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for me, nor can the murder of Lila by Victoria be explained away by claiming, as Craciun
does, that ‘the true subversive potential of Dacre’s heroines lies in their mutual annihilation’
(153). Lila did not kill Victoria; it was the other way around. Nor did these murders occur
simultaneously (as you will recall, Victoria is hurled into the pit of hell by her black lover
when he reveals himself as Satan). Again, in her bid to rationalize women’s violent acts
Craciun has put herself in yet another morally awkward position.

In Chapter Five, “In seraph strains, unpitying, to destroy”: Anne Bannerman’s femme
fatales) Craciun hits her stride, and this chapter is one of the two strongest, largely because
she is not trying to rationalize some outrageous act of mayhem. True, Bannerman’s
prophetesses have a tendency to kidnap men, while her mermaids and dark ladies are con-
stantly returning from the dead to seek some sort of justice or vengeance, but there is little
overt violence and hence no critical acrobatics needed. The strengths of this chapter are
exactly the strengths that Craciun brings to a project. The research is original, meticulous,
on-site, and thoroughly incorporated into her readings of the poems.

Her final chapter, ““Life has one vast stern likeness in its gloom”: Letitia Landon’s philos-
ophy of decomposition) is another very strong chapter and again it seems not to have been
published previously. By closely examining the medical discourses that arose out of the out-
break of Asiatic cholera in 1831-2, Craciun is able to place Landon’s works in a very rele-
vant historical, medical, cultural, and moral ambience. Quoting from newspaper articles
and medical works of the day, she establishes the climate of fear that permeated this culture,
explaining at the same time the anti-materiality and anti-naturalism that run throughout
Landon’s poetry and novels. Her placement of Landon as a corrective to Wordsworth is par-
ticularly useful and her discussion of Landon’s novel Ethel Churchill is valuable and inter-
esting on a number of points. For Gothicists, one comment is particularly telling: ‘a poetics
of decomposition and decay, distinct from that of ruins and fragmentation’ has yet to be
written (248).

Diane Long Hoeveler
Marquette University

The Modern Gothic and Literary Doubles: Stevenson, Wilde and Wellsby Linda Dryden
(London: Palgrave Macmillan, 2003), ISBN 1-403-90510-X, 220pp., £45.00 hb.

Gothic fiction’s relationship with literary modernism and cultural modernity has been the
subject of some excellent recent scholarship, not least a number of articles in Gothic Studies
or Andrew Smith and Jeff Wallace’s Gothic Modernisms (Palgrave Macmillan, 2002). Inves-
tigations of this new territory have not only laid bare the extent to which Gothic has been
influential beyond its accepted stronghold on the fin de siécle but have also led to a reinvig-
oration of the debate over definition and categorisation. Consequently, contemporary
scholarship in this area has had two related aims: first, to reveal the pervasiveness of the
Gothicin modern literature and culture and thereafter to recalibrate what we presently con-
sider Gothic to be. Linda Dryden’s The Modern Gothic and Literary Doubles: Stevenson,
Wilde and Wells appears at face value to fall clearly within this remit yet it requires only a
cursory perusal of her chosen topics to realise that the book is of an altogether different
type: the introductory synthesis of central Gothic tropes and texts.

To this end Dryden ably illustrates the critical consensus on Gothic fiction of the late
nineteenth and early twentieth century. Organised into six chapters, three on the Gothi-
cization of culture and society and one each on the work of Stevenson, Wilde and Wells, the
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book pivots on the notion of the double as both a fictional device and a social construction.
Dryden’s own conclusion articulates this position well:

The modern Gothic and the literature of duality in Stevenson, Wilde and Wells are more than
fictional fantasies. At the fin de siécle Gothic representations of duality and horror are expressions
of metropolitan anxieties springing from the lived experiences of the late-Victorian public. (188)

Dryden’s arrival at such a conclusion comes first from a broad-based analysis of fin de siécle
degeneracy, Gothic literary history, and the City of London, and then from detailed close
readings of The Strange Case of Dr Jekyll and Mr Hyde, The Picture of Dorian Gray and Wells’
scientific romances.

These choices of text and context should make it clear that this is no venture into new
arenas. Yet it is initially a surprise to find that Modern Gothic takes such an introductory
approach. The book’s cover, the foreword, and at times Dryden’s introductory remarks, all
signal a work of innovative scholarship rather than a survey aimed at those in the prelimi-
nary stages of research into the Gothic. This is an intriguing paradox, and one that leads to
several questions related to the publication of academic monographs.

The dust jacket argues that Dryden’s work ‘offers refreshing new analyses,’ a view reiter-
ated by Dryden in the concluding pages of her introduction where it is argued that the book
provides ‘new perspectives from which to view some of the popular literature of Stevenson,
Wilde and Wells’ (18). To this end, Dryden also offers a contrast between Modern Gothicand
previous scholarship:

The Gothic novels and stories of Stevenson and Wilde and the scientific Gothic novels of Wells
have often been discussed together in previous critiques: what distinguishes The Modern Gothic
and Literary Doubles from other discussions is the way in which these works are linked through
their common cultural history. (18)

This is all perfectly reasonable; it would be absurd to suggest that introductory works cannot
also be innovative in their critical analyses. However, this is not one of these works. Rather
it is a series of chapters that surveys a period of literary history already extensively investi-
gated by other scholars and, more importantly, that makes extensive use of their critical
readings in forming the basis and direction of its cultural and textual analysis. In sum, this
work is less the ‘cultural archaeology’ (18) that Dryden maintains is the foundation of her
new historicist approach and more an attempt — and a good one — at critical archaeology.
Nevertheless, it is not simply that the introductory comments are not explicit enough in
defining the aims and methodology of the book as a whole. There is, I would argue, a larger
issue at stake in maintaining that the study of canonical Gothic fictions within common-
place paradigms of late nineteenth century cultural criticism is either unique or ground-
breaking. Inherently The Modern Gothic and Literary Doubles is conservative in its treatment
of modern Gothic, neither introducing us to neglected works of Gothic fiction nor explor-
ing new contexts within which it was produced and consumed. Yet the various introductory
commentaries attempt to persuade us that this originality is indeed present. Dryden seems
to be have been as much the victim of this persuasion as her readers. In several of the chap-
ters, and most explicitly in the extended discussion of Stevenson’s Jekyll and Hyde, there are
interesting diversions into areas of Gothic criticism that would benefit from further analy-
sis. One such example is Dryden’s comparison of Stevenson’s work with that of Arthur
Machen. Machen has been one of those neglected Gothic writers whose work requires
scholarly focus, especially as novels such as The Great God Pan and short stories like “The
Three Imposters’ are beginning to gain critical currency in Gothic studies broadly. However,
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the readings of Machen offered here act as little more than addenda to the canonical fiction
in view. The inclusion of Machen in the first instance and the continual return to his work
as a touchstone for many of the other fictions suggests that Dryden’s interest in him is more
than as a useful counterfoil to Stevenson, Wilde or Wells. Why, then, not devote a greater
portion of the book to an account of Machen’s place as a Gothic writer within the Gothicized
cultural milieu of the fin de siécle?

Of course it might well be that Machen’s work would sit uncomfortably in an introduc-
tory work on late Victorian Gothic fiction. However, as the book is at pains to disguise that
introductory status this seems somewhat unlikely. It is more likely that Machen suffers from
a reproachable lack of name recognition. With far less market value than Stevenson, Wilde
and Wells, Machen is the long shot in a publication strategy that often backs the favourite.
It seems fair, then, to believe that the conservatism of Modern Gothic may well reflect pre-
sent publishing practice as greatly as it does the interests of the author. This is a pity in the
present instance as it appears that the last few years have witnessed an increase in Gothic
scholarship and a concomitant rise in undergraduate and postgraduate courses dedicated to
its study. Indeed, Palgrave Macmillan have obviously recognised this already, as their recent
doublings of Gothic with other literary topics (Gothic Modernisms, Empire and the Gothic)
bear witness. It is disappointing, then, that they failed to reflect on this in commissioning
Dryden’s work and missed an opportunity to promote greater innovation in Gothic studies.

These important issues aside, Modern Gothic still stands as a competently researched and
dynamically written introduction to Gothic fiction at the close of the nineteenth century.
New researchers in this area of literary production will find a great deal of benefit in Dryden’s
stylish and commendably lucid discussions of the key debates at the fin de siécle. The breadth
of coverage is indicative of the tremendous amount of material that Dryden has amassed and
synthesised into succinct and direct sections. This is nowhere as apparent as in the chapter
dealing with London as a city of ‘doubles’ both real and imagined. In the space of some
twenty pages Dryden discusses Jack the Ripper, non-fictional accounts of social deprivation,
actual social conditions, the role of the flaneur, the importance of the crowd, the place of
women in urban environments, London’s geography (spatial and cultural), and the city as
imaginative construct. Even if the broad brush of this approach tends to deny finer detail at
times there remains a remarkable amount of useful information that both highlights the
diversity of Gothic studies and suggests the many different avenues open for further study.

This scholarly generosity also marks out the chapters specifically dedicated to the fictions
of Stevenson, Wilde and Wells. Of these the weakest is the chapter on Wells which tries, very
simply, to do too much and ultimately stands as a rather piecemeal account of Wells’ Gothic
influences. The focus on a single text in each of the other chapters is a wiser choice and these
chapters benefit from a mooring of the varied contexts within one fiction. In her analysis of
Jekyll and Hyde Dryden steers clear of the modernism of Stevenson’s novella (already
admirably defined by critics such as Alan Sandison) and instead focuses her attention on an
eclectic range of metropolitan-related subtexts from the homosociality of Jekyll’s world to
Stevenson’s treatment of streetlights. These subjects have been discussed before, again by
Alan Sandison (homosociality) and also by Linda Neath (lighting), but Dryden combines
them neatly in a larger framework of urban Gothic. The same attention to the urban is
apparent in the reading of Wilde’s The Picture of Dorian Gray where a clever, if brief, analy-
sis of Gray’s murder of Basil Hallward looks less at the Gothic frisson of the event itself and
more at Wilde’s description of the sounds of the London streets.

Critically robust when involved in textual analysis, Modern Gothic is weaker on issues of
genre and definition. While the preliminary discussions usefully introduce several different
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critical opinions on the nature of Gothic, the book as a whole relies too heavily on Julian
Wolfreys’ controversial definitions. This would be less problematic were they placed within
a discursive interrogation of the defining features of Gothic rather than implicitly accepted
as the critical mainstream. Wolfreys’ view of Gothic as ‘everywhere. . . but never in the same
form’ (110) is a far cry, say, from Kelly Hurley’s and Robert Mighall’s interpretation of
Gothic as a genre that moves through a variety of incarnations, yet Dryden puts these
together as though they articulate a consensus. Indeed, Wolfreys’ views make a mockery of
genre boundaries and definitions altogether, but they do make it easier to attribute Gothic
characteristics without the critical sharpness from which genre studies benefit. Dryden is
guilty of blunting her definition of Gothic on Wolfrey’s opaque scholarship: Wilde is seen
to be Gothic because he, unlike Stevenson, is comic rather than serious. The paucity of this
analysis can be contrasted with a much more detailed acknowledgement of Wells’ Gothic
inheritance in the following chapter, a reading that draws on the work of Fred Botting and
which benefits from his refined and detailed praxis.

That Modern Gothic is an introductory survey of prevailing critical opinion should be
even clearer in registering that the analysis is stronger when the critical foundations are well
built and weaker when they are shoddy. Yet for all this, Linda Dryden has constructed a use-
able, accessible and spirited critique that will be of immense value to those wishing for an
introduction to late Victorian Gothic. If only it had said so.

Martin Willis
University of Glamorgan

The Medusa Reader, edited by Marjorie Garber and Nancy J. Vickers (New York and
London: Routledge, 2003), ISBN 0-415-90098-0, xviii + 310pp., £16.99 pb.

In this much needed anthology, Marjorie Garber and Nancy Vickers artfully confront the
icon of dangerous looking. The extracts are arranged chronologically from ancient legends
told by Homer and Hesiod et al to relatively recent discourses of feminist empowerment, as
in Emily Erwin Culpepper’s essay entitled ‘Ancient Gorgons: A Face for Contemporary
Women’s Rage’ (1986). Feminists have found, within the stories of the Medusa, narratives
of rape and ravishment, retribution and revenge along with mirrors of themselves. As May
Sarton writes in her poem ‘The Muse as Medusa’ (1971): ‘I turn your face around! It is my
face. / That frozen rage is what I must explore’ (108).

That the Medusa is wooed by the poets is not surprising, considering that she gave birth
to Pegasus, the poet’s muse. Among the Medusa poems included here are Percy Bysshe
Shelley’s tribute to Leonardo da Vinci’s Medusa in Florence, which he caresses as “Tempes-
tuous loveliness of terror’ (76) and Sylvia Plath’s spiky ‘Medusa’ (1962), which begins: ‘Off
that landspit of stony mouth-plugs. . ./ You house your unnerving head — God-ball / Lens
of mercies’ (102).

The inter-disciplinarity of this collection reflects the different faces of the Medusa. Lizbeth
Goodman’s ‘Who’s looking at Who(m): Re-viewing Medusa’ (1996), situates the Medusa
within performance art as a metaphor for the transformative power of women by drawing
on Dorothea Smart’s one-woman show ‘Medusa’ Smart interprets the Medusa’s snaky locks
as a black woman’s ‘nappy’ hair, which serves as a metonym for the lesbian, ‘outsider’ or black
woman, who have been threatening to certain white men. More intrepid males (since no
woman has been petrified by the gorgon) include artists and fashion designers from Giorgio
Vasari to Gianni Versace. In the latter’s ‘“The Versace Moment’ (1996), the Medusa is shown
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