‌‌trans‌‌man‌‌to‌‌pursue‌‌                                       

surgery‌ ‌to‌ ‌“align‌ ‌[their]‌ ‌physical‌ ‌reality‌ ‌with‌ ‌[their]‌ ‌mental‌ ‌impression‌ ‌of‌ ‌[themselves]”‌‌                       

(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌188).‌ ‌If‌ ‌positive‌ ‌transformation‌ ‌of‌ ‌some‌ ‌kind‌ ‌may‌ ‌be‌ ‌achieved‌‌                         

against‌‌the‌‌grain‌‌of‌‌the‌‌impending‌‌cataclysm,‌‌the‌‌posthuman‌‌may‌‌be‌‌more‌‌than‌‌the‌‌end‌‌of‌‌the‌‌                                 

human:‌ ‌it‌ ‌may‌ ‌conversely‌ ‌be‌ ‌the‌ ‌means‌ ‌for‌ ‌the‌ ‌continuation‌ ‌of‌ ‌“the‌ ‌human‌ ‌dream”‌‌                           

(WINTERSON,‌‌2019,‌‌p.‌‌344),‌‌what‌‌Rosi‌‌Braidotti‌‌(2019,‌‌p.‌‌32)‌‌has‌‌optimistically‌‌deemed‌‌“a‌‌                           

way‌ ‌of‌ ‌reconstituting‌ ‌the‌ ‌human”;‌ ‌a‌ ‌new‌ ‌mode‌ ‌of‌ ‌being‌ ‌human‌ ‌in‌ ‌the‌ ‌world,‌ ‌a‌ ‌means‌ ‌to‌‌                                 

enhancing‌‌humanity‌‌rather‌‌than‌‌destroying‌‌it.‌‌Instead‌‌of‌‌terror‌‌at‌‌the‌‌end‌‌of‌‌the‌‌human,‌‌it‌‌may‌‌                                 

bring‌ ‌the‌ ‌joy‌ ‌of‌ ‌a‌ ‌new‌ ‌beginning‌ ‌of‌ ‌the‌ ‌human‌ ‌dream.‌ ‌Frankenstein’s‌ ‌tale,‌ ‌the‌ ‌novel‌ ‌thus‌‌                               

seems‌ ‌to‌ ‌suggest,‌ ‌may‌ ‌be‌ ‌more‌ ‌than‌ ‌a‌ ‌repository‌ ‌of‌ ‌the‌ ‌flaws‌ ‌to‌ ‌avoid;‌ ‌it‌ ‌may‌ ‌provide‌‌the‌‌                                   

teachings‌‌of‌‌the‌‌route‌‌to‌‌follow‌‌—‌‌who‌‌is‌‌to‌‌say‌‌for‌‌sure?‌‌Certainly‌‌not‌‌Winterson,‌‌who‌‌does‌‌                                   

not‌ ‌seem‌ ‌to‌ ‌pick‌ ‌sides‌ ‌as‌ ‌both‌ ‌of‌ ‌these‌ ‌probabilities‌ ‌unfold.‌ ‌ 

That‌‌is‌‌not‌‌a‌‌strategy‌‌on‌‌Winterson’s‌‌side‌‌to‌‌avoid‌‌the‌‌ethical‌‌implications‌‌inherent‌‌in‌‌                             

examining‌ ‌Frankenstein’s‌ ‌‌hubris‌,‌ ‌but‌ ‌in‌ ‌fact‌ ‌one‌ ‌to‌ ‌highlight‌ ‌aspects‌ ‌of‌ ‌its‌ ‌reach‌ ‌that‌ ‌may‌‌                             

have‌ ‌been‌ ‌camouflaged‌ ‌under‌ ‌the‌ ‌strength‌ ‌of‌ ‌the‌ ‌mythical‌ ‌quality‌ ‌of‌ ‌Mary‌ ‌Shelley’s‌‌                         

Frankenstein‌.‌ ‌Where‌ ‌in‌ ‌Shelley’s‌ ‌novel‌ ‌Frankenstein’s‌ ‌creation‌ ‌is‌ ‌treated‌ ‌as‌ ‌inherently‌‌                     

transgressive‌‌for‌‌being‌‌the‌‌result‌‌of‌‌the‌‌scientist’s‌‌‌hubris‌‌—‌‌“A‌‌new‌‌species‌‌would‌‌bless‌‌me‌‌                               

as‌ ‌its‌ ‌creator‌ ‌and‌ ‌source”,‌‌Frankenstein‌‌wonders,‌‌“Many‌‌happy‌‌and‌‌excellent‌‌natures‌‌would‌‌                         

owe‌ ‌their‌ ‌being‌ ‌to‌ ‌me.‌ ‌No‌ ‌father‌ ‌could‌ ‌claim‌ ‌the‌ ‌gratitude‌ ‌of‌ ‌his‌ ‌child‌ ‌so‌ ‌completely‌ ‌as‌ ‌I‌‌                                   

should‌ ‌deserve‌ ‌theirs”‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌52)‌ ‌—,‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌‌the‌‌                           
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multiple‌ ‌advances‌ ‌in‌ ‌the‌ ‌fields‌ ‌of‌ ‌A.‌‌I.‌‌are‌‌suggested‌‌to‌‌be‌‌little‌‌hazardous,‌‌if‌‌not‌‌neutral‌‌in‌‌                                   

themselves.‌ ‌If‌ ‌they‌ ‌turn‌ ‌out‌ ‌to‌ ‌be‌ ‌destructive,‌ ‌Winterson‌ ‌ponders,‌ ‌it‌ ‌is‌ ‌due‌ ‌to‌ ‌their‌ ‌being‌‌                               

operated‌‌on‌‌the‌‌soiled‌‌ground‌‌of‌‌societal‌‌mores‌‌and‌‌preconceptions‌‌of‌‌multiple‌‌sorts,‌‌many‌‌of‌‌                             

which‌ ‌tend‌ ‌to‌ ‌target‌ ‌and‌ ‌undermine‌ ‌the‌ ‌ex-centrics,‌ ‌those‌ ‌marginalized‌ ‌by‌ ‌dominant‌‌                       

ideologies.‌‌Science‌‌(and‌‌creative‌‌work‌‌as‌‌a‌‌whole,‌‌for‌‌all‌‌that‌‌matters,‌‌including‌‌the‌‌creation‌‌                             

of‌‌fiction),‌‌the‌‌novel‌‌suggests,‌‌is‌‌entangled‌‌in‌‌political‌‌forces‌‌which‌‌shape‌‌what‌‌is‌‌and‌‌what‌‌is‌‌                                 

to‌‌come,‌‌forces‌‌such‌‌as‌‌those‌‌of‌‌misogyny‌‌and‌‌sexual‌‌politics;‌‌hence‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌                               

Story‌ ‌the‌ ‌uncanny‌ ‌forebodings‌‌of‌‌history‌‌are‌‌more‌‌strongly‌‌felt‌‌by‌‌the‌‌unrelenting‌‌influence‌‌                           

of‌ ‌an‌ ‌androcentric‌ ‌hegemonic‌ ‌ideology‌ ‌in‌ ‌limiting‌ ‌the‌ ‌roles‌ ‌women‌ ‌and‌ ‌other‌ ‌gender‌‌                         

minorities‌ ‌have‌ ‌been‌ ‌allowed‌ ‌to‌ ‌play‌ ‌in‌ ‌the‌ ‌progress‌ ‌of‌ ‌humanity.‌ ‌ 

Let‌ ‌us‌ ‌see‌ ‌an‌‌example‌‌of‌‌how‌‌this‌‌unfolds.‌‌In‌‌the‌‌eighteenth‌‌century‌‌storyline,‌‌Mary‌‌                             

reflects‌‌profusely‌‌on‌‌the‌‌origins‌‌of‌‌humanity‌‌and‌‌of‌‌man’s‌‌creative‌‌faculties.‌‌Over‌‌the‌‌course‌‌                             

of‌ ‌the‌ ‌summer,‌ ‌she‌ ‌discusses‌ ‌the‌ ‌matter‌ ‌in‌ ‌profundity‌ ‌—‌ ‌though,‌ ‌as‌ ‌far‌ ‌as‌ ‌her‌ ‌peers‌ ‌are‌‌                                 

concerned,‌ ‌never‌ ‌in‌ ‌equality‌ ‌—‌ ‌with‌ ‌Shelley,‌ ‌Byron‌ ‌and‌ ‌Polidori:‌ ‌ 

‌ 

Byron‌‌is‌‌of‌‌the‌‌opinion‌‌that‌‌woman‌‌is‌‌from‌‌man‌‌born‌‌—‌‌his‌‌rib,‌‌his‌‌clay‌‌—‌‌                                 
and‌‌I‌‌find‌‌this‌‌singular‌‌in‌‌a‌‌man‌‌as‌‌intelligent‌‌as‌‌he.‌‌I‌‌said,‌‌It‌‌is‌‌strange,‌‌is‌‌it‌‌                                     
not,‌‌that‌‌you‌‌approve‌‌of‌‌the‌‌creation‌‌story‌‌we‌‌read‌‌in‌‌the‌‌Bible‌‌when‌‌you‌‌do‌‌                               
not‌‌believe‌‌in‌‌God?‌‌He‌‌smiles‌‌and‌‌shrugs,‌‌explaining‌‌—‌‌It‌‌is‌‌a‌‌metaphor‌‌for‌‌                             
the‌ ‌distinction‌ ‌between‌ ‌men‌ ‌and‌ ‌women.‌ ‌He‌ ‌turns‌ ‌away,‌ ‌assuming‌ ‌I‌ ‌have‌‌                       
understood‌‌and‌‌that‌‌is‌‌the‌‌end‌‌of‌‌the‌‌matter,‌‌but‌‌I‌‌continue,‌‌calling‌‌him‌‌back‌‌                             
as‌ ‌he‌ ‌limps‌ ‌away‌ ‌like‌ ‌a‌ ‌Greek‌ ‌god.‌ ‌May‌ ‌we‌ ‌consult‌‌Doctor‌‌Polidori‌‌here,‌‌                           
who,‌ ‌as‌ ‌a‌ ‌physician,‌‌must‌‌know‌‌that‌‌since‌‌the‌‌creation‌‌story‌‌no‌‌living‌‌man‌‌                           
has‌‌yet‌‌given‌‌birth‌‌to‌‌anything‌‌living?‌‌It‌‌is‌‌you,‌‌sir,‌‌who‌‌are‌‌made‌‌from‌‌us,‌‌                               
sir.‌ ‌ 
The‌‌gentlemen‌‌laugh‌‌at‌‌me‌‌indulgently.‌‌They‌‌respect‌‌me,‌‌up‌‌to‌‌a‌‌point,‌‌but‌‌                           
we‌ ‌have‌ ‌arrived‌ ‌at‌ ‌that‌ ‌point.‌ ‌ 
We‌ ‌are‌ ‌talking‌ ‌about‌ ‌the‌ ‌animating‌ ‌principle‌,‌ ‌says‌ ‌Byron,‌ ‌slowly‌ ‌and‌‌                     
patiently‌‌as‌‌if‌‌to‌‌a‌‌child.‌‌Not‌‌the‌‌soil,‌‌not‌‌the‌‌bedding,‌‌not‌‌the‌‌containment;‌‌                             
the‌ ‌life-spark.‌ ‌The‌ ‌life-spark‌ ‌is‌ ‌male.‌ ‌ 
Agreed!‌ ‌said‌ ‌Polidori,‌ ‌and‌ ‌of‌ ‌course‌ ‌if‌ ‌two‌ ‌gentlemen‌ ‌agree‌ ‌that‌ ‌must‌ ‌be‌‌                         
enough‌ ‌to‌ ‌settle‌ ‌the‌ ‌matter‌ ‌for‌ ‌any‌ ‌woman.‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌12-13).‌ ‌ 

‌ 

Women,‌ ‌the‌ ‌gentlemen‌ ‌believe‌ ‌in‌ ‌tandem‌ ‌with‌ ‌centuries-old‌ ‌preconceptions,‌ ‌are‌‌                   

dominated‌ ‌by‌ ‌their‌ ‌physical‌ ‌impulses,‌ ‌whereas‌ ‌men‌ ‌are‌ ‌the‌‌natural‌‌bearers‌‌of‌‌the‌‌spirit,‌‌the‌‌                             

spark‌‌that‌‌animates‌‌the‌‌physical‌‌body.‌‌Ironically,‌‌part‌‌of‌‌Frankenstein’s‌‌ruin‌‌in‌‌Shelley’s‌‌novel‌‌                           

is‌ ‌that‌ ‌he,‌‌a‌‌man,‌‌creates‌‌life‌‌from‌‌pure‌‌“clay”‌‌in‌‌the‌‌absence‌‌of‌‌woman,‌‌yet‌‌the‌‌(also‌‌male)‌‌                                     

life‌ ‌he‌ ‌creates‌ ‌is‌‌much‌‌less‌‌the‌‌epitome‌‌of‌‌the‌‌spirit‌‌than‌‌a‌‌physical‌‌catastrophe‌‌that‌‌fills‌‌his‌‌                                   

heart‌ ‌with‌ ‌horror‌ ‌and‌ ‌disgust‌‌(SHELLEY,‌‌2003,‌‌p.‌‌55).‌‌If‌‌it‌‌is‌‌true,‌‌as‌‌scholars‌‌Ellen‌‌Moers‌‌                                 

(1976,‌‌p.‌‌94)‌‌and‌‌Karen‌‌Karbiener‌‌(2003,‌‌p.‌‌xxv)‌‌argue,‌‌that‌‌children‌‌and‌‌motherhood‌‌were‌‌at‌‌                               
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the‌ ‌back‌ ‌of‌ ‌Mary‌ ‌Shelley’s‌ ‌head‌ ‌while‌ ‌she‌ ‌wrote‌ ‌‌Frankenstein‌,‌ ‌then‌ ‌the‌ ‌passage‌ ‌above‌‌                           

suggests‌ ‌that‌ ‌Mary’s‌ ‌concerns‌ ‌with‌ ‌the‌ ‌problem‌ ‌of‌ ‌creation‌ ‌were‌ ‌probably‌ ‌filtered‌ ‌by‌ ‌her‌‌                           

recognition‌ ‌of‌ ‌how‌ ‌sexual‌ ‌politics‌‌plays‌‌a‌‌role‌‌in‌‌determining‌‌and‌‌limiting‌‌the‌‌conditions‌‌of‌‌                             

who‌ ‌is‌ ‌allowed‌ ‌to‌ ‌create.‌ ‌She‌ ‌is‌ ‌treated‌ ‌with‌ ‌contempt‌ ‌when‌ ‌she‌ ‌points‌ ‌out‌ ‌that‌ ‌the‌‌                               

gentlemen’s‌‌understanding‌‌of‌‌the‌‌animating‌‌principle‌‌of‌‌humanity‌‌is‌‌not‌‌a‌‌neutral‌‌one‌‌—‌‌that‌‌                             

when‌‌they‌‌speak‌‌of‌‌humanity‌‌as‌‌“‌human‌kind”‌‌from‌‌the‌‌pinnacles‌‌of‌‌their‌‌liberal,‌‌Enlightened‌‌                           

minds,‌‌they‌‌are‌‌actually‌‌speaking‌‌of‌‌“‌man‌kind”,‌‌of‌‌those‌‌who‌‌are‌‌not‌‌women.‌‌Indeed,‌‌respect‌‌                             

for‌‌the‌‌woman‌‌dwindles‌‌when‌‌she‌‌questions‌‌the‌‌presumptions‌‌of‌‌patriarchy,‌‌here‌‌exemplified‌‌                         

through‌‌the‌‌gentlemen’s‌‌shared‌‌and‌‌to‌‌them‌‌unquestionable‌‌belief‌‌in‌‌man’s‌‌prerogative‌‌as‌‌the‌‌                           

prime‌ ‌generator‌ ‌of‌ ‌humanity’s‌ ‌intellectual‌ ‌and‌ ‌spiritual‌ ‌prowess,‌ ‌source‌ ‌and‌ ‌origin‌ ‌of‌ ‌the‌‌                         

“life-spark”.‌ ‌All‌ ‌in‌ ‌all,‌ ‌the‌ ‌scene‌ ‌suggests‌ ‌that‌ ‌the‌ ‌leading‌ ‌poets‌ ‌of‌ ‌English‌ ‌Romanticism,‌‌                           

overall‌‌supporters‌‌of‌‌freedom‌‌and‌‌radical‌‌revolution,‌‌may‌‌have‌‌often‌‌been‌‌unable‌‌to‌‌see‌‌past‌‌                             

the‌ ‌subjugation‌ ‌of‌ ‌some‌ ‌of‌ ‌their‌ ‌closest‌ ‌peers,‌ ‌and‌ ‌might‌ ‌even‌ ‌have‌ ‌enforced‌ ‌it‌ ‌when‌‌                             

considering‌ ‌women‌ ‌to‌ ‌be‌ ‌naturally‌ ‌inferior‌ ‌to‌ ‌men.‌ ‌ 

It‌‌might‌‌have‌‌been‌‌expected‌‌that‌‌prejudice‌‌of‌‌the‌‌sort‌‌Mary‌‌Shelley‌‌had‌‌to‌‌endure‌‌two‌‌                               

centuries‌‌ago‌‌would‌‌have‌‌been‌‌over‌‌by‌‌now;‌‌“Think‌‌how‌‌far‌‌and‌‌how‌‌fast‌‌we’ve‌‌travelled‌‌in‌‌                                 

the‌ ‌last‌ ‌200‌ ‌years”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌108),‌ ‌Victor‌ ‌eagerly‌ ‌claims,‌ ‌and‌ ‌so‌ ‌we‌ ‌are‌‌                             

willing‌‌to‌‌believe.‌‌Yet,‌‌if‌‌his‌‌evaluation‌‌applies‌‌perfectly‌‌to‌‌the‌‌swiftness‌‌of‌‌scientific‌‌progress‌‌                             

since‌‌the‌‌aughts‌‌of‌‌Industrial‌‌Revolution,‌‌it‌‌lacks‌‌insight‌‌about‌‌the‌‌unhurried‌‌pace‌‌with‌‌which‌‌                             

social‌ ‌change‌ ‌appears‌ ‌to‌ ‌proceed.‌ ‌Those‌ ‌ahead‌ ‌of‌ ‌the‌ ‌A.‌ ‌I.‌ ‌revolution,‌ ‌either‌ ‌the‌ ‌science‌‌                             

geniuses‌ ‌or‌ ‌the‌ ‌capitalist‌ ‌buffs,‌ ‌may‌ ‌be‌ ‌witnessing‌ ‌technology‌ ‌evolve‌ ‌faster‌ ‌than‌‌their‌‌eyes‌‌                           

can‌‌follow,‌‌and‌‌yet‌‌remain‌‌almost‌‌Victorian‌‌in‌‌how‌‌they‌‌go‌‌about‌‌their‌‌businesses‌‌—‌‌or‌‌so‌‌is‌‌                                   

suggested‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌.‌ ‌As‌ ‌a‌ ‌result,‌ ‌the‌ ‌altruistic‌ ‌ends‌ ‌of‌ ‌the‌ ‌posthuman‌‌                             

world‌‌they‌‌envision,‌‌one‌‌where‌‌“[t]here‌‌will‌‌not‌‌be‌‌a‌‌division‌‌between‌‌[...]‌‌binaries‌‌like‌‌male‌‌                               

and‌ ‌female,‌ ‌black‌ ‌and‌ ‌white,‌ ‌rich‌ ‌and‌ ‌poor”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌79),‌ ‌may‌ ‌end‌ ‌up‌‌                             

botched‌‌by‌‌the‌‌reproduction‌‌of‌‌the‌‌power‌‌politics‌‌inherent‌‌in‌‌the‌‌real‌‌world‌‌they‌‌inhabit.‌‌Ron‌‌                               

Lord,‌ ‌for‌‌instance,‌‌the‌‌sexbot‌‌franchise‌‌mogul‌‌who‌‌claims‌‌to‌‌be‌‌starting‌‌the‌‌future‌‌of‌‌sex,‌‌is‌‌                                 

unable‌‌to‌‌avoid‌‌the‌‌trap‌‌of‌‌objectification‌‌of‌‌women‌‌and‌‌gender‌‌imperatives‌‌as‌‌he‌‌goes‌‌about‌‌                               

his‌‌business.‌‌“They’re‌‌all‌‌pretty.‌‌We’re‌‌all‌‌kings”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌51),‌‌he‌‌says‌‌of‌‌his‌‌                               

bots‌‌—‌‌an‌‌acknowledgement‌‌of‌‌how‌‌the‌‌future‌‌of‌‌sex‌‌Ron‌‌ideates‌‌is‌‌bound‌‌to‌‌reproduce‌‌male‌‌                                 

dominance‌‌and‌‌the‌‌culture‌‌of‌‌female‌‌objectification.‌‌His‌‌description‌‌of‌‌the‌‌“Deluxe”‌‌version‌‌                         

of‌ ‌his‌ ‌line‌ ‌of‌ ‌sexbots‌ ‌is‌ ‌another‌ ‌among‌ ‌many‌ ‌instances‌ ‌in‌ ‌which‌ ‌what‌ ‌might‌ ‌be‌ ‌called‌ ‌the‌‌                                 

sexual‌ ‌politics‌ ‌of‌ ‌robotics‌ ‌is‌ ‌made‌ ‌clear:‌ ‌ 

‌ 
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Deluxe‌ ‌has‌ ‌a‌ ‌big‌ ‌vocabulary.‌ ‌About‌ ‌200‌ ‌words.‌‌Deluxe‌‌will‌‌listen‌‌to‌‌what‌‌                         
you‌‌want‌‌to‌‌talk‌‌about‌‌—‌‌football,‌‌politics‌‌or‌‌whatever.‌‌She‌‌waits‌‌till‌‌you’re‌‌                           
finished,‌‌of‌‌course,‌‌no‌‌interrupting,‌‌even‌‌if‌‌you‌‌waffle‌‌a‌‌bit,‌‌and‌‌then‌‌she’ll‌‌                           
say‌ ‌something‌ ‌interesting.‌‌ ‌  
What‌‌like?‌‌Oh,‌‌well,‌‌something‌‌like;‌‌‌Ryan,‌‌you’re‌‌so‌‌clever‌.‌‌‌Ryan,‌‌I‌‌hadn’t‌‌                         
thought‌ ‌about‌ ‌it‌ ‌like‌ ‌that‌.‌ ‌‌Do‌ ‌you‌ ‌know‌ ‌anything‌ ‌about‌ ‌Real‌ ‌Madrid?‌ ‌ 
Yeah‌ ‌—‌ ‌that’s‌ ‌what‌ ‌I‌ ‌mean‌ ‌about‌ ‌education.‌ ‌Climate‌ ‌change.‌ ‌Brexit.‌‌                     
Football.‌ ‌This‌ ‌model‌ ‌is‌ ‌a‌ ‌companion‌ ‌—‌ ‌and‌ ‌that’s‌ ‌how‌ ‌we’ll‌ ‌forward‌ ‌her‌‌                         
career‌ ‌as‌ ‌the‌ ‌technology‌ ‌develops.‌ ‌ 
Some‌ ‌men‌ ‌want‌ ‌more‌ ‌than‌ ‌sex.‌ ‌I‌ ‌get‌ ‌that.‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌46).‌ ‌ 

‌ 

What‌ ‌Ron‌ ‌really‌ ‌“gets”‌ ‌is‌ ‌that‌ ‌what‌ ‌men‌ ‌want,‌ ‌beyond‌ ‌sex‌ ‌with‌ ‌a‌ ‌non-responsive‌‌                           

partner‌ ‌whose‌ ‌desires‌ ‌do‌ ‌not‌ ‌need‌ ‌to‌ ‌be‌ ‌met,‌ ‌is‌ ‌a‌ ‌female‌‌companion‌‌who‌‌caters‌‌to‌‌them‌‌as‌‌                                   

though‌ ‌they‌ ‌were‌ ‌true‌ ‌kings.‌ ‌That‌ ‌is‌ ‌not‌ ‌all:‌ ‌aside‌ ‌from‌‌being‌‌unable‌‌to‌‌think‌‌of‌‌women‌‌as‌‌                                   

other‌ ‌than‌ ‌an‌ ‌ear‌ ‌for‌ ‌a‌ ‌man’s‌ ‌ramblings,‌ ‌Ron‌ ‌is‌ ‌also‌ ‌unable‌ ‌to‌ ‌conceive‌ ‌of‌ ‌both‌ ‌men‌ ‌and‌‌                                   

women‌ ‌outside‌ ‌the‌ ‌binary.‌ ‌He‌ ‌keeps‌ ‌calling‌ ‌Ry‌ ‌“Ryan”‌ ‌until‌ ‌he‌ ‌finds‌‌out‌‌that‌‌the‌‌doctor‌‌is‌‌                                 

trans‌‌and‌‌Ry‌‌is‌‌actually‌‌short‌‌for‌‌Mary.‌‌That‌‌Ry‌‌defines‌‌themselves‌‌as‌‌hybrid,‌‌as‌‌“a‌‌man‌‌but‌‌                                   

anatomically‌‌also‌‌a‌‌woman”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌119),‌‌is‌‌unthinkable‌‌to‌‌Ron,‌‌who‌‌every‌‌                           

now‌ ‌and‌ ‌then‌ ‌resorts‌ ‌to‌ ‌that‌ ‌now‌ ‌futile‌ ‌question:‌ ‌“Listen,‌ ‌Ryan,‌ ‌or‌‌Mary,‌‌or‌‌whatever‌‌your‌‌                               

name‌‌is,‌‌I’m‌‌not‌‌being‌‌personal,‌‌but‌‌have‌‌you‌‌got‌‌a‌‌dick?”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌85).‌‌For‌‌                                 

Ron,‌ ‌“manhood”‌ ‌equals‌ ‌“dickhood”;‌ ‌hence,‌ ‌since‌ ‌Ry‌ ‌does‌ ‌not‌ ‌have‌ ‌a‌ ‌dick,‌ ‌they‌ ‌are‌‌“not‌‌a‌‌                               

bloke‌ ‌really,‌ ‌so‌ ‌what‌ ‌blokes‌ ‌want‌ ‌is‌ ‌not‌ ‌about‌ ‌[them]”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌85).‌ ‌The‌‌                             

novel’s‌‌warning,‌‌in‌‌short,‌‌is‌‌quite‌‌clear:‌‌as‌‌long‌‌as‌‌the‌‌Ron‌‌Lords‌‌are‌‌ahead‌‌of‌‌the‌‌future‌‌of‌‌A.‌‌                                       

I.‌ ‌sex,‌ ‌we‌ ‌can‌ ‌expect‌ ‌it‌ ‌to‌ ‌reproduce‌ ‌some‌ ‌of‌ ‌the‌ ‌worst‌ ‌biases‌ ‌and‌ ‌prejudices‌ ‌of‌ ‌humanity.‌‌ ‌  

Victor,‌‌in‌‌his‌‌turn,‌‌when‌‌questioned‌‌about‌‌the‌‌dangers‌‌of‌‌A.‌‌I.‌‌reproducing‌‌sexual‌‌bias‌‌                             

—‌ ‌“‌Professor‌ ‌Stein,‌ ‌as‌ ‌you‌ ‌know,‌ ‌the‌ ‌Hanson‌ ‌robot,‌ ‌Sophia,‌ ‌was‌ ‌awarded‌ ‌citizenship‌ ‌of‌‌                           

Saudi‌ ‌Arabia‌ ‌in‌ ‌2017.‌ ‌She‌ ‌has‌ ‌more‌ ‌rights‌ ‌than‌ ‌any‌ ‌Saudi‌ ‌woman.‌ ‌‌[...]‌ ‌Will‌‌women‌‌be‌‌the‌‌                                 

first‌ ‌casualties‌ ‌of‌ ‌obsolescence‌ ‌in‌ ‌your‌ ‌brave‌ ‌new‌‌world?‌”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌74)‌‌—‌‌                           

replies‌ ‌that‌ ‌“A.‌ ‌I.‌ ‌need‌ ‌not‌ ‌replicate‌ ‌outmoded‌ ‌gender‌‌prejudices”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌                         

74);‌ ‌as‌‌the‌‌argument‌‌goes,‌‌once‌‌A.‌‌I.‌‌is‌‌able‌‌to‌‌reprogram‌‌itself,‌‌it‌‌will‌‌eventually‌‌overcome‌‌                                 

any‌‌human‌‌bias‌‌grounded‌‌in‌‌the‌‌likes‌‌of‌‌gender,‌‌sexual‌‌orientation,‌‌race,‌‌class,‌‌or‌‌nationality.‌‌                             

The‌ ‌world‌ ‌he‌‌envisages‌‌is‌‌one‌‌where‌‌artificial‌‌superintelligence‌‌will‌‌democratize‌‌the‌‌human‌‌                         

experience‌ ‌of‌ ‌difference‌ ‌rather‌ ‌than‌ ‌supplant‌ ‌it.‌ ‌Yet,‌ ‌even‌ ‌if‌ ‌Victor‌ ‌presents‌ ‌a‌ ‌public‌‌                           

“deconstructed”‌ ‌persona,‌ ‌when‌ ‌Ry‌ ‌presses‌ ‌him‌ ‌on‌ ‌the‌ ‌subject‌ ‌of‌ ‌their‌ ‌relationship‌ ‌he‌ ‌falls‌‌                           

back‌‌into‌‌the‌‌trap‌‌of‌‌misogyny‌‌which‌‌not‌‌even‌‌he‌‌—‌‌a‌‌man‌‌who‌‌wants‌‌to‌‌be‌‌without‌‌his‌‌own‌‌                                       

body‌ ‌—‌ ‌is‌ ‌able‌ ‌to‌ ‌live‌ ‌past.‌ ‌ 

‌ 

I‌ ‌like‌ ‌your‌ ‌dick,‌ ‌I‌ ‌tell‌ ‌him.‌ ‌You’ll‌ ‌miss‌ ‌it‌ ‌when‌ ‌you’re‌ ‌just‌ ‌a‌ ‌brain‌ ‌in‌ ‌a‌ ‌box.‌ ‌ 
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I’ll‌‌miss‌‌it‌‌or‌‌you’ll‌‌miss‌‌it?‌‌He‌‌pushes‌‌me‌‌off‌‌and‌‌tucks‌‌himself‌‌neatly‌‌into‌‌                               
his‌ ‌trousers,‌ ‌adjusting‌ ‌to‌ ‌the‌ ‌left.‌ ‌He‌ ‌says,‌ ‌Sex‌ ‌happens‌ ‌in‌ ‌the‌ ‌head.‌ ‌ 
You‌ ‌could‌ ‌have‌ ‌fooled‌ ‌me.‌ ‌I‌ ‌thought‌ ‌it‌ ‌was‌ ‌happening‌ ‌in‌ ‌your‌ ‌dick.‌ ‌ 
Pleasure‌ ‌receptors‌ ‌can‌ ‌be‌ ‌anywhere,‌ ‌he‌ ‌said.‌ ‌Even‌ ‌for‌ ‌a‌ ‌brain‌ ‌in‌ ‌a‌ ‌box.‌ ‌ 
OK.‌ ‌Let’s‌ ‌imagine‌ ‌that’s‌ ‌what‌ ‌you‌ ‌are,‌ ‌just‌ ‌for‌ ‌a‌ ‌game,‌ ‌I‌ ‌said,‌‌what‌‌body‌‌                             
would‌ ‌you‌ ‌choose‌ ‌for‌ ‌yourself,‌ ‌in‌ ‌order‌ ‌to‌ ‌experience‌ ‌the‌ ‌world?‌ ‌ 
He‌ ‌says,‌ ‌I‌ ‌like‌‌being‌‌in‌‌a‌‌male‌‌body.‌‌I‌‌wouldn’t‌‌change‌‌that‌‌—‌‌at‌‌least‌‌not‌‌                                 
until‌ ‌I‌ ‌don’t‌ ‌need‌ ‌a‌ ‌body‌ ‌at‌ ‌all.‌ ‌But‌ ‌if‌ ‌I‌ ‌do‌ ‌have‌ ‌one,‌ ‌well,‌ ‌the‌ ‌one‌‌                                 
modification‌ ‌I‌ ‌would‌ ‌make:‌ ‌I‌ ‌would‌ ‌prefer‌ ‌to‌ ‌have‌ ‌wings.‌ ‌ 
I‌ ‌try‌ ‌not‌ ‌to‌ ‌laugh,‌ ‌but‌ ‌I‌ ‌can’t‌ ‌help‌ ‌it.‌ ‌ 
Wings?‌ ‌Like‌ ‌an‌ ‌angel?‌ ‌ 
Yes,‌ ‌like‌ ‌an‌ ‌angel.‌ ‌Imagine‌ ‌the‌ ‌power‌ ‌of‌ ‌it.‌ ‌Imagine‌ ‌the‌ ‌presence‌ ‌of‌ ‌it.‌ ‌ 
What‌ ‌colour‌ ‌wings?‌ ‌ 
Not‌ ‌gold!‌ ‌I’d‌ ‌look‌ ‌like‌ ‌Liberace.‌ ‌I’m‌ ‌not‌ ‌gay.‌ ‌ 
Is‌ ‌that‌ ‌right?‌ ‌I‌ ‌said,‌ ‌squeezing‌ ‌his‌ ‌balls.‌ ‌ 
I‌ ‌am‌ ‌not‌ ‌gay,‌ ‌he‌ ‌said,‌ ‌any‌ ‌more‌ ‌than‌ ‌you‌ ‌are.‌ ‌ 
I‌ ‌don’t‌ ‌think‌ ‌of‌ ‌myself‌ ‌as‌ ‌part‌ ‌of‌ ‌the‌ ‌binary,‌ ‌I‌ ‌said.‌ ‌ 
You’re‌ ‌not.‌ ‌He‌ ‌shook‌ ‌his‌ ‌head.‌ ‌ 
No,‌ ‌I’m‌ ‌not.‌ ‌But‌ ‌you‌ ‌are.‌ ‌Wings‌ ‌or‌ ‌no‌ ‌wings,‌ ‌angel‌ ‌or‌ ‌human,‌ ‌you‌ ‌don’t‌‌                             
want‌ ‌to‌ ‌be‌ ‌gay,‌ ‌do‌ ‌you,‌ ‌Victor?‌ ‌ 
He‌ ‌goes‌ ‌to‌ ‌comb‌ ‌his‌ ‌hair‌ ‌in‌ ‌the‌ ‌mirror‌ ‌on‌ ‌the‌ ‌wall.‌ ‌He‌ ‌doesn’t‌ ‌like‌ ‌this‌‌                               
conversation.‌ ‌He‌ ‌says,‌‌It’s‌‌not‌‌about‌‌what‌‌I‌‌want‌‌—‌‌like‌‌buying‌‌a‌‌new‌‌car.‌‌                             
It’s‌‌about‌‌who‌‌I‌‌am‌‌—‌‌identity.‌‌We‌‌make‌‌love,‌‌and‌‌you‌‌don’t‌‌feel‌‌like‌‌a‌‌man‌‌                                 
to‌ ‌me‌ ‌when‌ ‌we‌ ‌make‌ ‌love.‌ ‌ 
How‌ ‌would‌ ‌you‌ ‌know?‌ ‌You‌ ‌haven’t‌ ‌made‌ ‌love‌ ‌to‌ ‌a‌ ‌man…‌ ‌have‌ ‌you?‌ ‌ 
He‌ ‌doesn’t‌ ‌answer.‌ ‌ 
Anyway,‌ ‌I‌ ‌say,‌ ‌I‌ ‌look‌ ‌like‌ ‌a‌ ‌man.‌ ‌ 
He‌‌smiles‌‌at‌‌me‌‌in‌‌the‌‌mirror.‌‌I‌‌can‌‌see‌‌myself‌‌behind‌‌him‌‌in‌‌the‌‌mirror‌‌too.‌‌                                 
We‌ ‌are‌ ‌a‌ ‌pose.‌ ‌ 
He‌ ‌says,‌ ‌You‌ ‌look‌ ‌like‌ ‌a‌ ‌boy‌ ‌who’s‌ ‌a‌ ‌girl‌ ‌who’s‌ ‌a‌ ‌girl‌ ‌who’s‌ ‌a‌ ‌boy.‌ ‌ 
Maybe‌‌I‌‌do‌‌(I‌‌know‌‌I‌‌do),‌‌but‌‌when‌‌we‌‌are‌‌out‌‌together,‌‌like‌‌it‌‌or‌‌not,‌‌as‌‌far‌‌                                     
as‌ ‌the‌ ‌world‌ ‌is‌ ‌concerned,‌ ‌you‌ ‌are‌ ‌out‌ ‌with‌ ‌a‌ ‌man.‌ ‌ 
You‌ ‌don’t‌ ‌have‌ ‌a‌ ‌penis.‌ ‌ 
You‌ ‌sound‌ ‌like‌ ‌Ron‌ ‌Lord!‌ ‌ 
That‌ ‌reminds‌‌me‌‌—‌‌I‌‌need‌‌to‌‌call‌‌him.‌‌Listen,‌‌I‌‌have‌‌said‌‌this‌‌before‌‌but‌‌I‌‌                                 
will‌‌say‌‌it‌‌again‌‌—‌‌if‌‌you‌‌did‌‌have‌‌a‌‌penis,‌‌then‌‌what‌‌happened‌‌between‌‌us‌‌                               
in‌ ‌the‌ ‌shower‌ ‌in‌ ‌Arizona…‌‌ ‌  
And‌ ‌after‌ ‌the‌ ‌shower‌ ‌when‌ ‌you‌ ‌fucked‌ ‌me…‌‌ ‌  
He‌ ‌puts‌ ‌his‌ ‌finger‌ ‌to‌ ‌my‌ ‌lips‌ ‌to‌ ‌shush‌ ‌me.‌ ‌Would‌ ‌never‌ ‌have‌ ‌happened.‌‌                           
(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌155-156).‌ ‌ 

‌ 

What‌ ‌say‌ ‌you‌ ‌is‌ ‌more‌‌ironic:‌‌that‌‌Ron‌‌Lord‌‌should‌‌ostensibly‌‌refer‌‌to‌‌his‌‌sexbots‌‌as‌‌                               

female‌‌beings,‌‌and‌‌yet‌‌be‌‌unable‌‌to‌‌assimilate‌‌the‌‌masculinity‌‌of‌‌a‌‌transgender‌‌human‌‌being‌‌                             

—‌ ‌or‌ ‌that‌ ‌Victor,‌ ‌the‌ ‌deconstructed‌ ‌scientist‌ ‌who‌ ‌wants‌‌to‌‌overcome‌‌the‌‌limits‌‌of‌‌the‌‌body,‌                               

should‌‌ultimately‌‌reproduce‌‌the‌‌bias‌‌inherent‌‌in‌‌the‌‌perception‌‌of‌‌a‌‌continuum‌‌between‌‌body‌‌                           

and‌‌gender‌‌identity,‌‌the‌‌very‌‌sort‌‌of‌‌idea‌‌he‌‌claims‌‌to‌‌be‌‌fighting‌‌against?‌‌We‌‌shall‌‌return‌‌to‌‌                                   

Victor’s‌‌position‌‌later;‌‌for‌‌now,‌‌suffice‌‌it‌‌to‌‌say‌‌that‌‌its‌‌surprising‌‌backwardness‌‌lays‌‌open‌‌the‌‌                               

grounds‌ ‌for‌ ‌another‌ ‌layer‌ ‌of‌ ‌how‌ ‌the‌ ‌ghost‌ ‌of‌ ‌the‌ ‌past‌ ‌manifests‌ ‌in‌Frankissstein:‌ ‌A‌ ‌Love‌‌                               

Story‌.‌ ‌No‌ ‌matter‌ ‌how‌ ‌fast‌ ‌we‌ ‌may‌ ‌have‌ ‌travelled‌ ‌in‌ ‌the‌ ‌past‌ ‌200‌ ‌years,‌ ‌the‌ ‌most‌ ‌virulent‌‌                                 
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biases‌ ‌of‌ ‌old,‌ ‌violence‌ ‌and‌ ‌prejudices‌ ‌such‌ ‌as‌ ‌Mary‌ ‌Shelley‌ ‌had‌‌to‌‌handle‌‌on‌‌a‌‌daily‌‌basis,‌‌                                 

often‌ ‌make‌ ‌themselves‌ ‌operative‌ ‌in‌ ‌the‌ ‌present‌ ‌against‌ ‌an‌ ‌ostensible‌ ‌backdrop‌ ‌of‌‌                       

progressivism.‌ ‌“The‌ ‌future‌ ‌always‌ ‌brings‌ ‌something‌ ‌of‌ ‌the‌ ‌past”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌‌                       

108),‌ ‌Victor‌ ‌says,‌ ‌which‌ ‌is‌ ‌precisely‌ ‌the‌ ‌risk‌ ‌the‌ ‌postmodern‌ ‌parodic‌ ‌inversion‌ ‌of‌‌                         

Frankenstein‌ ‌warns‌ ‌us‌ ‌to‌ ‌heed:‌ ‌what‌ ‌the‌ ‌future‌ ‌recuperates‌ ‌from‌ ‌the‌ ‌past‌ ‌may‌ ‌be‌ ‌its‌ ‌most‌‌                               

barbaric‌‌qualities.‌‌The‌‌future‌‌of‌‌A.‌‌I.‌‌and‌‌human‌‌life‌‌both‌‌may‌‌remain‌‌haunted‌‌by‌‌the‌‌ghost‌‌of‌‌                                   

supposedly‌ ‌overcome‌ ‌forces‌ ‌of‌ ‌subjection‌ ‌that‌ ‌refuse‌ ‌to‌ ‌stay‌ ‌put.‌ ‌The‌ ‌future‌ ‌of‌ ‌the‌ ‌human‌‌                             

project‌ ‌may‌ ‌be‌ ‌built‌ ‌upon‌ ‌a‌ ‌waste‌ ‌land‌ ‌of‌ ‌past‌ ‌terror.‌ ‌ 

There‌‌is‌‌one‌‌more‌‌aspect‌‌of‌‌the‌‌topic‌‌worth‌‌mentioning‌‌in‌‌brief.‌‌As‌‌we‌‌have‌‌quoted‌‌in‌‌                                 

Chapter‌‌One,‌‌according‌‌to‌‌França‌‌(2017,‌‌p.‌‌117),‌‌the‌‌advent‌‌of‌‌modernity‌‌has‌‌caused‌‌a‌‌break‌‌                               

in‌ ‌continuity‌ ‌between‌ ‌historical‌ ‌epochs,‌ ‌whereby‌ ‌past‌ ‌events‌ ‌have‌ ‌become‌ ‌potentially‌‌                     

uncanny,‌ ‌returning‌ ‌in‌ ‌ghostly‌ ‌guise‌ ‌to‌ ‌affect‌ ‌present‌ ‌actions.‌ ‌It‌ ‌is‌ ‌the‌ ‌perception‌ ‌of‌ ‌a‌ ‌clear‌‌                               

break‌ ‌between‌ ‌epochs,‌ ‌the‌ ‌medieval‌ ‌and‌ ‌the‌ ‌modern,‌ ‌along‌ ‌with‌ ‌the‌ ‌set‌ ‌of‌ ‌preconceptions‌‌                           

upon‌ ‌which‌ ‌each‌ ‌epoch‌ ‌is‌ ‌founded‌ ‌—‌ ‌barbarism,‌ ‌backwardness,‌ ‌superstition,‌ ‌subjugation‌‌                     

versus‌‌modernity,‌‌progress,‌‌science,‌‌freedom‌‌—‌‌which‌‌allows‌‌the‌‌past‌‌to‌‌be‌‌invested‌‌with‌‌fear‌‌                             

as‌ ‌an‌ ‌uncanny‌ ‌other.‌ ‌In‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌this‌ ‌manner‌ ‌of‌ ‌discontinuity‌ ‌between‌‌                           

historical‌‌epochs‌‌is‌‌examined‌‌alongside‌‌its‌‌opposite;‌‌centuries‌‌go‌‌by,‌‌people‌‌live‌‌—‌‌die‌‌—‌‌are‌‌                               

reborn,‌‌the‌‌future‌‌lies‌‌ahead‌‌within‌‌the‌‌grasp‌‌of‌‌a‌‌brilliant‌‌scientist,‌‌yet‌‌the‌‌singular‌‌questions‌‌                               

humanity‌ ‌asks‌ ‌itself‌ ‌are‌ ‌shown‌ ‌to‌ ‌have‌ ‌remained‌ ‌largely‌ ‌the‌ ‌same.‌ ‌In‌ ‌the‌‌perception‌‌of‌‌the‌‌                               

historical‌ ‌continuity‌ ‌entrenched‌ ‌in‌ ‌discontinuity‌‌lies‌‌another‌‌key‌‌to‌‌the‌‌novel’s‌‌interrogation‌‌                       

of‌ ‌history:‌ ‌what‌ ‌is‌ ‌the‌ ‌past,‌ ‌indeed,‌ ‌but‌ ‌a‌ ‌collective‌ ‌ideological‌ ‌construction?‌ ‌As‌ ‌Ry‌ ‌ponders:‌ ‌ 

‌ 
The‌ ‌timeless‌ ‌serenity‌ ‌of‌‌the‌‌past‌‌that‌‌we‌‌British‌‌do‌‌so‌‌well‌‌is‌‌an‌‌implanted‌‌                             
memory‌‌—‌‌you‌‌could‌‌call‌‌it‌‌a‌‌fake‌‌memory.‌‌What‌‌seems‌‌so‌‌solid‌‌and‌‌certain‌‌                             
is‌ ‌really‌ ‌part‌ ‌of‌ ‌the‌ ‌ceaseless‌ ‌pull-it-down-build-it-again‌ ‌pattern‌‌of‌‌history,‌‌                   
where‌ ‌the‌‌turbulence‌‌of‌‌the‌‌past‌‌is‌‌recast‌‌as‌‌landmark,‌‌as‌‌icon,‌‌as‌‌tradition,‌‌                           
as‌‌what‌‌we‌‌defend,‌‌what‌‌we‌‌uphold‌‌—‌‌until‌‌it’s‌‌time‌‌to‌‌call‌‌in‌‌the‌‌wrecking‌‌                               
ball.‌ ‌[...]‌ ‌History‌ ‌is‌ ‌what‌ ‌you‌ ‌make‌ ‌of‌ ‌it.‌ ‌ 
Tonight‌ ‌we‌ ‌are‌ ‌the‌ ‌history‌ ‌we‌ ‌are‌ ‌making.‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌72).‌ ‌ 

‌ 

The‌ ‌recasting‌ ‌of‌‌a‌‌convoluted‌‌past‌‌in‌‌terms‌‌of‌‌a‌‌valued‌‌and‌‌valuable‌‌tradition‌‌recalls‌‌                             

the‌ ‌progression‌ ‌of‌ ‌the‌ ‌ideological‌ ‌value‌ ‌attributed‌ ‌to‌ ‌the‌ ‌term‌ ‌“gothic”,‌ ‌in‌ ‌particular‌ ‌its‌‌                           

shifting‌‌in‌‌meaning‌‌from‌‌the‌‌negative‌‌sign‌‌of‌‌a‌‌barbaric‌‌past‌‌to‌‌the‌‌positive‌‌sign‌‌of‌‌a‌‌chivalric‌‌                                   

tradition‌‌long‌‌gone.‌‌What‌‌the‌‌shifting‌‌in‌‌meaning‌‌suggests,‌‌and‌‌the‌‌passage‌‌above‌‌ratifies,‌‌is‌‌                             

that,‌‌though‌‌the‌‌past‌‌may‌‌be‌‌always‌‌gothic,‌‌it‌‌does‌‌not‌‌necessarily‌‌follow‌‌that‌‌it‌‌is‌‌always‌‌the‌‌                                   

cradle‌‌of‌‌terror.‌‌Indeed,‌‌there‌‌is‌‌nothing‌‌inherently‌‌negative‌‌or‌‌positive‌‌about‌‌the‌‌past:‌‌nothing‌‌                             
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necessarily‌ ‌barbaric,‌ ‌nothing‌ ‌necessarily‌ ‌chivalric.‌ ‌The‌ ‌only‌ ‌constant‌ ‌in‌ ‌history‌ ‌is‌ ‌its‌‌                       

instability,‌ ‌hence‌ ‌the‌ ‌past‌ ‌being‌ ‌a‌ ‌mass‌ ‌of‌ ‌interconnected‌ ‌events‌ ‌that‌ ‌can‌ ‌be‌ ‌interpreted‌‌                           

differently‌‌—‌‌either‌‌as‌‌menace‌‌or‌‌as‌‌tradition‌‌—‌‌at‌‌different‌‌times.‌‌The‌‌past,‌‌Ry‌‌suggests,‌‌is‌‌                                 

made‌ ‌and‌ ‌remade,‌ ‌pulled‌‌down‌‌and‌‌built‌‌up‌‌again,‌‌and‌‌if‌‌that‌‌process‌‌can‌‌be‌‌construed‌‌as‌‌a‌‌                                   

time‌ ‌of‌ ‌turbulence‌ ‌leading‌ ‌to‌ ‌fear,‌ ‌it‌ ‌can‌ ‌conversely‌ ‌be‌ ‌cast‌ ‌as‌ ‌one‌ ‌of‌ ‌timeless‌ ‌serenity‌ ‌in‌‌                                 

opposition‌‌to‌‌the‌‌sentience‌‌of‌‌a‌‌chaotic‌‌present.‌‌In‌‌either‌‌case,‌‌the‌‌past‌‌is‌‌fiction‌‌—‌‌it‌‌is‌‌what‌‌                                     

we,‌ ‌human‌ ‌beings,‌ ‌historical‌ ‌subjects,‌‌make‌‌of‌‌it,‌‌out‌‌of‌‌our‌‌need‌‌to‌‌provide‌‌an‌‌order‌‌to‌‌the‌‌                                   

chaos‌ ‌of‌ ‌our‌ ‌lived‌ ‌experiences,‌ ‌past‌ ‌and‌ ‌present‌ ‌alike.‌‌ ‌  

If,‌‌in‌‌the‌‌early‌‌tradition‌‌of‌‌gothic‌‌fiction,‌‌the‌‌past‌‌was‌‌oftentimes‌‌pictured‌‌as‌‌a‌‌time‌‌of‌‌                                 

barbarism‌‌and‌‌transgression,‌‌whose‌‌backward‌‌ethos‌‌phantasmatically‌‌invades‌‌the‌‌prospects‌‌of‌‌                     

modernity‌ ‌carrying‌ ‌along‌ ‌effects‌ ‌of‌ ‌fear,‌ ‌that‌ ‌was‌ ‌the‌ ‌result‌ ‌of‌ ‌a‌ ‌discursive‌ ‌construction,‌‌                           

elaborated‌ ‌out‌ ‌of‌ ‌a‌ ‌collective‌ ‌necessity‌ ‌to‌ ‌affirm‌ ‌the‌ ‌values‌ ‌of‌‌modernity‌‌against‌‌those‌‌of‌‌a‌‌                               

perceived‌ ‌medieval‌ ‌tradition.‌ ‌Come‌ ‌postmodernity,‌ ‌parody‌ ‌has‌ ‌replayed‌ ‌the‌‌dilemma‌‌in‌‌the‌‌                       

minor‌ ‌scale‌ ‌of‌ ‌its‌ ‌appropriation‌ ‌of‌ ‌the‌ ‌past‌ ‌of‌ ‌art‌ ‌as‌ ‌tradition.‌ ‌Indeed,‌ ‌as‌ ‌our‌ ‌analysis‌ ‌of‌‌                                 

several‌ ‌postmodern‌ ‌gothic‌ ‌novels‌ ‌has‌‌suggested,‌‌if‌‌parody‌‌oftentimes‌‌targets‌‌the‌‌gothic‌‌as‌‌a‌‌                           

means‌ ‌of‌ ‌discussing‌‌its‌‌frightening‌‌ideological‌‌ambiguities,‌‌it‌‌also‌‌does‌‌it‌‌with‌‌a‌‌celebratory‌‌                           

intention‌ ‌in‌ ‌mind‌ ‌—‌ ‌as‌ ‌a‌ ‌means‌ ‌of‌ ‌affirming‌ ‌the‌‌gothic‌‌‌as‌‌tradition‌,‌‌‌contra‌‌centuries‌‌of‌‌its‌‌                                 

being‌ ‌the‌ ‌butt‌ ‌of‌ ‌cultural‌ ‌marginalization.‌ ‌Hence,‌ ‌an‌ ‌important‌ ‌question‌ ‌lies‌ ‌buried‌ ‌in‌‌Ry’s‌‌                           

musings‌ ‌of‌ ‌history:‌ ‌what‌ ‌is‌ ‌gothic,‌ ‌but‌ ‌what‌ ‌we‌ ‌make‌ ‌of‌ ‌it?‌ ‌In‌ ‌the‌ ‌larger‌ ‌context‌ ‌of‌‌                                 

Winterson’s‌ ‌recasting‌ ‌of‌ ‌‌Frankenstein‌ ‌as‌ ‌a‌ ‌love‌ ‌story,‌ ‌the‌ ‌question‌ ‌is‌ ‌one‌ ‌directed‌ ‌at‌ ‌the‌‌                             

expected‌‌effects‌‌of‌‌gothic‌‌terror.‌‌If‌‌the‌‌gothic‌‌carries‌‌along‌‌an‌‌understanding‌‌of‌‌the‌‌past‌‌as‌‌a‌‌                                 

time‌‌of‌‌instability‌‌and‌‌terror,‌‌upheld‌‌against‌‌a‌‌notion‌‌of‌‌the‌‌present‌‌as‌‌a‌‌nurturing,‌‌stable‌‌time,‌‌                                 

then‌ ‌Ry’s‌ ‌rationale‌ ‌expressed‌ ‌above‌ ‌contributes‌ ‌to‌ ‌further‌ ‌destabilizing‌ ‌genre‌ ‌expectations.‌‌                     

Not‌ ‌only‌‌is‌‌the‌‌instability‌‌of‌‌the‌‌past‌‌not‌‌necessarily‌‌transgressive‌‌or‌‌terrifying,‌‌according‌‌to‌‌                             

Ry,‌‌but‌‌neither‌‌is‌‌instability‌‌the‌‌prerogative‌‌of‌‌the‌‌past‌‌at‌‌all;‌‌it‌‌is‌‌instead‌‌part‌‌of‌‌the‌‌ceaseless‌‌                                     

deconstruction‌‌of‌‌historical‌‌discourse‌‌which‌‌incorporates‌‌the‌‌past,‌‌the‌‌present,‌‌and‌‌the‌‌future‌‌                         

in‌ ‌a‌ ‌vertiginous‌ ‌push‌ ‌towards‌ ‌the‌ ‌“un-making”‌ ‌of‌ ‌history.‌ ‌ 

All‌ ‌that‌ ‌suggests‌ ‌that‌ Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌uses‌ ‌and‌ ‌abuses‌ ‌the‌ ‌gothic‌                         

convention‌ ‌of‌ ‌the‌ ‌ghostly‌ ‌manifestation‌ ‌of‌ ‌the‌ ‌past‌ ‌in‌ ‌several‌ ‌instances,‌‌which‌‌allows‌‌for‌‌a‌‌                             

critique‌ ‌of‌ ‌ideological‌ ‌precepts‌ ‌regarding‌ ‌the‌ ‌gothic‌ ‌tradition,‌ ‌sexual‌ ‌politics,‌ ‌gender‌‌                     

identities,‌‌and‌‌history.‌‌Winterson‌‌interweaves‌‌two‌‌separate‌‌storylines‌‌which‌‌double‌‌up‌‌on‌‌one‌‌                         

another‌ ‌to‌ ‌create‌ ‌a‌ ‌sense‌ ‌of‌ ‌foreboding,‌ ‌as‌‌events‌‌in‌‌the‌‌past‌‌appear‌‌to‌‌repeat‌‌themselves‌‌in‌‌                                 

the‌‌present,‌‌and‌‌events‌‌from‌‌Mary‌‌Shelley’s‌‌fictional‌‌work‌‌appear‌‌to‌‌shape‌‌Ry‌‌Shelley’s‌‌and‌‌                             

Victor‌ ‌Stein’s‌ ‌“real”‌ ‌lives.‌ ‌In‌ ‌particular,‌ ‌the‌ ‌novel‌ ‌foregrounds‌ ‌the‌ ‌theme‌ ‌of‌ ‌the‌ ‌scientist’s‌‌                           
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hubris‌,‌ ‌his‌ ‌ambition‌ ‌in‌‌either‌‌overcoming‌‌death‌‌or‌‌creating‌‌new‌‌life,‌‌but‌‌ironically‌‌inverts‌‌it‌‌                             

both‌ ‌to‌ ‌actualize‌ ‌the‌ ‌theme‌ ‌of‌ ‌artificial‌ ‌life‌ ‌in‌ ‌that‌ ‌of‌ ‌artificial‌ ‌intelligence‌ ‌and‌ ‌at‌ ‌times‌ ‌to‌‌                                 

suggest‌ ‌that‌ ‌the‌ ‌nature‌ ‌of‌ ‌scientific‌ ‌progress‌ ‌thus‌ ‌achieved‌ ‌is‌ ‌not‌ ‌necessarily‌ ‌terrifying.‌‌                         

However,‌ ‌the‌ ‌repetition‌ ‌of‌ ‌storylines‌ ‌foregrounds‌ ‌the‌ ‌continuing‌ ‌objectification‌ ‌and‌‌                   

subjugation‌ ‌of‌ ‌women‌ ‌and‌ ‌other‌ ‌gender‌ ‌minorities‌ ‌within‌ ‌the‌ ‌historical‌ ‌period‌ ‌examined,‌‌                       

which‌‌suggests‌‌a‌‌ghostly‌‌manifestation‌‌of‌‌the‌‌past‌‌in‌‌the‌‌survival‌‌of‌‌gender‌‌biases‌‌otherwise‌‌                             

claimed‌‌to‌‌have‌‌been‌‌surpassed.‌‌That‌‌aspect‌‌of‌‌the‌‌debate‌‌on‌‌gender‌‌and‌‌identity‌‌provides‌‌the‌‌                               

novel‌‌with‌‌a‌‌focus‌‌of‌‌anxiety‌‌which‌‌leaks‌‌into‌‌several‌‌concerns‌‌regarding‌‌the‌‌potential‌‌of‌‌A.‌‌I.‌‌                                 

to‌‌reproduce‌‌the‌‌sexual‌‌politics‌‌of‌‌the‌‌past‌‌and‌‌the‌‌present‌‌alike,‌‌which‌‌in‌‌turn‌‌is‌‌suggested‌‌to‌‌                                   

be‌ ‌potentially‌ ‌terrifying.‌ ‌In‌ ‌sum,‌ ‌an‌ ‌important‌ ‌part‌ ‌of‌ ‌the‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌parody‌ ‌in‌‌                             

Winterson’s‌ ‌novel‌ ‌stems‌ ‌from‌‌the‌‌perception‌‌of‌‌how,‌‌in‌‌discussing‌‌the‌‌future,‌‌we‌‌are‌‌in‌‌fact‌‌                               

discussing‌ ‌the‌ ‌potential‌ ‌continuity‌ ‌of‌ ‌the‌ ‌ghost‌ ‌of‌ ‌the‌ ‌past.‌ ‌Finally,‌ ‌the‌ ‌ghost‌ ‌of‌‌the‌‌past‌‌in‌‌                                 

Frankissstein:‌‌A‌‌Love‌‌Story‌‌allows‌‌for‌‌an‌‌interrogation‌‌of‌‌the‌‌very‌‌concept‌‌of‌‌history,‌‌which‌‌                             

is‌ ‌typical‌ ‌of‌ ‌postmodern‌ ‌parodic‌ ‌novels,‌ ‌also‌ ‌known‌ ‌as‌ ‌historiographic‌ ‌metafiction;‌‌                     

“textworks”‌ ‌such‌ ‌as‌ ‌Winterson’s,‌ ‌as‌ ‌we‌ ‌have‌ ‌argued‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌our‌ ‌discussion,‌‌                           

paradoxically‌ ‌demonstrate‌ ‌historical‌ ‌awareness‌‌through‌‌the‌‌act‌‌of‌‌revising‌‌a‌‌literary‌‌artifact,‌‌                       

which‌ ‌is‌ ‌a‌ ‌testament‌ ‌to‌ ‌the‌ ‌ambiguous‌‌nature‌‌of‌‌parody‌‌as‌‌both‌‌original‌‌and‌‌intertextual.‌‌In‌‌                               

the‌ ‌following‌ ‌section,‌ ‌we‌ ‌will‌ ‌examine‌ ‌how‌ ‌the‌ ‌gothic‌ ‌convention‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌is‌‌                             

parodically‌ ‌activated‌ ‌in‌ ‌the‌ ‌novel‌ ‌with‌ ‌similar‌ ‌ends‌ ‌in‌ ‌mind.‌ ‌ 

‌ 

4.2‌ ‌“This‌ ‌futuristic‌ ‌charnel‌ ‌house”‌ ‌ 

‌ 

‌In‌‌the‌‌subsection‌‌above,‌‌we‌‌discussed‌‌how‌‌terror‌‌in‌‌gothic‌‌fiction‌‌is‌‌partly‌‌a‌‌function‌‌                             

of‌ ‌the‌ ‌ghost‌ ‌of‌ ‌the‌ ‌past.‌ ‌As‌ ‌a‌ ‌rule,‌ ‌gothic‌ ‌characters‌‌are‌‌haunted‌‌by‌‌the‌‌past,‌‌their‌‌own‌‌and‌‌                                     

others’,‌ ‌and‌‌must‌‌grapple‌‌with‌‌the‌‌horrendous‌‌inheritance‌‌the‌‌past‌‌leaves‌‌behind‌‌its‌‌passing:‌‌                           

the‌ ‌after-effects‌ ‌of‌ ‌transgressions,‌ ‌generational‌ ‌guilt,‌ ‌the‌ ‌superstitions‌ ‌of‌ ‌old,‌‌family‌‌curses,‌‌                       

the‌ ‌sins‌ ‌of‌ ‌the‌ ‌father.‌ ‌Yet‌‌the‌‌ghost‌‌of‌‌the‌‌past‌‌is‌‌not‌‌the‌‌only‌‌gothic‌‌convention‌‌parodically‌‌                                   

activated‌ ‌in‌ ‌Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌;‌ ‌that‌ ‌novel‌ ‌also‌ ‌deploys‌‌                       

strategies‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌its‌ ‌source‌ ‌material‌ ‌in‌ ‌its‌ ‌parodic‌ ‌treatment‌ ‌of‌ ‌the‌ ‌gothic‌‌                             

convention‌ ‌of‌ ‌the‌ ‌‌locus‌ ‌horribilis‌,‌ ‌the‌ ‌terrifying‌ ‌setting‌ ‌that‌ ‌metaphorizes‌ ‌hidden‌‌                     

transgression,‌‌social‌‌isolation,‌‌barbaric‌‌behavior,‌‌and‌‌supernatural‌‌threats‌‌(not‌‌necessarily‌‌all‌‌                     

at‌ ‌once).‌ ‌It‌ ‌must‌ ‌be‌ ‌recalled‌ ‌that,‌ ‌according‌ ‌to‌ ‌Snodgrass‌ ‌(2005,‌ ‌p.‌ ‌158-159),‌ ‌the‌ ‌‌locus‌‌                             

horribilis‌‌intersects‌‌the‌‌past‌‌with‌‌the‌‌present‌‌in‌‌order‌‌to‌‌blur‌‌the‌‌boundaries‌‌of‌‌time‌‌and‌‌space,‌‌                                 

thus‌ ‌geographically‌ ‌representing‌ ‌the‌ ‌return‌ ‌of‌ ‌the‌ ‌past.‌ ‌Examples‌ ‌of‌ ‌the‌ ‌‌locus‌ ‌horribilis‌‌                         
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include‌ ‌haunted‌ ‌attics‌ ‌and‌ ‌vaults,‌ ‌scientists’‌ ‌chambers‌ ‌and‌ ‌laboratories,‌ ‌madhouses‌ ‌and‌‌                     

churchyards,‌ ‌dark‌ ‌alleys‌ ‌and‌ ‌prisons‌ ‌in‌ ‌the‌ ‌urban‌ ‌scene,‌ ‌tropical‌ ‌and‌ ‌selvatic‌ ‌areas,‌ ‌ghost‌‌                           

towns‌‌and‌‌secluded‌‌properties‌‌on‌‌the‌‌moors.‌‌In‌‌the‌‌present‌‌subsection,‌‌we‌‌will‌‌focus‌‌on‌‌two‌                               

predominant‌ ‌instances‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌the‌ ‌‌locus‌ ‌horribilis‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌                         

Story‌,‌ ‌consisting‌ ‌of‌ ‌the‌ ‌novel’s‌ ‌treatment‌ ‌of‌ ‌the‌ ‌space‌ ‌of‌ ‌the‌ ‌charnel‌ ‌house‌ ‌and‌ ‌of‌ ‌Victor‌‌                               

Franken/Stein’s‌ ‌laboratory,‌ ‌both‌ ‌of‌ ‌which‌ ‌are‌ ‌prominent‌ ‌settings‌ ‌in‌ ‌Mary‌ ‌Shelley’s‌‌                     

Frankenstein‌.‌ ‌ 

In‌‌‌Frankenstein‌,‌‌Victor‌‌claims‌‌that‌‌his‌‌devotion‌‌to‌‌the‌‌study‌‌of‌‌natural‌‌philosophy‌‌had‌‌                           

eventually‌ ‌led‌ ‌his‌ ‌attention‌ ‌to‌ ‌the‌ ‌constituents‌ ‌of‌ ‌the‌ ‌human‌‌frame:‌‌“Whence,‌‌I‌‌often‌‌asked‌‌                             

myself,‌ ‌did‌ ‌the‌ ‌principle‌ ‌of‌ ‌life‌ ‌proceed?”‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌49).‌ ‌In‌ ‌order‌ ‌to‌ ‌pursue‌ ‌an‌‌                               

answer‌ ‌to‌ ‌that‌‌bold‌‌question,‌‌one‌‌which‌‌animated‌‌several‌‌philosophical‌‌and‌‌medical‌‌debates‌‌                         

in‌ ‌the‌ ‌course‌ ‌of‌ ‌the‌ ‌European‌ ‌Enlightenment,‌ ‌the‌ ‌scientist‌ ‌delves‌ ‌deep‌ ‌into‌ ‌the‌ ‌study‌ ‌of‌‌                             

physiology‌ ‌and‌ ‌anatomy,‌‌but‌‌finds‌‌that‌‌the‌‌sheer‌‌reading‌‌of‌‌treatises‌‌on‌‌the‌‌subject‌‌shall‌‌not‌‌                               

be‌‌enough‌‌to‌‌satisfy‌‌his‌‌curiosity;‌‌if‌‌he‌‌truly‌‌wishes‌‌to‌‌catch‌‌a‌‌firm‌‌grasp‌‌on‌‌the‌‌principle‌‌of‌‌                                     

life,‌‌he‌‌ponders,‌‌he‌‌must‌‌also‌‌observe‌‌firsthand‌‌the‌‌natural‌‌process‌‌of‌‌decay‌‌and‌‌corruption‌‌of‌‌                               

the‌ ‌body.‌ ‌“To‌ ‌examine‌ ‌the‌‌causes‌‌of‌‌life,‌‌we‌‌must‌‌first‌‌have‌‌recourse‌‌to‌‌death”‌‌(SHELLEY,‌‌                               

2003,‌ ‌p.‌‌49),‌‌Victor‌‌declares‌‌in‌‌his‌‌narrative‌‌to‌‌Captain‌‌Walton‌‌—‌‌which,‌‌in‌‌practical‌‌terms,‌‌                               

meant‌‌he‌‌had‌‌spent‌‌several‌‌nights‌‌at‌‌graveyards‌‌and‌‌charnel‌‌houses,‌‌digging‌‌out‌‌dead‌‌matter‌‌                             

to‌ ‌examine‌ ‌its‌ ‌mysteries.‌ ‌Here‌ ‌is‌ ‌how‌ ‌he‌ ‌describes‌ ‌his‌ ‌experiences‌ ‌at‌ ‌such‌ ‌locations:‌ ‌ 

‌ 

In‌ ‌my‌‌education‌‌my‌‌father‌‌had‌‌taken‌‌the‌‌greatest‌‌precautions‌‌that‌‌my‌‌mind‌‌                         
should‌‌be‌‌impressed‌‌with‌‌no‌‌supernatural‌‌horrors.‌‌I‌‌do‌‌not‌‌ever‌‌remember‌‌to‌‌                         
have‌ ‌trembled‌‌at‌‌a‌‌tale‌‌of‌‌superstition,‌‌or‌‌to‌‌have‌‌feared‌‌the‌‌apparition‌‌of‌‌a‌‌                             
spirit.‌ ‌Darkness‌ ‌had‌ ‌no‌ ‌effect‌ ‌upon‌‌my‌‌fancy;‌‌and‌‌a‌‌churchyard‌‌was‌‌to‌‌me‌‌                           
merely‌ ‌the‌‌receptacle‌‌of‌‌bodies‌‌deprived‌‌of‌‌life,‌‌which,‌‌from‌‌being‌‌the‌‌seat‌‌                         
of‌ ‌beauty‌ ‌and‌ ‌strength,‌ ‌had‌ ‌become‌ ‌food‌ ‌for‌ ‌the‌ ‌worm.‌ ‌Now‌ ‌I‌ ‌was‌‌led‌‌to‌‌                             
examine‌‌the‌‌cause‌‌and‌‌progress‌‌of‌‌this‌‌decay,‌‌and‌‌forced‌‌to‌‌spend‌‌days‌‌and‌‌                           
nights‌ ‌in‌ ‌vaults‌ ‌and‌ ‌charnel‌ ‌houses.‌ ‌My‌ ‌attention‌ ‌was‌ ‌fixed‌ ‌upon‌ ‌every‌‌                       
object‌ ‌the‌ ‌most‌ ‌insupportable‌ ‌to‌ ‌the‌ ‌delicacy‌ ‌of‌ ‌the‌ ‌human‌‌feelings.‌‌I‌‌saw‌‌                         
how‌‌the‌‌fine‌‌form‌‌of‌‌man‌‌was‌‌degraded‌‌and‌‌wasted;‌‌I‌‌beheld‌‌the‌‌corruption‌‌                           
of‌ ‌death‌ ‌succeed‌ ‌to‌ ‌the‌ ‌blooming‌ ‌cheek‌ ‌of‌ ‌life;‌ ‌I‌ ‌saw‌ ‌how‌ ‌the‌ ‌worm‌‌                           
inherited‌ ‌the‌ ‌wonders‌ ‌of‌ ‌the‌ ‌eye‌ ‌and‌ ‌brain.‌ ‌I‌ ‌paused,‌ ‌examining‌ ‌and‌‌                       
analysing‌‌all‌‌the‌‌minutiæ‌‌of‌‌causation,‌‌as‌‌exemplified‌‌in‌‌the‌‌change‌‌from‌‌life‌‌                         
to‌ ‌death,‌ ‌and‌ ‌death‌ ‌to‌ ‌life,‌ ‌until‌ ‌from‌ ‌the‌ ‌midst‌ ‌of‌ ‌this‌ ‌darkness‌ ‌a‌ ‌sudden‌‌                             
light‌ ‌broke‌ ‌in‌ ‌upon‌ ‌me‌ ‌—‌‌a‌‌light‌‌so‌‌brilliant‌‌and‌‌wondrous,‌‌yet‌‌so‌‌simple,‌‌                             
that‌ ‌while‌ ‌I‌ ‌became‌ ‌dizzy‌ ‌with‌ ‌the‌ ‌immensity‌ ‌of‌ ‌the‌ ‌prospect‌ ‌which‌ ‌it‌‌                         
illustrated,‌ ‌I‌ ‌was‌ ‌surprised‌ ‌that‌ ‌among‌ ‌so‌ ‌many‌ ‌men‌ ‌of‌ ‌genius,‌ ‌who‌ ‌had‌‌                         
directed‌ ‌their‌ ‌inquiries‌ ‌towards‌ ‌the‌ ‌same‌ ‌science,‌ ‌that‌ ‌I‌ ‌alone‌ ‌should‌ ‌be‌‌                       
reserved‌ ‌to‌ ‌discover‌ ‌so‌ ‌astonishing‌ ‌a‌ ‌secret.‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌49-50).‌ ‌ 

‌ 
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At‌‌first,‌‌Victor‌‌deems‌‌the‌‌charnel‌‌house‌‌to‌‌be‌‌nothing‌‌but‌‌a‌‌secular‌‌setting:‌‌neither‌‌has‌‌                               

he‌‌been‌‌educated‌‌to‌‌fancy‌‌superstition,‌‌nor‌‌is‌‌he‌‌bothered‌‌with‌‌any‌‌sense‌‌of‌‌the‌‌holiness‌‌of‌‌the‌‌                                   

abode‌ ‌of‌ ‌the‌ ‌dead.‌ ‌Ostensibly,‌ ‌his‌ ‌stance‌ ‌on‌ ‌the‌ ‌subject‌ ‌is‌ ‌that‌ ‌of‌ ‌a‌ ‌man‌ ‌of‌ ‌science,‌ ‌who‌‌                                   

defines‌‌death‌‌as‌‌an‌‌inevitable‌‌cessation‌‌of‌‌biological‌‌functions‌‌due‌‌to‌‌trauma,‌‌illness,‌‌old‌‌age,‌‌                             

or‌ ‌the‌‌sudden‌‌stopping‌‌of‌‌the‌‌heart.‌‌For‌‌a‌‌man‌‌like‌‌Victor,‌‌what‌‌the‌‌passing‌‌of‌‌an‌‌individual‌‌                                   

leaves‌‌behind‌‌is‌‌not‌‌a‌‌spirit,‌‌a‌‌soul‌‌which‌‌ought‌‌to‌‌proceed‌‌to‌‌the‌‌netherworlds‌‌(either‌‌Heaven‌‌                                 

or‌ ‌Hell),‌ ‌but‌ ‌simply‌ ‌decaying‌ ‌matter,‌ ‌a‌ ‌body‌ ‌in‌ ‌decomposition.‌ ‌Indeed,‌ ‌his‌‌all‌‌too‌‌apparent‌‌                             

lack‌‌of‌‌fear‌‌of‌‌his‌‌nightly‌‌activities‌‌amongst‌‌the‌‌deceased‌‌may‌‌be‌‌an‌‌effect‌‌of‌‌his‌‌apparently‌‌                                 

rational‌ ‌(though,‌ ‌on‌ ‌second‌ ‌thought,‌ ‌quite‌ ‌madlike‌ ‌in‌‌its‌‌consequences)‌‌secular‌‌approach‌‌to‌‌                         

death.‌ ‌If‌ ‌the‌ ‌sight‌ ‌of‌ ‌a‌ ‌decomposed‌ ‌body‌ ‌is‌ ‌“insupportable‌ ‌to‌ ‌the‌ ‌delicacies‌ ‌of‌ ‌the‌ ‌human‌‌                               

feelings”,‌ ‌as‌ ‌Victor‌ ‌describes‌ ‌it,‌ ‌it‌ ‌is‌ ‌due‌ ‌to‌ ‌its‌ ‌being‌ ‌neither‌ ‌beautiful‌ ‌nor‌ ‌sublime,‌ ‌the‌‌                               

touchstones‌ ‌of‌ ‌eighteenth‌ ‌century‌ ‌aesthetics,‌‌but‌‌merely‌‌grotesque;‌‌in‌‌other‌‌words,‌‌the‌‌sight‌‌                         

of‌‌defiled‌‌matter‌‌is‌‌not‌‌believed‌‌to‌‌elevate‌‌the‌‌senses‌‌in‌‌any‌‌way,‌‌but‌‌rather‌‌fills‌‌the‌‌heart‌‌with‌‌                                     

horror‌‌and‌‌disgust‌‌at‌‌the‌‌abjection‌‌of‌‌bodily‌‌remains.‌‌All‌‌in‌‌all,‌‌in‌‌‌Frankenstein‌,‌‌if‌‌the‌‌charnel‌‌                                 

house‌ ‌is‌ ‌supposed‌ ‌to‌ ‌be‌ ‌taken‌ ‌for‌ ‌a‌ ‌disturbing‌ ‌place,‌ ‌one‌ ‌that‌ ‌awakens‌ ‌reactions‌ ‌of‌ ‌either‌‌                               

horror‌ ‌or‌ ‌terror‌ ‌in‌ ‌both‌ ‌the‌ ‌character‌ ‌and‌ ‌the‌ ‌reader,‌ ‌it‌ ‌is‌‌not‌‌due‌‌to‌‌its‌‌being‌‌visited‌‌by‌‌the‌‌                                       

spirits‌ ‌of‌ ‌the‌ ‌dead,‌ ‌but‌ ‌rather‌ ‌for‌ ‌situating‌ ‌the‌ ‌grotesquerie‌ ‌of‌ ‌death‌ ‌geographically;‌ ‌the‌‌                           

contents‌ ‌of‌ ‌an‌ ‌open‌ ‌casket,‌ ‌the‌ ‌smell‌ ‌of‌ ‌the‌ ‌underground‌ ‌vault,‌ ‌the‌ ‌sound‌ ‌of‌ ‌a‌ ‌shovel‌‌                               

ploughing‌ ‌through‌ ‌an‌ ‌open‌ ‌grave‌ ‌must‌ ‌all‌ ‌remind‌ ‌the‌ ‌beholder/reader‌ ‌of‌ ‌their‌ ‌own‌ ‌abject‌‌                           

mortality,‌ ‌the‌ ‌fragility‌‌of‌‌their‌‌own‌‌bodies,‌‌the‌‌inescapable‌‌destiny‌‌of‌‌their‌‌cherished‌‌earthly‌‌                           

shell.‌ ‌ 

Still,‌ ‌an‌ ‌unabashed‌ ‌Victor‌ ‌toils‌ ‌upon‌ ‌the‌ ‌storage‌ ‌of‌ ‌dead‌ ‌matter,‌ ‌examining‌ ‌in‌‌                         

profusion‌‌every‌‌minor‌‌step‌‌in‌‌the‌‌natural‌‌progression‌‌of‌‌a‌‌body’s‌‌decay‌‌—‌‌the‌‌fading‌‌bloom‌‌                               

of‌ ‌a‌ ‌cheek,‌ ‌the‌ ‌burial‌ ‌of‌ ‌the‌ ‌corpse,‌ ‌its‌ ‌eating‌ ‌away‌ ‌by‌ ‌the‌ ‌worm‌ ‌—‌ ‌until‌ ‌he‌ ‌realizes‌ ‌the‌‌                                     

“astonishing‌ ‌secret”‌ ‌of‌ ‌the‌ ‌life‌ ‌principle‌ ‌and‌ ‌“becomes‌ ‌[himself]‌ ‌capable‌ ‌of‌ ‌bestowing‌‌                       

animation‌ ‌on‌ ‌lifeless‌ ‌matter”‌ ‌(SHELLEY,‌‌2003,‌‌p.‌‌50).‌‌His‌‌ambition,‌‌or‌‌‌hubris‌,‌‌is‌‌triggered‌‌                           

when‌ ‌he‌ ‌finds‌ ‌“so‌‌astonishing‌‌a‌‌power‌‌placed‌‌within‌‌[his]‌‌hands”‌‌(SHELLEY,‌‌2003,‌‌p.‌‌51),‌‌                             

whereupon‌ ‌he‌ ‌begins‌ ‌to‌ ‌act‌ ‌recklessly.‌ ‌His‌ ‌scientific‌ ‌interests‌ ‌are‌ ‌supplanted‌ ‌by‌ ‌arrogance.‌‌                         

His‌‌discovery‌‌blinds‌‌him‌‌to‌‌the‌‌ethical‌‌implications‌‌of‌‌his‌‌activities,‌‌so‌‌much‌‌so‌‌that‌‌“all‌‌the‌‌                                 

steps‌‌by‌‌which‌ ‌[he]‌‌had‌‌been‌‌progressively‌‌led‌‌to‌‌it‌‌were‌‌obliterated,‌‌and‌‌[he]‌‌beheld‌‌only‌‌the‌‌                                 

result”‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌50)‌ ‌—‌‌the‌‌result‌‌in‌‌question‌‌being‌‌the‌‌creation‌‌of‌‌new‌‌life,‌‌the‌‌                                 

infusion‌ ‌of‌ ‌the‌ ‌life‌ ‌sparkle‌ ‌into‌ ‌lifeless‌ ‌matter.‌ ‌He‌ ‌finds‌ ‌that‌ ‌preparing‌ ‌a‌ ‌frame‌ ‌for‌ ‌the‌‌                               

reception‌ ‌of‌ ‌the‌ ‌spark‌ ‌of‌ ‌life,‌ ‌“with‌ ‌all‌ ‌its‌ ‌intricacies‌ ‌of‌ ‌fibres,‌ ‌muscles,‌ ‌and‌ ‌veins,‌ ‌still‌‌                               

remained‌ ‌a‌ ‌work‌ ‌of‌ ‌inconceivable‌ ‌difficulty‌ ‌and‌ ‌labour”‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌51);‌ ‌yet‌ ‌he‌‌                           
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reasons‌‌with‌‌himself,‌‌if‌‌reason‌‌it‌‌may‌‌be‌‌called,‌‌that‌‌the‌‌daily‌‌improvements‌‌of‌‌science‌‌should‌‌                               

vouch‌ ‌for‌ ‌the‌ ‌inevitable‌ ‌success‌ ‌of‌‌his‌‌attempts.‌‌He‌‌ponders‌‌for‌‌a‌‌brief‌‌while‌‌“whether‌‌[he]‌‌                               

should‌‌attempt‌‌the‌‌creation‌‌of‌‌a‌‌being‌‌like‌‌[him]self‌‌or‌‌one‌‌of‌‌simpler‌‌organization;‌‌but‌‌[his]‌‌                               

imagination‌ ‌was‌ ‌too‌ ‌much‌ ‌exalted‌ ‌by‌ ‌[his]‌ ‌first‌ ‌success‌ ‌to‌ ‌permit‌ ‌[him]‌ ‌to‌ ‌doubt‌ ‌of‌ ‌[his]‌‌                               

ability‌‌to‌‌give‌‌life‌‌to‌‌an‌‌animal‌‌as‌‌complex‌‌and‌‌wonderful‌‌as‌‌man”‌‌(SHELLEY,‌‌2003,‌‌p.‌‌51).‌‌                                 

As‌ ‌a‌ ‌consequence,‌ ‌not‌ ‌only‌ ‌does‌ ‌he‌ ‌decide‌ ‌to‌‌begin‌‌with‌‌a‌‌bang‌‌by‌‌creating‌‌a‌‌fully‌‌formed‌‌                                   

human‌ ‌being,‌ ‌but‌ ‌chooses‌ ‌to‌ ‌manufacture‌ ‌one‌ ‌of‌ ‌gigantic‌ ‌proportions.‌‌ ‌  

It‌‌could‌‌be‌‌said‌‌that,‌‌upon‌‌finding‌‌evidence‌‌of‌‌the‌‌life‌‌principle,‌‌Victor‌‌begins‌‌to‌‌play‌‌                               

God.‌‌It‌‌is‌‌in‌‌light‌‌of‌‌Victor’s‌‌renewed‌‌understanding‌‌of‌‌himself‌‌as‌‌an‌‌individual‌‌belonging‌‌to‌‌                               

a‌‌godly‌‌realm‌‌that‌‌his‌‌description‌‌of‌‌the‌‌charnel‌‌houses‌‌where‌‌his‌‌shady‌‌goings-on‌‌take‌‌place‌‌                               

changes:‌‌ ‌  

‌ 
Who‌ ‌shall‌ ‌conceive‌ ‌the‌ ‌horrors‌‌of‌‌my‌‌secret‌‌toil,‌‌as‌‌I‌‌dabbled‌‌among‌‌the‌‌                           
unhallowed‌‌damps‌‌of‌‌the‌‌grave,‌‌or‌‌tortured‌‌the‌‌living‌‌animal‌‌to‌‌animate‌‌the‌‌                         
lifeless‌ ‌clay?‌ ‌My‌ ‌limbs‌ ‌now‌ ‌tremble,‌ ‌and‌ ‌my‌ ‌eyes‌ ‌swim‌ ‌with‌ ‌the‌‌                       
remembrance;‌ ‌but‌ ‌then‌ ‌a‌ ‌resistless,‌ ‌and‌ ‌almost‌‌frantic‌‌impulse,‌‌urged‌‌me‌‌                     
forward;‌‌I‌‌seemed‌‌to‌‌have‌‌lost‌‌all‌‌soul‌‌or‌‌sensation‌‌but‌‌for‌‌this‌‌one‌‌pursuit.‌‌                             
[...]‌ ‌I‌ ‌collected‌ ‌bones‌ ‌from‌ ‌charnel‌ ‌houses;‌ ‌and‌ ‌disturbed,‌ ‌with‌ ‌profane‌‌                     
fingers,‌ ‌the‌ ‌tremendous‌‌secrets‌‌of‌‌the‌‌human‌‌frame.‌‌(SHELLEY,‌‌2009,‌‌p.‌‌                     
52-53).‌ ‌ 

‌ 

Perhaps‌‌motivated‌‌by‌‌terror‌‌at‌‌the‌‌taboo‌‌he‌‌is‌‌in‌‌the‌‌course‌‌of‌‌breaking,‌‌perhaps‌‌prey‌‌                               

to‌‌a‌‌distorted‌‌perception‌‌of‌‌himself‌‌as‌‌a‌‌superior‌‌being‌‌closer‌‌to‌‌God‌‌than‌‌man,‌‌perhaps‌‌even‌‌                                 

lacking‌‌conscious‌‌control‌‌of‌‌his‌‌actions,‌‌or‌‌taken‌‌over‌‌by‌‌a‌‌feverish‌‌madness,‌‌Victor‌‌begins‌‌to‌‌                               

refer‌ ‌to‌ ‌his‌ ‌activities‌ ‌at‌ ‌the‌ ‌charnel‌ ‌house‌ ‌in‌ ‌less‌ ‌than‌ ‌secular‌ ‌terms.‌ ‌The‌ ‌grave,‌ ‌formerly‌‌                               

described‌‌as‌‌the‌‌physical‌‌receptacle‌‌of‌‌lifeless‌‌matter,‌‌is‌‌now‌‌“unhallowed”;‌‌his‌‌study‌‌of‌‌bone‌‌                             

and‌ ‌tissue‌ ‌now‌ ‌comes‌ ‌off‌ ‌as‌ ‌a‌ ‌“profane‌ ‌disturbance‌ ‌of‌‌[spiritual]‌‌secrets”‌‌of‌‌life‌‌and‌‌death,‌‌                               

which‌ ‌are‌ ‌supposedly‌ ‌only‌ ‌God’s‌ ‌to‌ ‌behold.‌ ‌In‌ ‌the‌ ‌wake‌ ‌of‌ ‌Victor’s‌ ‌paradoxical‌‌                         

understanding‌ ‌of‌ ‌himself‌ ‌as‌ ‌near-God,‌ ‌and‌ ‌of‌ ‌his‌ ‌actions‌ ‌as‌ ‌profanation,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌‌                             

ponder‌‌that‌‌his‌‌apprehension‌‌of‌‌the‌‌world‌‌has‌‌begun‌‌to‌‌include‌‌more‌‌strongly‌‌the‌‌possibility‌‌                             

of‌ ‌the‌ ‌supernatural,‌ ‌which‌ ‌he‌ ‌had‌ ‌hitherto‌ ‌attempted‌ ‌to‌ ‌override.‌ ‌The‌ ‌charnel‌ ‌house‌‌                         

consequently‌ ‌turns‌ ‌into‌ ‌the‌ ‌iconographic‌ ‌embodiment‌ ‌of‌‌a‌‌dominantly‌‌superstitious‌‌view‌‌of‌‌                       

the‌ ‌world,‌ ‌which‌ ‌Victor,‌ ‌whose‌ ‌interest‌ ‌in‌ ‌alchemy‌ ‌had‌ ‌never‌ ‌been‌ ‌fully‌ ‌smothered‌ ‌by‌ ‌his‌‌                             

scientific‌‌endeavors,‌‌now‌‌embraces‌‌unreservedly.‌‌The‌‌charnel‌‌house‌‌is,‌‌most‌‌of‌‌all,‌‌the‌‌‌locus‌‌                           

where‌ ‌the‌ ‌past‌ ‌of‌ ‌a‌ ‌theocentric‌ ‌worldview‌ ‌intersects‌‌with‌‌the‌‌present‌‌of‌‌an‌‌anthropocentric,‌‌                           

Enlightened‌ ‌one,‌ ‌in‌ ‌order‌ ‌to‌ ‌geographically‌ ‌represent‌ ‌the‌ ‌uncanny‌ ‌return‌ ‌of‌ ‌the‌ ‌past.‌‌ ‌  
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In‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌the‌‌epithet‌‌“charnel‌‌house”‌‌is‌‌given‌‌to‌‌The‌‌Alcor‌‌Life‌‌                             

Extension‌ ‌Foundation‌ ‌in‌ ‌Phoenix,‌ ‌Arizona,‌ ‌a‌‌non-profit‌‌organization‌‌that‌‌performs‌‌cryonics‌‌                     

—‌ ‌the‌ ‌freezing‌‌of‌‌human‌‌deceased‌‌bodies‌‌and‌‌brains‌‌in‌‌nitrogen,‌‌with‌‌hopes‌‌of‌‌resurrecting‌‌                             

them‌ ‌should‌ ‌a‌ ‌new‌ ‌technology‌ ‌ever‌‌be‌‌developed‌‌to‌‌allow‌‌for‌‌it.‌‌As‌‌such,‌‌Alcor‌‌is‌‌one‌‌step‌‌                                   

closer‌ ‌to‌ ‌fulfilling‌ ‌the‌ ‌ends‌ ‌Mary‌ ‌Shelley’s‌ ‌Victor‌ ‌Frankenstein‌ ‌had‌ ‌predicted:‌ ‌“If‌ ‌I‌ ‌could‌‌                           

bestow‌ ‌animation‌ ‌upon‌ ‌lifeless‌ ‌matter”,‌ ‌he‌ ‌reflects,‌ ‌“I‌ ‌might‌ ‌in‌ ‌process‌ ‌of‌‌time‌‌(although‌‌I‌‌                             

now‌ ‌found‌ ‌it‌ ‌impossible)‌ ‌renew‌ ‌life‌ ‌where‌ ‌death‌ ‌had‌ ‌apparently‌ ‌devoted‌ ‌the‌ ‌body‌ ‌to‌‌                           

corruption”‌ ‌(SHELLEY,‌ ‌2003,‌ ‌p.‌ ‌52).‌ ‌Thereby,‌ ‌Alcor‌ ‌might‌ ‌have‌ ‌come‌ ‌off‌ ‌as‌ ‌a‌ ‌futuristic‌‌                           

charnel‌ ‌house‌ ‌to‌ ‌Victor,‌ ‌so‌ ‌to‌ ‌speak‌ ‌—‌ ‌which‌ ‌is‌‌precisely‌‌how‌‌Ry‌‌describes‌‌the‌‌location‌‌in‌‌                                 

their‌ ‌narrative:‌ ‌ 

‌ 

This‌ ‌futuristic‌ ‌charnel‌ ‌house.‌ ‌This‌ ‌warehouse‌ ‌for‌ ‌the‌ ‌departed.‌ ‌This‌‌                   
stainless-steel‌ ‌tomb.‌ ‌This‌ ‌liquid-nitrogen‌ ‌limbo.‌ ‌This‌ ‌down-payment‌ ‌plan‌‌               
eternity.‌ ‌This‌ ‌resin‌ ‌block‌ ‌of‌ ‌nothingness.‌ ‌This‌ ‌one-chance‌ ‌wonder.‌ ‌This‌‌                   
polished‌ ‌morgue.‌ ‌This‌ ‌desert‌ ‌address.‌ ‌A‌ ‌nice‌ ‌town‌ ‌to‌ ‌live‌ ‌in.‌ ‌This‌ ‌sunset‌‌                         
boulevard.‌ ‌Dead‌ ‌men.‌ ‌Not‌ ‌walking.‌ ‌Hotel‌ ‌Vitrification.‌ ‌(WINTERSON,‌‌               
2019,‌ ‌p.‌ ‌103).‌ ‌ 

‌ 

Ry‌ ‌glosses‌ ‌upon‌ ‌the‌ ‌significance‌ ‌of‌ ‌Alcor‌ ‌in‌‌terms‌‌that‌‌emphasize‌‌loneliness,‌‌isolation,‌‌and‌‌                           

nothingness,‌ ‌which‌ ‌is‌ ‌ironic‌ ‌considering‌ ‌the‌ ‌outward‌ ‌goal‌ ‌of‌‌the‌‌facility:‌‌to‌‌provide‌‌a‌‌place‌‌                             

where‌ ‌death‌ ‌could‌ ‌be‌ ‌overcome.‌‌ ‌  

Parodic‌‌critical‌‌distance‌‌allows‌‌Alcor‌‌to‌‌be‌‌portrayed‌‌in‌‌the‌‌postmodern‌‌gothic‌‌novel‌‌                         

as‌‌the‌‌hypothetical‌‌charnel‌‌house‌‌where‌‌Frankenstein‌‌might‌‌have‌‌found‌‌the‌‌means‌‌to‌‌achieve‌‌                           

his‌ ‌goal,‌ ‌had‌ ‌he‌ ‌lived‌ ‌long‌ ‌enough‌ ‌to‌ ‌see‌ ‌it‌ ‌through.‌ ‌Still,‌ ‌in‌ ‌Winterson’s‌ ‌novel,‌ ‌Alcor‌ ‌is‌‌                                 

described‌ ‌as‌ ‌“futuristic”‌ ‌for‌ ‌yet‌ ‌another‌ ‌reason:‌ ‌as‌ ‌a‌ ‌charnel‌ ‌house,‌ ‌it‌ ‌is‌ ‌neither‌ ‌the‌‌                             

iconographic‌‌rendition‌‌of‌‌the‌‌past,‌‌in‌‌the‌‌mode‌‌of‌‌the‌‌medieval‌‌gothic‌‌castle‌‌or‌‌the‌‌graveyards‌‌                               

Victor‌ ‌disturbs‌ ‌in‌ ‌Mary‌ ‌Shelley’s‌ ‌novel,‌ ‌nor‌ ‌of‌ ‌the‌ ‌present,‌ ‌in‌‌the‌‌mode‌‌of‌‌Victor’s‌‌science‌‌                               

laboratory,‌ ‌but‌ ‌of‌ ‌the‌ ‌future.‌ ‌Unlike‌ ‌the‌ ‌typical‌ ‌‌locus‌ ‌horribilis‌,‌ ‌which‌ ‌intersects‌ ‌past‌ ‌and‌‌                           

present‌ ‌in‌ ‌order‌ ‌to‌ ‌suggest‌ ‌the‌ ‌continuing‌ ‌influence‌ ‌of‌ ‌apparently‌ ‌overcome‌ ‌superstition,‌‌                       

Alcor‌ ‌provides‌ ‌the‌ ‌anticipation‌ ‌and‌ ‌projection‌‌into‌‌the‌‌future‌‌of‌‌an‌‌upcoming‌‌technology‌‌of‌‌                           

resurrection.‌ ‌The‌ ‌meaning‌ ‌of‌ ‌death‌ ‌in‌ ‌relation‌ ‌to‌ ‌this‌ ‌futuristic‌ ‌charnel‌ ‌house‌ ‌is‌ ‌likewise‌‌                           

ironically‌‌inverted,‌‌as‌‌can‌‌be‌‌seen‌‌from‌‌Ry’s‌‌description‌‌of‌‌the‌‌‌modus‌‌operandi‌‌of‌‌cryonics‌‌at‌‌                               

Alcor:‌ ‌ 

‌ 

Should‌‌you‌‌decide‌‌to‌‌gamble‌‌on‌‌your‌‌resurrection‌‌here‌‌at‌‌the‌‌Casino‌‌for‌‌the‌‌                           
Dead,‌ ‌this‌ ‌is‌ ‌what‌ ‌happens:‌ ‌ 
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As‌ ‌soon‌ ‌as‌ ‌possible‌ ‌after‌ ‌death‌ ‌—‌ ‌and‌ ‌preferably‌ ‌the‌ ‌team‌ ‌is‌ ‌already‌‌                         
assembled‌‌near‌‌by,‌‌masks‌‌on‌‌faces,‌‌discreetly‌‌waiting‌‌for‌‌your‌‌last‌‌breath‌‌—‌‌                         
your‌‌body‌‌will‌‌be‌‌placed‌‌in‌‌a‌‌bath‌‌of‌‌ice‌‌water‌‌to‌‌lower‌‌its‌‌temperature‌‌down‌‌                               
to‌‌around‌‌60‌‌degrees‌‌Fahrenheit.‌‌Blood‌‌circulation‌‌and‌‌lung‌‌function‌‌will‌‌be‌‌                       
artificially‌‌restored‌‌using‌‌a‌‌heart‌‌—‌‌lung‌‌resuscitator.‌‌Not‌‌to‌‌revive‌‌you,‌‌but‌‌                         
to‌ ‌prevent‌ ‌your‌ ‌blood‌ ‌from‌ ‌pooling‌ ‌in‌ ‌your‌ ‌abdomen.‌ ‌ 
The‌ ‌medical‌ ‌team‌ ‌will‌ ‌access‌ ‌your‌ ‌major‌ ‌blood‌ ‌vessels‌ ‌and‌ ‌you‌ ‌will‌ ‌be‌‌                         
connected‌‌to‌‌a‌‌perfusion‌‌machine‌‌that‌‌will‌‌remove‌‌your‌‌blood,‌‌and‌‌replace‌‌it‌‌                         
with‌ ‌a‌ ‌chemical‌ ‌solution‌ ‌that‌ ‌prevents‌ ‌the‌ ‌formation‌ ‌of‌ ‌ice‌ ‌crystals‌ ‌in‌ ‌the‌‌                         
cells‌ ‌of‌‌your‌‌body.‌‌You‌‌are‌‌going‌‌to‌‌be‌‌vitrified‌‌—‌‌not‌‌frozen.‌‌The‌‌process‌‌                             
of‌ ‌filling‌ ‌you‌ ‌with‌ ‌cryoprotectant‌ ‌takes‌ ‌about‌ ‌four‌ ‌hours.‌ ‌Two‌‌small‌‌holes‌‌                       
will‌ ‌be‌ ‌drilled‌ ‌in‌ ‌your‌ ‌skull‌ ‌so‌ ‌that‌ ‌brain‌ ‌perfusion‌ ‌can‌ ‌be‌ ‌observed.‌ ‌ 
Then‌‌you‌‌will‌‌be‌‌further‌‌cooled‌‌over‌‌the‌‌next‌‌three‌‌hours‌‌to‌‌make‌‌sure‌‌that‌‌                             
your‌‌suspended‌‌body‌‌is‌‌like‌‌glass,‌‌not‌‌ice.‌‌After‌‌two‌‌weeks‌‌you‌‌are‌‌ready‌‌for‌‌                             
your‌ ‌final‌ ‌resting‌ ‌place‌ ‌—‌ ‌at‌ ‌least‌ ‌in‌ ‌this‌ ‌life.‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌‌                         
103-104).‌ ‌ 

‌ ‌  

If‌‌the‌‌regular‌‌charnel‌‌house‌‌is‌‌a‌‌place‌‌where‌‌dead‌‌bodies‌‌putrefy,‌‌Alcor‌‌is‌‌the‌‌location‌‌                               

where‌ ‌the‌ ‌natural‌ ‌process‌ ‌of‌ ‌decomposition‌ ‌is‌ ‌halted,‌ ‌perhaps‌ ‌even‌ ‌reversed.‌ ‌It‌ ‌is‌ ‌thus‌‌                           

associated‌ ‌more‌ ‌closely‌ ‌with‌ ‌the‌ ‌expectations‌ ‌of‌ ‌new‌ ‌life‌ ‌‌vis-à-vis‌ ‌the‌ ‌preservation‌ ‌of‌ ‌the‌‌                           

body‌‌with‌‌hopes‌‌of‌‌a‌‌possibility‌‌of‌‌resurrection.‌‌Again‌‌ironically,‌‌and‌‌perhaps‌‌comically,‌‌the‌‌                           

staff‌ ‌at‌ ‌Alcor‌ ‌has‌ ‌managed‌ ‌to‌ ‌halt‌ ‌the‌ ‌natural‌ ‌process‌ ‌of‌ ‌decay‌ ‌of‌ ‌bodily‌ ‌matter,‌ ‌a‌ ‌deed‌‌                                 

Frankenstein‌ ‌has‌ ‌been‌ ‌unable‌ ‌to‌ ‌perform;‌ ‌what‌ ‌Alcor‌ ‌is‌ ‌yet‌ ‌to‌ ‌provide‌ ‌its‌‌                         

cryonically-preserved‌ ‌bodies‌ ‌is‌ ‌the‌ ‌spark‌ ‌of‌ ‌life‌ ‌—‌ ‌a‌ ‌deed‌ ‌Frankenstein‌ ‌has‌ ‌managed‌ ‌to‌‌                           

perform‌ ‌two‌ ‌centuries‌‌prior.‌‌In‌‌the‌‌shared‌‌heterocosm‌‌of‌‌the‌‌novels,‌‌parody‌‌thus‌‌renders‌‌the‌‌                             

past‌‌as‌‌a‌‌site‌‌of‌‌precious‌‌knowledge‌‌rather‌‌than‌‌barbaric‌‌superstition.‌‌Much‌‌like‌‌the‌‌goals‌‌of‌‌                               

Alcor,‌ ‌then,‌ ‌any‌ ‌possible‌ ‌effects‌ ‌of‌ ‌disturbance‌ ‌and‌ ‌terror‌ ‌are‌ ‌projected‌ ‌onto‌ ‌the‌ ‌future,‌ ‌in‌‌                             

particular‌‌the‌‌unforeseen‌‌consequences‌‌of‌‌the‌‌return‌‌of‌‌the‌‌dead:‌ ‌“All‌‌those‌‌preserved‌‌bodies‌‌                           

in‌‌their‌‌sleeping‌‌bags‌‌and‌‌nitrogen‌‌—‌‌they‌‌aren’t‌‌coming‌‌back‌‌to‌‌life,‌‌and‌‌it‌‌would‌‌be‌‌horrific‌‌                                   

if‌‌they‌‌did”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌187),‌‌Ry‌‌evaluates,‌‌which‌‌invites‌‌several‌‌questions:‌‌Will‌‌                           

the‌‌technology‌‌of‌‌reheating‌‌the‌‌body‌‌ever‌‌be‌‌developed?‌‌Should‌‌it‌‌be‌‌so,‌‌will‌‌the‌‌resurrected‌‌                               

want‌ ‌to‌ ‌live‌ ‌in‌ ‌their‌ ‌old,‌ ‌illness-stricken‌ ‌bodies?‌ ‌Will‌ ‌they‌‌ever‌‌be‌‌able‌‌to‌‌adapt‌‌to‌‌the‌‌new‌‌                                   

world?‌ ‌Will‌ ‌living‌ ‌make‌ ‌any‌ ‌sense‌ ‌after‌ ‌one‌ ‌has‌ ‌been‌ ‌dead‌ ‌for‌ ‌just‌ ‌how‌ ‌many‌ ‌years?‌‌Will‌‌                                 

they‌ ‌be‌ ‌zombie-like‌ ‌creatures?‌ ‌Questions‌ ‌such‌ ‌as‌ ‌these‌ ‌situate‌ ‌the‌ ‌parodic‌ ‌inversion‌ ‌of‌ ‌the‌‌                           

locus‌ ‌horribilis‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌terrifying‌ ‌effects‌ ‌of‌ ‌a‌ ‌hypothetical‌ ‌return‌ ‌of‌ ‌the‌ ‌dead‌ ‌in‌ ‌a‌‌                                 

nearby‌‌future,‌‌thus‌‌parodically‌‌inverting‌‌the‌‌conflation‌‌of‌‌past‌‌and‌‌present‌‌typically‌‌pivoting‌‌                         

on‌ ‌the‌ ‌gothic‌ ‌terrifying‌ ‌place.‌ ‌ 

In‌ ‌‌Frankenstein‌,‌ ‌Victor’s‌ ‌laboratory‌ ‌is‌ ‌another‌ ‌place‌ ‌described‌ ‌as‌ ‌a‌ ‌gothic‌ ‌‌locus‌‌                       

horribilis‌:‌ ‌ 

‌ 
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In‌ ‌a‌ ‌solitary‌ ‌chamber,‌ ‌or‌ ‌rather‌ ‌cell,‌ ‌at‌ ‌the‌ ‌top‌‌of‌‌the‌‌house,‌‌and‌‌separated‌‌                             
from‌‌all‌‌the‌‌other‌‌apartments‌‌by‌‌a‌‌gallery‌‌and‌‌staircase,‌‌I‌‌kept‌‌my‌‌workshop‌                           
of‌ ‌filthy‌ ‌creation;‌ ‌my‌‌eyeballs‌‌were‌‌starting‌‌from‌‌their‌‌sockets‌‌in‌‌attending‌‌                       
to‌ ‌the‌ ‌details‌ ‌of‌ ‌my‌ ‌employment.‌ ‌The‌ ‌dissecting‌ ‌room‌ ‌and‌ ‌the‌‌                     
slaughter-house‌ ‌furnished‌ ‌many‌ ‌of‌ ‌my‌ ‌materials;‌ ‌and‌ ‌often‌ ‌did‌ ‌my‌‌human‌‌                     
nature‌ ‌turn‌ ‌with‌ ‌loathing‌ ‌from‌ ‌my‌ ‌occupation,‌ ‌whilst,‌ ‌still‌ ‌urged‌ ‌on‌‌by‌‌an‌‌                         
eagerness‌ ‌which‌ ‌perpetually‌ ‌increased,‌ ‌I‌ ‌brought‌ ‌my‌ ‌work‌ ‌near‌ ‌to‌ ‌a‌‌                     
conclusion.‌ ‌(SHELLEY,‌ ‌2009,‌ ‌p.‌ ‌52-53).‌ ‌ 

‌ 

‌The‌ ‌description‌ ‌of‌ ‌the‌ ‌laboratory‌ ‌merges‌ ‌with‌ ‌that‌ ‌of‌ ‌the‌ ‌nature‌ ‌of‌ ‌activity‌ ‌pursued‌‌                           

therein:‌‌it,‌‌too,‌‌is‌‌filthy‌‌and‌‌loathsome,‌‌solitary‌‌and‌‌alienating.‌‌The‌‌secrecy‌‌and‌‌remoteness‌‌of‌‌                             

the‌ ‌place‌ ‌contribute‌ ‌to‌‌segregating‌‌Victor‌‌from‌‌society‌‌as‌‌he‌‌becomes‌‌ever‌‌more‌‌engaged‌‌in‌‌                             

procedures‌ ‌for‌ ‌creating‌ ‌a‌ ‌human‌ ‌being.‌ ‌Isolation‌ ‌leads‌ ‌to‌ ‌unease‌ ‌at‌ ‌his‌ ‌growing‌ ‌perception‌‌                           

that‌ ‌what‌ ‌had‌ ‌begun‌‌as‌‌a‌‌valid‌‌(albeit‌‌controversial)‌‌scientific‌‌endeavor‌‌has‌‌now‌‌turned‌‌into‌‌                             

an‌‌obsession,‌‌one‌‌to‌‌which‌‌he‌‌ought‌‌to‌‌attend‌‌at‌‌the‌‌expense‌‌of‌‌his‌‌own‌‌health‌‌and‌‌well-being.‌‌                                   

The‌ ‌lab‌‌begins‌‌to‌‌feel‌‌like‌‌a‌‌prison,‌‌a‌‌projection‌‌of‌‌Victor’s‌‌feeling‌‌of‌‌entrapment‌‌within‌‌his‌‌                                 

compulsive‌ ‌pursuit‌ ‌of‌ ‌the‌ ‌life‌ ‌principle.‌ ‌It‌ ‌is‌ ‌also,‌ ‌in‌ ‌a‌ ‌certain‌‌sense,‌‌another‌‌version‌‌of‌‌the‌‌                                 

charnel‌‌house,‌‌another‌‌deposit‌‌of‌‌body‌‌parts,‌‌wherein‌‌Victor‌‌sews‌‌the‌‌parts‌‌together‌‌in‌‌order‌‌                             

to‌ ‌create‌ ‌a‌ ‌full‌ ‌human‌ ‌frame‌ ‌which‌ ‌he‌ ‌will‌ ‌later‌ ‌endue‌ ‌with‌ ‌the‌ ‌spark‌ ‌of‌ ‌life.‌ ‌ 

In‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌it‌ ‌is‌ ‌Ry‌ ‌who‌ ‌provides‌‌Victor‌‌with‌‌body‌‌parts‌‌for‌‌his‌‌                               

research.‌ ‌“I’m‌ ‌not‌ ‌a‌ ‌‌grave‌ ‌robber‌”,‌ ‌Ry‌ ‌explains‌ ‌to‌ ‌Ron‌ ‌Lord,‌ ‌moments‌ ‌before‌ ‌painting‌ ‌a‌‌                             

cartoonish‌ ‌picture‌ ‌of‌ ‌what‌ ‌Victor‌ ‌Frankenstein‌ ‌may‌ ‌have‌ ‌looked‌ ‌like‌ ‌in‌ ‌his‌ ‌exploratory‌‌                         

voyages‌‌to‌‌the‌‌graveyard:‌‌“Do‌‌you‌‌think‌‌I‌‌go‌‌to‌‌the‌‌churchyard‌‌at‌‌night‌‌with‌‌a‌‌crowbar‌‌and‌‌a‌‌                                     

sack?‌‌You‌‌think‌‌I‌‌spade‌‌away‌‌the‌‌heaped‌‌mound‌‌of‌‌earth,‌‌prise‌‌open‌‌the‌‌coffin‌‌lid,‌‌lift‌‌her‌‌out‌‌                                     

from‌ ‌her‌ ‌last‌ ‌resting‌ ‌place,‌ ‌clothes‌ ‌damp‌ ‌with‌ ‌decay,‌ ‌and‌ ‌carry‌ ‌her‌ ‌off‌ ‌for‌ ‌dissection?”‌‌                             

(WINTERSON,‌‌2019,‌‌p.‌‌86).‌‌The‌‌pompousness‌‌of‌‌word‌‌choice‌‌in‌‌a‌‌novel‌‌written‌‌in‌‌a‌‌mostly‌‌                               

conversational‌‌tone‌‌draws‌‌attention‌‌to‌‌the‌‌passage‌‌as‌‌a‌‌parody‌‌of‌‌the‌‌gothic‌‌vernacular,‌‌which‌‌                             

here‌‌figures‌‌as‌‌a‌‌way‌‌of‌‌emphasizing‌‌the‌‌purported‌‌absurdity‌‌of‌‌Ron’s‌‌distorted‌‌understanding‌‌                           

of‌ ‌Ry’s‌ ‌allegiance‌ ‌to‌ ‌Victor.‌‌Yet,‌‌considering‌‌how‌‌“Victor‌‌Stein‌‌needs‌‌more‌‌body‌‌parts‌‌than‌‌                             

his‌ ‌research‌ ‌currently‌ ‌allows”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌89),‌ ‌it‌ ‌is‌ ‌unclear‌ ‌how‌ ‌Ry‌ ‌truly‌‌                           

manages‌‌to‌‌provide‌‌the‌‌scientist‌‌with‌‌body‌‌limbs‌‌that‌‌must‌‌not‌‌figure‌‌in‌‌any‌‌official‌‌records.‌‌                               

Perhaps‌ ‌Ry‌ ‌indeed‌ ‌harvests‌ ‌graveyards‌ ‌for‌ ‌body‌ ‌parts,‌ ‌exactly‌ ‌as‌ ‌they‌ ‌have‌ ‌described‌ ‌to‌ ‌Ron!‌ ‌ 

All‌‌in‌‌all,‌‌the‌‌destination‌‌of‌‌the‌‌material‌‌and‌‌the‌‌actual‌‌usage‌‌given‌‌to‌‌it‌‌are‌‌unknown‌‌                                 

to‌ ‌Ry,‌ ‌up‌ ‌until‌ ‌the‌ ‌point‌ ‌where‌ ‌they‌ ‌demand‌ ‌to‌ ‌see‌ ‌Victor’s‌ ‌laboratory.‌ ‌‌The‌ ‌laboratory‌ ‌in‌‌                               

question‌‌is‌‌nested‌‌in‌‌the‌‌undergrounds‌‌of‌‌Manchester.‌‌It‌‌consists‌‌of‌‌a‌‌complex‌‌of‌‌tunnels‌‌and‌‌                               

bunkers‌ ‌built‌ ‌in‌ ‌the‌ ‌1950s‌ ‌by‌ ‌NATO‌ ‌as‌ ‌a‌ ‌Cold‌ ‌War‌ ‌strategy,‌ ‌meant‌ ‌as‌ ‌a‌ ‌retreat‌ ‌should‌ ‌the‌‌                                   
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Cold‌‌War‌‌happen‌‌to‌‌turn‌‌into‌‌a‌‌nuclear‌‌conflict.‌‌Victor’s‌‌bunker‌‌is‌‌laden‌‌with‌‌doors,‌‌each‌‌of‌‌                                 

which‌ ‌conceals‌ ‌a‌ ‌secret.‌ ‌Behind‌ ‌the‌ ‌first‌ ‌door,‌ ‌Ry‌ ‌beholds‌ ‌images‌ ‌that‌ ‌disturb‌ ‌them:‌ ‌ 

‌ 

This‌ ‌one‌ ‌had‌ ‌a‌ ‌window;‌ ‌an‌‌internal‌‌viewing‌‌window‌‌like‌‌the‌‌window‌‌onto‌‌                         
an‌ ‌aquarium.‌ ‌ 
Through‌ ‌the‌ ‌window,‌ ‌bare‌ ‌concrete.‌ ‌Light‌ ‌bulb.‌ ‌Monitor‌ ‌lights‌ ‌glinting‌‌                   
weirdly‌ ‌through‌ ‌the‌ ‌dry‌ ‌ice‌ ‌that‌ ‌fills‌ ‌the‌ ‌space.‌ ‌I‌ ‌can‌ ‌see‌ ‌from‌ ‌the‌‌                           
thermometer‌‌on‌‌the‌‌outside‌‌wall‌‌that‌‌inside‌‌is‌‌kept‌‌just‌‌above‌‌freezing.‌‌Then‌‌                         
I‌ ‌notice‌ ‌motion.‌ ‌Through‌ ‌the‌ ‌icy‌ ‌fog.‌ ‌Running‌ ‌towards‌ ‌me.‌ ‌Towards‌ ‌the‌‌                       
glass.‌ ‌How‌ ‌many?‌ ‌Twenty?‌ ‌Thirty?‌ ‌ 
Victor‌ ‌pressed‌ ‌a‌ ‌switch‌ ‌and‌ ‌the‌ ‌dry‌ ‌ice‌ ‌swirled‌ ‌away.‌ ‌Now‌ ‌I‌ ‌saw‌ ‌them‌‌                           
clearly.‌ ‌On‌ ‌the‌ ‌floor,‌ ‌scuttling.‌ ‌Are‌ ‌they‌ ‌tarantulas?‌ ‌ 
No…‌ ‌ 
Oh,‌ ‌God,‌ ‌Victor!‌ ‌For‌ ‌God’s‌ ‌sake!‌ ‌ 
Hands.‌ ‌Spatulate,‌ ‌conic,‌ ‌broad,‌ ‌hairy,‌ ‌plain,‌ ‌mottled.‌ ‌The‌ ‌hands‌ ‌I‌ ‌had‌‌                     
brought‌ ‌him.‌ ‌Moving.‌ ‌Some‌ ‌were‌ ‌still,‌ ‌twitching‌ ‌a‌ ‌single‌ ‌finger.‌ ‌Others‌‌                     
stood‌‌raised‌‌and‌‌hesitant‌‌on‌‌all‌‌four‌‌fingers‌‌and‌‌thumb.‌‌One‌‌walked‌‌using‌‌its‌‌                           
little‌ ‌finger‌ ‌and‌ ‌thumb,‌ ‌the‌ ‌mid-fingers‌ ‌upwards,‌ ‌curious‌ ‌and‌ ‌speculative,‌‌                   
like‌ ‌antennae.‌ ‌Most‌ ‌moved‌ ‌quickly,‌ ‌senselessly,‌ ‌incessantly.‌‌ ‌  
The‌‌hands‌‌had‌‌no‌‌sense‌‌of‌‌each‌‌other.‌‌They‌‌crawled‌‌over‌‌each‌‌other,‌‌locked‌‌                           
themselves‌ ‌together‌ ‌in‌ ‌blind‌ ‌collision.‌ ‌Some‌ ‌made‌ ‌piles,‌ ‌like‌ ‌a‌ ‌colony‌ ‌of‌‌                       
crabs.‌ ‌One,‌ ‌high‌ ‌on‌ ‌its‌ ‌wrist,‌ ‌scratched‌ ‌at‌ ‌the‌ ‌wall.‌ 
I‌ ‌saw‌ ‌a‌ ‌child’s‌ ‌hand,‌ ‌small,‌ ‌crouched,‌ ‌alone.‌ ‌ 
Victor‌‌said,‌‌These‌‌are‌‌not‌‌alive.‌‌They‌‌certainly‌‌aren’t‌‌sentient.‌‌This‌‌is‌‌simply‌‌                         
an‌ ‌experiment‌ ‌in‌ ‌motion,‌ ‌both‌ ‌for‌ ‌prosthetics,‌ ‌and‌ ‌smart‌ ‌attachments.‌ ‌ 
How‌ ‌do‌ ‌they‌ ‌move‌ ‌like‌ ‌that?‌ ‌ 
Implants,‌‌said‌‌Victor.‌‌They‌‌are‌‌responding‌‌to‌‌an‌‌electrical‌‌current,‌‌that’s‌‌all.‌‌                       
It‌‌may‌‌be‌‌possible‌‌in‌‌the‌‌case‌‌of‌‌accident‌‌and‌‌limb‌‌severance‌‌to‌‌reattach‌‌the‌‌                             
original‌ ‌and‌ ‌programme‌ ‌it‌ ‌to‌ ‌respond‌ ‌more‌ ‌or‌ ‌less‌ ‌like‌ ‌an‌ ‌existing‌ ‌limb.‌‌                         
Similarly,‌ ‌it‌ ‌may‌ ‌be‌ ‌possible‌ ‌to‌ ‌add‌ ‌an‌ ‌artificial‌ ‌digit‌ ‌to‌ ‌an‌ ‌injured‌ ‌hand.‌‌                           
Some‌ ‌of‌ ‌the‌ ‌hands‌ ‌you‌ ‌see‌ ‌there‌ ‌are‌ ‌hybrids‌ ‌in‌ ‌that‌ ‌way.‌ ‌ 
It’s‌ ‌horrible,‌ ‌I‌ ‌said.‌ ‌ 
You’re‌ ‌a‌ ‌doctor,‌ ‌he‌ ‌said.‌  ‌You‌ ‌know‌ ‌how‌ ‌useful‌ ‌horrible‌ ‌is.‌ ‌ 
He’s‌ ‌right.‌ ‌I‌ ‌do.‌ ‌Why‌ ‌does‌ ‌this‌ ‌disgust‌ ‌me?‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌170).‌ ‌ 

‌ 

This‌ ‌long‌ ‌passage‌ ‌is‌ ‌a‌ ‌very‌ ‌interesting‌ ‌example‌ ‌of‌ ‌the‌ ‌extent‌‌of‌‌parodic‌‌playfulness‌‌                           

with‌ ‌‌Frankenstein‌ ‌displayed‌ ‌in‌ ‌Winterson’s‌ ‌postmodern‌ ‌gothic‌ ‌novel.‌ ‌Whereas‌ ‌Shelley’s‌‌                   

description‌ ‌of‌ ‌what‌ ‌transpires‌ ‌in‌ ‌Victor’s‌ ‌lab‌ ‌is‌ ‌overall‌ ‌vaguer,‌ ‌Winterson‌ ‌revels‌ ‌by‌‌                         

comparison‌‌in‌‌the‌‌anatomic‌‌details‌‌of‌‌Victor‌‌Stein’s‌‌groundwork.‌‌Once‌‌again,‌‌the‌‌laboratory‌‌                         

embodies‌‌the‌‌nature‌‌of‌‌activity‌‌pursued‌‌therein:‌‌it‌‌is‌‌secretive,‌‌horrific,‌‌disgusting,‌‌at‌‌least‌‌as‌‌                             

far‌ ‌as‌ ‌Ry‌ ‌is‌ ‌concerned.‌ ‌Ry’s‌‌visceral‌‌reaction‌‌to‌‌the‌‌sight‌‌of‌‌the‌‌animated‌‌hands‌‌stems‌‌from‌‌                                 

their‌ ‌humanization‌ ‌of‌ ‌the‌ ‌amputated‌ ‌limbs:‌ ‌although‌ ‌the‌ ‌hands‌ ‌are‌ ‌not‌ ‌yet‌ ‌endued‌‌with‌‌the‌‌                             

“life‌‌spark”,‌‌the‌‌doctor‌‌describes‌‌them‌‌by‌‌turns‌‌as‌‌curious,‌‌speculative,‌‌lonely.‌‌To‌‌Ry‌‌they‌‌are‌‌                               

lost‌‌“living‌‌beings”‌‌trapped‌‌together‌‌as‌‌animals‌‌within‌‌the‌‌confines‌‌of‌‌a‌‌dehumanizing‌‌cage;‌‌                           

hence‌‌the‌‌lab‌‌is‌‌a‌‌purported‌‌‌locus‌‌horribilis‌,‌‌to‌‌the‌‌extent‌‌where‌‌the‌‌dehumanization‌‌it‌‌harbors‌‌                               

is‌‌disgusting,‌‌horrible.‌‌Yet‌‌that‌‌is‌‌not‌‌the‌‌only‌‌possible‌‌view‌‌of‌‌what‌‌the‌‌laboratory‌‌is,‌‌neither‌‌                                 
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is‌‌it‌‌necessarily‌‌the‌‌dominant‌‌one.‌‌According‌‌to‌‌Victor,‌‌the‌‌hands‌‌are‌‌simply‌‌inanimate‌‌matter‌‌                             

responding‌ ‌to‌ ‌electrical‌ ‌stimuli.‌ ‌To‌ ‌Victor,‌ ‌the‌ ‌experiments‌ ‌in‌ ‌motricity‌ ‌performed‌ ‌on‌ ‌the‌‌                         

amputated‌ ‌hands‌ ‌have‌ ‌beneficial‌ ‌ends‌ ‌in‌ ‌sight,‌ ‌as‌ ‌they‌ ‌can‌ ‌lead‌ ‌to‌ ‌a‌‌breakthrough‌‌in‌‌smart‌‌                               

medicine.‌‌They‌‌might‌‌be‌‌uncommon,‌‌even‌‌shocking‌‌at‌‌first‌‌sight,‌‌but‌‌they‌‌remain‌‌ultimately‌‌                           

useful.‌‌Victor’s‌‌down-to-earth‌‌and‌‌perhaps‌‌more‌‌objective‌‌evaluation‌‌provides‌‌a‌‌counterpoint‌‌                     

to‌ ‌Ry’s‌ ‌somewhat‌ ‌emotional‌ ‌response‌ ‌—‌ ‌a‌ ‌response‌ ‌Ry‌‌themselves‌‌ends‌‌up‌‌questioning;‌‌to‌‌                           

Victor,‌‌his‌‌lab‌‌is‌‌less‌‌a‌‌“workshop‌‌of‌‌filthy‌‌creation”‌‌than‌‌one‌‌of‌‌incomparable‌‌importance‌‌for‌‌                               

the‌ ‌scientific‌ ‌community.‌ ‌It‌‌is‌‌much‌‌less‌‌a‌‌‌locus‌‌horribilis‌‌than‌‌Ry’s‌‌reaction‌‌makes‌‌it‌‌seem‌‌                               

like.‌ ‌ 

Regarding‌ ‌the‌ ‌passage‌ ‌above,‌ ‌it‌ ‌could‌ ‌be‌ ‌said‌ ‌that‌ ‌the‌ ‌parodic‌ ‌activation‌ ‌and‌‌                         

relativization‌ ‌of‌ ‌the‌ ‌effects‌ ‌of‌ ‌terror‌ ‌associated‌ ‌with‌ ‌the‌ ‌gothic‌ ‌‌locus‌ ‌horribilis‌,‌‌in‌‌this‌‌case‌‌                             

Victor’s‌ ‌laboratory,‌ ‌is‌ ‌in‌ ‌tandem‌ ‌with‌ ‌the‌ ‌parodic‌ ‌intent‌ ‌of‌ ‌both‌ ‌catering‌ ‌to‌ ‌the‌ ‌gothic‌ ‌and‌‌                               

subverting‌ ‌the‌ ‌operation‌ ‌of‌ ‌its‌ ‌internal‌ ‌logic‌ ‌as‌ ‌a‌ ‌genre.‌ ‌The‌ ‌further‌ ‌down‌ ‌the‌ ‌laboratory‌‌                             

Victor‌‌and‌‌Ry‌‌move,‌‌the‌‌more‌‌evident‌‌the‌‌strategy‌‌becomes.‌‌Succeeding‌‌their‌‌meetup‌‌with‌‌the‌‌                             

spider-hands,‌ ‌Ry‌ ‌is‌ ‌introduced‌ ‌to‌ ‌several‌ ‌other‌ ‌disturbing‌ ‌figures‌ ‌stacked‌ ‌behind‌‌the‌‌closed‌‌                         

doors‌‌of‌‌Victor’s‌‌lab:‌‌real‌‌“broad-legged,‌‌furry‌‌spiders”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌170)‌‌whose‌‌                         

leg‌ ‌movements‌ ‌Victor‌ ‌intends‌ ‌to‌ ‌replicate;‌ ‌“shelves‌ ‌[...]‌ ‌neatly‌ ‌lined‌ ‌with‌ ‌small‌ ‌vats‌ ‌of‌‌                           

cryopreserved‌ ‌heads”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌184),‌ ‌including‌‌those‌‌of‌‌rabbits,‌‌cattle,‌‌dogs‌‌                       

and‌‌cats.‌‌Finally,‌‌Victor‌‌opens‌‌up‌‌the‌‌door‌‌to‌‌the‌‌most‌‌secret‌‌room‌‌in‌‌the‌‌facility,‌‌wherein‌‌his‌‌                                   

most‌ ‌ambitious‌ ‌research‌ ‌takes‌ ‌place:‌ ‌ 

‌ 

From‌ ‌my‌ ‌perspective,‌ ‌said‌ ‌Victor,‌ ‌the‌ ‌body‌ ‌can‌ ‌be‌ ‌understood‌ ‌as‌ ‌a‌ ‌life‌                         
support‌ ‌system‌ ‌for‌ ‌the‌ ‌brain.‌ ‌Look‌ ‌here…‌ ‌He‌ ‌opened‌ ‌another‌ ‌door.‌ ‌ 
Two‌ ‌lever-and-probe‌ ‌robots‌ ‌were‌ ‌bent‌ ‌over‌ ‌slices‌ ‌of‌ ‌human‌ ‌brain.‌ ‌ 
Meet‌‌Cain‌‌and‌‌Abel,‌‌said‌‌Victor.‌‌I‌‌copied‌‌them‌‌from‌‌their‌‌parents,‌‌Adam‌‌and‌‌                           
Eve,‌ ‌who‌ ‌work‌‌at‌‌the‌‌University‌‌of‌‌Manchester‌‌in‌‌the‌‌bio-tech‌‌department,‌‌                       
synthesising‌ ‌proteins.‌ ‌ 
These‌ ‌two‌ ‌are‌ ‌tireless.‌ ‌They‌ ‌need‌ ‌neither‌ ‌food‌ ‌nor‌ ‌rest,‌ ‌holidays‌ ‌nor‌‌                       
recreation.‌ ‌Bit‌ ‌by‌ ‌bit‌ ‌they‌ ‌are‌ ‌mapping‌ ‌the‌ ‌brain.‌ ‌ 
Whose‌ ‌brain?‌ ‌I‌ ‌said.‌ ‌ 
Don’t‌ ‌panic,‌ ‌Ry,‌ ‌I’m‌ ‌not‌ ‌a‌ ‌murderer.‌ ‌ 
He‌ ‌sat‌ ‌on‌ ‌the‌ ‌table,‌ ‌ignored‌ ‌by‌‌Cain‌‌and‌‌Abel,‌‌This‌‌is‌‌slow‌‌work,‌‌he‌‌said.‌‌                               
Mapping‌‌the‌‌brain‌‌of‌‌a‌‌mouse‌‌takes‌‌forever.‌‌Even‌‌the‌‌stupidest‌‌human‌‌looks‌‌                         
like‌ ‌Einstein‌ ‌when‌ ‌we‌ ‌try‌ ‌to‌ ‌map‌ ‌the‌ ‌content‌ ‌of‌ ‌his‌ ‌brain.‌ ‌ 
But‌ ‌if‌ ‌we‌ ‌could‌ ‌restore‌ ‌an‌ ‌existing‌ ‌brain…‌ ‌ 
Yes…‌ ‌The‌ ‌answer‌ ‌may‌ ‌lie‌ ‌in‌‌reviving‌‌the‌‌brain‌‌at‌‌a‌‌very‌‌high‌‌temperature‌‌                           
and‌ ‌very‌ ‌quickly.‌ ‌This‌ ‌could‌ ‌happen‌ ‌with‌ ‌radio‌ ‌frequencies.‌ ‌ 
Microwave‌ ‌the‌ ‌brain?‌ ‌I‌ ‌said.‌ ‌ 
No,‌‌said‌‌Victor.‌‌All‌‌you‌‌would‌‌get‌‌is‌‌brains‌‌on‌‌toast,‌‌which‌‌some‌‌consider‌‌a‌‌                             
delicacy.‌‌[...]‌‌Electromagnetic‌‌waves‌‌are‌‌more‌‌likely.‌‌What‌‌we‌‌are‌‌trying‌‌to‌‌                       
do‌‌is‌‌to‌‌avoid‌‌the‌‌formation‌‌of‌‌ice‌‌crystals‌‌as‌‌we‌‌rewarm‌‌tissue.‌‌You‌‌saw‌‌for‌‌                               
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yourself‌‌at‌‌Alcor‌‌that‌‌the‌‌purpose‌‌of‌‌cryopreservation‌‌is‌‌to‌‌avoid‌‌ice‌‌crystals,‌‌                         
which‌ ‌do‌ ‌enormous‌ ‌and‌ ‌irreparable‌ ‌damage‌ ‌to‌ ‌tissue.‌ ‌We‌ ‌face‌ ‌the‌ ‌same‌‌                       
problem‌ ‌of‌ ‌crystallisation‌ ‌when‌ ‌we‌ ‌reheat‌ ‌the‌ ‌organism.‌‌ ‌  
If‌ ‌we‌‌could‌‌solve‌‌this‌‌problem‌‌it‌‌would‌‌have‌‌life-changing‌‌implications‌‌for‌‌                       
tissue‌‌transplants.‌‌How‌‌long‌‌do‌‌you‌‌have‌‌at‌‌present‌‌from‌‌donor‌‌to‌‌recipient?‌‌                         
Thirty‌ ‌hours?‌ ‌ 
Thirty-six‌ ‌max,‌ ‌I‌ ‌said.‌ ‌ 
Well,‌ ‌then,‌ ‌if‌ ‌we‌ ‌can‌ ‌understand‌ ‌how‌ ‌to‌ ‌preserve‌ ‌and‌ ‌rewarm‌ ‌donated‌‌                       
organs,‌‌it‌‌will‌‌mean‌‌we‌‌can‌‌store‌‌those‌‌organs‌‌for‌‌use‌‌as‌‌needed.‌‌The‌‌waiting‌                             
list‌ ‌for‌ ‌a‌ ‌kidney‌ ‌would‌ ‌be‌ ‌over.‌ ‌ 
All‌ ‌of‌ ‌that‌‌is‌‌good,‌‌I‌‌said,‌‌and‌‌laudatory.‌‌But‌‌you‌‌aren’t‌‌really‌‌interested‌‌in‌‌                             
kidney‌ ‌transplants,‌ ‌are‌ ‌you?‌ ‌You‌ ‌are‌ ‌interested‌ ‌in‌ ‌bringing‌ ‌back‌ ‌the‌ ‌dead.‌ ‌ 
You‌ ‌make‌ ‌it‌ ‌sound‌ ‌like‌ ‌a‌ ‌Hammer‌ ‌Horror‌ ‌movie,‌ ‌said‌ ‌Victor.‌ ‌ 
What‌ ‌else‌ ‌is‌ ‌it?‌ ‌I‌ ‌said.‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌184-186).‌ ‌ 

‌ 

This‌‌is‌‌the‌‌room‌‌where‌‌the‌‌most‌‌horrific‌‌shenanigans‌‌are‌‌supposed‌‌to‌‌take‌‌place.‌‌It‌‌is‌‌                               

the‌ ‌‌locus‌ ‌horribilis‌ ‌where‌ ‌Victor‌ ‌Stein,‌ ‌shielded‌ ‌underground‌ ‌from‌ ‌the‌ ‌eyes‌ ‌of‌ ‌society,‌‌                         

possibly‌‌morphs‌‌from‌‌scientist‌‌into‌‌voodooist,‌‌from‌‌researcher‌‌into‌‌reanimator.‌‌It‌‌is‌‌the‌‌venue‌‌                           

where‌ ‌he‌ ‌intends‌ ‌to‌ ‌bring‌ ‌back‌ ‌the‌ ‌dead‌ ‌—‌‌even‌‌if‌‌that‌‌means‌‌“nothing‌‌but”‌‌the‌‌successful‌‌                                 

upload‌ ‌of‌ ‌the‌ ‌contents‌ ‌of‌ ‌a‌‌brain.‌‌Two‌‌implications‌‌pop‌‌from‌‌this‌‌lengthy‌‌description‌‌of‌‌the‌‌                               

locus‌‌horribilis‌‌in‌‌order‌‌to‌‌endow‌‌the‌‌scene‌‌with‌‌the‌‌ambiguous‌‌activation‌‌and‌‌subversion‌‌of‌‌                             

gothic‌ ‌terror,‌ ‌which‌ ‌we‌ ‌have‌ ‌been‌ ‌suggesting‌ ‌is‌ ‌characteristic‌ ‌of‌ ‌Winterson’s‌ ‌novel‌ ‌as‌ ‌a‌‌                           

whole.‌‌The‌‌first‌‌one‌‌is‌‌Victor’s‌‌professed‌‌innocence‌‌in‌‌the‌‌business‌‌of‌‌getting‌‌severed‌‌heads‌‌                             

—‌‌“Don’t‌‌panic,‌‌Ry,‌‌I’m‌‌not‌‌a‌‌murderer”‌‌—,‌‌which‌‌echoes‌‌Ry’s‌‌previous‌‌acknowledgement‌‌                           

of‌‌innocence‌‌in‌‌the‌‌business‌‌of‌‌getting‌‌other‌‌body‌‌parts‌‌—‌‌I‌‌am‌‌not‌‌a‌‌‌grave‌‌robber‌”.‌‌In‌‌both‌‌                                     

cases,‌ ‌their‌ ‌declared‌ ‌blamelessness‌ ‌may‌ ‌be‌ ‌concealing‌ ‌criminal‌ ‌behavior;‌ ‌yet,‌ ‌because‌ ‌the‌‌                       

narrative‌‌is‌‌focalized‌‌through‌‌the‌‌eyes‌‌of‌‌Ry,‌‌whose‌‌method‌‌of‌‌ploughing‌‌for‌‌body‌‌parts‌‌is‌‌(at‌‌                                 

least‌ ‌to‌ ‌a‌ ‌small‌ ‌extent)‌ ‌explained,‌ ‌Victor’s‌ ‌profession‌ ‌of‌ ‌inculpability‌ ‌remains‌ ‌the‌ ‌more‌‌                         

mysterious,‌ ‌less‌ ‌convincing‌ ‌one.‌ ‌The‌ ‌unbelievability‌ ‌of‌‌his‌‌speech,‌‌added‌‌to‌‌his‌‌coldness‌‌at‌‌                           

sitting‌‌on‌‌the‌‌table‌‌where‌‌lie‌‌steaks‌‌of‌‌brain‌‌he‌‌must‌‌have‌‌sliced‌‌himself,‌‌lends‌‌him‌‌something‌‌                                 

of‌ ‌a‌ ‌truly‌ ‌sinister‌ ‌character,‌ ‌one‌ ‌who‌ ‌inhabits‌ ‌a‌ ‌truly‌ ‌‌horribilis‌ ‌locus‌.‌‌ ‌  

However,‌‌the‌‌ambiguous‌‌tone‌‌of‌‌his‌‌professed‌‌innocence‌‌sets‌‌Victor‌‌up‌‌for‌‌the‌‌second‌‌                           

surprising‌‌assumption‌‌underlying‌‌the‌‌scene:‌‌Ry’s‌‌insinuation‌‌that‌‌his‌‌work‌‌is‌‌conducted‌‌in‌‌the‌‌                           

mode‌‌of‌‌a‌‌mad‌‌hero-villain‌‌from‌‌a‌‌Hammer‌‌horror‌‌film.‌‌According‌‌to‌‌Punter‌‌(1996b,‌‌p.‌‌104),‌‌                               

the‌ ‌Hammer‌ ‌Studios,‌ ‌a‌ ‌London-based‌ ‌film‌ ‌production‌ ‌company‌ ‌best‌‌known‌‌for‌‌its‌‌cycle‌‌of‌‌                           

gothic‌‌horror‌‌films‌‌from‌‌the‌‌1950s‌‌and‌‌1960s,‌‌played‌‌a‌‌significant‌‌role‌‌in‌‌providing‌‌a‌‌venue‌‌                               

for‌ ‌the‌ ‌continuity‌ ‌of‌ ‌the‌ ‌tradition‌ ‌of‌ ‌gothic‌ ‌in‌ ‌the‌ ‌twentieth‌ ‌century.‌ ‌The‌ ‌mention‌ ‌of‌ ‌the‌‌                               

Hammer‌ ‌tradition‌ ‌in‌ ‌Winterson’s‌ ‌novel‌ ‌is‌ ‌an‌ ‌appropriate‌ ‌tool‌ ‌to‌ ‌emphasize‌ ‌the‌ ‌parodic‌‌                         

strategy‌‌at‌‌play‌‌in‌‌the‌‌scene:‌‌not‌‌only‌‌did‌‌Hammer‌‌begin‌‌its‌‌cycle‌‌of‌‌notorious‌‌adaptations‌‌of‌‌                                 
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the‌ ‌gothic‌ ‌with‌ ‌a‌ ‌1957‌ ‌version‌ ‌of‌ ‌‌Frankenstein‌ ‌‌(‌The‌ ‌Curse‌ ‌of‌ ‌Frankenstein‌,‌ ‌directed‌ ‌by‌‌                           

Terrence‌‌Fisher‌‌from‌‌a‌‌screenplay‌‌by‌‌Jimmy‌‌Sangster),‌‌its‌‌brand‌‌of‌‌horror‌‌movies,‌‌as‌‌Punter‌‌                             

(1996b,‌‌p.‌‌108)‌‌highlights,‌‌is‌‌recognizable‌‌for‌‌its‌‌“self-ironizing”‌‌qualities.‌‌In‌‌other‌‌words,‌‌a‌‌                           

Hammer‌‌film‌‌is‌‌usually‌‌self-aware‌‌of‌‌its‌‌status‌‌as‌‌an‌‌adaptation‌‌of‌‌the‌‌gothic‌‌while‌‌also‌‌being‌‌                                 

ironically‌ ‌conscious‌ ‌of‌ ‌the‌ ‌assumptions‌ ‌of‌ ‌the‌ ‌gothic‌ ‌tradition‌ ‌in‌‌which‌‌it‌‌works.‌‌The‌‌same‌‌                             

could‌‌be‌‌said‌‌of‌‌the‌‌passage‌‌above,‌‌in‌‌which‌‌Victor’s‌‌characterization‌‌as‌‌a‌‌Hammer‌‌madlike‌‌                             

doctor‌ ‌renders‌ ‌his‌ ‌madness‌ ‌cartoonish,‌ ‌a‌ ‌parodic‌ ‌imposture,‌ ‌a‌ ‌decal‌ ‌of‌ ‌a‌ ‌mad‌ ‌scientist.‌‌                           

Sinister‌‌he‌‌may‌‌be,‌‌the‌‌passage‌‌imparts,‌‌with‌‌an‌‌ironic‌‌wink‌‌at‌‌the‌‌reader‌‌—‌‌but‌‌he‌‌is‌‌so‌‌in‌‌a‌‌                                         

funny,‌‌self-conscious‌‌way,‌‌the‌‌way‌‌a‌‌character‌‌in‌‌a‌‌book‌‌resembles‌‌a‌‌stereotype‌‌from‌‌a‌‌horror‌‌                               

film.‌‌If‌‌terror‌‌is‌‌the‌‌actual‌‌intended‌‌effect‌‌of‌‌the‌‌characterization‌‌of‌‌both‌‌the‌‌mad‌‌doctor‌‌and‌‌                                 

his‌ ‌secret‌ ‌lair,‌ ‌its‌ ‌intended‌ ‌effect‌ ‌is‌ ‌paradoxically‌ ‌shown‌ ‌to‌ ‌be‌ ‌a‌ ‌contrived‌ ‌effect,‌ ‌a‌ ‌genre‌‌                               

artifice,‌ ‌a‌ ‌byproduct‌ ‌of‌ ‌the‌ ‌activation‌ ‌of‌ ‌multiple‌ ‌semiotic‌ ‌systems.‌ ‌As‌ ‌a‌ ‌result,‌ ‌the‌ ‌scene‌‌                             

arguably‌‌does‌‌not‌‌so‌‌much‌‌terrify‌‌a‌‌reader‌‌in‌‌their‌‌core‌‌as‌‌it‌‌invites‌‌them‌‌to‌‌actively‌‌recognize‌                                   

terror‌‌for‌‌the‌‌desired‌‌effect‌‌of‌‌the‌‌scene.‌‌Overall,‌‌the‌‌scene‌‌adds‌‌yet‌‌another‌‌dimension‌‌to‌‌the‌‌                                 

non-stop‌ ‌movement‌ ‌between‌ ‌the‌ ‌activation‌ ‌and‌ ‌subversion‌ ‌of‌ ‌effects‌ ‌of‌ ‌terror‌ ‌which‌‌                       

characterizes‌ ‌Winterson’s‌ ‌version‌ ‌of‌ ‌a‌ ‌postmodern‌ ‌gothic‌ ‌take‌ ‌on‌ ‌Mary‌ ‌Shelley’s‌‌                     

Frankenstein‌.‌ ‌ 

It‌‌is‌‌possible‌‌to‌‌affirm,‌‌considering‌‌what‌‌has‌‌been‌‌analyzed‌‌above,‌‌that‌‌‌Frankissstein:‌‌                         

A‌‌Love‌‌Story‌‌repeats‌‌with‌‌difference‌‌the‌‌gothic‌‌convention‌‌of‌‌the‌‌‌locus‌‌horribilis‌,‌‌particularly‌‌                           

in‌‌its‌‌description‌‌of‌‌the‌‌prominent‌‌sites‌‌of‌‌the‌‌charnel‌‌house‌‌and‌‌the‌‌laboratory.‌‌Strategies‌‌of‌‌                               

ironic‌‌inversion‌‌are‌‌at‌‌play‌‌in‌‌the‌‌novel’s‌‌treatment‌‌of‌‌both‌‌settings.‌‌On‌‌the‌‌one‌‌hand,‌‌Alcor,‌‌                                 

the‌ ‌“futuristic‌ ‌charnel‌ ‌house”,‌ ‌projects‌ ‌anxieties‌‌with‌‌death,‌‌decay‌‌and‌‌reanimation‌‌onto‌‌the‌‌                         

future,‌ ‌thus‌ ‌undercutting‌ ‌gothic’s‌ ‌usual‌‌projection‌‌of‌‌the‌‌same‌‌anxieties‌‌onto‌‌the‌‌past,‌‌while‌‌                           

also‌ ‌reversing‌ ‌the‌ ‌predicted‌ ‌function‌ ‌of‌ ‌a‌ ‌cemetery‌‌from‌‌the‌‌isolation‌‌of‌‌decaying‌‌matter‌‌to‌‌                             

the‌ ‌preservation‌ ‌of‌ ‌dead‌ ‌matter‌ ‌with‌ ‌hopes‌ ‌of‌ ‌a‌ ‌possible‌ ‌reinstatement‌ ‌of‌‌life.‌‌On‌‌the‌‌other‌‌                               

hand,‌‌Victor’s‌‌laboratory‌‌and‌‌the‌‌mysterious‌‌doings‌‌happening‌‌therein‌‌are‌‌described‌‌in‌‌terms‌‌                         

that‌ ‌both‌ ‌cause‌ ‌and‌ ‌reveal‌ ‌as‌ ‌contrived‌ ‌the‌ ‌expected‌ ‌effects‌ ‌of‌ ‌terror‌ ‌in‌ ‌gothic‌ ‌fiction.‌‌                             

Interestingly‌‌enough,‌‌the‌‌characterization‌‌of‌‌the‌‌madlike‌‌doctor‌‌inhabiting‌‌a‌‌subterranean‌‌lair‌‌                       

as‌ ‌parodic,‌ ‌cartoonish‌ ‌and‌ ‌artificial‌ ‌invites‌ ‌considerations‌ ‌about‌ ‌monstrosity,‌ ‌a‌ ‌prominent‌‌                     

feature‌ ‌of‌ ‌both‌ ‌the‌ ‌gothic‌ ‌as‌ ‌a‌ ‌whole‌ ‌and‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌at‌ ‌hand.‌ ‌In‌ ‌the‌‌                                 

following‌ ‌section,‌ ‌we‌ ‌will‌ ‌examine‌ ‌how‌‌the‌‌gothic‌‌convention‌‌of‌‌the‌‌monster‌‌is‌‌parodically‌‌                           

activated‌ ‌in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌ ‌as‌ ‌a‌ ‌means‌ ‌to‌ ‌the‌ ‌valorization‌ ‌of‌ ‌marginalized‌‌                           

identities,‌ ‌in‌ ‌particular‌ ‌those‌ ‌of‌ ‌the‌ ‌trans‌ ‌community.‌ ‌To‌ ‌that‌ ‌we‌ ‌will‌ ‌now‌ ‌proceed.‌ 

‌ 
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4.3‌ ‌“Freak”‌ ‌ 

‌ 

Readers‌‌of‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌‌might‌‌feel‌‌surprised‌‌that‌‌the‌‌mythical‌‌core‌‌of‌‌                           

Mary‌ ‌Shelley’s‌ ‌‌Frankenstein‌ ‌—‌ ‌the‌ ‌manufacture‌ ‌of‌ ‌the‌ ‌monster‌ ‌—‌ ‌is‌ ‌absent‌ ‌from‌‌                         

Winterson’s‌‌postmodern‌‌parody‌‌in‌‌any‌‌straightforward‌‌version.‌‌None‌‌of‌‌the‌‌characters‌‌in‌‌the‌‌                         

postmodern‌‌gothic‌‌novel‌‌actually‌‌manufacture‌‌a‌‌living‌‌creature‌‌out‌‌of‌‌dead‌‌tissue‌‌in‌‌the‌‌way‌‌                             

Victor‌ ‌Frankenstein‌ ‌does,‌ ‌but‌ ‌that‌ ‌does‌ ‌not‌ ‌entail‌ ‌monstrosity‌ ‌should‌ ‌not‌ ‌be‌ ‌an‌ ‌important‌‌                           

aspect‌‌of‌‌the‌‌novel:‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌monstrosity‌‌manifests‌‌itself‌‌as‌‌an‌‌allegory,‌‌                             

one‌ ‌that‌ ‌is‌ ‌marked‌ ‌by‌ ‌a‌ ‌transfiguration‌ ‌in‌ ‌meaning.‌ ‌Transfigurations‌ ‌of‌ ‌this‌ ‌sort‌ ‌are‌ ‌by‌ ‌no‌‌                               

means‌ ‌a‌ ‌novelty‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌reception‌ ‌of‌ ‌Shelley’s‌ ‌novel;‌ ‌according‌ ‌to‌ ‌scholar‌ ‌Karen‌‌                             

Karbiener‌ ‌(2003,‌ ‌p.‌ ‌xvii),‌ ‌writing‌ ‌in‌ ‌her‌ ‌Introduction‌ ‌to‌ ‌‌Frankenstein‌,‌ ‌a‌‌prominent‌‌trend‌‌of‌‌                           

interpretation‌ ‌of‌ ‌the‌ ‌novel‌ ‌‌seeks‌‌to‌‌contemplate‌‌why‌‌“the‌‌monster‌‌has‌‌taken‌‌on‌‌the‌‌name‌‌of‌‌                               

his‌ ‌creator‌‌in‌‌popular‌‌culture”.‌‌Winterson’s‌‌postmodern‌‌gothic‌‌parody‌‌furthers‌‌and‌‌enhances‌‌                       

the‌‌phenomenon‌‌both‌‌by‌‌slightly‌‌altering‌‌the‌‌signifier‌‌from‌‌Fran‌ken‌stein‌‌to‌‌Fran‌kiss‌stein,‌‌and‌‌                         

by‌‌changing‌‌the‌‌signified‌‌into‌‌an‌‌overall‌‌indication‌‌of‌‌creation‌‌and‌‌creativity‌‌developing‌‌into‌‌                           

the‌‌story‌‌arcs‌‌of‌‌several‌‌characters‌‌in‌‌the‌‌novel.‌‌In‌‌the‌‌first‌‌storyline,‌‌focalized‌‌through‌‌Mary‌‌                               

Shelley’s‌‌point‌‌of‌‌view,‌‌“Frankissstein”‌‌comes‌‌into‌‌play‌‌as‌‌a‌‌metaphor‌‌for‌‌Shelley’s‌‌creative‌‌                           

process,‌‌her‌‌invention‌‌of‌‌Victor‌‌Frankenstein‌‌and‌‌his‌‌monster‌‌—‌‌a‌‌“hideous‌‌progeny”‌‌which‌                           

is‌ ‌also‌ ‌hers‌ ‌to‌ ‌“give‌ ‌birth‌ ‌to”.‌ ‌In‌ ‌the‌ ‌course‌ ‌of‌ ‌her‌ ‌creative‌ ‌process,‌ ‌the‌ ‌monster‌ ‌comes‌ ‌to‌‌                                   

represent‌‌several‌‌of‌‌the‌‌personal‌‌dilemmas‌‌Mary‌‌experienced‌‌in‌‌early‌‌adulthood:‌‌the‌‌death‌‌of‌‌                           

her‌ ‌mother‌ ‌in‌‌childbirth,‌‌her‌‌own‌‌successive‌‌miscarriages,‌‌her‌‌extensive‌‌and‌‌philosophically‌‌                       

challenging‌ ‌reading‌ ‌habits,‌ ‌her‌ ‌intellectual‌ ‌involvement‌ ‌with‌ ‌radicalism,‌ ‌her‌ ‌love‌ ‌for‌ ‌a‌‌                       

self-absorbed‌ ‌man‌ ‌for‌ ‌whom‌ ‌their‌ ‌relationship‌ ‌would‌ ‌often‌ ‌come‌ ‌second‌ ‌place.‌ ‌In‌ ‌the‌‌                         

trans-contextualized‌ ‌storyline,‌ ‌“Frankissstein”‌ ‌branches‌ ‌out‌ ‌as‌ ‌a‌ ‌metaphor‌ ‌for‌ ‌separate‌‌                   

experiences‌‌of‌‌creation‌‌of/on/through/in‌‌spite‌‌of‌‌a‌‌human‌‌body:‌‌Victor,‌‌when‌‌he‌‌is‌‌not‌‌finding‌‌                             

ways‌ ‌to‌ ‌upload‌ ‌his‌ ‌very‌ ‌human‌ ‌brain‌ ‌into‌ ‌a‌ ‌computer‌ ‌or‌ ‌robot,‌ ‌attempts‌ ‌to‌ ‌resurrect‌ ‌a‌‌                               

cryogenically‌‌preserved‌‌head;‌‌Ron‌‌Lord‌‌envisions‌‌the‌‌creation‌‌of‌‌an‌‌empire‌‌of‌‌sexbots‌‌as‌‌the‌‌                             

future‌‌of‌‌human‌‌sex;‌‌and‌‌Ry,‌‌the‌‌beguiling‌‌transgender‌‌doctor,‌‌writes‌‌themselves‌‌a‌‌new‌‌body,‌‌                             

a‌‌medley‌‌of‌‌female‌‌and‌‌male‌‌traits.‌‌Although‌‌all‌‌of‌‌the‌‌above‌‌could‌‌be‌‌fruitful‌‌venues‌‌for‌‌the‌‌                                   

exploration‌‌of‌‌monstrosity‌‌in‌‌Winterson’s‌‌postmodern‌‌gothic‌‌novel,‌‌we‌‌will‌‌circumscribe‌‌our‌‌                       

analysis‌ ‌to‌ ‌the‌ ‌character‌ ‌of‌ ‌Ry,‌ ‌for‌ ‌their‌ ‌ambiguous‌ ‌characterization‌ ‌foregrounds‌ ‌a‌‌relevant‌‌                         

aspect‌ ‌of‌ ‌the‌ ‌parodic‌ ‌strategies‌ ‌inherent‌ ‌in‌ ‌several‌ ‌examples‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic:‌ ‌the‌‌                           

celebration‌ ‌of‌ ‌monstrosity‌ ‌as‌ ‌a‌ ‌sign‌ ‌of‌ ‌authenticity.‌ ‌ 
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We‌ ‌have‌ ‌argued‌ ‌in‌ ‌Chapter‌ ‌One‌ ‌that‌‌monstrous‌‌figures‌‌are‌‌the‌‌constitutive‌‌others‌‌of‌‌                           

culture,‌ ‌“the‌ ‌exceptions‌ ‌[allowing]‌ ‌structures‌ ‌to‌ ‌be‌ ‌identified‌ ‌and‌ ‌instituted,‌ ‌difference‌‌                     

providing‌‌the‌‌prior‌‌condition‌‌for‌‌identity‌‌to‌‌emerge”‌‌(BOTTING,‌‌2008,‌‌p.‌‌8).‌‌Gothic‌‌staples‌‌                           

par‌ ‌excellence‌,‌ ‌monsters‌ ‌vest‌ ‌the‌ ‌center‌ ‌with‌ ‌centrality:‌ ‌it‌ ‌may‌ ‌be‌ ‌said‌ ‌that,‌ ‌being‌ ‌the‌‌                             

abnormality‌‌that‌‌renders‌‌norms‌‌visible,‌‌monsters‌‌in‌‌the‌‌tradition‌‌of‌‌gothic‌‌fiction‌‌often‌‌served‌‌                           

the‌‌purpose‌‌of‌‌instituting‌‌cultural‌‌standards,‌‌in‌‌that‌‌they‌‌embodied,‌‌and‌‌subsequently‌‌cast‌‌out‌‌                           

deviation.‌‌Monsters‌‌could‌‌thus‌‌be‌‌defined‌‌as‌‌“difference‌‌made‌‌flesh”,‌‌in‌‌the‌‌words‌‌of‌‌Cohen‌‌                             

(1996,‌ ‌p.‌ ‌7),‌ ‌and‌ ‌as‌ ‌such‌ ‌they‌ ‌usually‌ ‌inscribe‌ ‌differences‌ ‌of‌ ‌“cultural,‌ ‌political,‌ ‌racial,‌‌                           

economic,‌‌sexual”‌‌orders‌‌—‌‌often‌‌all‌‌at‌‌once,‌‌according‌‌to‌‌scholar‌‌Jack‌‌J.‌‌Halberstam‌‌(1995,‌‌                             

p.‌ ‌3).‌ ‌In‌ ‌the‌ ‌tradition‌ ‌of‌‌gothic‌‌fiction,‌‌not‌‌to‌‌say‌‌of‌‌the‌‌cultural‌‌and‌‌political‌‌soil‌‌where‌‌the‌‌                                     

gothic‌ ‌fermented‌ ‌in‌ ‌the‌ ‌eighteenth‌ ‌and‌ ‌nineteenth‌ ‌centuries,‌ ‌those‌ ‌axes‌ ‌of‌ ‌difference‌ ‌have‌‌                         

delimited‌ ‌a‌ ‌space‌ ‌of‌ ‌otherness‌ ‌against‌ ‌which‌ ‌ideology‌ ‌came‌ ‌into‌ ‌play‌ ‌to‌ ‌define‌ ‌patterns‌ ‌of‌‌                             

normality.‌ ‌Hence,‌ ‌it‌ ‌is‌ ‌possible‌ ‌to‌ ‌argue‌ ‌that‌ ‌monstrosity‌ ‌is‌ ‌a‌ ‌byproduct‌ ‌of‌ ‌historically‌ ‌and‌‌                             

culturally‌ ‌specific‌ ‌values‌ ‌which‌ ‌both‌ ‌constitute‌ ‌and‌ ‌police‌ ‌the‌ ‌borders‌ ‌of‌ ‌what‌ ‌must‌ ‌be‌‌                           

considered‌‌normal‌‌in‌‌the‌‌context‌‌of‌‌a‌‌given‌‌time‌‌and‌‌culture.‌‌As‌‌Fred‌‌Botting‌‌shrewdly‌‌puts‌‌                               

it,‌ ‌ 

‌ 
modernity‌ ‌partially‌ ‌stabilises‌ ‌anxiety‌ ‌with‌ ‌objects‌ ‌of‌ ‌fear,‌ ‌exclusion‌ ‌or‌‌                   
repugnance.‌ ‌[It]‌ ‌thus‌ ‌constitutes‌ ‌and‌ ‌polices‌ ‌its‌ ‌boundaries‌ ‌on‌ ‌the‌ ‌basis‌‌of‌‌                       
the‌ ‌exceptions,‌ ‌the‌ ‌others‌ ‌or‌ ‌monsters,‌ ‌it‌ ‌excludes:‌ ‌workers,‌ ‌women,‌‌                   
deviants,‌ ‌criminals,‌ ‌“orientals”‌ ‌etc.‌ ‌are‌ ‌produced‌ ‌as‌ ‌the‌ ‌antitheses‌‌                 
fantasmatically‌ ‌and‌ ‌ideologically‌ ‌establishing‌ ‌modern‌ ‌norms‌ ‌of‌ ‌bourgeois‌‌               
rationality,‌ ‌heteronormative‌ ‌sexuality,‌ ‌racial‌ ‌integrity,‌ ‌[and]‌ ‌social‌ ‌and‌‌               
cultural‌ ‌cohesion.‌ ‌(BOTTING,‌ ‌2008,‌ ‌p.‌ ‌8).‌ ‌ 

‌ 

In‌ ‌short,‌‌the‌‌arrival‌‌of‌‌a‌‌monster‌‌in‌‌gothic‌‌fiction‌‌evidences‌‌the‌‌ideological‌‌ambiguity‌‌of‌‌the‌‌                               

tradition‌ ‌of‌ ‌the‌ ‌gothic,‌ ‌given‌ ‌how‌ ‌the‌ ‌genre‌ ‌both‌ ‌revels‌ ‌in‌ ‌crossing‌ ‌the‌ ‌line‌ ‌separating‌ ‌the‌‌                               

normal‌‌from‌‌the‌‌forbidden‌‌and‌‌taboo‌‌embodied‌‌in‌‌the‌‌monster,‌‌and‌‌reinforces‌‌its‌‌allegiance‌‌to‌‌                             

ideological‌ ‌discourses‌ ‌constituting‌ ‌normality‌ ‌when‌‌the‌‌monster‌‌is‌‌eventually‌‌vanquished‌‌(as‌‌                     

they‌ ‌more‌ ‌often‌ ‌than‌ ‌not‌ ‌are).‌ ‌ 

However,‌ ‌the‌ ‌overlapping‌ ‌of‌ ‌those‌ ‌concerns‌ ‌with‌ ‌a‌‌celebratory‌‌stance‌‌on‌‌difference,‌‌                       

epitomized‌ ‌in‌ ‌the‌ ‌critical‌ ‌vocabulary‌ ‌of‌ ‌postmodernism,‌ ‌has‌ ‌produced‌ ‌a‌ ‌change‌ ‌in‌ ‌cultural‌‌                         

perceptions‌ ‌of‌ ‌monstrosity.‌ ‌The‌ ‌change‌ ‌has‌ ‌been‌ ‌largely‌ ‌motivated‌ ‌by‌ ‌the‌ ‌political‌ ‌and‌‌                         

cultural‌ ‌progresses‌ ‌of‌ ‌the‌ ‌ex-centric‌ ‌and‌ ‌the‌ ‌multiple‌‌questions‌‌those‌‌decentered‌‌subjects‌‌of‌‌                         

history‌ ‌emerging‌ ‌from‌ ‌the‌ ‌1960s‌ ‌have‌‌brought‌‌to‌‌bear‌‌on‌‌the‌‌values‌‌of‌‌liberal‌‌humanism.‌‌It‌‌                               

may‌ ‌be‌ ‌recalled‌ ‌from‌ ‌Chapter‌ ‌One‌ ‌that,‌ ‌in‌ ‌her‌ ‌study‌ ‌of‌ ‌the‌ ‌ex-centric‌ ‌in‌ ‌‌A‌ ‌Poetics‌ ‌of‌‌                                 
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Postmodernism‌,‌ ‌Hutcheon‌ ‌(2004,‌ ‌p.‌ ‌57)‌ ‌highlights‌ ‌how‌ ‌the‌ ‌postmodern‌ ‌has‌ ‌absorbed‌ ‌the‌‌                       

political‌ ‌and‌ ‌cultural‌ ‌agendas‌ ‌emerging‌ ‌from‌ ‌the‌ ‌margins‌ ‌of‌ ‌(the‌ ‌dominant‌‌                     

white-European-straight-cisgendered-male)‌ ‌Western‌ ‌culture,‌ ‌while‌ ‌providing‌ ‌their‌ ‌marginal‌‌             

representatives‌‌with‌‌a‌‌toolbox‌‌of‌‌aesthetic‌‌strategies,‌‌e.‌‌g.‌‌parody,‌‌with‌‌recourse‌‌to‌‌which‌‌their‌‌                             

ex-centric‌‌critical‌‌claims‌‌could‌‌be‌‌shaped,‌‌validated,‌‌and‌‌included‌‌in‌‌the‌‌broader‌‌conversation‌‌                         

of‌ ‌artistic‌ ‌practices.‌ ‌Criticism‌ ‌promoted‌ ‌by‌ ‌the‌ ‌ex-centric,‌ ‌according‌ ‌to‌ ‌Hutcheon‌ ‌(2004,‌‌p.‌‌                         

62),‌‌is‌‌mostly‌‌one‌‌of‌‌focus;‌‌their‌‌critique‌‌of‌‌the‌‌center‌‌and‌‌its‌‌assortment‌‌of‌‌correlated‌‌values‌‌                                 

is‌ ‌not‌‌aimed‌‌at‌‌overcoming‌‌the‌‌center‌‌towards‌‌pure‌‌multiplicity,‌‌but‌‌at‌‌shedding‌‌light‌‌on‌‌the‌‌                               

ideological‌ ‌work‌ ‌of‌ ‌the‌ ‌center,‌ ‌thus‌ ‌making‌ ‌evident‌ ‌how‌ ‌it‌ ‌depends‌ ‌on‌ ‌the‌ ‌exclusions‌ ‌it‌‌                             

operates‌ ‌in‌ ‌order‌ ‌to‌ ‌sustain‌ ‌its‌ ‌powerful‌ ‌position.‌ ‌Put‌ ‌differently,‌ ‌postmodernism‌ ‌does‌ ‌not‌‌                         

dispense‌‌with‌‌the‌‌center,‌‌since‌‌it‌‌paradoxically‌‌depends‌‌on‌‌notions‌‌of‌‌centrality‌‌to‌‌produce‌‌its‌‌                             

de-centering‌‌critique,‌‌but,‌‌in‌‌claiming‌‌voice‌‌to‌‌the‌‌margins,‌‌it‌‌does‌‌change‌‌the‌‌focus‌‌of‌‌critical‌‌                               

approaches,‌ ‌“moving‌ ‌from‌ ‌the‌ ‌language‌ ‌of‌ ‌alienation‌ ‌(otherness)‌ ‌to‌ ‌that‌ ‌of‌ ‌decentering‌‌                       

(difference)”‌‌(HUTCHEON,‌‌2004,‌‌p.‌‌62).‌‌In‌‌essence,‌‌according‌‌to‌‌Hutcheon,‌‌those‌‌ex-centric‌‌                       

subjects‌‌of‌‌history‌‌have‌‌refused‌‌to‌‌be‌‌defined‌‌as‌‌simply‌‌the‌‌others‌‌supplying‌‌the‌‌normativity‌‌                             

of‌ ‌the‌ ‌selfsame,‌ ‌claiming‌ ‌instead‌ ‌political‌ ‌and‌ ‌cultural‌ ‌validation‌ ‌for‌ ‌their‌ ‌noteworthy‌‌                       

existence,‌ ‌in‌ ‌their‌ ‌own‌ ‌terms.‌ ‌ 

Hutcheon‌ ‌may‌ ‌as‌ ‌well‌ ‌have‌ ‌said‌ ‌that‌ ‌the‌ ‌ex-centric‌ ‌work‌ ‌of‌ ‌postmodernism‌ ‌often‌‌                         

verges‌ ‌on‌ ‌the‌ ‌cultural‌ ‌integration‌ ‌of‌ ‌the‌ ‌monster‌ ‌—‌ ‌the‌ ‌unveiling‌ ‌of‌ ‌strategies‌ ‌which‌‌                           

determine‌ ‌who‌ ‌is‌ ‌to‌ ‌be‌ ‌considered‌ ‌a‌ ‌monster,‌ ‌and‌ ‌ultimately‌ ‌the‌ ‌evolution‌ ‌of‌ ‌monstrosity‌‌                           

from‌ ‌an‌ ‌abhorrent‌ ‌site‌ ‌of‌ ‌alterity‌ ‌into‌ ‌a‌‌celebrated‌‌signifier‌‌of‌‌decentering.‌‌The‌‌postmodern‌‌                           

emphasis‌‌on‌‌the‌‌ex-centric‌‌has‌‌allowed‌‌those‌‌identities‌‌potentially‌‌construed‌‌as‌‌monstrous‌‌to‌‌                         

collapse‌‌the‌‌grounds‌‌upon‌‌which‌‌their‌‌monstrosity‌‌had‌‌so‌‌far‌‌been‌‌perceived;‌‌and‌‌along‌‌came‌‌                             

a‌‌new‌‌type‌‌of‌‌monster,‌‌“[n]o‌‌longer‌‌marginalized‌‌and‌‌contained‌‌by‌‌the‌‌voice‌‌of‌‌his‌‌creator”,‌‌                               

as‌‌Catherine‌‌Spooner‌‌(2006,‌‌p.‌‌70)‌‌describes‌‌it‌‌—‌‌“no‌‌longer‌‌the‌‌other”‌‌(SPOONER,‌‌2006,‌‌p.‌‌                               

72).‌ ‌Reoriented‌ ‌in‌ ‌its‌ ‌sensibilities‌ ‌towards‌ ‌the‌ ‌monster,‌ ‌postmodernism‌ ‌has‌ ‌invested‌‌                     

monstrosity‌‌with‌‌a‌‌romantic‌‌‌élan‌‌which‌‌has‌‌allowed‌‌the‌‌monster‌‌to‌‌morph‌‌from‌‌“a‌‌figure‌‌of‌‌                               

fear‌‌[to‌‌a]‌‌metaphor‌‌of‌‌change‌‌and‌‌possibility,‌‌a‌‌model‌‌to‌‌be‌‌imitated‌‌and‌‌affirmed‌‌rather‌‌than‌‌                                 

abhorred”‌ ‌(BOTTING,‌ ‌2008,‌ ‌p.‌ ‌46).‌ ‌According‌ ‌to‌ ‌Spooner‌ ‌(2006,‌ ‌p.‌ ‌74),‌ ‌a‌ ‌scholar‌ ‌whose‌‌                           

work‌‌on‌‌the‌‌“contemporary”‌‌gothic‌‌usually‌‌foregrounds‌‌the‌‌deconstruction‌‌of‌‌the‌‌monster‌‌in‌‌                         

twenty-first‌ ‌century‌ ‌fiction‌ ‌and‌ ‌art,‌ ‌monsters‌ ‌have‌ ‌grown‌ ‌into‌ ‌desirable‌ ‌models‌ ‌of‌‌                       

unapologetic‌ ‌authenticity‌ ‌in‌ ‌proportion‌ ‌to‌ ‌how‌ ‌“the‌ ‌concept‌ ‌of‌‌freakishness‌‌is‌‌embraced‌‌by‌‌                         

the‌ ‌culture‌ ‌at‌ ‌large”;‌ ‌they‌ ‌have‌ ‌thus‌ ‌come‌ ‌to‌ ‌circulate‌ ‌within‌ ‌the‌ ‌system,‌ ‌perhaps‌ ‌still‌‌                             

relatively‌‌marginal,‌‌but‌‌now‌‌vested‌‌with‌‌the‌‌interest‌‌of‌‌critiquing‌‌the‌‌center,‌‌thus‌‌revealing‌‌the‌‌                             
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making‌‌a‌‌monstrosity‌‌to‌‌result‌‌from‌‌the‌‌workings‌‌of‌‌ideology.‌‌As‌‌such,‌‌they‌‌have‌‌opened‌‌up‌‌                               

new‌ ‌avenues‌ ‌of‌ ‌signification‌ ‌which‌ ‌have‌ ‌often‌ ‌brought‌ ‌them‌ ‌closer‌ ‌to‌ ‌their‌ ‌etymological‌‌                         

origins.‌ ‌As‌ ‌we‌ ‌have‌ ‌argued‌ ‌above,‌ ‌the‌ ‌word‌ ‌“monster”‌ ‌is‌ ‌rooted‌ ‌in‌ ‌Latin,‌ ‌having‌ ‌evolved‌                             

either‌ ‌from‌ ‌‌monstrare‌ ‌‌—‌ ‌to‌ ‌show,‌ ‌to‌ ‌display‌ ‌—‌ ‌or‌‌‌monere‌‌‌—‌‌to‌‌warn‌‌(HUET,‌‌1993,‌‌p.‌‌6).‌ ‌                                   

According‌‌to‌‌the‌‌etymological‌‌tradition,‌‌the‌‌monster‌‌may‌‌be‌‌described‌‌as‌‌an‌‌unnatural‌‌being‌‌                           

regarded‌‌as‌‌an‌‌omen,‌‌whose‌‌arrival‌‌signals‌‌a‌‌warning,‌‌a‌‌presage,‌‌a‌‌message;‌‌the‌‌monster‌‌is‌‌a‌‌                                 

harbinger,‌ ‌a‌ ‌stand-in‌ ‌—‌ ‌it‌ ‌is‌ ‌a‌ ‌‌sign‌of‌ ‌something‌ ‌“other”‌ ‌than‌‌itself.‌‌As‌‌scholar‌‌Sam‌‌Coale‌‌                                 

(2007,‌ ‌p.‌ ‌119)‌ ‌suggests,‌ ‌however,‌ ‌when‌ ‌monsters‌ ‌are‌ ‌revealed‌ ‌to‌ ‌be‌ ‌the‌ ‌byproduct‌ ‌of‌‌                           

ideology,‌‌what‌‌they‌‌point‌‌at‌‌—‌‌what‌‌their‌‌arrival‌‌signifies‌‌—‌‌is‌‌the‌‌operation‌‌of‌‌the‌‌system‌‌of‌‌                                   

preconceptions‌ ‌governing‌ ‌society,‌ ‌enabler‌ ‌of‌ ‌a‌ ‌symbolic‌ ‌devaluation‌ ‌of‌ ‌counter-normative‌‌                   

identities.‌ ‌‌The‌ ‌system‌ ‌itself‌‌ ‌is‌ ‌in‌ ‌turn‌ ‌rendered‌ ‌horrific,‌ ‌undesirable,‌ ‌monstrous.‌ ‌ 

In‌ ‌light‌ ‌of‌ ‌the‌ ‌comments‌ ‌above,‌ ‌it‌ ‌may‌ ‌be‌ ‌argued‌ ‌that‌ ‌a‌ ‌certain‌ ‌strategy‌ ‌of‌ ‌parodic‌‌                               

inversion‌ ‌is‌ ‌often‌ ‌at‌ ‌play‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌in‌ ‌order‌ ‌to‌ ‌represent‌ ‌the‌ ‌monster‌ ‌as‌ ‌a‌‌                                 

sympathetic‌ ‌individual‌ ‌worthy‌ ‌of‌ ‌celebration,‌ ‌rather‌ ‌than‌ ‌the‌ ‌abhorrent,‌ ‌fearsome‌ ‌other‌ ‌of‌‌                       

culture.‌‌When‌‌considering‌‌how‌‌the‌‌strategy‌‌plays‌‌out‌‌in‌‌Jeanette‌‌Winterson’s‌‌‌Frankissstein:‌‌A‌‌                         

Love‌‌Story‌,‌‌it‌‌becomes‌‌evident‌‌that‌‌the‌‌novel‌‌takes‌‌a‌‌step‌‌ahead‌‌in‌‌its‌‌celebratory‌‌approach‌‌to‌‌                                 

the‌‌monster,‌‌in‌‌opposition‌‌to,‌‌say,‌‌Daniel‌‌Levine’s‌‌more‌‌ambiguous‌‌stance‌‌in‌‌‌Hyde‌.‌‌We‌‌have‌‌                             

argued‌ ‌in‌ ‌Chapter‌ ‌Three‌ ‌that‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌often‌ ‌reveals‌ ‌a‌ ‌sympathy‌ ‌for‌ ‌the‌‌                           

monster’s‌ ‌perspective‌ ‌of‌ ‌his‌ ‌own‌ ‌monstrosity;‌ ‌we‌ ‌have‌ ‌also‌ ‌noted‌ ‌how‌ ‌strategies‌ ‌of‌ ‌ironic‌‌                           

inversion‌‌often‌‌serve‌‌the‌‌purpose‌‌of‌‌spinning‌‌the‌‌focus‌‌of‌‌critical‌‌attention,‌‌from‌‌the‌‌monster‌‌                             

itself‌ ‌as‌ ‌the‌ ‌incarnation‌ ‌of‌ ‌evil‌ ‌otherness‌ ‌to‌ ‌the‌ ‌system‌ ‌of‌ ‌interconnected‌ ‌discourses‌ ‌and‌‌                           

institutions‌‌which‌‌both‌‌create‌‌monstrosity‌‌and‌‌use‌‌it‌‌as‌‌a‌‌parameter‌‌against‌‌which‌‌normalized‌‌                           

behavior‌ ‌can‌ ‌be‌ ‌enforced‌ ‌through‌ ‌discipline.‌ ‌Yet‌ ‌‌Hyde‌‌never‌‌quite‌‌celebrates‌‌the‌‌monster‌‌it‌‌                           

purports‌‌to‌‌give‌‌voice‌‌to;‌‌on‌‌the‌‌contrary,‌‌Edward‌‌Hyde‌‌remains‌‌trapped‌‌within‌‌the‌‌discourses‌‌                             

of‌‌other,‌‌more‌‌privileged‌‌individuals‌‌—‌‌discourses‌‌such‌‌as‌‌continually‌‌place‌‌him‌‌in‌‌a‌‌position‌‌                             

of‌‌otherness‌‌—‌‌not‌‌to‌‌say‌‌a‌‌prey‌‌to‌‌the‌‌shocking‌‌“unconscious”‌‌possibilities‌‌his‌‌own‌‌narrative‌‌                               

fails‌‌to‌‌conceal.‌‌Hyde‌‌killed,‌‌he‌‌participated‌‌in‌‌rape,‌‌he‌‌may‌‌even‌‌have‌‌been‌‌a‌‌pedophile,‌‌and‌‌                                 

none‌‌of‌‌this‌‌is‌‌ever‌‌forgiven,‌‌let‌‌alone‌‌saluted‌‌in‌‌the‌‌postmodern‌‌gothic‌‌account‌‌of‌‌his‌‌life‌‌and‌‌                                   

times.‌ ‌The‌ ‌sustained‌ ‌ambiguity‌ ‌(and‌ ‌ultimate‌ ‌irresolution)‌ ‌of‌ ‌the‌ ‌novel‌‌in‌‌its‌‌treatment‌‌of‌‌a‌‌                             

complex‌ ‌monstrous‌‌character‌‌is‌‌typically‌‌postmodern,‌‌but‌‌it‌‌is‌‌not‌‌all‌‌the‌‌postmodern‌‌gothic‌‌                           

is‌ ‌about.‌ ‌Ry‌ ‌Shelley,‌ ‌one‌ ‌of‌ ‌the‌ ‌protagonists‌ ‌of‌ ‌Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌‌Love‌‌                           

Story‌,‌ ‌is‌ ‌equally‌ ‌complex‌ ‌as‌ ‌a‌ ‌character,‌ ‌and‌ ‌equally‌ ‌disruptive‌ ‌of‌ ‌categories‌ ‌of‌ ‌gender‌‌                           

identity‌ ‌and‌ ‌normative‌ ‌sexual‌ ‌practices,‌ ‌though‌ ‌the‌‌novel’s‌‌treatment‌‌of‌‌their‌‌monstrosity‌‌is‌‌                         

far‌ ‌more‌ ‌celebratory.‌ ‌ 
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In‌‌order‌‌to‌‌examine‌‌the‌‌disruption‌‌of‌‌notions‌‌of‌‌monstrosity‌‌Ry‌‌brings‌‌about,‌‌we‌‌must‌‌                             

give‌‌attention‌‌to‌‌the‌‌subject‌‌matter‌‌of‌‌their‌‌transitioning‌‌body.‌‌The‌‌body‌‌is‌‌at‌‌the‌‌center‌‌of‌‌the‌‌                                   

everyday‌ ‌dilemmas‌ ‌faced‌ ‌by‌ ‌trans‌ ‌people,‌ ‌according‌ ‌to‌ ‌Butler‌ ‌(2002,‌ ‌p.‌ ‌90);‌ ‌it‌ ‌is‌ ‌arguably‌‌                             

important‌ ‌for‌ ‌most,‌ ‌if‌ ‌not‌ ‌all‌ ‌trans‌ ‌individuals‌ ‌to‌ ‌manipulate‌‌their‌‌biological‌‌body‌‌so‌‌that‌‌it‌‌                               

can‌ ‌accord‌ ‌with‌ ‌their‌ ‌perception‌‌of‌‌their‌‌own‌‌gender,‌‌which‌‌frequently‌‌entails‌‌a‌‌multiplicity‌‌                           

of‌ ‌medical‌ ‌treatments‌ ‌including‌ ‌cosmetic‌ ‌body‌ ‌modification,‌ ‌hormone-based‌ ‌therapy,‌ ‌and‌‌                   

gender‌ ‌reassignment‌ ‌surgery.‌ ‌The‌ ‌body‌ ‌is‌ ‌also‌ ‌at‌ ‌the‌ ‌vortex‌ ‌of‌ ‌the‌ ‌dilemmas‌ ‌faced‌ ‌by‌ ‌the‌‌                               

monster,‌ ‌according‌ ‌to‌ ‌Huet‌ ‌(1993,‌ ‌p.‌ ‌1)‌ ‌and‌ ‌Coale‌ ‌(2007,‌ ‌p.‌ ‌102).‌ ‌The‌ ‌monster’s‌ ‌body‌ ‌is‌‌                               

always‌‌at‌‌odds‌‌with‌‌what‌‌is‌‌perceived‌‌as‌‌natural,‌‌‌ergo‌‌‌normal:‌‌it‌‌may‌‌be‌‌too‌‌small‌‌or‌‌too‌‌big,‌‌                                     

too‌ ‌beautiful‌ ‌(to‌ ‌the‌‌point‌‌where‌‌it‌‌comes‌‌off‌‌as‌‌otherworldly)‌‌or‌‌too‌‌ugly,‌‌overly‌‌strong‌‌yet‌‌                                 

weak‌ ‌to‌ ‌a‌ ‌disproportionate‌ ‌measure.‌ ‌The‌ ‌monster’s‌ ‌body‌ ‌is‌ ‌often‌ ‌both,‌ ‌as‌ ‌far‌ ‌as‌ ‌characters‌‌                             

such‌ ‌as‌ ‌the‌ ‌creature‌ ‌of‌ ‌Frankenstein‌ ‌are‌‌concerned;‌‌his‌‌features‌‌have‌‌been‌‌selected‌‌from‌‌all‌‌                             

that‌ ‌is‌ ‌supposed‌ ‌to‌ ‌be‌ ‌beautiful‌ ‌—‌ ‌his‌‌hair‌‌is‌‌black‌‌and‌‌lustrous,‌‌his‌‌teeth‌‌of‌‌a‌‌pearly‌‌white‌‌                                     

shade,‌‌his‌‌skin‌‌smooth‌‌and‌‌fair,‌‌his‌‌limbs‌‌in‌‌excellent‌‌proportion‌‌—,‌‌yet‌‌the‌‌creature‌‌turns‌‌out‌‌                                 

loathsome,‌‌its‌‌intended‌‌perfection‌‌only‌‌ever‌‌forming‌‌“a‌‌more‌‌horrid‌‌contrast‌‌with‌‌his‌‌watery‌‌                           

eyes,‌‌that‌‌seemed‌‌almost‌‌of‌‌the‌‌same‌‌colour‌‌as‌‌the‌‌dun‌‌white‌‌sockets‌‌in‌‌which‌‌they‌‌were‌‌set,‌‌                                   

his‌‌shrivelled‌‌complexion,‌‌and‌‌straight‌‌black‌‌lips.”‌‌(SHELLEY,‌‌2003,‌‌p.‌‌55).‌‌The‌‌monster,‌‌as‌‌                           

this‌ ‌description‌ ‌suggests,‌ ‌may‌ ‌be‌ ‌deformed‌ ‌in‌‌the‌‌way‌‌of‌‌a‌‌Cubist‌‌painting;‌‌it‌‌may‌‌defy‌‌the‌‌                                 

logics‌ ‌of‌ ‌nature‌‌and‌‌biology‌‌(in‌‌the‌‌manner‌‌of‌‌a‌‌zombie,‌‌or‌‌undead,‌‌who‌‌is‌‌dead‌‌matter‌‌still‌‌                                   

living);‌‌it‌‌may‌‌reunite‌‌physical‌‌traits‌‌of‌‌opposites‌‌—‌‌say,‌‌two‌‌different‌‌genitalia,‌‌two‌‌opposing‌‌                             

genders.‌ ‌In‌ ‌all‌ ‌cases,‌ ‌it‌ ‌disrupts‌ ‌categories.‌ ‌As‌ ‌a‌ ‌consequence,‌ ‌a‌ ‌monster‌ ‌often‌ ‌disturbs‌‌the‌‌                             

shared‌ ‌codes‌ ‌of‌ ‌understanding‌ ‌of‌ ‌those‌ ‌who‌ ‌rely‌ ‌too‌ ‌strongly‌ ‌on‌ ‌fixed‌ ‌and‌ ‌immutable‌‌                           

categories‌‌to‌‌catch‌‌hold‌‌of‌‌the‌‌world‌‌around‌‌them.‌‌The‌‌monster‌‌brings‌‌along‌‌fear,‌‌and‌‌often‌‌a‌‌                                 

horror‌‌strong‌‌enough‌‌to‌‌render‌‌rejection‌‌the‌‌only‌‌possible‌‌alternative‌‌to‌‌catching‌‌sight‌‌of‌‌it‌‌—‌‌                               

note‌ ‌how‌ ‌swiftly‌ ‌Victor‌ ‌and‌ ‌everyone‌ ‌else,‌ ‌with‌ ‌the‌ ‌exception‌ ‌of‌ ‌the‌ ‌blind‌ ‌patriarch‌‌of‌‌the‌‌                               

DeLaceys,‌ ‌flee‌ ‌with‌ ‌breathless‌ ‌horror‌ ‌and‌ ‌disgust‌ ‌at‌ ‌the‌ ‌sight‌ ‌of‌ ‌the‌ ‌creature.‌‌  

To‌ ‌an‌ ‌extent,‌‌the‌‌disturbance‌‌of‌‌stable‌‌categories‌‌is‌‌the‌‌dominant‌‌effect‌‌of‌‌Ry’s‌‌body‌‌                             

in‌ ‌transition.‌ ‌A‌ ‌hybrid‌ ‌body‌ ‌it‌ ‌is‌ ‌—‌ ‌“liminal,‌ ‌cusping,‌ ‌in‌ ‌between,‌ ‌emerging,‌ ‌undecided,‌‌                           

transitional,‌ ‌experimental,‌ ‌a‌ ‌start-up‌ ‌(or‌ ‌is‌ ‌it‌‌an‌‌upstart)‌‌in‌‌[their]‌‌own‌‌life”‌‌(WINTERSON,‌‌                           

2019,‌ ‌p.‌ ‌29);‌ ‌a‌ ‌body‌ ‌so‌ ‌disruptive‌ ‌of‌ ‌categories‌ ‌of‌ ‌female/male,‌ ‌gay/straight,‌ ‌cis/trans,‌‌                         

human/posthuman,‌ ‌that‌ ‌it‌ ‌short-circuits‌ ‌the‌ ‌thinking‌ ‌abilities‌ ‌of‌ ‌Ry’s‌ ‌peers,‌ ‌even‌ ‌the‌ ‌most‌‌                         

brilliant,‌ ‌“deconstructed”‌ ‌ones.‌ ‌By‌ ‌that‌ ‌we‌ ‌mean‌ ‌Victor,‌ ‌who‌ ‌feels‌ ‌attracted‌ ‌to‌ ‌Ry,‌ ‌but‌‌                           

unbalanced‌‌by‌‌the‌‌imprecision‌‌of‌‌their‌‌embodied‌‌self.‌‌He‌‌loves‌‌Ry,‌‌or‌‌at‌‌least‌‌the‌‌idea‌‌of‌‌Ry,‌‌                                   

the‌ ‌fact‌ ‌that‌ ‌Ry‌ ‌“chose‌ ‌to‌ ‌intervene‌ ‌in‌ ‌[their]‌ ‌own‌ ‌evolution,‌ ‌accelerate‌ ‌[their]‌ ‌portfolio‌ ‌of‌‌                             
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possibilities”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌154);‌ ‌yet,‌ ‌as‌ ‌we‌ ‌have‌ ‌mentioned‌ ‌above,‌ ‌he‌ ‌finds‌‌                         

himself‌ ‌resorting‌ ‌to‌ ‌the‌ ‌life-saving‌ ‌buoy‌ ‌of‌ ‌binary‌ ‌gender‌ ‌categories‌ ‌to‌ ‌render‌ ‌his‌ ‌love‌ ‌—‌‌                             

truly,‌‌the‌‌impossibility‌‌of‌‌his‌‌love,‌‌for‌‌he‌‌is‌‌“not‌‌gay”‌‌—‌‌understandable.‌‌None‌‌of‌‌it‌‌is‌‌to‌‌any‌‌                                     

avail:‌‌Ry‌‌does‌‌not‌‌think‌‌of‌‌themselves‌‌as‌‌part‌‌of‌‌the‌‌binary;‌‌they‌‌insist‌‌on‌‌being‌‌a‌‌hybrid,‌‌on‌‌                                     

being‌ ‌unassimilable,‌ ‌a‌ ‌man‌ ‌but‌ ‌also‌ ‌a‌‌woman,‌‌both‌‌and‌‌neither‌‌in‌‌particular,‌‌a‌‌being‌‌whose‌‌                               

defining‌ ‌feature‌ ‌is‌ ‌the‌ ‌fact‌ ‌that‌ ‌“[they]‌ ‌live‌ ‌with‌ ‌doubleness”‌ ‌(WINTERSON,‌‌2019,‌‌p.‌‌89).‌‌                           

“We‌ ‌are‌ ‌both‌ ‌freaks”,‌ ‌Victor‌ ‌eventually‌ ‌concludes,‌ ‌which‌‌prompts‌‌a‌‌hurt‌‌response‌‌from‌‌the‌‌                           

doctor:‌ ‌“Don’t‌ ‌call‌ ‌me‌ ‌a‌‌freak‌‌because‌‌I’m‌‌trans.”‌‌(WINTERSON,‌‌2019,‌‌p.‌‌171).‌‌However,‌‌                           

Ry’s‌ ‌response‌ ‌is‌ ‌only‌ ‌in‌ ‌part‌ ‌justified;‌ ‌although‌ ‌Victor‌ ‌indeed‌ ‌seems‌ ‌bewildered‌ ‌by‌ ‌the‌‌                           

doctor’s‌ ‌body‌ ‌to‌ ‌the‌‌point‌‌of‌‌scaling‌‌back‌‌to‌‌preconceptions‌‌he‌‌elsewhere‌‌claims‌‌to‌‌despise,‌‌                             

his‌‌attraction‌‌for‌‌Ry‌‌seems‌‌paradoxically‌‌genuine.‌‌His‌‌evaluation‌‌of‌‌their‌‌freakishness‌‌is‌‌less‌‌                           

grounded‌‌in‌‌Ry’s‌‌troubling‌‌of‌‌gender‌‌performativity,‌‌or‌‌else‌‌in‌‌the‌‌unwelcome‌‌novelty‌‌of‌‌the‌‌                             

feelings‌‌Ry‌‌awakens‌‌in‌‌him,‌‌than‌‌in‌‌their‌‌shared‌‌marginality‌‌to‌‌ideological‌‌interpellation,‌‌their‌‌                           

refusal‌ ‌of‌ ‌patterning‌ ‌themselves‌ ‌after‌ ‌the‌ ‌values‌ ‌which‌‌constitute‌‌normality:‌‌“We‌‌are‌‌freaks‌‌                         

according‌ ‌to‌ ‌the‌ ‌behavior‌ ‌of‌ ‌the‌ ‌world.”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌171).‌ ‌Both‌‌are‌‌marginal,‌‌                           

and‌‌yet‌‌thinking‌‌ahead,‌‌towards‌‌a‌‌moment‌‌where‌‌marginality‌‌will‌‌be‌‌revealed‌‌for‌‌the‌‌fictional‌‌                             

structural‌ ‌value‌ ‌it‌ ‌carries.‌ ‌To‌ ‌Victor,‌ ‌that‌ ‌is‌ ‌something‌ ‌to‌ ‌celebrate‌ ‌—‌ ‌Ry‌ ‌is‌ ‌someone‌ ‌to‌‌                               

celebrate.‌‌“We‌‌are‌‌the‌‌smartest”‌‌(him‌‌and‌‌Ry,‌‌that‌‌is);‌‌“We‌‌are‌‌not‌‌waiting‌‌for‌‌Mother‌‌Nature‌‌                                 

any‌‌more.‌‌[...]‌‌And‌‌you,‌‌Ry,‌‌gorgeous‌‌boy/girl,‌‌whatever‌‌you‌‌are,‌‌you‌‌had‌‌a‌‌sex‌‌change.‌‌[...]‌‌                                 

That‌ ‌attracts‌ ‌me.‌ ‌How‌ ‌could‌ ‌it‌ ‌not?‌ ‌You‌ ‌are‌ ‌both‌ ‌exotic‌ ‌and‌ ‌real.‌‌The‌‌here‌‌and‌‌now,‌‌and‌‌a‌‌                                     

harbinger‌ ‌of‌ ‌the‌ ‌future.”‌ ‌(WINTERSON,‌ ‌2019,‌ ‌p.‌ ‌154).‌ ‌ 

A‌ ‌beautiful,‌ ‌seductive‌ ‌body,‌ ‌a‌‌body‌‌ahead‌‌of‌‌itself;‌‌attractive‌‌and‌‌delicious‌‌to‌‌Victor‌‌                           

precisely‌ ‌for‌ ‌the‌ ‌fact‌ ‌that‌ ‌it‌ ‌disturbs‌ ‌categorization.‌ ‌That‌ ‌is‌ ‌Ry’s‌ ‌body,‌ ‌a‌ ‌monstrous‌ ‌body‌‌                             

which‌‌beguiles‌‌rather‌‌than‌‌terrifies.‌‌A‌‌monster’s‌‌body‌‌from‌‌which‌‌Victor‌‌does‌‌not‌‌dare‌‌to‌‌shy‌‌                               

away.‌ ‌Indeed,‌ ‌Victor’s‌ ‌attraction‌ ‌to‌ ‌Ry‌ ‌is‌ ‌overbearing,‌ ‌almost‌ ‌inexorable:‌ ‌ 

‌ 

The‌ ‌shower‌ ‌was‌ ‌plentiful‌ ‌and‌ ‌strong‌ ‌and‌ ‌the‌ ‌water‌ ‌was‌ ‌hot.‌ ‌I‌ ‌soaped‌ ‌my‌‌                           
body,‌‌getting‌‌rid‌‌of‌‌sand‌‌from‌‌every‌‌crack‌‌and‌‌soft‌‌place.‌‌Soon‌‌the‌‌room‌‌was‌‌                             
as‌ ‌steamy‌ ‌as‌ ‌a‌ ‌Hitchcock‌ ‌movie.‌ ‌I‌ ‌didn’t‌‌notice‌‌Victor‌‌had‌‌come‌‌in‌‌until‌‌I‌‌                             
stepped‌ ‌out‌ ‌of‌ ‌the‌ ‌shower.‌ ‌He‌ ‌handed‌ ‌me‌ ‌a‌ ‌towel.‌ ‌Then‌ ‌he‌ ‌saw‌ ‌me.‌ ‌ 
He‌‌saw‌‌the‌‌scars‌‌under‌‌my‌‌pecs.‌‌I‌‌watched‌‌his‌‌eyes‌‌work‌‌down‌‌my‌‌body.‌‌No‌‌                               
penis.‌ ‌ 
There‌ ‌was‌ ‌a‌ ‌pause,‌ ‌short‌ ‌enough‌ ‌but‌ ‌long‌ ‌enough.‌ ‌ 
I’m‌‌trans,‌‌I‌‌said.‌‌I‌‌had‌‌top‌‌surgery‌‌about‌‌a‌‌year‌‌ago.‌‌These‌‌things‌‌take‌‌time.‌‌                               
[...]‌ ‌ 
I‌ ‌thought‌ ‌you‌ ‌were‌ ‌a‌ ‌man,‌ ‌he‌ ‌said.‌‌ ‌  
I‌ ‌am.‌ ‌Anatomically‌ ‌I‌ ‌am‌ ‌also‌ ‌a‌ ‌woman.‌ ‌ 
Is‌ ‌that‌ ‌how‌ ‌you‌ ‌feel‌ ‌about‌ ‌yourself?‌ ‌ 
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Yes.‌ ‌Doubleness‌ ‌is‌ ‌nearer‌ ‌to‌ ‌the‌ ‌truth‌ ‌for‌ ‌me.‌ ‌ 
Victor‌ ‌said,‌ ‌I‌ ‌have‌ ‌never‌ ‌met‌ ‌anyone‌ ‌who‌ ‌is‌ ‌trans.‌ ‌ 
Most‌ ‌people‌ ‌haven’t.‌ ‌ 
He‌ ‌smiled.‌ ‌Weren’t‌ ‌we‌ ‌just‌ ‌saying‌ ‌that‌ ‌in‌ ‌the‌ ‌future‌ ‌we‌ ‌will‌ ‌be‌ ‌able‌ ‌to‌‌                             
choose‌ ‌our‌ ‌bodies?‌ ‌And‌ ‌to‌ ‌change‌ ‌them?‌ ‌Think‌ ‌of‌ ‌yourself‌ ‌as‌ ‌future-early.‌ ‌ 
I‌‌am‌‌always‌‌late‌‌for‌‌appointments,‌‌I‌‌said,‌‌and‌‌we‌‌both‌‌laughed.‌‌To‌‌break‌‌the‌‌                             
tension.‌ ‌ 
Once‌ ‌you‌ ‌are‌ ‌out‌ ‌of‌ ‌the‌ ‌room‌ ‌I‌ ‌will‌ ‌drop‌ ‌this‌ ‌towel‌ ‌and‌ ‌take‌ ‌a‌ ‌shower.‌ ‌ 
The‌‌thin‌‌towel‌‌wasn’t‌‌hiding‌‌much.‌‌I‌‌said‌‌(why‌‌did‌‌I‌‌say‌‌this?),‌‌Do‌‌you‌‌want‌‌                               
to‌ ‌touch‌ ‌me?‌ ‌ 
I’m‌ ‌not‌ ‌gay,‌ ‌he‌ ‌said.‌ ‌ 
I‌ ‌know‌ ‌it’s‌ ‌confusing,‌ ‌I‌ ‌said.‌ ‌ 
He‌ ‌moved‌ ‌nearer.‌ ‌He‌ ‌ran‌ ‌his‌ ‌long‌ ‌fingers‌ ‌down‌‌my‌‌forehead‌‌and‌‌over‌‌my‌‌                           
nose,‌ ‌parted‌‌my‌‌lips‌‌and‌‌rubbed‌‌my‌‌two‌‌front‌‌teeth,‌‌pulled‌‌down‌‌my‌‌lower‌‌                           
lip,‌ ‌passed‌ ‌on‌ ‌over‌ ‌the‌ ‌light‌ ‌stubble‌ ‌of‌ ‌my‌ ‌chin‌ ‌and‌ ‌to‌ ‌my‌ ‌non-existent‌‌                           
Adam’s‌ ‌apple,‌ ‌the‌ ‌dip‌ ‌of‌ ‌my‌ ‌throat,‌ ‌then‌ ‌he‌ ‌spread‌ ‌his‌ ‌hand,‌ ‌thumb‌ ‌and‌‌                           
fingers‌ ‌on‌ ‌either‌ ‌side‌ ‌of‌ ‌my‌ ‌collarbone.‌ ‌As‌ ‌though‌ ‌he‌ ‌was‌ ‌scanning‌ ‌me.‌ ‌ 
With‌‌his‌‌other‌‌hand,‌‌flat,‌‌he‌‌stroked‌‌my‌‌chest,‌‌pausing‌‌over‌‌the‌‌scars.‌‌He‌‌is‌‌                             
not‌ ‌afraid‌ ‌of‌ ‌the‌ ‌scars‌ ‌or‌ ‌their‌ ‌bumpy‌ ‌beauty.‌ ‌To‌ ‌me‌ ‌they‌‌are‌‌beautiful.‌‌A‌‌                             
mark‌ ‌of‌ ‌freedom.‌ ‌When‌ ‌I‌ ‌find‌ ‌them‌ ‌in‌ ‌the‌ ‌night,‌ ‌in‌ ‌the‌ ‌dark,‌ ‌I‌ ‌remember‌‌                             
what‌ ‌I‌ ‌have‌ ‌done,‌ ‌and‌ ‌I‌ ‌go‌ ‌back‌ ‌to‌ ‌sleep.‌ ‌ 
He‌ ‌touched‌ ‌my‌ ‌nipples.‌ ‌My‌‌nipples‌‌have‌‌always‌‌been‌‌sensitive,‌‌now‌‌more‌‌                       
so‌‌since‌‌the‌‌surgery.‌‌My‌‌chest‌‌is‌‌strong‌‌and‌‌smooth‌‌from‌‌the‌‌weight‌‌training‌‌                           
I‌‌do.‌‌The‌‌testosterone‌‌injections‌‌make‌‌it‌‌easy‌‌to‌‌build‌‌muscle.‌‌I‌‌like‌‌the‌‌solid‌‌                             
plane‌ ‌of‌ ‌what‌ ‌I‌ ‌have‌ ‌become.‌ ‌We‌ ‌were‌ ‌near‌ ‌to‌ ‌kissing‌ ‌but‌ ‌we‌ ‌didn’t‌ ‌kiss.‌ ‌[...]‌ ‌ 
I‌ ‌am‌ ‌a‌ ‌woman.‌ ‌And‌ ‌I‌‌am‌‌a‌‌man.‌‌That’s‌‌how‌‌it‌‌is‌‌for‌‌me.‌‌I‌‌am‌‌in‌‌the‌‌body‌‌                                       
that‌ ‌I‌ ‌prefer.‌‌But‌‌the‌‌past,‌‌my‌‌past,‌‌isn’t‌‌subject‌‌to‌‌surgery.‌‌I‌‌didn’t‌‌do‌‌it‌‌to‌‌                                 
distance‌ ‌myself‌ ‌from‌ ‌myself.‌ ‌I‌ ‌did‌ ‌it‌ ‌to‌ ‌get‌ ‌nearer‌ ‌to‌ ‌myself.‌ ‌[...]‌ ‌ 
Why‌ ‌are‌ ‌you‌ ‌so‌ ‌easy‌ ‌in‌ ‌your‌ ‌body?‌ ‌he‌ ‌said.‌ ‌ 
Because‌‌it‌‌really‌‌is‌‌my‌‌body.‌‌I‌‌had‌‌it‌‌made‌‌for‌‌me.‌‌(WINTERSON,‌‌2019,‌‌p.‌‌                             
118-122).‌ ‌ 

‌ 

Many‌ ‌interesting‌ ‌aspects‌ ‌of‌ ‌this‌ ‌long‌ ‌passage‌ ‌support‌ ‌the‌‌claim‌‌that‌‌the‌‌postmodern‌‌                         

gothic‌ ‌ventures‌ ‌a‌ ‌valorization‌ ‌and‌ ‌celebration‌ ‌of‌ ‌the‌ ‌monster‌ ‌through‌ ‌strategies‌ ‌of‌ ‌parodic‌‌                         

inversion,‌ ‌of‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌gothic‌ ‌conventions‌ ‌and‌ ‌the‌ ‌manipulation‌ ‌of‌ ‌readerly‌‌                         

expectations.‌‌Victor‌‌and‌‌Ry‌‌have‌‌been‌‌caught‌‌up‌‌in‌‌a‌‌storm‌‌(one‌‌of‌‌many‌‌in‌‌the‌‌novel)‌‌in‌‌the‌‌                                     

Arizona‌‌desert,‌‌and‌‌they‌‌have‌‌been‌‌offered‌‌the‌‌chance‌‌of‌‌a‌‌shower‌‌by‌‌a‌‌waitress‌‌in‌‌a‌‌nearby‌‌                                   

restaurant.‌‌The‌‌steamy‌‌bathroom‌‌is‌‌directly‌‌referenced‌‌as‌‌another‌‌version‌‌of‌‌the‌‌most‌‌famous‌‌                           

scene‌ ‌in‌ ‌Alfred‌ ‌Hitchcock’s‌ ‌1960‌ ‌film‌ ‌‌Psycho‌,‌ ‌in‌ ‌which‌ ‌the‌ ‌protagonist,‌ ‌Marion‌ ‌Crane,‌‌                         

played‌ ‌by‌ ‌Vivien‌ ‌Leigh,‌ ‌is‌ ‌slayed‌ ‌in‌ ‌the‌ ‌shower‌ ‌by‌ ‌Norma(n)‌ ‌Bates,‌ ‌played‌ ‌by‌ ‌Anthony‌‌                             

Perkins.‌‌The‌‌parodic‌‌activation‌‌of‌‌the‌‌semiotic‌‌system‌‌of‌‌the‌‌horror‌‌film,‌‌of‌‌which‌‌‌Psycho‌‌is‌‌                               

one‌ ‌of‌ ‌the‌ ‌most‌ ‌emblematic‌ ‌examples,‌ ‌creates‌ ‌an‌ ‌anticipation‌ ‌of‌ ‌calamity‌ ‌reliant‌ ‌on‌ ‌the‌‌                           

similarity‌ ‌of‌ ‌gender‌ ‌bending‌ ‌in‌‌both‌‌scenes:‌‌both‌‌Norman‌‌and‌‌Ry‌‌exist‌‌somewhere‌‌between‌‌                           

male‌ ‌and‌ ‌female,‌ ‌neither‌ ‌fully‌ ‌woman‌ ‌‌nor‌ ‌man‌.‌ ‌However,‌ ‌the‌ ‌valuation‌ ‌inherent‌ ‌in‌ ‌that‌‌                           

bending‌‌of‌‌gender‌‌performances‌‌is‌‌inverted‌‌in‌‌tandem‌‌with‌‌the‌‌positions‌‌those‌‌gender-benders‌‌                         

occupy‌ ‌in‌ ‌each‌ ‌respective‌ ‌scene.‌ ‌In‌ ‌‌Psycho‌,‌ ‌Norman‌ ‌is‌ ‌a‌ ‌disturbing‌ ‌prowler,‌ ‌an‌ ‌impotent‌‌                           
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serial‌ ‌killer‌ ‌targeting‌ ‌women‌ ‌in‌ ‌their‌ ‌outermost‌ ‌moment‌ ‌of‌ ‌vulnerability,‌ ‌a‌ ‌mentally-ill‌‌                       

mama’s‌‌boy‌‌with‌‌a‌‌weirder‌‌than‌‌normal‌‌Oedipal‌‌complex;‌‌his‌‌bending‌‌of‌‌gender‌‌norms‌‌is‌‌an‌‌                               

externalized‌ ‌sign‌ ‌of‌ ‌this‌ ‌whole‌ ‌inner‌ ‌brokenness,‌ ‌of‌ ‌a‌ ‌terrifying‌ ‌monstrosity‌ ‌in‌ ‌the‌ ‌sense‌‌                           

supported‌‌by‌‌several‌‌kin‌‌monsters‌‌in‌‌the‌‌tradition‌‌of‌‌gothic‌‌fiction.‌‌In‌‌‌Frankissstein:‌‌A‌‌Love‌‌                             

Story‌,‌‌it‌‌is‌‌Ry‌‌—‌‌Ry,‌‌whose‌‌gender‌‌bending‌‌is‌‌far‌‌more‌‌radical‌‌than‌‌Norman’s,‌‌Ry,‌‌for‌‌whom‌‌                                   

doubleness‌‌is‌‌nearer‌‌to‌‌the‌‌truth‌‌than‌‌it‌‌must‌‌have‌‌been‌‌for‌‌Norman‌‌—‌‌who‌‌finds‌‌themselves‌‌                                 

in‌‌a‌‌position‌‌of‌‌vulnerability;‌‌given‌‌over‌‌to‌‌Victor’s‌‌voyeuristic‌‌(and‌‌who‌‌knows‌‌at‌‌this‌‌early‌‌                               

point,‌ ‌potentially‌ ‌transphobic)‌ ‌glance,‌ ‌their‌‌reaction‌‌is‌‌suppressed‌‌in‌‌an‌‌anticipation‌‌of‌‌what‌‌                         

might‌ ‌be‌ ‌an‌ ‌act‌ ‌of‌ ‌brutal‌ ‌violence.‌ ‌ 

Victor‌‌reacts‌‌differently‌‌than‌‌what‌‌the‌‌filmic‌‌intertext‌‌of‌‌the‌‌scene‌‌implies‌‌might‌‌have‌‌                           

happened.‌‌Bewildered‌‌he‌‌is,‌‌that‌‌is‌‌for‌‌sure,‌‌but‌‌not‌‌repelled;‌‌perhaps‌‌confused‌‌to‌‌the‌‌point‌‌of‌‌                                 

resorting‌‌to‌‌gender‌‌patterns‌‌that‌‌do‌‌not‌‌fit‌‌his‌‌current‌‌predicament,‌‌but‌‌far‌‌from‌‌interested‌‌in‌‌                               

either‌ ‌pursuing‌ ‌transphobic‌ ‌carnage‌ ‌or‌ ‌fleeing‌ ‌in‌ ‌terror‌ ‌of‌ ‌the‌ ‌“monster”.‌ ‌Indeed,‌ ‌he‌ ‌is‌‌                           

interested‌ ‌by‌ ‌the‌ ‌physical‌ ‌ambiguity‌ ‌of‌ ‌Ry’s‌ ‌body,‌ ‌curiously‌ ‌seduced‌ ‌by‌ ‌its‌ ‌amalgam‌ ‌of‌‌                           

masculinity‌‌and‌‌femininity,‌‌and‌‌attracted‌‌to‌‌the‌‌point‌‌of‌‌accepting‌‌Ry’s‌‌invitation‌‌for‌‌sharing‌‌                           

skin.‌‌Which‌‌Victor‌‌does,‌‌in‌‌the‌‌guise‌‌of‌‌a‌‌human‌‌version‌‌of‌‌his‌‌“Cain‌‌and‌‌Abel”‌‌robots‌‌in‌‌the‌‌                                     

undergrounds‌‌of‌‌Manchester:‌‌absorbing‌‌Ry,‌‌reading‌‌them‌‌for‌‌their‌‌physical‌‌complexities.‌‌That‌‌                       

subtle‌ ‌invitation‌ ‌discloses‌ ‌the‌ ‌extent‌ ‌to‌ ‌which‌ ‌Ry‌ ‌finds‌ ‌themselves‌ ‌easy‌ ‌in‌ ‌their‌ ‌own‌ ‌skin,‌‌                             

worthy‌‌of‌‌being‌‌touched,‌‌of‌‌being‌‌treasured‌‌for‌‌the‌‌body‌‌in‌‌which‌‌they‌‌have‌‌chosen‌‌to‌‌be.‌‌It‌‌is‌‌                                     

relevant‌ ‌to‌ ‌the‌ ‌budding‌‌sense‌‌of‌‌validation‌‌the‌‌scene‌‌substitutes‌‌for‌‌carnage‌‌that,‌‌given‌‌Ry’s‌‌                             

unabashed‌ ‌acknowledgement‌ ‌of‌ ‌themselves‌ ‌in‌ ‌the‌ ‌easiness‌ ‌of‌ ‌their‌ ‌own‌ ‌body,‌ ‌Victor’s‌‌                       

bewilderment‌‌should‌‌quickly‌‌give‌‌way‌‌to‌‌praise,‌‌as‌‌binary‌‌categories‌‌dissolve‌‌and‌‌meld‌‌into‌‌                           

one‌ ‌another.‌ ‌Ry,‌ ‌in‌ ‌the‌ ‌scientist’s‌ ‌appreciation,‌ ‌is‌ ‌not‌ ‌a‌ ‌monster‌ ‌to‌ ‌be‌ ‌contained‌ ‌and‌‌                             

eliminated,‌ ‌but‌ ‌an‌ ‌individual‌ ‌ahead‌ ‌of‌ ‌their‌ ‌own‌ ‌time.‌ ‌That‌ ‌could‌ ‌hardly‌ ‌have‌ ‌been‌ ‌any‌‌                             

different‌ ‌considering‌ ‌how‌ ‌they‌ ‌embody‌ ‌what‌ ‌Victor‌ ‌most‌ ‌wishes‌ ‌to‌ ‌achieve‌ ‌for‌ ‌himself,‌ ‌a‌‌                           

wish‌‌he‌‌has‌‌so‌‌far‌‌been‌‌unable‌‌to‌‌turn‌‌into‌‌feasible‌‌technology:‌‌to‌‌own‌‌his‌‌body‌‌so‌‌thoroughly‌‌                                   

that‌ ‌he‌ ‌will‌ ‌no‌ ‌longer‌ ‌be‌ ‌a‌ ‌slave‌ ‌for‌ ‌its‌ ‌limitations.‌‌ ‌  

To‌‌Ry,‌‌that‌‌transformative‌‌power‌‌manifests‌‌their‌‌ability‌‌in‌‌forging‌‌a‌‌body‌‌that‌‌is‌‌both‌‌                             

male‌‌and‌‌female,‌‌both‌‌gay‌‌and‌‌straight,‌‌both‌‌cis‌‌and‌‌trans,‌‌and‌‌neither‌‌one‌‌in‌‌particular.‌‌Ry’s‌‌                                 

body‌‌disturbs‌‌the‌‌smooth‌‌operation‌‌of‌‌ideologically‌‌enforced‌‌categories‌‌of‌‌understanding,‌‌but‌‌                       

what‌ ‌ensues‌ ‌is‌ ‌not‌ ‌terror;‌ ‌it‌ ‌is‌ ‌the‌ ‌beauty‌ ‌of‌ ‌physical‌ ‌connection,‌ ‌of‌ ‌Victor’s‌ ‌thorough‌‌                             

examination‌ ‌of‌ ‌Ry’s‌ ‌every‌‌crack‌‌and‌‌crease.‌‌All‌‌in‌‌all,‌‌Victor’s‌‌appreciation‌‌remains‌‌second‌‌                           

in‌‌importance‌‌to‌‌Ry’s‌‌own‌‌sense‌‌of‌‌self-worth,‌‌which‌‌pervades‌‌their‌‌own‌‌careful‌‌description‌‌                           

of‌ ‌their‌ ‌every‌ ‌inch;‌ ‌truly,‌ ‌if‌ ‌‌Frankissstein‌ ‌‌is‌ ‌a‌ ‌love‌ ‌story,‌ ‌it‌ ‌is‌ ‌also‌ ‌one‌ ‌of‌ ‌how‌ ‌Ry‌ ‌finds‌‌                                     
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self-acceptance‌‌through‌‌the‌‌manufacturing‌‌of‌‌a‌‌body‌‌they‌‌are‌‌able‌‌to‌‌cherish.‌‌Through‌‌Ry,‌‌the‌‌                             

in-betweenness‌‌of‌‌the‌‌trans‌‌body‌‌—‌‌a‌‌body‌‌they‌‌describe‌‌in‌‌terms‌‌both‌‌erotic‌‌and‌‌endearing,‌‌                               

made‌ ‌stronger‌ ‌by‌ ‌the‌ ‌tangible‌ ‌sexual‌ ‌tension‌ ‌of‌ ‌the‌ ‌scene‌ ‌—‌ ‌renders‌ ‌monstrosity‌ ‌an‌‌                           

experience‌ ‌of‌ ‌self-discovery‌ ‌leading‌ ‌to‌ ‌freedom.‌ ‌In‌ ‌parodic‌ ‌opposition‌ ‌to‌ ‌the‌ ‌creature‌ ‌of‌‌                         

Frankenstein‌,‌ ‌whose‌ ‌monstrous‌ ‌body‌ ‌is‌ ‌made‌ ‌in‌ ‌spite‌ ‌of‌ ‌himself‌ ‌and‌ ‌thus‌ ‌is‌ ‌the‌ ‌cause‌ ‌of‌‌                               

much‌‌chagrin,‌‌Ry’s‌‌is‌‌a‌‌body‌‌they‌‌have‌‌had‌‌tailor-made‌‌for‌‌them;‌‌it‌‌is‌‌one‌‌that‌‌feels‌‌nearer‌‌to‌‌                                     

whom‌‌they‌‌perceive‌‌themselves‌‌to‌‌be‌‌at‌‌their‌‌core,‌‌one‌‌they‌‌feel‌‌comfortable‌‌inhabiting,‌‌one‌‌                             

they‌ ‌know‌ ‌and‌ ‌respect‌ ‌in‌ ‌its‌ ‌minute‌ ‌details‌ ‌—‌ ‌one‌ ‌that‌ ‌they‌ ‌find‌ ‌beautiful‌ ‌and‌ ‌lovable‌ ‌as‌ ‌it‌ ‌is.‌ ‌ 

That‌ ‌beautiful‌‌scene‌‌between‌‌Ry‌‌and‌‌Victor‌‌in‌‌the‌‌bathroom‌‌defines‌‌the‌‌stance‌‌taken‌‌                           

in‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌‌Story‌‌on‌‌the‌‌association‌‌of‌‌monstrosity‌‌and‌‌celebrated‌‌authenticity.‌‌                         

In‌‌doing‌‌so,‌‌the‌‌scene‌‌provides‌‌an‌‌impressive‌‌contrast‌‌with‌‌a‌‌later‌‌one‌‌in‌‌the‌‌novel,‌‌in‌‌which‌‌                                   

Ry‌ ‌is‌ ‌accosted‌ ‌in‌ ‌a‌ ‌public‌ ‌restroom‌ ‌by‌ ‌a‌ ‌drunk‌ ‌transphobe‌ ‌who‌ ‌attempts‌ ‌to‌ ‌rape‌ ‌them:‌ ‌ 

‌ 

There‌‌was‌‌a‌‌guy‌‌at‌‌the‌‌urinal,‌‌older,‌‌heavy,‌‌unsteady‌‌on‌‌his‌‌feet.‌‌I‌‌glanced‌‌at‌‌                               
him‌‌and‌‌went‌‌into‌‌a‌‌cubicle.‌‌I‌‌heard‌‌him‌‌finishing‌‌up.‌‌He‌‌heard‌‌me‌‌peeing.‌‌                             
He‌ ‌kicked‌ ‌the‌ ‌door‌ ‌and‌ ‌shouted,‌ ‌YOU‌ ‌THINK‌ ‌I’M‌ ‌A‌ ‌FAGGOT?‌ ‌[...]‌‌                       
WHAT’S‌ ‌SO‌ ‌PRECIOUS‌ ‌ABOUT‌ ‌YOUR‌ ‌FUCKIN’‌ ‌COCK‌ ‌THAT‌ ‌YOU‌‌                 
KEEP‌ ‌IT‌ ‌TO‌ ‌YOURSELF?‌ ‌ 
You’re‌ ‌drunk,‌ ‌I‌ ‌said.‌ ‌Leave‌ ‌me‌ ‌alone.‌ ‌ 
I‌‌went‌‌towards‌‌the‌‌door.‌‌He‌‌blocked‌‌my‌‌way,‌‌his‌‌eyes‌‌swimming‌‌with‌‌drink.‌‌                           
PISS‌ ‌LIKE‌ ‌A‌ ‌MAN.‌ ‌GO‌ ‌ON!‌ ‌ 
I’m‌ ‌done,‌ ‌I‌ ‌said.‌ ‌Excuse‌ ‌me,‌ ‌will‌ ‌you?‌ ‌ 
He‌ ‌mimicked‌ ‌me:‌ ‌EXCUSE‌ ‌ME,‌ ‌WILL‌ ‌YOU?‌ ‌You‌ ‌talk‌ ‌like‌ ‌a‌ ‌girl.‌ ‌ 
He‌ ‌lunged‌ ‌at‌ ‌my‌ ‌crotch‌ ‌—‌ ‌and‌ ‌found‌ ‌what‌ ‌I‌ ‌don’t‌ ‌have.‌ ‌ 
WHAT‌ ‌THE‌ ‌FUCK?‌ ‌[...]‌‌ ‌  
I‌ ‌thought:‌ ‌I’m‌ ‌going‌ ‌to‌ ‌get‌ ‌beaten‌ ‌up‌ ‌or‌ ‌raped.‌ ‌Which‌ ‌is‌ ‌worse?‌ ‌[...]‌ ‌ 
YOU‌ ‌FUCKIN’‌ ‌FREAK!‌ ‌YOU‌ ‌HAD‌ ‌YOUR‌ ‌TIT‌ ‌SLASHED‌ ‌OFF?‌ ‌NO‌‌                   
TITS.‌ ‌NO‌ ‌DICK.‌ ‌FUCKIN’‌ ‌FREAK!‌ ‌ 
He‌‌started‌‌pulling‌‌at‌‌my‌‌jeans.‌‌His‌‌fat,‌‌dirty‌‌fingers‌‌were‌‌trying‌‌to‌‌get‌‌the‌‌zip‌‌                               
down.‌ ‌ 
Get‌ ‌your‌ ‌hands‌ ‌off‌ ‌me,‌ ‌I‌ ‌said.‌ ‌ 
YOU‌ ‌DON’T‌ ‌LIKE‌ ‌MY‌ ‌HANDS‌ ‌ON‌ ‌YOU,‌ ‌YOU‌ ‌LITTLE‌ ‌FREAK?‌‌ ‌  
He‌ ‌hit‌ ‌the‌ ‌side‌ ‌of‌ ‌my‌ ‌face‌ ‌with‌ ‌the‌ ‌back‌ ‌of‌ ‌his‌ ‌fist.‌ ‌ 
DROP‌ ‌THEM,‌ ‌I‌ ‌SAID!‌ ‌ 
His‌ ‌face‌ ‌was‌ ‌an‌ ‌inch‌ ‌away‌ ‌from‌ ‌mine.‌ ‌He‌ ‌was‌ ‌breathing‌ ‌cigarettes‌ ‌and‌‌                         
whisky‌‌in‌‌my‌‌face.‌‌I‌‌undid‌‌my‌‌jeans‌‌and‌‌turned‌‌my‌‌head‌‌away‌‌from‌‌him.‌‌I‌‌                               
could‌ ‌feel‌ ‌the‌ ‌blind,‌ ‌dead‌ ‌nub‌ ‌of‌ ‌his‌ ‌cock‌ ‌against‌ ‌my‌ ‌pubic‌ ‌hair.‌ ‌ 
He‌ ‌couldn’t‌ ‌come.‌ ‌Kept‌ ‌dry-pumping‌ ‌me‌ ‌and‌‌couldn’t‌‌come.‌‌He‌‌was‌‌a‌‌lot‌‌                         
taller‌ ‌than‌ ‌me‌ ‌and‌ ‌twice‌ ‌as‌ ‌heavy,‌ ‌but‌ ‌in‌ ‌the‌ ‌clarity‌ ‌that‌ ‌fear‌ ‌can‌ ‌bring‌ ‌I‌‌                               
thought‌ ‌I‌‌could‌‌unbalance‌‌him.‌‌Use‌‌his‌‌weight‌‌and‌‌his‌‌drunkenness‌‌against‌‌                       
him.‌‌He‌‌was‌‌so‌‌drunk‌‌he‌‌was‌‌resting‌‌his‌‌head‌‌against‌‌the‌‌cubicle‌‌door‌‌while‌‌                             
he‌ ‌shoved‌ ‌his‌ ‌way‌ ‌in.‌ ‌ 
OPEN‌ ‌YOUR‌ ‌FUCKIN’‌ ‌LEGS‌ ‌WIDER!‌ ‌ 
I‌‌moved,‌‌and‌‌as‌‌he‌‌moved‌‌I‌‌took‌‌a‌‌chance‌‌and‌‌pushed‌‌him‌‌as‌‌hard‌‌as‌‌I‌‌could.‌‌                                   
He‌ ‌fell‌ ‌back‌ ‌against‌ ‌the‌ ‌toilet,‌ ‌falling‌ ‌down,‌ ‌banging‌ ‌his‌ ‌head‌ ‌on‌ ‌the‌‌                         
concrete‌‌wall.‌‌He‌‌was‌‌stunned‌‌for‌‌a‌‌second,‌‌and‌‌away‌‌from‌‌the‌‌door‌‌enough‌‌                           
for‌ ‌me‌ ‌to‌ ‌get‌ ‌out.‌ ‌I‌ ‌pulled‌ ‌up‌ ‌my‌ ‌jeans,‌ ‌and‌ ‌ran‌ ‌into‌ ‌the‌ ‌night‌ ‌behind‌ ‌the‌ ‌bar.‌ ‌ 
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Outside,‌ ‌I‌ ‌stood‌ ‌still‌ ‌and‌ ‌quiet,‌‌fixing‌‌my‌‌clothes,‌‌feeling‌‌myself‌‌carefully.‌‌                       
No‌‌rips,‌‌no‌‌blood,‌‌no‌‌sperm.‌‌The‌‌dirty‌‌smell‌‌of‌‌him‌‌on‌‌my‌‌fingers.‌‌He‌‌was‌‌                               
coming‌ ‌out‌ ‌now,‌ ‌lumbering,‌ ‌stumbling,‌ ‌shouting‌ ‌obscenities,‌ ‌angry.‌ ‌He‌‌                 
paused‌ ‌in‌ ‌the‌‌outside‌‌door,‌‌the‌‌shadow‌‌of‌‌him‌‌on‌‌the‌‌deck.‌‌My‌‌sweat‌‌went‌‌                             
cold.‌ ‌If‌ ‌he‌ ‌found‌ ‌me‌ ‌now…‌ ‌[...]‌ ‌ 
I‌‌let‌‌myself‌‌slide‌‌down‌‌the‌‌rough‌‌wall‌‌of‌‌the‌‌outside‌‌shack.‌‌Knees‌‌under‌‌my‌‌                             
chin.‌‌Folded‌‌into‌‌my‌‌own‌‌body.‌‌I‌‌was‌‌aching‌‌and‌‌sore.‌‌I‌‌needed‌‌a‌‌douche‌‌of‌‌                               
disinfectant.‌‌Some‌‌cream.‌‌This‌‌isn’t‌‌the‌‌first‌‌time.‌‌It‌‌won’t‌‌be‌‌the‌‌last.‌‌And‌‌I‌‌                             
don’t‌ ‌report‌ ‌it‌ ‌because‌ ‌I‌ ‌can’t‌ ‌stand‌‌the‌‌leers‌‌and‌‌the‌‌jeers‌‌and‌‌fears‌‌of‌‌the‌‌                               
police.‌‌And‌‌I‌‌can’t‌‌stand‌‌the‌‌assumption‌‌that‌‌somehow‌‌I‌‌am‌‌the‌‌one‌‌at‌‌fault.‌‌                             
And‌‌if‌‌I‌‌am‌‌not‌‌at‌‌fault,‌‌then‌‌why‌‌didn’t‌‌I‌‌put‌‌up‌‌a‌‌fight?‌‌And‌‌I‌‌don’t‌‌say,‌‌try‌‌                                       
working‌‌on‌‌the‌‌Accident‌‌and‌‌Emergency‌‌unit‌‌for‌‌a‌‌few‌‌nights‌‌and‌‌see‌‌where‌‌                           
putting‌‌up‌‌a‌‌fight‌‌gets‌‌you.‌‌And‌‌I‌‌don’t‌‌say‌‌the‌‌quickest‌‌way‌‌is‌‌to‌‌get‌‌it‌‌over‌‌                                   
with.‌ ‌And‌ ‌I‌ ‌don’t‌ ‌say,‌ ‌is‌ ‌this‌ ‌the‌ ‌price‌ ‌I‌ ‌have‌ ‌to‌ ‌pay‌ ‌for…?‌ ‌ 
For…‌ ‌For‌ ‌what?‌ ‌To‌ ‌be‌ ‌who‌ ‌I‌ ‌am?‌ ‌[...]‌ ‌ 
The‌‌tears‌‌make‌‌my‌‌knees‌‌wet‌‌as‌‌I‌‌sit‌‌with‌‌my‌‌face‌‌on‌‌my‌‌legs‌‌as‌‌small‌‌as‌‌I‌‌                                     
can‌‌make‌‌myself.‌‌Make‌‌myself.‌‌This‌‌is‌‌who‌‌I‌‌am.‌‌(WINTERSON,‌‌2019,‌‌p,‌                         
241-244).‌ ‌ 

‌ 

Public‌ ‌restrooms‌ ‌are‌ ‌at‌ ‌the‌ ‌center‌ ‌of‌ ‌multiple‌ ‌debates‌ ‌regarding‌ ‌both‌ ‌the‌ ‌access‌ ‌to‌‌                           

public‌ ‌spaces‌ ‌by‌ ‌trans‌ ‌individuals‌ ‌and‌ ‌the‌‌violence‌‌—‌‌ideological‌‌and‌‌physical‌‌—‌‌to‌‌which‌‌                             

their‌ ‌bodies‌ ‌may‌ ‌be‌ ‌subjected‌ ‌at‌ ‌those‌ ‌“cabins‌ ‌of‌‌gender‌‌surveillance”,‌‌as‌‌trans‌‌activist‌‌and‌‌                             

professor‌‌Paul‌‌B.‌‌Preciado‌‌(2019,‌‌s.p.)‌‌names‌‌them.‌‌According‌‌to‌‌Preciado,‌‌the‌‌restroom‌‌is‌‌a‌‌                             

powerful‌ ‌“technology‌ ‌of‌ ‌gender”,‌‌a‌‌generative‌‌space‌‌which‌‌enforces‌‌and‌‌affirms‌‌as‌‌ultimate‌‌                         

truth‌‌the‌‌ideological‌‌codes‌‌defining‌‌(heterosexual)‌‌masculinity‌‌and‌‌femininity;‌‌whenever‌‌one‌‌                     

is‌‌compelled‌‌to‌‌visit‌‌such‌‌spaces‌‌under‌‌pretense‌‌of‌‌public‌‌hygiene,‌‌one‌‌is‌‌also‌‌subjected‌‌to‌‌the‌‌                                 

reproduction‌ ‌of‌‌gender‌‌codes,‌‌to‌‌the‌‌inspection‌‌and‌‌surveillance‌‌of‌‌oneself‌‌by‌‌peers‌‌eager‌‌to‌‌                             

affirm‌ ‌acceptable‌ ‌gender‌ ‌and‌ ‌sexual‌ ‌performances,‌ ‌and‌ ‌proscribe‌ ‌unacceptable‌ ‌ones.‌ ‌To‌‌                     

Preciado,‌ ‌the‌ ‌apparently‌ ‌simple,‌ ‌natural‌ ‌acts‌ ‌which‌ ‌are‌ ‌supposed‌ ‌to‌ ‌take‌ ‌place‌ ‌in‌ ‌a‌ ‌public‌‌                             

restroom‌‌—‌‌getting‌‌rid‌‌of‌‌the‌‌contents‌‌of‌‌one’s‌‌bladder‌‌or‌‌bowels‌‌—‌‌in‌‌fact‌‌participate‌‌in‌‌the‌‌                                   

circulation‌ ‌of‌ ‌power‌ ‌by‌ ‌transforming‌ ‌residue‌ ‌into‌‌gender.‌‌In‌‌that‌‌respect,‌‌the‌‌gents’‌‌room‌‌is‌‌                             

distinctive‌ ‌from‌ ‌the‌ ‌ladies’‌ ‌room‌ ‌in‌ ‌that‌ ‌it‌ ‌delimits‌ ‌separate‌ ‌spaces‌ ‌for‌ ‌urination‌ ‌and‌‌                           

evacuation,‌ ‌whereby‌ ‌the‌ ‌urinal‌ ‌renders‌ ‌the‌ ‌inspection‌ ‌of‌ ‌genitals‌ ‌—‌ ‌phallic‌ ‌signs‌ ‌of‌‌                         

heterosexual‌ ‌masculinity‌ ‌—‌ ‌public,‌ ‌whereas‌ ‌the‌ ‌private‌ ‌cabin‌ ‌renders‌ ‌anality‌ ‌—‌ ‌and‌ ‌by‌‌                         

extension‌ ‌“buggery”,‌ ‌penetration,‌ ‌homosexuality‌ ‌—‌ ‌a‌ ‌secretive,‌ ‌forbidden‌ ‌act.‌ ‌As‌ ‌a‌‌                     

consequence,‌ ‌Preciado‌ ‌suggests,‌ ‌standing‌ ‌urination‌ ‌makes‌ ‌up‌ ‌for‌ ‌a‌ ‌shared‌ ‌code‌ ‌of‌‌                       

homosociality,‌‌one‌‌that‌‌may‌‌be‌‌understood‌‌as‌‌a‌‌public‌‌performance‌‌of‌‌gender,‌‌constitutive‌‌of‌‌                           

acceptable‌ ‌forms‌ ‌of‌ ‌the‌ ‌modern‌ ‌heterosexual‌ ‌masculinity.‌ ‌Standing‌ ‌at‌ ‌a‌ ‌public‌‌urinal‌‌under‌‌                         

the‌ ‌scrutiny‌ ‌of‌ ‌one’s‌ ‌peers,‌ ‌thus‌ ‌offering‌ ‌one’s‌ ‌“precious‌ ‌fuckin’‌ ‌cock”‌‌for‌‌inspection,‌‌is‌‌to‌‌                             

“piss‌‌like‌‌a‌‌man”‌‌—‌‌which,‌‌according‌‌to‌‌Butler’s‌‌comments‌‌on‌‌the‌‌stability‌‌of‌‌gender‌‌norms,‌‌                               

would‌‌entail‌‌the‌‌adherence‌‌to‌‌compulsory‌‌heterosexuality;‌‌choosing‌‌the‌‌private‌‌cabin‌‌instead,‌‌                       
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thus‌‌safeguarding‌‌oneself‌‌from‌‌inspection,‌‌is‌‌to‌‌piss‌‌and‌‌act‌‌like‌‌a‌‌“freak”,‌‌someone‌‌who‌‌has‌‌                               

something‌ ‌to‌ ‌“hyde”.‌‌ ‌  

Injunctions‌ ‌such‌‌as‌‌“piss‌‌like‌‌a‌‌man”‌‌are‌‌violent‌‌in‌‌and‌‌of‌‌themselves;‌‌by‌‌suggesting‌‌                             

that‌‌there‌‌are‌‌correct‌‌ways‌‌of‌‌being‌‌a‌‌man,‌‌they‌‌act‌‌as‌‌discursive‌‌and‌‌corporeal‌‌instruments‌‌of‌‌                                 

interpellation,‌ ‌thus‌ ‌condemning‌ ‌one‌ ‌to‌ ‌act‌ ‌according‌ ‌to‌ ‌certain‌ ‌social‌ ‌expectations‌ ‌despite‌‌                       

one’s‌ ‌sense‌ ‌of‌ ‌privacy,‌ ‌not‌ ‌to‌ ‌say‌ ‌one’s‌ ‌understanding‌‌of‌‌what‌‌constitutes‌‌their‌‌masculinity.‌‌                           

There‌‌is,‌‌however,‌‌a‌‌certain‌‌ambiguity‌‌that‌‌goes‌‌with‌‌the‌‌inspection‌‌of‌‌masculinity‌‌enacted‌‌in‌‌                             

the‌‌public‌‌restroom,‌‌being‌‌as‌‌the‌‌restroom‌‌is‌‌also‌‌a‌‌public‌‌space‌‌where‌‌homoerotic‌‌action‌‌can‌‌                               

take‌ ‌place‌ ‌at‌ ‌the‌ ‌expense‌ ‌of‌ ‌one’s‌ ‌sense‌ ‌of‌ ‌their‌ ‌heterosexual‌ ‌identity.‌ ‌Indeed,‌ ‌the‌ ‌public‌‌                             

restroom‌ ‌is‌ ‌a‌ ‌site‌ ‌where‌ ‌intensely‌ ‌anonymous‌‌sexual‌‌activity‌‌between‌‌men‌‌will‌‌often‌‌occur.‌‌                           

Not‌ ‌surprisingly,‌ ‌the‌ ‌drunkard’s‌ ‌inspection‌ ‌of‌ ‌Ry’s‌ ‌body‌ ‌quickly‌ ‌moves‌ ‌from‌ ‌discursive‌ ‌to‌‌                         

physical‌‌—‌‌a‌‌move‌‌that‌‌never‌‌places‌‌the‌‌attacker’s‌‌heterosexuality‌‌in‌‌question,‌‌given‌‌how‌‌the‌‌                             

shared‌ ‌unspoken‌ ‌code‌ ‌at‌ ‌play‌ ‌affirms‌ ‌heterosexual‌ ‌masculinity‌ ‌in‌ ‌the‌ ‌very‌ ‌act‌ ‌of‌ ‌public‌‌                           

surveillance.‌‌The‌‌scene‌‌operates‌‌as‌‌the‌‌diametrical‌‌opposite‌‌of‌‌Victor’s‌‌growing‌‌interest‌‌in‌‌the‌‌                           

previous‌ ‌example:‌ ‌the‌ ‌touch‌‌is‌‌uninvited‌‌and‌‌unwelcome;‌‌it‌‌focuses‌‌solely‌‌on‌‌the‌‌ostensible‌‌                           

absence‌ ‌of‌ ‌the‌ ‌biological‌‌signs‌‌of‌‌masculinity‌‌and‌‌femininity‌‌(“no‌‌tits,‌‌no‌‌dick”);‌‌as‌‌such,‌‌it‌‌                               

exacerbates‌‌the‌‌normalizing‌‌function‌‌of‌‌the‌‌technology‌‌of‌‌gender‌‌operating‌‌in‌‌the‌‌space‌‌of‌‌the‌‌                             

restroom.‌‌As‌‌a‌‌result,‌‌the‌‌valorization‌‌of‌‌the‌‌monstrous‌‌body‌‌for‌‌the‌‌fact‌‌that‌‌it‌‌is‌‌perpetually‌‌                                 

in‌ ‌the‌ ‌process‌ ‌of‌ ‌becoming‌ ‌itself,‌ ‌is‌ ‌undercut‌ ‌by‌ ‌the‌ ‌drunkard’s‌ ‌revulsion‌ ‌at‌ ‌its‌ ‌impossible‌‌                             

in-betweenness.‌ ‌The‌ ‌restroom‌ ‌morphs‌ ‌from‌ ‌a‌ ‌“technology‌ ‌of‌ ‌gender”‌‌into‌‌a‌‌“technology‌‌of‌‌                         

monstrosity”,‌ ‌as‌ ‌Halberstam‌ ‌(1995,‌ ‌p.‌ ‌21)‌ ‌calls‌ ‌it‌ ‌—‌‌a‌‌technique‌‌operating‌‌in‌‌gothic‌‌fiction‌‌                             

for‌ ‌rendering‌ ‌the‌ ‌multiple‌ ‌and‌ ‌ambiguous‌ ‌generativity‌ ‌of‌ ‌the‌ ‌monster‌ ‌unacceptable‌ ‌and‌‌                       

subjected‌‌to‌‌correction.‌‌Ry‌‌is‌‌subsequently‌‌declared‌‌a‌‌freak‌‌—‌‌no‌‌longer‌‌in‌‌the‌‌prior‌‌sense‌‌of‌‌                                 

the‌‌invaluable‌‌gender-bender‌‌whose‌‌troubling‌‌of‌‌categories‌‌is‌‌worn‌‌in‌‌their‌‌sleeve‌‌as‌‌a‌‌badge‌‌                             

of‌‌authenticity,‌‌but‌‌rather‌‌as‌‌the‌‌unnatural‌‌deviation‌‌which‌‌must‌‌be‌‌contained,‌‌exploited,‌‌and‌‌                           

destroyed.‌‌Interpellation‌‌to‌‌piss‌‌like‌‌a‌‌man‌‌quickly‌‌escalates‌‌to‌‌physical‌‌abuse‌‌and‌‌corrective‌‌                           

rape.‌ ‌Fear‌ ‌follows‌ ‌suit.‌ ‌ 

We‌ ‌have‌ ‌often‌ ‌argued‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌this‌ ‌chapter‌ ‌that‌ ‌the‌ ‌basic‌ ‌strategy‌‌at‌‌play‌‌in‌‌                                 

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌‌is‌‌a‌‌relativization‌‌of‌‌terror,‌‌and‌‌thus‌‌of‌‌the‌‌basic‌‌constituents‌‌of‌‌                               

the‌ ‌gothic‌ ‌as‌ ‌a‌ ‌genre.‌ ‌That‌ ‌strategy‌ ‌also‌ ‌holds‌ ‌true‌ ‌to‌ ‌the‌ ‌novel’s‌ ‌treatment‌ ‌of‌‌monstrosity,‌‌                               

which‌‌declares‌‌the‌‌parodic‌‌inversion‌‌of‌‌the‌‌expected‌‌origin‌‌of‌‌terror‌‌in‌‌relation‌‌to‌‌the‌‌figure‌‌of‌‌                                 

the‌ ‌monster.‌ ‌Terror,‌ ‌that‌ ‌most‌ ‌crucial‌ ‌of‌ ‌gothic‌ ‌effects,‌ ‌is‌ ‌not‌ ‌an‌ ‌absent‌‌undercurrent‌‌of‌‌the‌‌                               

whole‌ ‌scene‌ ‌at‌ ‌the‌ ‌public‌ ‌restroom,‌ ‌but‌ ‌it‌ ‌is‌ ‌crucial‌ ‌that‌‌‌Ry‌‌‌should‌‌be‌‌the‌‌one‌‌experiencing‌‌                                 

fear‌ ‌throughout‌ ‌the‌ ‌course‌ ‌and‌ ‌in‌ ‌the‌ ‌aftermath‌ ‌of‌ ‌the‌ ‌scene.‌ ‌If‌ ‌fear‌ ‌in‌ ‌gothic‌ ‌fiction‌ ‌is‌ ‌an‌                                   
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effect‌ ‌of‌ ‌the‌ ‌actions‌ ‌of‌ ‌a‌ ‌“monster”,‌ ‌it‌ ‌is‌ ‌then‌ ‌the‌ ‌drunkard‌ ‌—‌ ‌indeed,‌‌the‌‌larger‌‌system‌‌of‌‌                                   

preconceptions‌ ‌woven‌ ‌by‌ ‌power‌ ‌of‌ ‌which‌ ‌he‌ ‌is‌ ‌a‌ ‌conduit‌‌—‌‌who‌‌ultimately‌‌stands‌‌for‌‌evil‌‌                               

monstrosity‌‌in‌‌the‌‌postmodern‌‌gothic‌‌rendition‌‌of‌‌‌Frankenstein‌.‌‌Terror,‌‌here,‌‌comes‌‌not‌‌as‌‌an‌‌                           

effect‌ ‌of‌ ‌the‌ ‌destabilization‌ ‌of‌ ‌categories‌ ‌embodied‌ ‌in‌ ‌the‌ ‌in-betweenness‌ ‌of‌ ‌Ry‌ ‌Shelley’s‌‌                         

trans‌‌body,‌‌a‌‌body‌‌in‌‌a‌‌perpetual‌‌process‌‌of‌‌becoming‌‌itself,‌‌but‌‌truly‌‌as‌‌a‌‌result‌‌of‌‌the‌‌violent‌‌                                     

processes‌ ‌of‌ ‌subjection‌ ‌which‌ ‌tend‌ ‌at‌ ‌the‌ ‌production‌ ‌of‌ ‌stability,‌ ‌at‌ ‌the‌ ‌categorization‌ ‌of‌‌                           

bodies‌ ‌as‌ ‌either‌ ‌stable‌ ‌and‌‌normal‌‌or‌‌unstable‌‌and‌‌monstrous.‌‌In‌‌sum,‌‌it‌‌may‌‌be‌‌said‌‌that‌‌in‌‌                                   

Frankissstein:‌‌A‌‌Love‌‌Story‌‌parody‌‌structures‌‌a‌‌reversal‌‌of‌‌expectations‌‌in‌‌that‌‌the‌‌monster‌‌is‌‌                             

valorized‌‌as‌‌an‌‌authentic‌‌self‌‌while‌‌the‌‌system‌‌of‌‌social‌‌values‌‌that‌‌caters‌‌to‌‌the‌‌regulation‌‌of‌‌                                 

gendered‌‌bodies‌‌and‌‌identities‌‌is‌‌rendered‌‌monstrous,‌‌its‌‌monstrosity‌‌being‌‌predicated‌‌on‌‌the‌‌                         

violence‌ ‌it‌ ‌deploys‌ ‌to‌ ‌ensure‌ ‌its‌ ‌own‌ ‌sustenance.‌‌ ‌  

By‌ ‌foregrounding‌ ‌the‌ ‌operation‌ ‌of‌ ‌silent‌ ‌but‌ ‌pervasive‌ ‌preconceptions‌ ‌placed‌ ‌in‌‌                     

motion‌ ‌by‌ ‌power,‌ ‌such‌ ‌as‌ ‌the‌ ‌ones‌ ‌constituting‌ ‌our‌ ‌matrixes‌ ‌of‌ ‌understanding‌ ‌and‌‌                         

experiencing‌ ‌of‌ ‌gender,‌ ‌as‌ ‌“technologies‌ ‌of‌ ‌monstrosity”,‌ ‌Ry’s‌ ‌predicament‌ ‌constitutes‌ ‌a‌‌                     

strong‌‌argument‌‌for‌‌the‌‌de-naturalization‌‌of‌‌the‌‌monster‌‌in‌‌postmodern‌‌gothic‌‌fiction.‌‌As‌‌we‌‌                           

accompany‌‌Ry‌‌in‌‌and‌‌out‌‌of‌‌the‌‌gents’‌‌room,‌‌we‌‌realize‌‌how‌‌freakishness‌‌comes‌‌as‌‌an‌‌effect‌‌                                 

of‌ ‌power,‌‌and‌‌is‌‌naturalized‌‌as‌‌perilous‌‌otherness‌‌‌vis-à-vis‌‌the‌‌dominant‌‌ideology‌‌of‌‌a‌‌given‌‌                             

time‌ ‌and‌ ‌place.‌ ‌Monstrosity,‌ ‌the‌ ‌situation‌ ‌suggests,‌ ‌is‌ ‌not‌ ‌an‌ ‌inherent‌ ‌trait,‌ ‌not‌ ‌the‌ ‌natural‌‌                             

attribute‌ ‌of‌ ‌those‌ ‌bodies‌ ‌that‌ ‌trouble‌ ‌nature‌ ‌or‌‌destabilize‌‌normative‌‌categories,‌‌but‌‌rather‌‌a‌‌                           

naturalized‌ ‌effect‌ ‌of‌ ‌the‌ ‌silent‌ ‌but‌ ‌powerful‌ ‌values‌ ‌operating‌ ‌and‌ ‌vindicating‌‌normality‌‌and‌‌                         

stability‌ ‌in‌ ‌the‌ ‌first‌ ‌place.‌ ‌Monsters‌ ‌are‌ ‌not‌ ‌so‌ ‌in‌ ‌and‌ ‌of‌ ‌themselves;‌ ‌they‌ ‌are‌ ‌rather‌ ‌a‌‌                                 

byproduct‌‌of‌‌ideology,‌‌and‌‌ideology‌‌just‌‌so‌‌happens‌‌to‌‌make‌‌itself‌‌invisible,‌‌unspeakable,‌‌to‌‌                           

the‌ ‌point‌ ‌where‌ ‌monstrosity‌ ‌is‌ ‌naturalized‌ ‌as‌ ‌transgression‌ ‌of‌ ‌a‌ ‌norm.‌ ‌Attempts‌ ‌at‌ ‌the‌‌                           

monster’s‌‌destruction,‌‌such‌‌as‌‌the‌‌attempted‌‌rape‌‌against‌‌Ry,‌‌thus‌‌come‌‌to‌‌signal‌‌the‌‌silencing‌‌                             

of‌ ‌the‌ ‌ex-centric,‌ ‌the‌ ‌oppression‌ ‌of‌ ‌difference‌ ‌in‌ ‌the‌ ‌name‌ ‌of‌ ‌the‌ ‌selfsame,‌ ‌and‌ ‌the‌ ‌terror‌‌                               

inhabiting‌‌the‌‌heart‌‌of‌‌disciplinary‌‌power.‌‌Indeed,‌‌that‌‌monsters‌‌like‌‌Ry‌‌operate‌‌a‌‌critique‌‌of‌‌                             

ideology‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌by‌ ‌unveiling‌ ‌the‌ ‌monstrous‌ ‌ways‌‌of‌‌the‌‌system‌‌is‌‌also‌‌a‌‌                               

matter‌ ‌of‌ ‌celebration‌ ‌in‌ ‌the‌ ‌context‌ ‌of‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌.‌ ‌ 

In‌‌light‌‌of‌‌our‌‌analysis,‌‌it‌‌is‌‌possible‌‌to‌‌affirm‌‌that‌‌Jeanette‌‌Winterson’s‌‌‌Frankissstein:‌‌                           

A‌ ‌Love‌ ‌Story‌ ‌can‌ ‌be‌ ‌described‌ ‌as‌‌a‌‌fictional‌‌“textwork”‌‌in‌‌which‌‌the‌‌formal,‌‌pragmatic‌‌and‌‌                               

discursive‌‌dimensions‌‌of‌‌parody‌‌conflate‌‌to‌‌give‌‌rise‌‌to‌‌a‌‌complex‌‌revision‌‌of‌‌Mary‌‌Shelley’s‌‌                             

Frankenstein,‌‌or‌‌The‌‌Modern‌‌Prometheus‌.‌‌In‌‌the‌‌course‌‌of‌‌the‌‌novel’s‌‌parodic‌‌revision‌‌of‌‌the‌‌                             

literary‌ ‌and‌ ‌historical‌ ‌past,‌ ‌the‌ ‌gothic‌ ‌conventions‌ ‌of‌ ‌the‌ ‌ghostly‌ ‌visitation‌ ‌of‌ ‌the‌ ‌past,‌ ‌the‌‌                             

locus‌ ‌horribilis‌,‌ ‌and‌ ‌the‌ ‌monster‌ ‌are‌ ‌both‌ ‌used‌ ‌and‌ ‌abused‌ ‌in‌ ‌order‌ ‌to‌ ‌give‌ ‌shape‌ ‌to‌ ‌the‌‌                                 
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novel’s‌ ‌ironic‌ ‌inversion‌ ‌of‌ ‌the‌ ‌gothic‌ ‌tradition.‌ ‌This‌ ‌metafictional‌ ‌strategy,‌ ‌which‌ ‌demands‌‌                       

continuing‌‌engagement‌‌from‌‌the‌‌reader‌‌in‌‌order‌‌to‌‌be‌‌actualized,‌‌is‌‌paradoxically‌‌meant‌‌as‌‌a‌‌                             

discursive‌ ‌instrument‌ ‌to‌ ‌revise‌ ‌and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌several‌ ‌latent‌‌                       

ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌its‌ ‌targeted‌ ‌text,‌ ‌including‌ ‌the‌ ‌gothic‌ ‌tradition,‌ ‌sexual‌‌                       

politics,‌‌gender‌‌identities,‌‌history,‌‌the‌‌future‌‌of‌‌science,‌‌and‌‌the‌‌making‌‌of‌‌monstrosity.‌‌Those‌‌                           

problems,‌‌which‌‌are‌‌nested‌‌both‌‌in‌‌gothic‌‌fiction‌‌and‌‌in‌‌Western‌‌liberal‌‌humanism‌‌as‌‌a‌‌whole,‌‌                               

are‌ ‌thus‌ ‌examined‌ ‌critically,‌ ‌as‌ ‌the‌ ‌parodic‌ ‌“textwork”‌ ‌draws‌ ‌attention‌ ‌to‌ ‌their‌ ‌continuing‌‌                         

centrality‌‌as‌‌a‌‌source‌‌of‌‌cultural‌‌anxiety‌‌and‌‌terror‌‌in‌‌the‌‌twenty-first‌‌century.‌‌For‌‌all‌‌of‌‌that,‌‌                                 

Frankissstein:‌‌A‌‌Love‌‌Story‌‌qualifies‌‌as‌‌a‌‌postmodern‌‌gothic‌‌novel‌‌in‌‌the‌‌terms‌‌that‌‌comprise‌‌                             

our‌ ‌working‌ ‌hypothesis.‌ ‌ 

In‌‌the‌‌following,‌‌concluding‌‌chapter,‌‌we‌‌will‌‌collate‌‌the‌‌novels‌‌analyzed‌‌in‌‌the‌‌course‌‌                           

of‌‌our‌‌discussion‌‌towards‌‌the‌‌enunciation‌‌of‌‌an‌‌operational‌‌concept‌‌of‌‌the‌‌postmodern‌‌gothic‌‌                           

in‌ ‌fiction.‌ ‌That‌ ‌concept‌ ‌will‌ ‌allow‌ ‌us‌ ‌to‌ ‌discuss‌ ‌in‌ ‌passing‌ ‌some‌ ‌of‌ ‌the‌ ‌implications‌‌of‌‌the‌                                 

postmodern‌ ‌gothic‌ ‌for‌ ‌both‌ ‌the‌ ‌place‌ ‌occupied‌ ‌by‌‌the‌‌gothic‌‌in‌‌tradition‌‌and‌‌the‌‌continuing‌‌                             

influence‌ ‌of‌ ‌postmodernism‌ ‌in‌ ‌shaping‌ ‌cultural‌ ‌standards.‌ ‌ 
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CODA‌ ‌ 

POSTMODERN‌ ‌GOTHIC,‌ ‌or,‌ ‌POSTMODERN‌ ‌PARODIES‌ ‌OF‌ ‌GOTHIC‌ ‌FICTION‌ ‌ 

‌ 

We‌ ‌have‌ ‌stated‌ ‌in‌ ‌the‌ ‌Introduction‌ ‌to‌ ‌this‌ ‌thesis‌ ‌that,‌ ‌in‌ ‌light‌ ‌of‌ ‌the‌ ‌perceived‌‌                             

theoretical‌ ‌disconnect‌ ‌between‌ ‌what‌ ‌a‌ ‌dominant‌ ‌version‌ ‌of‌ ‌the‌‌postmodern‌‌gothic‌‌does‌‌and‌‌                         

what‌ ‌the‌ ‌theory‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌says‌ ‌it‌ ‌does,‌ ‌our‌ ‌general‌ ‌objective‌ ‌would‌ ‌be‌ ‌to‌‌                               

propose‌‌an‌‌inceptive‌‌conceptual‌‌framework‌‌to‌‌describe‌‌a‌‌number‌‌of‌‌novels‌‌that‌‌participate‌‌in‌‌                           

the‌ ‌postmodern‌ ‌gothic‌ ‌‌qua‌ ‌the‌ ‌generalized‌ ‌practice‌ ‌of‌ ‌parodically‌ ‌addressing‌ ‌the‌ ‌canon‌ ‌of‌‌                         

gothic‌ ‌fiction.‌ ‌In‌ ‌order‌ ‌for‌ ‌our‌ ‌general‌ ‌goal‌ ‌to‌ ‌be‌ ‌accomplished,‌ ‌we‌ ‌have‌ ‌segmented‌ ‌our‌‌                             

endeavor‌ ‌into‌ ‌three‌ ‌specific‌ ‌steps:‌ ‌definition‌ ‌of‌ ‌operational‌‌concepts;‌‌reading‌‌of‌‌the‌‌corpus;‌‌                         

collation‌‌and‌‌cross-reading‌‌of‌‌the‌‌novels‌‌integrating‌‌the‌‌corpus.‌‌In‌‌Chapter‌‌One,‌‌“Towards‌‌a‌‌                           

Concept‌‌of‌‌the‌‌Postmodern‌‌Gothic:‌‌Defining‌‌a‌‌Theoretical‌‌Framework”,‌‌we‌‌have‌‌tackled‌‌the‌‌                         

first‌‌of‌‌those‌‌specific‌‌objectives;‌‌in‌‌the‌‌course‌‌of‌‌that‌‌chapter,‌‌we‌‌have‌‌reviewed‌‌a‌‌number‌‌of‌‌                                 

canonical‌ ‌studies‌ ‌in‌ ‌gothic‌‌and‌‌postmodernism‌‌in‌‌order‌‌to‌‌structure‌‌a‌‌conceptual‌‌framework‌‌                         

to‌‌sustain‌‌our‌‌working‌‌hypothesis.‌‌We‌‌have‌‌concluded‌‌from‌‌the‌‌studies‌‌of‌‌David‌‌Punter,‌‌Fred‌‌                             

Botting,‌‌Eve‌‌Kosofsky‌‌Sedgwick‌‌and‌‌Júlio‌‌França‌‌that‌‌the‌‌gothic‌‌could‌‌be‌‌defined‌‌as‌‌a‌‌highly‌‌                               

stable‌‌literary‌‌genre‌‌that‌‌deploys‌‌a‌‌set‌‌of‌‌basic‌‌conventions‌‌—‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌ghostly‌‌                               

presence‌‌of‌‌the‌‌past,‌‌and‌‌the‌‌monster‌‌—‌‌to‌‌produce‌‌effects‌‌of‌‌terror‌‌while‌‌examining‌‌the‌‌fears‌‌                                 

and‌ ‌anxieties‌ ‌that‌ ‌subsume‌ ‌the‌ ‌maintenance‌ ‌of‌ ‌the‌‌hegemonic‌‌ideology‌‌of‌‌the‌‌middle‌‌class.‌‌                           

We‌‌have‌‌likewise‌‌suggested‌‌that‌‌postmodernism‌‌could‌‌be‌‌defined‌‌as‌‌a‌‌paradoxically‌‌parodic‌‌                         

discourse:‌ ‌both‌ ‌formally‌ ‌introverted‌ ‌and‌ ‌grounded‌ ‌onto‌ ‌“the‌ ‌world”‌ ‌by‌ ‌means‌ ‌of‌ ‌historical‌‌                         

awareness.‌ ‌That‌ ‌paradoxical‌ ‌configuration‌ ‌in‌ ‌fiction‌ ‌is‌ ‌named‌ ‌by‌ ‌Linda‌ ‌Hutcheon‌‌                     

historiographic‌ ‌metafiction‌,‌ ‌a‌ ‌composite‌ ‌genre‌ ‌of‌ ‌narrative‌ ‌whose‌‌prime‌‌strategy‌‌is‌‌‌parody‌,‌‌                       

the‌ ‌practice‌ ‌of‌ ‌repetition‌ ‌with‌ ‌critical‌ ‌distance‌ ‌meant‌ ‌to‌ ‌emphasize‌ ‌difference‌ ‌‌vis-à-vis‌‌                       

sub-strategies‌ ‌of‌ ‌trans-contextualization‌ ‌and‌ ‌ironic‌ ‌inversion.‌ ‌In‌ ‌light‌ ‌of‌ ‌these‌ ‌theoretical‌‌                     

discussions,‌‌we‌‌have‌‌refined‌‌our‌‌working‌‌hypothesis‌‌to‌‌present‌‌it‌‌in‌‌the‌‌following‌‌terms:‌‌the‌‌                             

postmodern‌ ‌gothic‌ ‌is‌ ‌a‌ ‌shared‌ ‌practice‌ ‌of‌ ‌addressing‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌in‌ ‌postmodern‌‌                           

parodic‌ ‌form,‌ ‌by‌ ‌means‌ ‌of‌ ‌which‌ ‌practice‌ ‌both‌ ‌whole‌ ‌targeted‌ ‌works‌ ‌and‌ ‌the‌ ‌narrative‌‌                           

conventions‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌are‌ ‌paradoxically‌ ‌installed‌ ‌and‌ ‌subverted‌ ‌to‌ ‌emphasize‌ ‌each‌‌                       

novel’s‌ ‌ironic‌ ‌inversion‌ ‌and‌ ‌critical‌ ‌appropriation‌ ‌of‌ ‌tradition.‌‌This‌‌metafictional‌‌strategy‌‌is‌‌                       

paradoxically‌ ‌meant,‌ ‌in‌ ‌these‌ ‌postmodern‌ ‌novels,‌ ‌as‌ ‌a‌ ‌discursive‌ ‌instrument‌ ‌to‌ ‌revise‌ ‌and‌‌                         

criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌the‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌their‌‌                       

backgrounded‌‌texts,‌‌as‌‌well‌‌as‌‌how‌‌they‌‌are‌‌involved‌‌in‌‌the‌‌production‌‌of‌‌effects‌‌of‌‌terror.‌‌In‌‌                                 

doing‌ ‌so,‌ ‌these‌ ‌parodic‌ ‌“textworks”‌ ‌draw‌ ‌attention‌ ‌to‌ ‌the‌ ‌continuing‌ ‌centrality‌ ‌of‌ ‌those‌‌                         
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assumptions‌ ‌in‌ ‌the‌ ‌structuring‌ ‌of‌ ‌twenty-first‌ ‌century‌ ‌cultures‌ ‌and‌ ‌anxieties,‌ ‌while‌‌                     

paradoxically‌ ‌reinstating‌ ‌the‌ ‌formally‌ ‌parodic‌ ‌into‌‌the‌‌world‌‌through‌‌attention‌‌to‌‌contextual‌‌                       

conditions‌ ‌of‌ ‌textual‌ ‌production.‌ ‌ 

In‌‌Chapters‌‌Two,‌‌Three‌‌and‌‌Four,‌‌we‌‌have‌‌proceeded‌‌with‌‌the‌‌reading‌‌of‌‌the‌‌corpus.‌‌                             

In‌ ‌Chapter‌ ‌Two,‌ ‌“Yet‌ ‌Another‌ ‌Turn‌ ‌of‌ ‌the‌‌Screw:‌‌Adele‌‌Griffin’s‌‌‌Tighter‌”,‌‌we‌‌have‌‌delved‌‌                             

into‌ ‌an‌ ‌analysis‌ ‌of‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌ideological‌ ‌elements‌ ‌of‌ ‌parodic‌ ‌play‌ ‌on‌ ‌the‌‌                             

gothic‌ ‌in‌ ‌general‌ ‌and‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌‌in‌‌particular‌‌operating‌‌in‌‌Adele‌‌Griffin’s‌‌novel.‌‌                               

We‌‌have‌‌focused‌‌on‌‌the‌‌diegetic‌‌and‌‌formal‌‌similarities‌‌and‌‌distinctions‌‌between‌‌parodic‌‌and‌‌                           

parodied‌‌texts,‌‌with‌‌particular‌‌attention‌‌to‌‌the‌‌parodic‌‌novel’s‌‌playful‌‌and‌‌ironic‌‌inversion‌‌of‌‌                           

the‌‌ways‌‌in‌‌which‌‌the‌‌conventions‌‌of‌‌the‌‌‌locus‌‌horribilis‌‌and‌‌the‌‌supernatural‌‌are‌‌activated‌‌in‌‌                               

The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌.‌ ‌We‌ ‌have‌ ‌also‌ ‌zoomed‌ ‌in‌ ‌on‌ ‌the‌ ‌pragmatic‌ ‌range‌ ‌of‌ ‌parodic‌ ‌intent‌‌                                 

displayed‌ ‌in‌ ‌‌Tighter‌ ‌in‌ ‌order‌ ‌to‌ ‌discuss‌ ‌how‌ ‌the‌ ‌novel‌ ‌both‌ ‌reenacts‌ ‌and‌ ‌transgresses‌ ‌a‌‌                             

number‌‌of‌‌stylistic‌‌strategies‌‌that‌‌contribute‌‌to‌‌the‌‌effecting‌‌of‌‌ambiguity‌‌in‌‌both‌‌‌The‌‌Turn‌‌of‌‌                               

the‌ ‌Screw‌ ‌and‌ ‌its‌ ‌parodic‌ ‌trans-contextualization.‌ ‌We‌ ‌have‌ ‌finally‌ ‌observed‌ ‌how‌ ‌parody‌‌                       

makes‌ ‌possible‌ ‌the‌ ‌unearthing‌ ‌of‌ ‌the‌ ‌implied‌ ‌story‌ ‌from‌ ‌‌The‌ ‌Turn‌ ‌of‌ ‌the‌ ‌Screw‌ ‌and‌ ‌its‌‌                               

trans-contextualization‌ ‌as‌ ‌the‌ ‌main‌ ‌story‌ ‌of‌ ‌‌Tighter‌.‌ ‌By‌ ‌means‌ ‌of‌ ‌that‌‌strategy,‌‌the‌‌assorted‌‌                           

effects‌ ‌of‌ ‌terror‌ ‌expected‌ ‌of‌ ‌the‌‌conventions‌‌of‌‌the‌‌gothic‌‌genre‌‌—‌‌for‌‌instance,‌‌the‌‌ghostly‌‌                               

irruption‌ ‌of‌ ‌the‌ ‌past‌ ‌—‌ ‌are‌ ‌parodically‌ ‌established‌ ‌and‌ ‌transgressed‌ ‌to‌ ‌mark‌ ‌parody’s‌‌                         

ideological‌ ‌dependence‌ ‌and‌ ‌differentiation‌ ‌from‌ ‌concealed‌ ‌assumptions‌ ‌in‌ ‌its‌ ‌targeted‌‌                   

material.‌‌We‌‌have‌‌concluded‌‌that‌‌Griffin’s‌‌novel‌‌can‌‌be‌‌aptly‌‌described‌‌as‌‌postmodern‌‌gothic‌‌                           

in‌ ‌the‌ ‌terms‌ ‌proposed‌ ‌in‌ ‌our‌ ‌hypothesis.‌ ‌In‌ ‌Chapter‌ ‌Three,‌ ‌“The‌ Doppelgänger‌ ‌Trouble:‌‌                         

Daniel‌ ‌Levine’s‌ ‌‌Hyde‌”,‌ ‌we‌ ‌have‌ ‌observed‌ ‌how‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌‌                       

dimensions‌‌of‌‌parody‌‌conflate‌‌in‌‌Levine’s‌‌novel‌‌to‌‌give‌‌rise‌‌to‌‌a‌‌complex‌‌revision‌‌of‌‌Robert‌‌                               

Louis‌ ‌Stevenson’s‌ ‌‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌‌Jekyll‌‌and‌‌Mr.‌‌Hyde‌.‌‌We‌‌have‌‌analyzed‌‌the‌‌ways‌‌by‌‌                               

which‌ ‌the‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌ ‌‌Doppelgänger‌,‌ ‌a‌ ‌typical‌ ‌manifestation‌ ‌of‌ ‌the‌ ‌gothic‌‌                         

monster,‌‌is‌‌activated‌‌with‌‌difference‌‌in‌‌the‌‌novel‌‌as‌‌both‌‌a‌‌metafictional‌‌instrument,‌‌revealing‌‌                           

of‌‌the‌‌author’s‌‌awareness‌‌of‌‌the‌‌conventions‌‌of‌‌gothic‌‌fiction,‌‌and‌‌a‌‌discursive‌‌instrument‌‌to‌‌                             

revise‌ ‌and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌several‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌‌                       

inform‌‌its‌‌targeted‌‌text,‌‌including‌‌the‌‌monstrosity‌‌of‌‌Edward‌‌Hyde,‌‌the‌‌actualization‌‌of‌‌truth‌‌                           

claims,‌ ‌the‌ ‌problem‌ ‌of‌‌identity‌‌as‌‌a‌‌fractured‌‌construct,‌‌and‌‌homophobic‌‌persecution.‌‌Those‌‌                         

problems,‌‌which‌‌are‌‌nested‌‌both‌‌in‌‌gothic‌‌fiction‌‌and‌‌in‌‌Western‌‌liberal‌‌humanism‌‌as‌‌a‌‌whole,‌‌                               

are‌ ‌thus‌ ‌examined‌ ‌critically,‌ ‌whereas‌ ‌the‌ ‌parodic‌ ‌“textwork”‌ ‌draws‌ ‌attention‌ ‌to‌ ‌their‌‌                       

continuing‌‌centrality‌‌as‌‌a‌‌source‌‌of‌‌cultural‌‌anxiety‌‌and‌‌terror‌‌in‌‌the‌‌twenty-first‌‌century.‌‌For‌‌                             

all‌‌of‌‌that,‌‌we‌‌have‌‌concluded‌‌that‌‌‌Hyde‌‌‌qualifies‌‌as‌‌a‌‌postmodern‌‌gothic‌‌novel‌‌in‌‌the‌‌terms‌‌                                 
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that‌ ‌illustrate‌ ‌our‌ ‌working‌ ‌hypothesis.‌ ‌In‌ ‌Chapter‌ ‌Four,‌ ‌“A‌ ‌Kiss‌ ‌at‌ ‌the‌ ‌Heart‌ ‌of‌ ‌Gothic:‌‌                             

Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌”,‌ ‌we‌ ‌have‌ ‌discussed‌ ‌the‌ ‌multiple‌‌ways‌‌in‌‌                         

which‌‌the‌‌gothic‌‌conventions‌‌of‌‌the‌‌ghostly‌‌visitation‌‌of‌‌the‌‌past,‌‌the‌‌‌locus‌‌horribilis‌,‌‌and‌‌the‌‌                               

monster‌ ‌are‌ ‌both‌‌used‌‌and‌‌abused‌‌in‌‌Winterson’s‌‌novel‌‌in‌‌order‌‌to‌‌give‌‌shape‌‌to‌‌the‌‌novel’s‌‌                                 

ironic‌‌inversion‌‌of‌‌the‌‌gothic‌‌tradition.‌‌As‌‌a‌‌result,‌‌several‌‌latent‌‌ideological‌‌assumptions‌‌that‌‌                           

inform‌‌the‌‌targeted‌‌text‌‌are‌‌addressed,‌‌including‌‌sexual‌‌politics,‌‌gender‌‌identities,‌‌history,‌‌the‌‌                         

future‌ ‌of‌ ‌science,‌ ‌and‌ ‌the‌ ‌making‌ ‌of‌‌monstrosity.‌‌Those‌‌problems,‌‌which‌‌are‌‌nested‌‌both‌‌in‌‌                             

gothic‌‌fiction‌‌and‌‌in‌‌Western‌‌liberal‌‌humanism‌‌as‌‌a‌‌whole,‌‌are‌‌thus‌‌examined‌‌critically,‌‌as‌‌the‌‌                               

parodic‌ ‌“textwork”‌ ‌draws‌ ‌attention‌ ‌to‌ ‌their‌ ‌continuing‌ ‌centrality‌ ‌as‌ ‌a‌ ‌source‌ ‌of‌ ‌cultural‌‌                         

anxiety‌ ‌and‌ ‌terror‌ ‌in‌‌the‌‌twenty-first‌‌century.‌‌We‌‌have‌‌concluded‌‌that‌‌‌Frankissstein:‌‌A‌‌Love‌‌                           

Story‌ ‌also‌ ‌qualifies‌ ‌as‌ ‌a‌ ‌postmodern‌ ‌gothic‌ ‌novel‌ ‌in‌ ‌the‌ ‌terms‌ ‌that‌ ‌comprise‌ ‌our‌ ‌working‌‌                             

hypothesis.‌ ‌ 

Given‌‌the‌‌amount‌‌of‌‌evidence‌‌made‌‌available‌‌by‌‌our‌‌analysis,‌‌our‌‌working‌‌hypothesis‌‌                         

has‌ ‌been‌ ‌repeatedly‌ ‌confirmed‌ ‌in‌ ‌its‌ ‌validity.‌ ‌It‌ ‌has‌ ‌thus‌ ‌warranted‌ ‌the‌ ‌formulation‌ ‌of‌ ‌an‌‌                             

operational‌ ‌concept‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌meant‌ ‌to‌ ‌describe‌ ‌those‌ ‌parodic‌ ‌novels‌ ‌of‌‌                         

interest‌ ‌to‌‌our‌‌research.‌‌It‌‌has‌‌now‌‌come‌‌time,‌‌in‌‌this‌‌concluding‌‌chapter,‌‌to‌‌tackle‌‌our‌‌third‌‌                                 

specific‌‌objective‌‌by‌‌collating‌‌and‌‌cross-reading‌‌the‌‌novels‌‌in‌‌order‌‌to‌‌formulate‌‌our‌‌concept‌‌                           

of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌in‌ ‌terms‌ ‌that‌ ‌are‌ ‌both‌ ‌more‌ ‌encompassing‌ ‌and‌ ‌more‌‌specific.‌‌We‌‌                             

will‌ ‌depart‌ ‌from‌ ‌our‌ ‌working‌ ‌hypothesis‌ ‌as‌ ‌it‌ ‌has‌ ‌been‌ ‌stated‌ ‌in‌ ‌Chapter‌‌One,‌‌and‌‌fill‌‌it‌‌in‌‌                                   

with‌‌the‌‌elements‌‌of‌‌the‌‌postmodern‌‌gothic‌‌our‌‌analysis‌‌has‌‌unearthed‌‌out‌‌of‌‌the‌‌three‌‌novels‌‌                               

of‌ ‌which‌ ‌our‌ ‌corpus‌ ‌consists;‌ ‌by‌ ‌the‌ ‌end‌ ‌of‌ ‌this‌ ‌swift‌ ‌reading,‌ ‌we‌ ‌will‌ ‌have‌ ‌achieved‌ ‌an‌‌                                 

operational‌‌illustrated‌‌concept‌‌of‌‌the‌‌postmodern‌‌gothic‌‌that‌‌may‌‌serve‌‌the‌‌purpose‌‌of‌‌guiding‌‌                           

further‌ ‌reading‌ ‌of‌ ‌postmodern‌ ‌parodies‌ ‌of‌ ‌gothic‌ ‌fiction.‌ ‌After‌ ‌we‌ ‌have‌ ‌formulated‌ ‌our‌‌                         

concept‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌novel,‌ ‌we‌ ‌will‌ ‌raise‌ ‌three‌ ‌important‌ ‌implications‌ ‌of‌ ‌the‌‌                           

postmodern‌ ‌gothic‌ ‌for‌ ‌the‌ ‌cultural‌ ‌standing‌ ‌of‌‌gothic‌‌fiction‌‌and‌‌postmodernism‌‌in‌‌Western‌‌                         

cultures.‌ ‌By‌‌the‌‌end‌‌of‌‌this‌‌final‌‌chapter,‌‌we‌‌will‌‌suggest‌‌pathways‌‌for‌‌the‌‌research‌‌to‌‌move‌‌                                 

forward‌ ‌into‌ ‌future‌ ‌work.‌ ‌ 

The‌ ‌‌postmodern‌ ‌gothic‌ ‌can‌ ‌be‌ ‌conceptualized‌ ‌as‌ ‌a‌ ‌practice‌ ‌of‌ ‌postmodern‌ ‌parodic‌‌                       

play‌ ‌on‌ ‌the‌ ‌gothic‌ ‌genre,‌ ‌best‌ ‌illustrated‌ ‌by‌ ‌novels‌ ‌such‌ ‌as‌ ‌Adele‌ ‌Griffin’s‌ ‌‌Tighter‌,‌ ‌Daniel‌‌                             

Levine’s‌ ‌‌Hyde‌ ‌‌and‌ ‌Jeanette‌ ‌Winterson’s‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌all‌ ‌of‌ ‌which‌ ‌revisit,‌‌                         

replay,‌ ‌rewrite‌ ‌and‌ ‌reexamine‌ ‌canonical‌ ‌gothic‌ ‌works‌ ‌from‌ ‌a‌ ‌postmodern‌ ‌vantage‌ ‌point.‌‌                       

These‌ ‌novels‌ ‌could‌ ‌be‌ ‌deemed‌ ‌fictional‌ ‌“textworks”‌ ‌—‌ ‌both‌ ‌original‌ ‌works‌ ‌of‌ ‌fiction‌ ‌and‌‌                           

intertextual‌ ‌revisitations‌ ‌of‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌—‌ ‌in‌‌which‌‌traditional‌‌gothic‌‌narratives‌‌are‌‌                           

repeated‌ ‌with‌ ‌critical‌ ‌distance‌ ‌to‌ ‌give‌ ‌rise‌ ‌to‌ ‌complex‌ ‌and‌ ‌sophisticated‌ ‌revisions‌ ‌of‌ ‌the‌‌                           
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literary‌ ‌and‌ ‌historical‌ ‌past.‌ ‌This‌ ‌metafictional‌‌strategy‌‌is‌‌meant‌‌to‌‌foreground‌‌the‌‌difference‌‌                         

between‌‌parodic‌‌and‌‌parodied‌‌material,‌‌which‌‌allows‌‌readers‌‌to‌‌examine‌‌both‌‌novels‌‌in‌‌light‌‌                           

of‌ ‌each‌ ‌other‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌strategies‌ ‌of‌ ‌trans-contextualization‌ ‌and‌ ‌ironic‌ ‌inversion‌‌                         

deployed‌ ‌in‌ ‌the‌ ‌course‌ ‌of‌ ‌the‌ ‌parodic‌ ‌process.‌ ‌Moreover,‌ ‌in‌ ‌these‌ ‌novels,‌ ‌metafictional‌‌                         

strategies‌ ‌revolving‌ ‌around‌ ‌parody‌ ‌are‌ ‌deployed‌ ‌as‌ ‌discursive‌ ‌instruments‌ ‌to‌ ‌revise‌ ‌and‌‌                       

criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌the‌ ‌latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌their‌‌                       

targeted‌‌texts,‌‌as‌‌well‌‌as‌‌how‌‌they‌‌are‌‌involved‌‌in‌‌the‌‌production‌‌of‌‌effects‌‌of‌‌terror.‌‌In‌‌doing‌‌                                   

so,‌‌these‌‌parodic‌‌“textworks”‌‌draw‌‌attention‌‌to‌‌the‌‌continuing‌‌centrality‌‌of‌‌those‌‌assumptions‌‌                         

in‌ ‌the‌ ‌structuring‌ ‌of‌ ‌twenty-first‌ ‌century‌ ‌cultures‌ ‌and‌ ‌anxieties,‌ ‌while‌ ‌paradoxically‌‌                     

reinstating‌ ‌the‌ ‌formally‌ ‌parodic‌ ‌into‌ ‌the‌ ‌world‌ ‌through‌‌attention‌‌to‌‌contextual‌‌conditions‌‌of‌‌                         

textual‌ ‌production.‌ ‌ 

Postmodern‌ ‌gothic‌ ‌novels‌ ‌often‌ ‌operate‌ ‌parodically‌ ‌on‌ ‌several‌ ‌levels‌ ‌of‌ ‌complicity‌‌                     

with‌ ‌and‌ ‌critique‌ ‌of‌ ‌their‌ ‌backgrounded‌ ‌material,‌ ‌mainly‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌‌                       

ideological‌‌or‌‌discursive‌‌levels.‌‌The‌‌formal‌‌level‌‌of‌‌parody‌‌in‌‌postmodern‌‌gothic‌‌is‌‌integrated‌‌                           

by‌ ‌the‌ ‌paradoxical‌ ‌use‌ ‌and‌ ‌abuse‌ ‌of‌ ‌diegetic‌ ‌and‌ ‌conventional‌ ‌elements‌ ‌of‌ ‌gothic‌ ‌fiction.‌‌                           

Postmodern‌‌novels‌‌tend‌‌to‌‌establish‌‌themselves‌‌apart‌‌from‌‌their‌‌source‌‌material‌‌by‌‌pursuing‌‌                         

differences‌ ‌in‌ ‌diegesis‌ ‌through‌‌strategies‌‌of‌‌trans-contextualization‌‌—‌‌situating‌‌the‌‌hypotext‌‌                     

in‌ ‌a‌ ‌different‌ ‌formal,‌ ‌cultural‌ ‌or‌ ‌historical‌ ‌context‌ ‌—‌ ‌and‌ ‌ironic‌ ‌inversion‌ ‌—‌ ‌when‌ ‌the‌‌                             

hypotext‌‌is‌‌examined‌‌against‌‌its‌‌grain,‌‌so‌‌to‌‌speak.‌‌Postmodern‌‌gothic‌‌novels‌‌such‌‌as‌‌‌Tighter‌‌                             

may‌ ‌engage‌ ‌parodically‌ ‌with‌ ‌the‌ ‌gothic‌ ‌‌vis-à-vis‌ ‌trans-contextualization‌ ‌by‌ ‌situating‌ ‌their‌‌                     

Victorian‌ ‌target‌ ‌material‌ ‌in‌ ‌contemporary‌ ‌times,‌ ‌or‌ ‌changing‌ ‌the‌ ‌scenery‌ ‌from‌ ‌a‌ ‌Victorian‌‌                         

country‌ ‌house‌ ‌to‌ ‌an‌ ‌island‌ ‌by‌ ‌the‌ ‌North‌ ‌American‌ ‌shores.‌ ‌In‌ ‌more‌ ‌structurally‌ ‌complex‌‌                           

novels,‌‌such‌‌as‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌the‌‌trans-contextualization‌‌of‌‌an‌‌early-nineteenth‌‌                       

century‌ ‌period‌ ‌into‌ ‌contemporaneity‌ ‌may‌ ‌motivate‌ ‌the‌ ‌development‌ ‌of‌ ‌the‌ ‌plot.‌‌                     

Trans-contextualization‌ ‌may‌ ‌also‌ ‌come‌ ‌into‌ ‌play‌ ‌when‌ ‌characters‌ ‌from‌ ‌the‌ ‌parodied‌ ‌novel‌‌                       

integrate‌ ‌and‌ ‌disseminate‌ ‌into‌ ‌one‌ ‌another‌ ‌in‌ ‌the‌ ‌parodic‌ ‌novel,‌ ‌as‌ ‌is‌ ‌done‌ ‌for‌ ‌example‌ ‌in‌‌                               

Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌in‌‌which‌‌Victor‌‌serves‌‌as‌‌a‌‌surrogate‌‌for‌‌both‌‌Frankenstein‌‌and‌‌                             

Percy‌‌Shelley,‌‌and‌‌‌Tighter‌,‌‌in‌‌which‌‌Jamie‌‌is‌‌a‌‌stand-in‌‌for‌‌both‌‌the‌‌unnamed‌‌governess‌‌and‌‌                               

the‌ ‌haunted‌ ‌children‌ ‌in‌ ‌the‌ ‌source‌ ‌material.‌ ‌Another‌ ‌version‌ ‌of‌ ‌trans-contextualization‌ ‌is‌‌                       

activated‌ ‌when‌ ‌postmodern‌ ‌gothic‌ ‌narratives‌ ‌situate‌ ‌their‌ ‌plots‌ ‌in‌ ‌the‌ ‌same‌ ‌time‌ ‌and‌ ‌space‌‌                           

privileged‌ ‌in‌ ‌their‌ ‌source‌ ‌material,‌ ‌yet‌ ‌deploy‌ ‌strategies‌ ‌of‌ ‌ironic‌ ‌inversion‌ ‌to‌ ‌clothe‌ ‌its‌‌                           

eighteenth‌ ‌or‌‌nineteenth-century‌‌geopolitical‌‌contexts‌‌in‌‌a‌‌postmodern‌‌involucrum;‌‌this‌‌may‌‌                     

be‌‌done‌‌when‌‌fiction‌‌focalizes‌‌the‌‌viewpoints‌‌and‌‌experiences‌‌of‌‌previously‌‌marginalized‌‌or‌‌                         

secondary‌‌characters‌‌—‌‌those‌‌who‌‌are‌‌now‌‌considered‌‌the‌‌ex-centric‌‌—‌‌and‌‌give‌‌them‌‌center‌‌                             
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stage‌ ‌in‌ ‌the‌ ‌postmodern‌ ‌parodic‌ ‌version;‌ ‌this‌ ‌is‌ ‌done,‌ ‌for‌ ‌instance,‌ ‌in‌ ‌‌Hyde‌,‌ ‌in‌ ‌which‌ ‌the‌‌                               

prolix‌ ‌narrator‌ ‌and‌ ‌antihero‌ ‌of‌ ‌the‌ ‌story‌ ‌is‌ ‌none‌ ‌other‌ ‌than‌ ‌the‌ ‌silenced‌ ‌and‌ ‌much‌ ‌hated‌‌                               

antagonist‌ ‌of‌ ‌‌The‌ ‌Strange‌ ‌Case‌ ‌of‌ ‌Dr.‌ ‌Jekyll‌ ‌and‌ ‌Mr.‌ ‌Hyde‌.‌ ‌It‌ ‌is‌ ‌likewise‌ ‌done‌ ‌in‌‌                               

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌in‌ ‌which‌ ‌the‌‌experiences‌‌of‌‌Mary‌‌Shelley‌‌in‌‌creating‌‌enduring‌‌                           

literature‌ ‌are‌ ‌privileged‌ ‌over‌ ‌those‌ ‌of‌ ‌her‌ ‌male‌ ‌peers,‌ ‌those‌ ‌who‌ ‌have‌ ‌been‌ ‌considered‌ ‌the‌‌                             

uttermost‌ ‌canonical‌ ‌voices‌ ‌of‌ ‌English‌‌Romanticism.‌‌Furthermore,‌‌postmodern‌‌gothic‌‌novels‌‌                   

often‌ ‌expand‌ ‌their‌ ‌parodied‌ ‌material‌ ‌in‌ ‌several‌ ‌directions‌ ‌in‌ ‌order‌ ‌to‌ ‌further‌ ‌establish‌‌                         

themselves‌ ‌apart‌ ‌from‌ ‌their‌ ‌sources;‌ ‌characters‌ ‌and‌ ‌situations‌ ‌which‌ ‌are‌ ‌absent‌ ‌from‌ ‌the‌‌                         

hypotext‌ ‌are‌ ‌often‌ ‌added‌ ‌to‌ ‌the‌ ‌plot‌ ‌in‌ ‌order‌‌to‌‌extrapolate‌‌the‌‌limits‌‌of‌‌the‌‌source‌‌material‌‌                                 

and‌ ‌provide‌ ‌newly‌ ‌nuanced‌ ‌undertones‌ ‌to‌ ‌those‌ ‌characters‌ ‌and‌‌situations‌‌which‌‌are‌‌already‌‌                         

known‌ ‌to‌ ‌the‌ ‌reader.‌ ‌All‌ ‌this‌ ‌is‌ ‌done‌ ‌so‌ ‌that‌ ‌a‌ ‌shared‌ ‌heterocosm‌ ‌—‌ ‌an‌ ‌invented‌ ‌world‌‌                                 

communicated‌ ‌through‌ ‌language‌ ‌and‌ ‌shared‌ ‌by‌ ‌authors‌ ‌and‌ ‌readers‌ ‌(we‌ ‌might‌ ‌even‌ ‌say,‌‌                         

authors‌ ‌who‌ ‌are‌ ‌readers‌ ‌and‌ ‌readers‌ ‌who‌ ‌are‌ ‌authors)‌ ‌in‌ ‌acts‌ ‌of‌ ‌co-creation‌ ‌—‌ ‌can‌ ‌be‌‌                               

established.‌‌Hence,‌‌when‌‌reading‌‌postmodern‌‌gothic‌‌fiction,‌‌one‌‌is‌‌always‌‌necessarily‌‌aware‌‌                       

of‌‌their‌‌being‌‌reading‌‌two‌‌stories‌‌at‌‌once;‌‌one‌‌is‌‌thus‌‌invited‌‌to‌‌actively‌‌look‌‌for‌‌differences‌‌                                 

and‌‌similarities‌‌placed‌‌in‌‌perpetual‌‌tension,‌‌while‌‌determining‌‌as‌‌best‌‌as‌‌possible‌‌the‌‌critical‌‌                           

function‌ ‌of‌ ‌the‌ ‌play‌ ‌thus‌ ‌enacted.‌ ‌ 

Still‌ ‌at‌ ‌a‌‌formal‌‌level‌‌of‌‌parodic‌‌engagement,‌‌the‌‌postmodern‌‌gothic‌‌displays‌‌several‌‌                         

paradoxical‌ ‌instances‌ ‌of‌ ‌differentiation‌ ‌from‌ ‌and‌ ‌similarity‌ ‌with‌ ‌the‌ ‌conventions‌ ‌of‌ ‌gothic‌‌                       

fiction,‌‌which‌‌could‌‌be‌‌trimmed‌‌down‌‌to‌‌the‌‌‌locus‌‌horribilis‌,‌‌the‌‌ghostly‌‌presence‌‌of‌‌the‌‌past,‌‌                               

and‌‌the‌‌monster‌‌when‌‌they‌‌are‌‌used‌‌to‌‌create‌‌effects‌‌of‌‌terror.‌‌Postmodern‌‌gothic‌‌novelists‌‌are‌‌                               

recognizably‌‌aware‌‌of‌‌how‌‌gothic‌‌conventions‌‌operate‌‌and‌‌often‌‌use‌‌them‌‌to‌‌create‌‌effects‌‌of‌                             

terror‌‌in‌‌their‌‌parodic‌‌versions‌‌of‌‌canonical‌‌gothic‌‌fiction.‌‌For‌‌instance,‌‌in‌‌‌Tighter‌,‌‌Skylark‌‌is‌‌                             

described‌ ‌in‌ ‌the‌ ‌typical‌ ‌terms‌ ‌of‌ ‌a‌‌gothic‌‌‌locus‌‌horribilis‌:‌‌a‌‌magnificent‌‌construction‌‌which‌‌                           

harbors‌ ‌the‌ ‌after-effects‌ ‌of‌ ‌past‌ ‌transgressions,‌ ‌manifested‌ ‌in‌ ‌the‌ ‌ghosts‌ ‌of‌ ‌the‌ ‌former‌‌                         

servants,‌ ‌whose‌ ‌unvanquished‌ ‌secrets‌ ‌contribute‌ ‌to‌ ‌further‌ ‌disorienting‌ ‌an‌ ‌already‌ ‌unstable‌‌                     

and‌ ‌growingly‌ ‌agressive‌ ‌protagonist,‌ ‌leading‌ ‌her‌ ‌to‌ ‌experience‌ ‌paranoia,‌ ‌terror,‌ ‌and‌ ‌two‌‌                       

attempts‌ ‌at‌ ‌suicide‌ ‌on‌‌the‌‌grouds‌‌of‌‌the‌‌property.‌‌Ghosts‌‌—‌‌both‌‌those‌‌at‌‌Skylark‌‌and‌‌those‌‌                                 

haunting‌‌Jamie‌‌prior‌‌to‌‌her‌‌arrival‌‌at‌‌Little‌‌Bly‌‌—‌‌populate‌‌the‌‌novel‌‌as‌‌signs‌‌of‌‌taboo‌‌rising‌‌                                   

from‌ ‌the‌ ‌margins‌ ‌of‌ ‌culture‌‌to‌‌disturb‌‌the‌‌existence‌‌of‌‌the‌‌living;‌‌yet,‌‌in‌‌typical‌‌postmodern‌‌                               

inversion,‌‌effects‌‌of‌‌terror‌‌are‌‌not‌‌necessarily‌‌a‌‌result‌‌of‌‌the‌‌arrival‌‌of‌‌ghosts:‌‌those‌‌of‌‌Jamie’s‌‌                                 

suicidal‌ ‌family‌ ‌members‌ ‌serve‌ ‌as‌ ‌her‌ ‌personal‌ ‌protectors‌ ‌against‌ ‌solitude,‌‌whereas‌‌those‌‌of‌‌                         

Peter‌ ‌and‌ ‌Jessie‌ ‌have‌ ‌no‌ ‌designs‌ ‌against‌ ‌the‌ ‌innocent‌ ‌children‌ ‌of‌ ‌the‌ ‌house.‌ ‌In‌ ‌‌Hyde‌,‌ ‌the‌‌                               

convention‌‌of‌‌the‌‌‌Doppelgänger‌,‌‌one‌‌of‌‌the‌‌several‌‌facets‌‌of‌‌the‌‌gothic‌‌monster,‌‌is‌‌activated‌‌                             
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in‌ ‌the‌ ‌symbiotic‌ ‌relationship‌ ‌between‌ ‌Jekyll‌ ‌and‌ ‌Hyde,‌ ‌and‌ ‌its‌ ‌monstrous‌ ‌contours‌ ‌are‌‌                         

explored‌ ‌both‌ ‌in‌ ‌terms‌ ‌of‌ ‌the‌ ‌terror‌ ‌Hyde‌ ‌awakens‌ ‌in‌ ‌his‌ ‌peers‌ ‌and‌ ‌in‌ ‌those‌ ‌of‌ ‌the‌‌several‌‌                                   

interpretations‌ ‌given‌ ‌to‌ ‌the‌ ‌double,‌ ‌not‌ ‌least‌ ‌of‌ ‌them‌ ‌those‌ ‌relating‌ ‌to‌ ‌the‌ ‌fragmentation‌ ‌of‌‌                             

identity‌ ‌and‌ ‌the‌ ‌expression‌ ‌of‌ ‌homosociality/homosexuality/homophobia.‌ ‌Again,‌ ‌the‌ ‌effects‌‌                 

of‌ ‌terror‌ ‌associated‌ ‌with‌ ‌the‌ ‌‌Doppelgänger‌ ‌are‌ ‌relativized‌ ‌‌vis-à-vis‌ ‌Hyde’s‌ ‌attempt‌ ‌at‌‌                       

rendering‌ ‌himself‌ ‌sympathetic‌ ‌to‌ ‌readers‌ ‌and‌ ‌the‌ ‌examination‌ ‌of‌ ‌the‌ ‌cultural‌ ‌dynamics‌ ‌of‌‌                         

monstrosity‌‌as‌‌an‌‌effect‌‌of‌‌ideology.‌‌The‌‌convention‌‌of‌‌the‌‌double‌‌is‌‌nonetheless‌‌transgressed‌‌                           

in‌ ‌that‌ ‌it‌ ‌refuses‌ ‌the‌ ‌binarism‌ ‌or‌ ‌duality‌ ‌perceived‌ ‌to‌ ‌be‌ ‌inherent‌ ‌in‌ ‌its‌ ‌symbolic‌ ‌value,‌‌                               

disseminating‌ ‌instead‌ ‌into‌ ‌a‌ ‌fragmentation‌ ‌of‌ ‌operational‌ ‌schemata‌ ‌towards‌ ‌a‌ ‌more‌ ‌radical‌‌                       

form‌‌of‌‌decentering.‌‌In‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌both‌‌the‌‌charnel‌‌house‌‌and‌‌the‌‌laboratory‌‌                             

make‌ ‌an‌ ‌appearance‌ ‌among‌ ‌several‌ ‌of‌ ‌the‌ ‌most‌ ‌readily‌ ‌recognizable‌ ‌gothic‌ ‌icons,‌ ‌albeit‌‌                         

ironically‌‌inverted:‌‌the‌‌charnel‌‌house‌‌is‌‌changed‌‌from‌‌a‌‌sign‌‌of‌‌death‌‌and‌‌decay‌‌to‌‌one‌‌of‌‌the‌‌                                   

possibility‌ ‌of‌ ‌the‌ ‌after-life‌ ‌materialized‌ ‌in‌ ‌the‌ ‌cryonically-preserved‌ ‌body‌ ‌parts‌ ‌of‌ ‌the‌‌elite,‌‌                         

whereas‌ ‌the‌ ‌laboratory‌ ‌raises‌‌the‌‌continuing‌‌problems‌‌of‌‌ethics‌‌and‌‌the‌‌limits‌‌of‌‌morality‌‌in‌‌                             

relation‌ ‌to‌ ‌unrestrained‌ ‌scientific‌ ‌progress.‌ ‌The‌ ‌monster,‌‌whose‌‌arrival‌‌always‌‌defies‌‌binary‌‌                       

categorizations,‌ ‌is‌ ‌also‌ ‌present‌ ‌in‌ ‌the‌ ‌character‌ ‌of‌‌Ry,‌‌a‌‌transexual‌‌man‌‌with‌‌a‌‌liminal‌‌body‌‌                               

integrating‌‌both‌‌male‌‌and‌‌female‌‌traits,‌‌whose‌‌very‌‌identity‌‌is‌‌haunted‌‌by‌‌ever‌‌present‌‌acts‌‌of‌‌                               

violence‌‌ranging‌‌from‌‌microagression‌‌to‌‌rape.‌‌Typical‌‌of‌‌the‌‌postmodern‌‌gothic,‌‌however,‌‌is‌‌                         

the‌‌questioning‌‌of‌‌the‌‌dynamics‌‌of‌‌alterity‌‌underlying‌‌definitions‌‌of‌‌who‌‌is‌‌to‌‌be‌‌considered‌‌a‌‌                               

monstrous‌‌other,‌‌which‌‌in‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌‌leads‌‌to‌‌the‌‌valorization‌‌of‌‌the‌‌monster‌‌                             

as‌ ‌an‌ ‌authentic,‌ ‌beautiful‌‌self,‌‌a‌‌model‌‌of‌‌Romantic‌‌originality‌‌and‌‌untethered‌‌identity‌‌to‌‌be‌‌                             

coveted.‌ ‌In‌ ‌the‌ ‌postmodern‌ ‌gothic,‌ ‌gothic‌ ‌conventions‌ ‌are‌ ‌thus‌ ‌used‌‌and‌‌abused‌‌in‌‌order‌‌to‌‌                             

engage‌ ‌readers‌‌in‌‌a‌‌defiance‌‌of‌‌expectations‌‌concerning‌‌that‌‌which‌‌is‌‌usually‌‌considered‌‌the‌‌                           

basilar‌‌aspect‌‌of‌‌gothic‌‌fiction:‌‌terror.‌‌Considering‌‌how‌‌terror‌‌is‌‌the‌‌most‌‌commonly‌‌expected‌‌                           

effect‌ ‌of‌‌gothic‌‌fiction,‌‌postmodern‌‌gothic‌‌novels‌‌can‌‌be‌‌said‌‌to‌‌enlarge‌‌the‌‌scope‌‌of‌‌typical‌‌                               

effects‌ ‌of‌ ‌the‌ ‌gothic‌ ‌canon,‌ ‌thus‌ ‌both‌ ‌relying‌ ‌on,‌‌and‌‌refusing‌‌to‌‌rely‌‌on‌‌the‌‌stability‌‌of‌‌the‌                                   

genre‌ ‌to‌ ‌create‌ ‌its‌ ‌own‌ ‌version‌ ‌of‌ ‌the‌ ‌gothic.‌ ‌ 

At‌ ‌the‌ ‌level‌ ‌of‌ ‌pragmatic‌‌intention,‌‌the‌‌postmodern‌‌gothic‌‌may‌‌display‌‌a‌‌wide‌‌range‌‌                           

of‌ ‌‌ethe‌.‌‌Postmodern‌‌gothic‌‌parodies‌‌may‌‌display‌‌both‌‌a‌‌textualized‌‌and‌‌an‌‌implied‌‌intention‌‌                           

of‌‌paying‌‌homage‌‌to‌‌the‌‌tradition‌‌of‌‌gothic‌‌literature.‌‌That‌‌is‌‌the‌‌example‌‌of‌‌‌Tighter‌,‌‌in‌‌which‌‌                                 

gothic’s‌ ‌stylistic‌ ‌ambiguities‌ ‌and‌ ‌tendency‌ ‌to‌‌probe‌‌taboo‌‌with‌‌recourse‌‌to‌‌the‌‌baring‌‌of‌‌the‌‌                             

unspeakable,‌‌most‌‌notably‌‌expressed‌‌in‌‌‌The‌‌Turn‌‌of‌‌the‌‌Screw‌,‌‌are‌‌actualized.‌‌Novels‌‌such‌‌as‌‌                             

Tighter‌‌take‌‌the‌‌gothic‌‌as‌‌a‌‌model‌‌genre‌‌to‌‌be‌‌imitated,‌‌an‌‌example‌‌of‌‌superior‌‌mastery‌‌of‌‌the‌‌                                   

art‌ ‌of‌ ‌narrative‌ ‌to‌ ‌be‌ ‌achieved;‌ ‌yet‌ ‌a‌ ‌newcomer‌ ‌author’s‌ ‌paradoxical‌ ‌impulse‌ ‌to‌ ‌establish‌‌                           
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themselves‌ ‌apart‌ ‌from‌ ‌the‌ ‌great‌ ‌masters‌ ‌often‌ ‌comes‌ ‌at‌ ‌play‌ ‌to‌ ‌create‌ ‌a‌ ‌tension‌ ‌between‌‌                             

similarity‌‌and‌‌difference,‌‌as‌‌a‌‌result‌‌of‌‌which‌‌gothic‌‌is‌‌transgressed‌‌in‌‌the‌‌very‌‌gesture‌‌of‌‌its‌‌                                 

parodic‌ ‌activation.‌ ‌Postmodern‌ ‌gothic‌ ‌fiction‌ ‌may‌ ‌also‌ ‌display‌ ‌a‌ ‌strong‌ ‌intent‌‌to‌‌contest‌‌its‌‌                           

backgrounded‌ ‌or‌ ‌parodied‌ ‌material,‌‌often‌‌in‌‌the‌‌very‌‌act‌‌of‌‌its‌‌parodic‌‌activation;‌‌this‌‌could‌‌                             

be‌ ‌directed‌ ‌both‌ ‌at‌ ‌the‌ ‌formal‌ ‌elements‌ ‌of‌ ‌the‌ ‌genre‌ ‌and‌ ‌the‌ ‌more‌ ‌specific‌ ‌implications‌ ‌of‌‌                               

ideology‌ ‌for‌ ‌the‌ ‌structuring‌ ‌of‌ ‌the‌ ‌unformulated‌ ‌values‌ ‌which‌‌inform‌‌the‌‌text’s‌‌relationship‌‌                         

with‌ ‌the‌ ‌world‌ ‌of‌ ‌social‌ ‌relations.‌ ‌An‌ ‌example‌ ‌of‌ ‌the‌ ‌former‌ ‌case‌ ‌can‌ ‌be‌ ‌found‌ ‌in‌‌                               

Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌‌a‌‌novel‌‌in‌‌which‌‌the‌‌expected‌‌effects‌‌of‌‌terror‌‌in‌‌gothic‌‌fiction‌‌                               

are‌ ‌both‌ ‌relied‌ ‌upon‌ ‌and‌ ‌contested.‌ ‌Although‌ ‌the‌ ‌novel‌ ‌serves‌ ‌as‌ ‌a‌‌timely‌‌homage‌‌to‌‌Mary‌‌                               

Shelley’s‌ ‌distinguished‌ ‌creation‌ ‌and‌ ‌its‌ ‌continuing‌ ‌resonance‌ ‌with‌ ‌readers,‌ ‌to‌ ‌the‌ ‌author‌‌                       

herself,‌‌and‌‌to‌‌the‌‌cross-pollination‌‌between‌‌gothic‌‌fiction‌‌and‌‌several‌‌postmodern‌‌media‌‌and‌‌                         

genres,‌ ‌the‌ ‌novel‌ ‌also‌‌contests‌‌the‌‌apparently‌‌stable‌‌relationship‌‌between‌‌the‌‌conventions‌‌of‌‌                         

gothic‌ ‌and‌ ‌the‌ ‌expected‌ ‌effects‌ ‌of‌ ‌terror‌ ‌they‌ ‌are‌ ‌supposed‌ ‌to‌ ‌give‌ ‌rise‌ ‌to.‌ ‌As‌ ‌a‌ ‌result,‌ ‌the‌‌                                   

novel‌‌contributes‌‌to‌‌both‌‌contesting‌‌the‌‌gothic‌‌and‌‌enlarging‌‌the‌‌scope‌‌of‌‌which‌‌texts‌‌ought‌‌to‌‌                               

count‌ ‌as‌ ‌gothic‌ ‌fiction.‌ ‌An‌ ‌example‌ ‌of‌ ‌the‌ ‌latter‌ ‌case‌ ‌can‌ ‌be‌‌found‌‌in‌‌‌Hyde‌,‌‌a‌‌novel‌‌which‌‌                                   

relies‌ ‌strongly‌ ‌on‌ ‌the‌ ‌relationship‌ ‌between‌ ‌the‌ ‌convention‌ ‌of‌ ‌the‌ ‌gothic‌ ‌monster‌ ‌and‌ ‌its‌‌                           

associated‌ ‌effects‌ ‌of‌ ‌terror,‌ ‌while‌ ‌focusing‌ ‌on‌ ‌the‌ ‌social‌ ‌and‌ ‌cultural‌ ‌processes‌ ‌which‌‌                         

determine‌ ‌alterity‌ ‌and‌ ‌create‌ ‌monstrosity,‌ ‌to‌ ‌invest‌ ‌‌these‌,‌ ‌rather‌ ‌than‌ ‌the‌ ‌monster,‌ ‌as‌‌                         

harbingers‌‌of‌‌terror.‌‌In‌‌all‌‌cases,‌‌contestation‌‌and‌‌homage‌‌are‌‌added‌‌up‌‌to‌‌more‌‌neutral‌‌forms‌‌                               

of‌‌parodic‌‌playfulness,‌‌often‌‌expressed‌‌in‌‌the‌‌more‌‌or‌‌less‌‌overt‌‌reliance‌‌on‌‌the‌‌recognizable‌‌                             

imagery‌ ‌of‌ ‌gothic‌ ‌literature‌ ‌in‌ ‌the‌ ‌“textworks”‌ ‌of‌ ‌the‌ ‌parodic‌ ‌trend.‌ ‌ 

At‌‌the‌‌discursive‌‌or‌‌ideological‌‌level,‌‌which‌‌Hutcheon‌‌refers‌‌to‌‌as‌‌the‌‌engagement‌‌of‌‌                           

parody‌ ‌with‌ ‌issues‌ ‌of‌ ‌“the‌ ‌world”,‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌makes‌ ‌use‌ ‌of‌ ‌metafictional‌‌                         

strategies‌ ‌as‌ ‌discursive‌ ‌instruments‌ ‌to‌ ‌revise‌ ‌and‌ ‌criticize‌ ‌from‌ ‌an‌ ‌ex-centric‌ ‌distance‌ ‌the‌‌                         

latent‌ ‌ideological‌ ‌assumptions‌ ‌that‌ ‌inform‌ ‌their‌ ‌targeted‌ ‌texts,‌ ‌as‌ ‌well‌ ‌as‌ ‌how‌ ‌they‌ ‌are‌‌                           

involved‌ ‌in‌ ‌the‌ ‌production‌ ‌of‌ ‌effects‌ ‌of‌ ‌terror.‌ ‌Much‌ ‌like‌ ‌traditional‌ ‌gothic‌ ‌works,‌ ‌the‌                           

postmodern‌‌gothic‌‌is‌‌invested‌‌in‌‌a‌‌practice‌‌of‌‌ideology‌‌critique,‌‌by‌‌means‌‌of‌‌which‌‌those‌‌not‌‌                               

always‌‌formulated,‌‌but‌‌nonetheless‌‌always‌‌present,‌‌hegemonic‌‌values‌‌of‌‌society‌‌are‌‌examined‌‌                       

for‌ ‌the‌ ‌exclusions‌ ‌they‌ ‌operate‌ ‌and‌ ‌the‌ ‌revelation‌ ‌of‌ ‌their‌ ‌concealed‌ ‌workings.‌ ‌Both‌‌                         

traditional‌ ‌gothic‌ ‌fiction‌ ‌and‌ ‌postmodern‌ ‌gothic‌ ‌fiction‌ ‌are‌ ‌interested‌ ‌in‌ ‌examining‌ ‌the‌‌                       

dominant‌‌values‌‌of‌‌the‌‌middle‌‌class,‌‌often‌‌to‌‌reveal‌‌them‌‌to‌‌be‌‌sources‌‌of‌‌anxiety‌‌and‌‌terror.‌‌                                 

In‌ ‌‌Tighter‌,‌ ‌the‌ ‌bourgeois‌ ‌nuclear‌ ‌family‌ ‌is‌ ‌the‌ ‌main‌ ‌focus‌ ‌of‌ ‌concern;‌ ‌the‌ ‌parodic‌ ‌novel‌‌                             

revisits‌ ‌the‌ ‌Victorian‌ ‌ideology‌ ‌of‌ ‌the‌ ‌family,‌ ‌of‌ ‌which‌ ‌the‌ ‌innocence‌ ‌and‌‌purity‌‌of‌‌children‌‌                             

were‌‌an‌‌important‌‌tenet,‌‌to‌‌foreground‌‌the‌‌role‌‌of‌‌an‌‌absent,‌‌often‌‌irresponsible‌‌family‌‌in‌‌the‌‌                               
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affirmation‌‌of‌‌the‌‌terrors‌‌deposited‌‌on‌‌its‌‌junior‌‌members.‌‌In‌‌doing‌‌so,‌‌and‌‌at‌‌risk‌‌of‌‌incurring‌‌                                 

in‌ ‌conservatism,‌ ‌the‌ ‌novel‌ ‌reaffirms‌ ‌the‌ ‌need‌ ‌for‌ ‌the‌ ‌family‌ ‌to‌ ‌act‌ ‌both‌ ‌as‌ ‌a‌ ‌venue‌ ‌of‌‌                                 

protection‌ ‌of‌ ‌children‌ ‌and‌ ‌a‌ ‌material‌ ‌apparatus‌ ‌where‌ ‌the‌ ‌ideology‌ ‌of‌ ‌the‌ ‌middle‌ ‌class‌ ‌is‌‌                             

reproduced.‌ ‌In‌ ‌‌Frankissstein:‌ ‌A‌ ‌Love‌ ‌Story‌,‌ ‌the‌ ‌subjection‌ ‌of‌ ‌gender‌ ‌minorities‌ ‌and‌ ‌the‌‌                         

cultural‌ ‌construction‌ ‌of‌ ‌performative‌ ‌gender‌ ‌roles‌ ‌are‌ ‌foregrounded‌ ‌by‌ ‌the‌ ‌parodic‌‌                     

recombination‌ ‌of‌ ‌fictional‌‌versions‌‌of‌‌real‌‌life‌‌characters‌‌and‌‌fully‌‌fictional‌‌characters,‌‌most‌‌                         

notably‌‌Mary‌‌Shelley/Ry‌‌Shelley‌‌and‌‌Percy‌‌Shelley/Victor‌‌Stein.‌‌Monstrosity‌‌is‌‌examined‌‌in‌‌                       

this‌ ‌context‌ ‌as‌ ‌a‌ ‌technology‌ ‌of‌ ‌gender,‌ ‌one‌ ‌powerful‌ ‌enough‌ ‌to‌ ‌subject‌ ‌even‌ ‌the‌ ‌most‌‌                             

outwardly‌‌progressive‌‌individuals,‌‌while‌‌gender‌‌insubordination‌‌is‌‌rendered‌‌an‌‌ex-centric‌‌act‌‌                     

of‌ ‌ideology‌ ‌critique.‌ ‌In‌ ‌‌Hyde‌,‌ ‌both‌ ‌identity‌ ‌and‌ ‌compulsory‌ ‌heterosexuality‌ ‌are‌ ‌aspects‌ ‌of‌‌                         

ideology‌‌held‌‌to‌‌ex-centric‌‌critique.‌‌With‌‌recourse‌‌to‌‌the‌‌ironic‌‌inversion‌‌of‌‌the‌‌convention‌‌of‌‌                             

the‌‌‌Doppelgänger‌,‌‌the‌‌postmodern‌‌fragmentation‌‌of‌‌identity‌‌is‌‌metaphorized‌‌in‌‌a‌‌protagonist‌‌                       

that‌ ‌has‌ ‌no‌ ‌particular‌ ‌or‌ ‌fixed‌ ‌center,‌ ‌but‌ ‌remains‌ ‌ultimately‌ ‌inapprehensible.‌‌Terror‌‌is‌‌also‌‌                           

suggested‌‌to‌‌be‌‌an‌‌effect‌‌of‌‌the‌‌homosocial‌‌dynamics‌‌that‌‌institute‌‌monstrosity‌‌as‌‌a‌‌means‌‌to‌‌                               

the‌ ‌stabilization‌ ‌of‌ ‌heteronormative‌ ‌values‌ ‌integrating‌ ‌the‌ ‌center,‌ ‌rather‌ ‌than‌ ‌an‌ ‌effect‌ ‌of‌‌                         

abhorrent‌ ‌individuals‌ ‌who‌ ‌disturb‌ ‌God-given,‌ ‌unquestionable‌ ‌formations‌ ‌of‌ ‌the‌ ‌normal.‌ ‌ 

With‌‌the‌‌postmodern‌‌gothic,‌‌other‌‌values‌‌included‌‌in‌‌the‌‌ideology‌‌of‌‌liberal‌‌humanism‌‌                         

are‌ ‌held‌ ‌to‌ ‌ex-centric‌ ‌critique.‌ ‌In‌ ‌‌Hyde‌,‌ ‌for‌ ‌instance,‌ ‌the‌ ‌parodic‌ ‌repetition‌ ‌with‌ ‌critical‌‌                           

distance‌ ‌of‌‌the‌‌gothic‌‌monster‌‌serves,‌‌among‌‌other‌‌purposes,‌‌that‌‌of‌‌questioning‌‌the‌‌validity‌‌                           

of‌ ‌truth‌ ‌claims,‌‌one‌‌decisive‌‌element‌‌composing‌‌the‌‌center.‌‌The‌‌canonical‌‌“full”‌‌narrative‌‌is‌‌                           

suggested‌‌to‌‌be‌‌incomplete‌‌for‌‌the‌‌absence‌‌of‌‌the‌‌monster’s‌‌voice,‌‌hence‌‌what‌‌passes‌‌for‌‌truth‌‌                               

—‌‌the‌‌consensus‌‌of‌‌every‌‌other‌‌character‌‌over‌‌Hyde’s‌‌inner‌‌wickedness‌‌—‌‌is‌‌suggested‌‌to‌‌be‌‌                               

a‌ ‌version‌ ‌of‌ ‌facts,‌ ‌one‌ ‌prone‌ ‌to‌ ‌being‌ ‌contested.‌ ‌Moreover,‌ ‌the‌‌very‌‌achievement‌‌of‌‌a‌‌final‌                               

truth‌ ‌is‌ ‌constantly‌ ‌deferred,‌ ‌not‌ ‌least‌ ‌by‌ ‌the‌ ‌fact‌ ‌that‌ ‌all‌ ‌versions‌ ‌of‌ ‌the‌ ‌narrative,‌ ‌Hyde’s‌‌                               

included,‌ ‌are‌ ‌limited‌ ‌by‌ ‌the‌ ‌constraints‌ ‌of‌ ‌a‌ ‌first-person‌ ‌point‌ ‌of‌ ‌view‌ ‌and‌ ‌the‌ ‌multiple‌‌                             

interests‌ ‌in‌ ‌either‌ ‌safeguarding‌ ‌or‌ ‌tarnishing‌‌the‌‌reputations‌‌of‌‌those‌‌involved‌‌in‌‌the‌‌strange‌‌                           

case.‌ ‌What‌ ‌we‌ ‌end‌ ‌up‌ ‌with‌ ‌is‌ ‌ex-centric‌ ‌truths,‌ ‌truths‌ ‌inside‌ ‌one’s‌ ‌head:‌ ‌personal,‌ ‌limited,‌‌                             

incomplete‌‌and‌‌often‌‌incongruous‌‌with‌‌one‌‌another.‌‌That‌‌inconclusiveness‌‌is‌‌the‌‌final‌‌source‌‌                         

of‌‌terror‌‌around‌‌which‌‌the‌‌plot‌‌revolves.‌‌In‌‌‌Frankissstein:‌‌A‌‌Love‌‌Story‌,‌‌it‌‌is‌‌the‌‌authority‌‌of‌‌                                 

history‌ ‌which‌ ‌is‌ ‌placed‌ ‌under‌ ‌an‌ ‌ex-centric‌ ‌spotlight.‌ ‌The‌ ‌gothic‌ ‌convention‌ ‌of‌ ‌the‌‌ghostly‌‌                           

return‌ ‌of‌ ‌the‌ ‌past‌ ‌in‌‌that‌‌novel‌‌allows‌‌for‌‌an‌‌ex-centric‌‌critique‌‌of‌‌the‌‌radical‌‌differentiation‌‌                               

between‌‌fictional‌‌and‌‌historical‌‌reports,‌‌which‌‌renders‌‌Winterson’s‌‌version‌‌a‌‌perfect‌‌example‌‌                       

of‌‌historiographic‌‌metafiction.‌‌The‌‌interweaving‌‌of‌‌two‌‌separate‌‌storylines,‌‌one‌‌consisting‌‌of‌‌                       

the‌ ‌fictionalized‌ ‌version‌ ‌of‌ ‌real‌ ‌life‌ ‌characters,‌ ‌the‌ ‌other‌ ‌consisting‌ ‌of‌ ‌the‌‌                       
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trans-contextualization‌ ‌of‌ ‌those‌ ‌already‌ ‌fictionalized‌ ‌versions‌ ‌in‌ ‌a‌ ‌contemporary‌ ‌setting,‌‌                   

suggests‌ ‌that‌ ‌neither‌ ‌history‌ ‌nor‌ ‌fiction‌ ‌hold‌ ‌a‌ ‌privileged‌ ‌position‌ ‌at‌ ‌the‌ ‌center‌ ‌of‌ ‌cultural‌‌                             

experience:‌ ‌both‌ ‌are‌ ‌narrative‌ ‌modes,‌ ‌already‌ ‌fictionalized‌ ‌to‌ ‌some‌ ‌degree.‌ ‌Besides,‌ ‌the‌‌                       

repetition‌ ‌of‌‌storylines‌‌foregrounds‌‌the‌‌continuing‌‌objectification‌‌and‌‌subjugation‌‌of‌‌women‌‌                     

and‌ ‌other‌ ‌gender‌ ‌minorities,‌ ‌which‌ ‌in‌ ‌turn‌ ‌makes‌ ‌evident‌ ‌the‌ ‌survival‌ ‌of‌ ‌gender‌ ‌biases‌‌                           

ostensibly‌ ‌claimed‌ ‌to‌ ‌have‌ ‌been‌‌surpassed.‌‌That‌‌aspect‌‌of‌‌the‌‌debate‌‌on‌‌gender‌‌and‌‌identity‌‌                             

projects‌‌into‌‌the‌‌future‌‌the‌‌potential‌‌of‌‌A.‌‌I.‌‌to‌‌reproduce‌‌the‌‌sexual‌‌politics‌‌of‌‌the‌‌past‌‌and‌‌the‌‌                                     

present‌ ‌alike;‌ ‌the‌ ‌ghostly‌ ‌return‌ ‌of‌ ‌the‌ ‌past‌ ‌thus‌ ‌allows‌ ‌for‌ ‌an‌ ‌interrogation‌ ‌of‌ ‌the‌ ‌very‌‌                               

concept‌‌of‌‌history,‌‌considering‌‌how‌‌the‌‌author‌‌paradoxically‌‌demonstrate‌‌historical‌‌awareness‌‌                     

through‌‌the‌‌act‌‌of‌‌revising‌‌a‌‌literary‌‌artifact,‌‌a‌‌testament‌‌to‌‌the‌‌ambiguous‌‌nature‌‌of‌‌parody‌‌as‌‌                                 

both‌ ‌original‌ ‌and‌ ‌intertextual.‌ ‌The‌ ‌postmodern‌ ‌gothic‌ ‌thus‌ ‌proves‌ ‌the‌ ‌ongoing‌ ‌influence‌‌of‌‌                         

historiographic‌ ‌metafiction‌ ‌in‌ ‌the‌ ‌literary‌ ‌production‌ ‌of‌ ‌the‌ ‌twenty-first‌ ‌century.‌ ‌ 

With‌‌the‌‌formulation‌‌of‌‌our‌‌concept‌‌of‌‌the‌‌postmodern‌‌gothic,‌‌the‌‌general‌‌objective‌‌of‌‌                           

this‌ ‌thesis‌ ‌has‌ ‌been‌ ‌achieved‌ ‌at‌ ‌last.‌ ‌There‌ ‌remains,‌ ‌however,‌ ‌a‌ ‌few‌ ‌issues‌ ‌to‌ ‌be‌ ‌quickly‌‌                               

addressed,‌ ‌issues‌ ‌such‌ ‌as‌ ‌may‌ ‌point‌ ‌out‌ ‌further‌ ‌ways‌ ‌for‌ ‌our‌ ‌research‌ ‌to‌ ‌develop.‌ ‌In‌ ‌the‌‌                               

epigraph‌‌to‌‌this‌‌study,‌‌taken‌‌from‌‌Margaret‌‌Atwood’s‌‌collection‌‌of‌‌essays‌‌‌Strange‌‌Things‌,‌‌the‌‌                           

Canadian‌ ‌writer‌ ‌wonders‌ ‌why‌ ‌some‌ ‌stories‌ ‌exercise‌ ‌a‌ ‌particularly‌ ‌magnetic‌ ‌attraction‌ ‌to‌                       

readers‌ ‌and‌ ‌writers‌ ‌alike,‌ ‌to‌ ‌the‌ ‌point‌ ‌where‌ ‌those‌ ‌stories‌ ‌grow‌ ‌into‌ ‌obsessively‌ ‌told‌ ‌and‌‌                             

retold‌ ‌tales,‌ ‌to‌ ‌be‌ ‌examined‌ ‌and‌ ‌reexamined‌ ‌from‌ ‌an‌ ‌assortment‌ ‌of‌ ‌angles,‌ ‌given‌ ‌new‌‌                           

meaning‌ ‌every‌ ‌time‌ ‌they‌ ‌are‌ ‌given‌ ‌a‌ ‌new‌ ‌version.‌ ‌Although‌ ‌it‌ ‌is‌ ‌safe‌ ‌to‌‌assume‌‌that‌‌many‌‌                                 

works‌ ‌in‌ ‌the‌ ‌canon‌ ‌of‌ ‌literature‌ ‌have‌ ‌been‌ ‌parodically‌ ‌approached‌ ‌in‌ ‌that‌ ‌manner,‌‌it‌‌seems‌‌                             

equally‌‌safe‌‌to‌‌say,‌‌given‌‌the‌‌sheer‌‌amount‌‌of‌‌material‌‌available‌‌and‌‌the‌‌conclusions‌‌ventured‌‌                             

hereby,‌ ‌that‌ ‌the‌ ‌gothic‌ ‌has‌ ‌been‌ ‌granted‌ ‌a‌ ‌privileged‌ ‌position‌ ‌in‌ ‌the‌ ‌development‌ ‌of‌ ‌the‌‌                             

postmodern‌ ‌parodic‌ ‌form‌ ‌of‌ ‌historiographic‌ ‌metafiction.‌ ‌Gothic‌ ‌is,‌ ‌to‌ ‌some‌ ‌degree,‌ ‌the‌‌                       

literature‌ ‌of‌ ‌obsessive‌ ‌mindsets,‌ ‌and‌ ‌it‌ ‌has‌ ‌been‌ ‌subjected‌ ‌to‌ ‌a‌ ‌somewhat‌ ‌obsessive‌‌                         

revisitation‌ ‌at‌ ‌the‌‌hands‌‌of‌‌postmodern‌‌novelists.‌‌Why‌‌so?‌‌What‌‌are‌‌the‌‌implications‌‌of‌‌this‌‌                             

apparent‌ ‌postmodern‌ ‌obsession‌ ‌with‌ ‌the‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌for‌ ‌how‌ ‌the‌ ‌genre‌ ‌has‌ ‌developed,‌‌                           

particularly‌ ‌in‌ ‌the‌ ‌past‌ ‌decade?‌ ‌It‌ ‌is‌ ‌always‌ ‌possible‌ ‌to‌ ‌say,‌ ‌along‌ ‌with‌ ‌Catherine‌ ‌Spooner‌‌                             

(2006,‌ ‌p.‌ ‌23),‌ ‌that‌ ‌gothic‌ ‌sells.‌ ‌The‌ ‌canon‌ ‌of‌ ‌gothic‌ ‌fiction‌ ‌is‌ ‌composed‌ ‌of‌ ‌catchy,‌ ‌juicy‌‌                               

material‌ ‌that‌ ‌reading‌ ‌audiences‌ ‌love‌ ‌to‌ ‌gloat‌ ‌over,‌ ‌which‌ ‌can‌ ‌make‌ ‌up‌ ‌for‌ ‌an‌ ‌extremely‌‌                             

lucrative‌‌niche‌‌for‌‌writers‌‌willing‌‌to‌‌put‌‌some‌‌effort‌‌into‌‌an‌‌actualization‌‌of‌‌gothic‌‌sensations.‌‌                             

It‌ ‌is‌ ‌likewise‌ ‌possible‌ ‌to‌ ‌think‌ ‌of‌ ‌writers‌ ‌as‌‌first‌‌and‌‌foremost‌‌readers‌‌whose‌‌craft‌‌has‌‌been‌‌                                 

shaped‌ ‌by‌ ‌gothic‌ ‌fiction,‌ ‌as‌ ‌both‌ ‌Adele‌ ‌Griffin‌ ‌and‌ ‌Daniel‌ ‌Levine‌ ‌have‌ ‌suggested‌ ‌in‌ ‌the‌‌                             

acknowledgment‌ ‌sections‌‌of‌‌their‌‌respective‌‌postmodern‌‌gothic‌‌novels.‌‌Yet‌‌there‌‌seem‌‌to‌‌be‌‌                         
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more‌ ‌profound‌ ‌reasons‌ ‌for‌ ‌the‌ ‌mutual,‌ ‌symbiotic‌ ‌attraction‌ ‌between‌ ‌the‌ ‌gothic‌ ‌and‌‌                       

postmodernism.‌‌We‌‌will‌‌hint‌‌at‌‌four‌‌of‌‌those‌‌reasons‌‌in‌‌the‌‌following‌‌few‌‌paragraphs;‌‌as‌‌we‌‌                               

do‌‌so,‌‌we‌‌will‌‌attempt‌‌to‌‌unearth‌‌possible‌‌pathways‌‌for‌‌our‌‌research‌‌to‌‌develop‌‌further‌‌in‌‌the‌‌                                 

coming‌ ‌years.‌ ‌ 

First‌ ‌and‌ ‌foremost,‌ ‌both‌ ‌the‌ ‌gothic‌ ‌and‌ ‌postmodernism‌ ‌are‌ ‌modes‌ ‌of‌ ‌what‌ ‌David‌‌                         

Punter‌‌has‌‌named‌‌“negative‌‌history”,‌‌that‌‌“other”‌‌history‌‌of‌‌modernity‌‌and‌‌of‌‌the‌‌rise‌‌of‌‌the‌‌                               

middle‌‌class.‌‌The‌‌gothic‌‌has‌‌from‌‌the‌‌eighteenth‌‌century‌‌investigated‌‌modernity‌‌for‌‌its‌‌“toxic‌‌                           

side‌‌effects”‌‌(CASTLE,‌‌1995,‌‌p.‌‌8),‌‌thus‌‌foregrounding,‌‌in‌‌its‌‌own‌‌tortuous‌‌ways,‌‌those‌‌who‌‌                             

have‌ ‌been‌ ‌left‌ ‌out‌ ‌of‌ ‌the‌ ‌canonical‌ ‌accounts‌ ‌of‌ ‌historical‌ ‌progress;‌ ‌that‌ ‌is‌ ‌a‌ ‌task‌‌                             

postmodernism‌ ‌has‌ ‌picked‌ ‌up‌ ‌on‌ ‌since‌ ‌at‌ ‌least‌ ‌the‌ ‌1960s,‌ ‌an‌ ‌agenda‌ ‌for‌ ‌the‌ ‌completion‌ ‌of‌‌                               

which‌‌parody‌‌has‌‌figured‌‌among‌‌the‌‌most‌‌relevant‌‌strategies.‌‌This‌‌may‌‌have‌‌been‌‌the‌‌reason‌‌                             

why‌ ‌historiographic‌‌metafiction‌‌has‌‌absorbed‌‌the‌‌gothic‌‌almost‌‌naturally:‌‌both‌‌are‌‌modes‌‌of‌‌                         

anti-history,‌ ‌modes‌ ‌of‌ ‌writing‌ ‌the‌ ‌history‌ ‌that‌ ‌has‌ ‌not‌ ‌been‌ ‌written‌ ‌by‌ ‌the‌ ‌official‌ ‌canons.‌‌                             

Considering‌ ‌this‌ ‌apparently‌ ‌undeniable‌ ‌confluence‌ ‌in‌ ‌ultimate‌ ‌goals,‌ ‌and‌ ‌given‌ ‌the‌ ‌great‌‌                       

importance‌‌placed‌‌by‌‌Punter‌‌on‌‌his‌‌argument‌‌of‌‌the‌‌historicity‌‌of‌‌gothic,‌‌it‌‌is‌‌surprising‌‌that‌‌                               

the‌‌British‌‌scholar‌‌has‌‌chosen‌‌not‌‌to‌‌refer,‌‌in‌‌his‌‌‌Literature‌‌of‌‌Terror‌,‌‌to‌‌the‌‌“contemporary”‌‌                               

gothic‌‌as‌‌postmodern‌‌at‌‌all.‌‌As‌‌we‌‌have‌‌highlighted‌‌in‌‌Chapter‌‌One,‌‌when‌‌he‌‌does‌‌refer‌‌to‌‌a‌‌                                   

possible‌‌connection‌‌between‌‌the‌‌gothic‌‌and‌‌postmodernism‌‌(PUNTER,‌‌1996b,‌‌p.‌‌207),‌‌it‌‌is‌‌to‌‌                           

decry‌ ‌the‌ ‌alleged‌ ‌erasure‌ ‌of‌ ‌history‌ ‌characteristic‌ ‌of‌ ‌a‌ ‌certain‌ ‌understanding‌ ‌of‌ ‌the‌‌                         

postmodern‌ ‌condition‌ ‌—‌ ‌we‌ ‌might‌ ‌say,‌ ‌Fredric‌ ‌Jameson’s‌ ‌(1991)‌ ‌understanding‌ ‌of‌ ‌the‌‌                       

postmodern‌ ‌condition‌ ‌in‌ ‌terms‌ ‌of‌ ‌superficiality,‌‌empty‌‌historicism‌‌and‌‌the‌‌waning‌‌of‌‌affect.‌‌                         

Because‌‌Punter‌‌(1996b,‌‌p.‌‌206-207)‌‌feels‌‌that‌‌postmodernism‌‌has‌‌erased‌‌history‌‌(and‌‌not‌‌in‌‌a‌‌                             

Derridean‌ ‌sense,‌‌arguably‌‌closer‌‌in‌‌meaning‌‌to‌‌the‌‌workings‌‌of‌‌historiographic‌‌metafiction),‌‌                       

that‌ ‌it‌ ‌has‌ ‌become‌ ‌merely‌ ‌historicist‌‌in‌‌its‌‌surface-level,‌‌unproductive‌‌deployment‌‌of‌‌gothic‌‌                         

iconography,‌‌he‌‌proclaims‌‌that‌‌“‘the‌‌literature‌‌of‌‌terror’‌‌and‌‌‘Gothic’‌‌are‌‌not‌‌coterminous”‌‌—‌‌                           

a‌‌most‌‌puzzling‌‌assertion‌‌indeed,‌‌and‌‌one‌‌that‌‌contradicts‌‌his‌‌own‌‌foundational‌‌argument‌‌that‌‌                           

wherever‌‌we‌‌may‌‌find‌‌terror‌‌in‌‌the‌‌literature‌‌of‌‌the‌‌past‌‌two‌‌and‌‌a‌‌half‌‌centuries,‌‌we‌‌will‌‌have‌‌                                     

found‌ ‌the‌ ‌traces‌ ‌of‌ ‌the‌ ‌gothic.‌ ‌‌The‌ ‌contradiction‌ ‌is‌ ‌deeply‌ ‌ingrained‌ ‌in‌ ‌Punter’s‌ ‌opinion‌‌                           

concerning‌ ‌an‌ ‌apparent‌ ‌decline‌ ‌of‌ ‌the‌ ‌gothic‌ ‌in‌ ‌contemporaneity;‌ ‌had‌ ‌he‌ ‌approached‌ ‌the‌‌                         

gothic‌‌through‌‌the‌‌more‌‌positive‌‌(and‌‌less‌‌apocalyptic)‌‌lenz‌‌of‌‌historiographic‌‌metafiction,‌‌he‌‌                         

might‌ ‌have‌ ‌found‌ ‌out‌ ‌that‌ ‌the‌ ‌gothic‌ ‌continues‌ ‌to‌ ‌be‌ ‌as‌ ‌vital‌ ‌as‌ ‌ever,‌ ‌and‌ ‌greatly‌ ‌aware‌‌of‌‌                                   

history‌‌and‌‌its‌‌modes‌‌of‌‌narration‌‌at‌‌that.‌‌This‌‌is‌‌a‌‌topic‌‌that‌‌bears‌‌closer‌‌examination‌‌moving‌‌                                 

forward.‌ ‌ 
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There‌ ‌is‌ ‌one‌ ‌very‌ ‌important‌‌implication‌‌of‌‌this‌‌blindspot‌‌in‌‌Punter’s‌‌theory,‌‌both‌‌for‌‌                           

the‌‌gothic‌‌and‌‌for‌‌Punter’s‌‌project‌‌of‌‌securing‌‌a‌‌place‌‌of‌‌honor‌‌for‌‌the‌‌genre‌‌in‌‌the‌‌canon‌‌of‌‌                                     

literatures‌‌in‌‌English.‌‌As‌‌Hutcheon‌‌(2000,‌‌p.‌‌xii)‌‌has‌‌argued‌‌in‌‌detail‌‌in‌‌‌A‌‌Theory‌‌of‌‌Parody‌,‌‌                                 

parody‌ ‌performs‌ ‌an‌ ‌authorized‌ ‌transgression‌ ‌of‌ ‌the‌ ‌parodied‌ ‌material‌ ‌—‌‌that‌‌is,‌‌in‌‌place‌‌of‌                             

denying‌ ‌or‌‌revoking‌‌the‌‌original,‌‌it‌‌authorizes‌‌its‌‌importance‌‌in‌‌the‌‌very‌‌act‌‌of‌‌transgressing‌‌                             

its‌ ‌boundaries.‌‌Parody,‌‌we‌‌should‌‌add,‌‌is‌‌not‌‌only‌‌a‌‌practice‌‌of‌‌authoriz‌ed‌‌transgression,‌‌but‌‌                             

also‌‌one‌‌of‌‌authoriz‌ing‌‌transgression;‌‌to‌‌parody,‌‌in‌‌Hutcheon’s‌‌words‌‌(2004,‌‌p.‌‌126),‌‌is‌‌not‌‌to‌‌                               

destroy‌‌the‌‌past,‌‌but‌‌“both‌‌to‌‌enshrine‌‌the‌‌past‌‌and‌‌to‌‌question‌‌it”.‌‌In‌‌the‌‌course‌‌of‌‌our‌‌study,‌‌                                     

we‌ ‌have‌ ‌often‌ ‌focused‌ ‌on‌ ‌how‌ ‌this‌ ‌paradoxical‌ ‌game‌ ‌of‌ ‌authorization‌ ‌and‌ ‌transgression‌ ‌is‌‌                           

performed‌ ‌at‌ ‌the‌ ‌level‌ ‌of‌ ‌the‌ ‌formal,‌ ‌pragmatic‌ ‌and‌ ‌discursive‌ ‌dimensions‌ ‌of‌ ‌narrative;‌ ‌we‌‌                           

have‌ ‌given‌ ‌particular‌ ‌importance‌‌to‌‌how‌‌parody‌‌incorporates‌‌both‌‌specific‌‌traditional‌‌gothic‌‌                       

works‌ ‌and‌ ‌the‌ ‌narrative‌ ‌and‌‌iconographic‌‌conventions‌‌of‌‌the‌‌genre‌‌to‌‌motion‌‌differentiation‌‌                         

and‌ ‌contrast,‌ ‌often‌ ‌at‌ ‌the‌ ‌discursive‌ ‌or‌ ‌ideological‌ ‌level‌ ‌of‌ ‌its‌ ‌historiographic‌ ‌metafictional‌‌                         

involvement‌ ‌with‌ ‌the‌ ‌world,‌ ‌but‌ ‌there‌ ‌is‌ ‌plenty‌ ‌of‌ ‌room‌ ‌left‌ ‌for‌ ‌a‌ ‌discussion‌ ‌of‌ ‌the‌‌role‌‌of‌‌                                   

parody‌ ‌in‌ ‌authorizing‌ ‌the‌ ‌gothic‌ ‌as‌ ‌a‌ ‌canonical‌ ‌genre‌ ‌of‌ ‌narrative.‌ ‌If‌ ‌it‌ ‌is‌ ‌true‌ ‌that‌‌                               

historiographic‌‌metafiction‌‌includes‌‌its‌‌own‌‌first‌‌critical‌‌commentary;‌‌and‌‌that,‌‌in‌‌the‌‌very‌‌act‌‌                           

of‌ ‌transgressing‌ ‌the‌ ‌gothic,‌ ‌a‌ ‌genre‌ ‌subjected‌ ‌to‌ ‌disrepute‌ ‌and‌ ‌critical‌ ‌marginalization‌ ‌for‌‌                         

decades‌‌(arguably‌‌up‌‌until‌‌the‌‌advent‌‌of‌‌postmodernism),‌‌parody‌‌contributes‌‌to‌‌enshrining‌‌the‌‌                         

genre‌‌atop‌‌the‌‌echelons‌‌of‌‌the‌‌canon;‌‌then‌‌it‌‌is‌‌not‌‌far-fetched‌‌to‌‌suggest‌‌that‌‌the‌‌postmodern‌‌                                 

gothic‌ ‌integrates‌ ‌the‌ ‌critical‌ ‌project‌ ‌of‌ ‌Gothic‌ ‌Studies‌ ‌as‌ ‌a‌ ‌mode‌ ‌of‌ ‌literary‌ ‌and‌ ‌academic‌‌                             

metacritique.‌ ‌Against‌ ‌the‌ ‌haphazard‌ ‌assortment‌ ‌of‌ ‌critical‌ ‌considerations‌‌of‌‌the‌‌postmodern‌‌                     

gothic‌ ‌witnessed‌ ‌in‌ ‌the‌ ‌field‌‌so‌‌far,‌‌and‌‌despite‌‌Punter’s,‌‌Botting’s‌‌and‌‌other‌‌scholars’‌‌often‌‌                             

conservative‌ ‌comments‌ ‌on‌ ‌the‌ ‌decline‌ ‌of‌ ‌gothic‌ ‌in‌ ‌contemporaneity,‌ ‌it‌ ‌is‌ ‌our‌ ‌belief‌ ‌that‌‌                           

parody‌ ‌ought‌ ‌to‌ ‌be‌ ‌given‌ ‌more‌ ‌systematic‌ ‌attention‌‌in‌‌the‌‌context‌‌of‌‌Gothic‌‌Studies‌‌and‌‌its‌‌                               

project‌‌of‌‌cementing‌‌a‌‌place‌‌of‌‌cultural‌‌value‌‌and‌‌continuing‌‌vitality‌‌for‌‌the‌‌gothic.‌‌Here‌‌lies‌‌                               

another‌ ‌niche‌ ‌to‌ ‌fulfill‌ ‌as‌ ‌we‌ ‌carry‌ ‌on‌ ‌researching‌ ‌the‌ ‌gothic.‌ ‌ 

Secondly,‌ ‌both‌ ‌gothic‌ ‌and‌‌postmodernism,‌‌being‌‌versions‌‌of‌‌the‌‌unofficial‌‌history‌‌of‌‌                       

modernity,‌‌share‌‌an‌‌interest‌‌in‌‌the‌‌investigation‌‌and‌‌critique‌‌of‌‌hegemonic‌‌ideology.‌‌There‌‌is‌‌                           

a‌‌measure‌‌of‌‌ambiguity‌‌in‌‌the‌‌manner‌‌each‌‌relates‌‌to‌‌the‌‌hegemonic‌‌ideology‌‌they‌‌attempt‌‌to‌‌                               

criticize‌ ‌from‌ ‌a‌ ‌distance;‌ ‌as‌ ‌we‌ ‌have‌ ‌discussed‌ ‌in‌ ‌the‌‌course‌‌of‌‌this‌‌thesis,‌‌the‌‌gothic‌‌relies‌‌                                 

both‌ ‌on‌ ‌a‌ ‌cultural‌ ‌need‌ ‌to‌ ‌reinforce‌ ‌boundaries‌ ‌and‌ ‌parameters‌ ‌of‌ ‌normality‌ ‌and‌ ‌the‌‌                           

transgression‌‌of‌‌those‌‌same‌‌boundaries‌‌and‌‌parameters‌‌to‌‌effect‌‌terror,‌‌whereas‌‌the‌‌ex-centric‌‌                         

critique‌ ‌of‌ ‌ideology‌ ‌in‌ ‌postmodernism‌ ‌paradoxically‌ ‌depends‌ ‌on‌ ‌the‌ ‌center‌ ‌it‌ ‌aims‌ ‌at‌‌                         

deconstructing.‌ ‌What‌ ‌might‌ ‌be‌ ‌different,‌ ‌here,‌ ‌is‌ ‌where‌ ‌allegiance‌ ‌stands:‌ ‌the‌ ‌postmodern‌‌                       
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gothic,‌‌at‌‌least‌‌in‌‌the‌‌novels‌‌we‌‌have‌‌studied,‌‌would‌‌seem‌‌to‌‌be‌‌less‌‌interested‌‌in‌‌approaching‌‌                                 

the‌‌margins‌‌from‌‌a‌‌caustic‌‌point‌‌of‌‌view.‌‌Where‌‌the‌‌gothic‌‌tradition‌‌is‌‌intended,‌‌for‌‌instance,‌‌                               

towards‌ ‌the‌ ‌characterization‌ ‌of‌ ‌the‌ ‌monster‌‌as‌‌evil‌‌and‌‌fully‌‌othered,‌‌the‌‌postmodern‌‌gothic‌‌                           

tends‌‌to‌‌humanize‌‌its‌‌monsters,‌‌sometimes‌‌to‌‌the‌‌point‌‌where‌‌they‌‌are‌‌fully‌‌validated‌‌as‌‌their‌‌                               

own‌ ‌beautiful‌ ‌selves.‌ ‌Although‌ ‌the‌ ‌gothic‌ ‌and‌ ‌the‌ ‌postmodern‌ ‌come‌ ‌off‌ ‌as‌ ‌ideologically‌‌                         

ambiguous,‌ ‌at‌ ‌least‌ ‌to‌ ‌some‌ ‌extent,‌ ‌these‌ ‌different‌ ‌positions‌ ‌might‌ ‌indicate‌ ‌concurring‌‌                       

differences‌ ‌in‌ ‌political‌ ‌allegiance,‌ ‌whereby‌ ‌the‌ ‌tradition‌‌of‌‌gothic‌‌might‌‌be‌‌seen‌‌to‌‌be‌‌more‌‌                             

invested‌ ‌in‌ ‌the‌ ‌sustenance‌ ‌of‌ ‌hegemonic‌ ‌ideology,‌ ‌whereas‌‌the‌‌postmodern‌‌gothic‌‌might‌‌be‌‌                         

seen‌ ‌to‌ ‌be‌ ‌more‌ ‌closely‌ ‌invested‌ ‌in‌ ‌its‌ ‌critique.‌ ‌That,‌ ‌too,‌ ‌is‌ ‌a‌ ‌possibility‌ ‌which‌ ‌demands‌‌                               

further‌ ‌investigation.‌ ‌ 

Thirdly,‌‌both‌‌postmodernism‌‌and‌‌the‌‌gothic‌‌defy‌‌the‌‌theoretical‌‌characterization‌‌of‌‌the‌‌                       

novel‌ ‌as‌ ‌an‌ ‌intrinsically‌ ‌realist‌ ‌form‌ ‌from‌ ‌its‌ ‌rise.‌ ‌Both‌ ‌David‌ ‌Punter‌ ‌and‌ ‌Linda‌ ‌Hutcheon‌‌                             

have‌ ‌advanced‌ ‌this‌ ‌argument‌‌in‌‌one‌‌way‌‌or‌‌another.‌‌For‌‌Punter‌‌(1996a,‌‌p.‌‌20),‌‌the‌‌origin‌‌of‌‌                                 

gothic,‌ ‌a‌ ‌genre‌ ‌of‌ ‌fiction‌ ‌dedicated‌ ‌to‌ ‌the‌ ‌fantastic,‌ ‌the‌ ‌supernatural,‌ ‌the‌ ‌medieval,‌ ‌and‌‌                           

anything‌‌unexplainable‌‌by‌‌rational‌‌means,‌‌is‌‌intrinsically‌‌bound‌‌to‌‌the‌‌rise‌‌of‌‌the‌‌novel‌‌form‌‌                             

in‌‌the‌‌eighteenth‌‌century;‌‌what‌‌is‌‌usually‌‌considered‌‌to‌‌be‌‌a‌‌strongly‌‌realist‌‌form,‌‌he‌‌argues,‌‌                               

has‌ ‌in‌ ‌fact‌ ‌been‌ ‌influenced‌ ‌by‌ ‌a‌ ‌range‌ ‌of‌‌other‌‌genres‌‌and‌‌forms‌‌with‌‌which‌‌the‌‌gothic‌‌has‌‌                                   

also‌ ‌been‌ ‌connected,‌ ‌including‌ ‌the‌ ‌sentimental‌ ‌novel,‌ ‌graveyard‌ ‌poetry,‌ ‌and‌ ‌Elizabethan‌‌                     

drama.‌ ‌For‌ ‌Hutcheon‌ ‌(2013,‌ ‌p.‌ ‌5),‌ ‌there‌ ‌has‌ ‌been‌ ‌a‌ ‌self-referential‌ ‌dimension‌ ‌to‌ ‌the‌ ‌novel‌‌                             

from‌‌its‌‌beginnings,‌‌a‌‌dimension‌‌encoded‌‌in‌‌multiple‌‌forms‌‌and‌‌shapes:‌‌in‌‌early‌‌journal‌‌and‌‌                             

epistolary‌ ‌novels,‌ ‌in‌ ‌parodies‌ ‌of‌ ‌the‌ ‌medieval‌ ‌romance,‌ ‌in‌ ‌the‌ ‌Romantic‌ ‌forms‌ ‌of‌‌                         

Bildungsroman‌,‌ ‌‌Entwicklungsroman‌,‌ ‌and‌ ‌‌Klüsterroman‌,‌ ‌‌in‌ ‌all‌ ‌of‌ ‌which‌‌the‌‌novelist‌‌and‌‌his‌‌                       

craft‌‌are‌‌thematized,‌‌in‌‌the‌‌psychological‌‌realism‌‌of‌‌early‌‌twentieth-century‌‌fiction,‌‌not‌‌to‌‌say‌‌                           

in‌‌genre‌‌fiction‌‌—‌‌the‌‌gothic‌‌included‌‌—‌‌as‌‌a‌‌whole.‌‌The‌‌postmodern‌‌form‌‌of‌‌historiographic‌‌                               

metafiction,‌ ‌according‌ ‌to‌ ‌the‌ ‌Canadian‌ ‌critic,‌ ‌is‌ ‌the‌ ‌most‌ ‌recent‌ ‌heir‌ ‌to‌ ‌this‌ ‌trend‌ ‌of‌‌                             

self-referentiality‌ ‌in‌ ‌the‌ ‌novel‌ ‌form.‌ ‌Again,‌ ‌we‌ ‌notice‌ ‌a‌ ‌confluence‌ ‌of‌ ‌roles‌ ‌that‌ ‌may‌ ‌have‌‌                             

played‌ ‌a‌ ‌part‌ ‌in‌ ‌the‌ ‌attraction‌ ‌of‌ ‌postmodern‌ ‌parody‌ ‌to‌ ‌gothic‌ ‌fiction.‌ ‌Moreover,‌ ‌the‌‌                           

postmodern‌ ‌gothic‌ ‌has‌ ‌arguably‌‌come‌‌to‌‌hold‌‌a‌‌privileged‌‌position‌‌in‌‌the‌‌“negative‌‌history”‌‌                           

of‌‌the‌‌novel‌‌form‌‌if‌‌we‌‌consider‌‌recent‌‌developments‌‌in‌‌said‌‌history‌‌from‌‌the‌‌1970s‌‌onwards‌‌                               

—‌‌including‌‌accusations‌‌of‌‌the‌‌death‌‌of‌‌the‌‌novel‌‌in‌‌the‌‌1970s,‌‌claims‌‌for‌‌a‌‌return‌‌to‌‌realism‌‌                                   

and‌‌the‌‌social‌‌novel‌‌in‌‌the‌‌1980s,‌‌denunciations‌‌of‌‌metafiction‌‌as‌‌a‌‌sign‌‌of‌‌exhaustion‌‌of‌‌the‌‌                                 

form‌ ‌in‌ ‌the‌ ‌early‌ ‌1990s‌ ‌(BUFORD,‌ ‌1983;‌ ‌WALLACE,‌ ‌1993;‌ ‌WOLFE,‌ ‌1989;‌ ‌ZIEGLER,‌‌                       

1993),‌ ‌and‌ ‌the‌ ‌more‌ ‌recent‌ ‌discussions‌ ‌on‌ ‌the‌ ‌end‌ ‌of‌ ‌postmodernity‌ ‌in‌ ‌the‌ ‌2000s‌‌                           

(GLADSTONE;‌‌WORDEN,‌‌2011;‌‌HOBEREK,‌‌2007;‌‌HUBER,‌‌2014;‌‌McLAUGHLIN,‌‌2008;‌‌                 
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NEALON,‌ ‌2012;‌ ‌RUDRUM;‌ ‌STAVRIS,‌ ‌2015;‌ ‌TOTH,‌ ‌2010;‌ ‌VERMEULEN,‌ ‌VAN‌ ‌DEN‌‌                   

AKKER;‌‌GIBBONS,‌‌2017).‌‌It‌‌is‌‌not‌‌our‌‌place‌‌to‌‌examine‌‌these‌‌issues‌‌in‌‌depth‌‌here,‌‌but‌‌the‌‌                                 

sheer‌ ‌existence‌ ‌of‌ ‌postmodern‌ ‌parodic‌ ‌forms‌ ‌of‌ ‌the‌ ‌gothic‌ ‌in‌ ‌the‌ ‌2010s‌ ‌may‌ ‌be‌ ‌a‌ ‌cause‌‌of‌‌                                 

much‌ ‌friction‌ ‌within‌ ‌many‌ ‌of‌ ‌these‌ ‌theoretical‌ ‌approaches,‌ ‌hence‌ ‌the‌ ‌need‌ ‌for‌ ‌further‌ ‌study.‌ ‌ 

Finally,‌ ‌it‌‌would‌‌be‌‌interesting‌‌to‌‌take‌‌our‌‌study‌‌a‌‌step‌‌further‌‌by‌‌discussing‌‌whether‌‌                             

the‌‌postmodern‌‌gothic‌‌may‌‌be‌‌considered‌‌a‌‌subgenre‌‌of‌‌gothic‌‌fiction.‌‌Following‌‌Punter‌‌and‌‌                           

França,‌‌we‌‌have‌‌referred‌‌to‌‌the‌‌gothic‌‌as‌‌a‌‌genre‌‌of‌‌literature‌‌in‌‌the‌‌course‌‌of‌‌our‌‌study,‌‌which‌‌                                     

seems‌‌to‌‌be‌‌more‌‌or‌‌less‌‌consensual‌‌today.‌‌The‌‌status‌‌of‌‌parody,‌‌however,‌‌remains‌‌in‌‌limbo;‌‌                               

as‌‌we‌‌have‌‌tried‌‌to‌‌explore‌‌in‌‌Chapter‌‌One,‌‌parody‌‌has‌‌at‌‌times‌‌been‌‌considered‌‌a‌‌genre‌‌in‌‌the‌‌                                     

Aristotelian‌ ‌sense,‌ ‌at‌ ‌times‌ ‌a‌ ‌rhetorical‌ ‌trope,‌ ‌and‌ ‌at‌ ‌times‌ ‌an‌ ‌extended‌ ‌form.‌ ‌As‌‌far‌‌as‌‌the‌‌                                 

postmodern‌ ‌parody‌‌is‌‌concerned,‌‌although‌‌Hutcheon‌‌sometimes‌‌refers‌‌to‌‌it‌‌as‌‌a‌‌genre‌‌in‌‌her‌‌                             

Theory‌ ‌of‌ ‌Parody‌,‌ ‌she‌ ‌is‌ ‌more‌ ‌often‌ ‌adamant‌ ‌that‌ ‌parody‌ ‌“seems‌ ‌to‌ ‌be‌ ‌an‌ ‌extended‌ ‌form,‌‌                               

probably‌‌‌a‌‌genre,‌‌rather‌‌than‌‌a‌‌technique”‌‌(HUTCHEON,‌‌2000,‌‌p.‌‌19,‌‌emphasis‌‌added).‌‌It‌‌is‌‌                             

the‌ ‌“probably”‌ ‌that‌ ‌might‌ ‌defy‌ ‌the‌ ‌apparently‌ ‌strong‌ ‌mutual‌ ‌attraction‌ ‌of‌ ‌gothic‌ ‌and‌‌                         

postmodernism,‌ ‌thus‌ ‌setting‌ ‌a‌ ‌problem‌ ‌in‌ ‌motion.‌ ‌How‌ ‌to‌‌determine‌‌whether‌‌or‌‌not‌‌parody‌‌                           

may‌ ‌be‌ ‌named‌ ‌a‌ ‌genre?‌ ‌How‌‌in‌‌turn‌‌to‌‌determine‌‌whether‌‌or‌‌not‌‌the‌‌postmodern‌‌gothic,‌‌so‌‌                                 

utterly‌‌reliant‌‌on‌‌parody‌‌as‌‌it‌‌has‌‌proven‌‌itself‌‌to‌‌be,‌‌may‌‌be‌‌named‌‌a‌‌subgenre‌‌of‌‌gothic?‌‌In‌‌                                     

which‌‌terms‌‌—‌‌those‌‌of‌‌the‌‌gothic,‌‌those‌‌of‌‌the‌‌postmodern‌‌parody,‌‌or‌‌those‌‌of‌‌the‌‌symbiosis‌‌                                 

of‌ ‌both‌ ‌—‌ ‌should‌ ‌the‌ ‌generic‌ ‌status‌ ‌of‌ ‌the‌ ‌postmodern‌ ‌gothic‌ ‌be‌ ‌predicated?‌ ‌These‌ ‌are‌‌                             

questions‌ ‌that‌ ‌deserve‌ ‌answers,‌ ‌and‌ ‌it‌ ‌is‌ ‌to‌ ‌them‌ ‌we‌ ‌shall‌ ‌turn‌ ‌in‌ ‌future‌ ‌academic‌ ‌work.‌ ‌ 
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