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HORROR
• noun 1) an intense feeling of fear, shock, or disgust. 2) a thing causing such a feeling. 3) intense dismay. 4) informal a bad or mischievous person, especially a child.
— ORIGIN Latin, from horrere ‘shudder, (of hair) stand on end’.

"If movies are the dreams of the mass culture... horror movies are the nightmares."— Stephen King, Danse Macabre
Horror films are a movie genre seeking to elicit a negative emotional reaction from viewers by playing on the audience's most primal fears. They often feature scenes that startle the viewer through the means of macabre and the supernatural, thus they may overlap with the fantasy and supernatural genre. Horrors frequently overlap with the thriller genre. 

Horror films deal with the viewer's nightmares, hidden worst fears, revulsions and terror of the unknown. Although a good deal of it is about the supernatural, if some films contain a plot about morbidity, serial killers, a disease/virus outbreak and surrealism, they may be termed "horror". 

Plots written within the horror genre often involve the intrusion of an evil force, event, or personage, commonly of supernatural origin, into the everyday world. Themes or elements often prevalent in typical horror films include ghosts, torture, gore, werewolves, ancient curses, satanism, demons, vicious animals, vampires, cannibals, haunted houses, zombies and serial killers. Conversely, stories of the supernatural are not necessarily always a horror movie as well. 

Early horror movies are largely based on nineteenth-century literature of the gothic genre, such as Universal's Dracula (1931), Frankenstein (also 1931), and the term "horror movie" first appears in the writings of critics and film industry commentators in response to their release, but the term has since been applied retrospectively to similar films from the entire silent period.

Horror Films: Why We Like To Watch 

Horror is an ancient art form. We have tried to terrify each other with tales which trigger the less logical parts of our imaginations for as long as we've told stories. From the ballads of the ancient world to modern urban myths, audiences willingly offer themselves up to sadistic storytellers to be scared witless, and they are happy to pay for the privilege. Theories abound as to why this is so; do we derive basic thrills from triggering the rush of adrenalin which fear brings, or do horror stories serve a wider moral purpose, reinforcing the rules and taboos of our society and showing the macabre fate of those who transgress? 

Horror movies have long served both purposes. They deliver thrills by the hearseload, as well as telling us stories of the dark, forbidden side of life (and death) - cautionary tales for grownups. They also provide a revealing mirror image of the anxieties of their time. Nosferatu (1922) is not simply a tale of vampirism, but offers heart-rending images of a town beleaguered by premature and random deaths, echoes of the Great War and the Great Flu Epidemic fatalities. At the other end of the century Blade (1998) is not just a tale of vampirism either, but reflects a fear of the powerful yet irresponsible elements in society, echoes down the corridor indeed of the seemingly impunitive behaviour of those at the top.

Each generation gets the horror films it deserves, and one of the more fascinating aspects of the study of the genre is the changing nature of the monsters who present a threat. In the early 1940s, a world living under the shadow of Hitler's predatory tendencies identified a part-man, part-wolf as their boogeyman, whose bestial nature caused him to tear apart those who crossed his path. In the 1990s however, there was no need for a part wolf component: Jonathan Doe (Se7en 1994) and Hannibal Lecter (Manhunter 1986, Silence of the Lambs 1991, Hannibal 2001) were entirely human in their calculated and stylized killing methods. As we move on into the twenty first century, the ghosts and zombies are back in vogue as Eastern and Western superstitions converge, and once more we yearn for an evil that is beyond human. In an era of war, supernatural terror is more palatable than the fear inherent in news headlines.

From The Daily Telegraph, 11 August 2008

“Horror film gene that makes some scream while others laugh” 

The secret of why horror films make some people scream in terror while others may simply laugh has been revealed. 
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The spinning heads and shaking beds of The Exorcist made some faint, others simply laughed Photo: MPTV
By Stephen Adams 

7:12PM BST 10 Aug 2008

Scientists say different versions of a single gene linked to feelings of anxiety can explain the way in which some people simply cannot abide such movies, while others enjoy the suspense and the gore. 

The findings may explain why it is that over the past 35 years people have had wildly different reactions to the classic horror film, “The Exorcist.” 

While many screamed and some even fainted in cinemas at scenes of spinning heads and shaking beds, others simply laughed. 

A particular variant of the 'COMT' gene affects a chemical in the brain that is linked to anxiety, they have found. 

People who have two copies of one version of the gene are more easily disturbed when viewing unpleasant pictures, the scientists discovered. 

That version of the gene weakens the effect of a signalling chemical in the brain that helps control certain emotions. 

The scientists found that those carrying two copies of it were significantly more startled by frightening images than others. 

By contrast, those who had one copy of the gene and one copy of another version were able to keep their emotions in check far more readily. 

The study, published today in the scientific journal Behavioural Neuroscience, also found that those with two copies of the latter gene were also able to keep a lid on their anxiety more easily. 

Researchers from the University of Bonn in Germany made the discovery after testing 96 women. 

Then they showing them three different types of pictures - emotionally "pleasant" ones of smiling babies and cute animals, "neutral" ones of items like electric plugs or hairdryers, and "aversive" ones of weapons or injured victims. 

The Exorcist was banned by some councils in Britain upon its release here in 1974, but broke box office records in the US to become the biggest selling horror movie of its day. 

Psychologist Christian Montag, one of the University of Bonn researchers, said he thought the gene variant linked to scaring more easily had only recently evolved, as it was not present in other primates like chimpanzees. 

He said the propensity to scare more easily could have offered an evolutionary advantage to humans. 

While bravery appears to be prized in the animal kingdom, recklessness could have been a disadvantage to humans with their larger mental capacity to go away and figure a problem out. 

Mr Montag said: "It was an advantage to be more anxious in a dangerous environment."

However, he said a single gene variation could account for only some of people's anxiety differences, otherwise, up to half the population would be anxious, he said. 

"This single gene variation is potentially only one of many factors influencing such a complex trait as anxiety," he said. "Still, to identify the first candidates for genes associated with an anxiety-prone personality is a step in the right direction."

The First Horror Movies

Silent film offered the early pioneers a wonderful medium in which to examine terror. Early horror films are surreal, dark pieces, owing their visual appearance to the expressionist painters and their narrative style to the stories played out by the Grand Guignol Theatre Company. Darkness and shadows, such important features of modern horror, were impossible to show on the film stock available at the time, so the sequences, for example in Nosferatu, where we see a vampire leaping amongst gravestones in what appears to be broad daylight, seem doubly surreal to us now. Nonetheless, these early entries to the genre established many of the codes and conventions still identifiable today. They draw upon the folklore and legends of Europe, and render monsters into physical form. Sadly, the fragility of early film stock means that many of these early attempts at horror have been lost to us, but these three classics are currently available on DVD. 

The Golem (1915/1920)

There were several versions of this, dubbed 'the first monster movie'. Paul Wegener directed and starred in the screen version of the Jewish legend, set in medieval Prague. A Golem (a solidly built clay man) is fashioned to save the ghetto, but when his job is done he refuses to cease existing, and runs amok through expressionist sets, eventually to be confronted and defeated by a little girl. The legend influenced Mary Shelley during her creation of a monster a century earlier, and a decade or so later, the cinematic golem influenced Whale's and Karloff's depiction of a false creation lumbering menacingly through the streets.

The Cabinet of Dr Caligari (1919)

Often cited as the 'granddaddy of all horror films', this is an eerie exploration of the mind of a madman, pitting an evil doctor against a hero falsely incarcerated in a lunatic asylum. Through a clever framing device the audience is never quite clear on who is mad and who is sane, and viewing the film's skewed take on reality is a disturbing experience, heightened by the jagged asymmetry of the mise en scene. Although modern viewers might find the pace slow, with long takes and little cutting between scenes, "The Cabinet..." is stylish, imaginative, and never less than haunting.

This is largely because the diegetic world is wholly artificial, a complete re-imagining of a Northern German town. The audience views the tale throught the twisted vision of the narrator, where roads, hills, houses and even trees take on a menacing new shape. This is not reality, and the stylised performances reflect that, with the players moving as symbols through the surreal landscape, their stark make up adding to the dreamlike sensation. This contrasted dramatically with the documentary style of film making prevalent in Europe at the time, and proved that film could be a poetic, stylised medium as well as a reflective one. Much has been written on the politics of The Cabinet..., representing as it does puppet humans controlled by a sadistic madman. It certainly struck a chord with German audiences of the time, suffering as they were from the economic consequences of war reparations, helpless in the face of spiralling inflation.

Horror Films of the 1930s-1940s

The 1930s - Horror Begins To Talk... And Scream

Horror movies were reborn in the 1930s. The advent of sound, as well as changing the whole nature of cinema forever, had a huge impact on the horror genre. The dreamlike imagery of the 1920s, the films peopled by ghostly wraiths floating silently through the terror of mortals, their grotesque death masks a visual representation of 'horror', were replaced by monsters that grunted and groaned and howled. Sound adds an extra dimension to terror, whether it be music used to build suspense or signal the presence of a threat, or magnified footsteps echoing down a corridor. Horror, with its strong elements of the fantastic and the supernatural, provided an effective escape to audiences tiring of their Great Depression reality, and, despite the money spent on painstaking special effects, often provided a good return for their studio. This was also despite the struggle that many of the major players - such as director Tod Browning - had to adapt to the new medium. Making talking pictures was a very different process to producing silent movies and, watching today, some of the early efforts seem very awkward indeed. 
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The horror films of the 1930s are exotic fairy tales, invariably set in some far-off land peopled by characters in period costume speaking in strange accents. Horror was still essentially looking backwards, drawing upon the literary classics of the 19th century for their source material. Check out the history of Universal, the studio which made its name with horror pictures during this time.  This is the decade when two character actors got lucky:  Bela Lugosi (left),  and  Boris Karloff (right), who brought Dracula and Frankenstein's Monster respectively to the screen. Their images are still synonymous with 1930s horror, they both played a selection of roles although Karloff proved to be the more versatile actor; they are enduring paradigms of the genre, evoking "horror" even in a still photograph.

Audiences seemed even more enthusiastic about the horror genre than in the 1920s, and flocked into cinemas to be scared by largely supernatural monsters wreaking havoc on largely fantastical worlds, events far removed from the everyday realities of Depression and approaching war. Horror, then as now, represented the best escapism available for that precious few cents it took to buy a ticket. And cinema was a national obsession — 80 million people attended the cinema on a weekly basis in 1930, some 65% of the total US population.

It is worth noting that mad scientists were also represented in this decade's horror films. The next generation of Caligaris included Dr Moreau (Charles Laughton in The Island of Lost Souls - 1933), Dr Griffin (Claude Rains in The Invisible Man -1933), Paul Lavond (Lionel Barrymore in The Devil Doll - 1936), Dr Mirakle (Bela Lugosi in Murders in the Rue Morgue - 1932), the wheelchair-bound Ivan Igor (Lionel Atwell in The Mystery of the Wax Museum- 1933), and not forgetting Peter Lorre's crazed turn as a lovesick surgeon in Mad Love (1935). 1933, the year Hitler came to power, saw something of a peak in mad scientist movies; it seems the genre was horribly preminiscent of the scientific horrors to come in the Nazi-run concentration camps over the subsequent decade.

***Some popular films of the decade: Dracula (1931), Frankenstein (1931), The Mummy (1932), Freaks (1932), King Kong (1933), and Bride of Frankenstein (1935).

The 1940s - Horror Eats Itself

Wartime horror movies were purely an American product. Banned in Britain, with film production curbed throughout the theatre of war in Europe, horror movies were cranked out by Hollywood solely to amuse the domestic audience. The studios stuck with tried and tested ideas, wary of taking risks that might suggest they had no measure of the zeitgeist, and trotted out a series of variations on a theme. This was not an age of innovation, but horror movie memes were, nonetheless, evolving.

If the horror movies of the 1930s had dealt in well-established fictional monsters, looking back towards the nineteenth century for inspiration, the 1940s reflected the internalization of the horror market. The Americans looked at themselves as “safe”, whereas everything else, particularly anything hailing from that frightening, chaotic, unreasonable and uncontrolled place known as Europe was dangerous. Yet, try as they might, the Americans could not keep themselves separate and pure, their basic European roots kept peeking through, their links with the lands of their ancestors eventually pulling them into World War Two. In the same way, many horror films of this period deal with roots peeking through – in the form of men or women who were subject to the emergence of a primal animal identity. It's interesting to see this device in Disney's Pinocchio (1940) as the bad boys are turned into donkeys. What does it all mean...?

Hungry Like The Wolf Man

It wasn't donkeys but wolves who posed the main global threat at the outset of the 1940s. Hitler himself strongly identified with the iconography and legends of the wolf. The name 'Adolf' means "noble wolf" in Old German. He used "Herr Wolf" as a pseudonym early in his political career. Various Nazi party HQ were named for wolves - Wolfsschulcht (Wolf's Gulch) in France, Werwolf (Manwolf) in the Ukraine and Wolfsschanze (Wolf's Lair) in East Prussia. The SS were "my pack of wolves", he made his sister change her name to 'Paula Wolf' and his favorite secretary was one Johanna Wolf (he referred to her as 'Wölfin' (she-wolf).

“One of his favorite tunes came from a Walt Disney movie. Often and absent-mindedly he whistled "Who's Afraid of The big Bad Wolf?" —an animal, it will be recalled, who wanted to eat people up and blow their houses down."

—p27 The Psychopathic God: Adolf Hitler Robert G.L. Waite (Da Capo Press 1993)

The imagery he used caught on in not-so-flattering ways. Propagandists of the period habitually depicted him as the Big Bad Wolf of fairy tales, as demonstrated by this 1942 cartoon entitled Blitz Wolf. It seemed the marauding wolf typified the predators lurking in the corners of public consciousness.

So it seemed a natural step for Universal to follow up their minor 1935 hit, The Werewolf of London. Although there is a well established werewolf mythology extending back to the ancient world, there was no single established story (as with Dracula and the vampire myth) ripe for easy adaptation. It fell to screenwriter Curt Siodmak (who had fled the Nazi wolves himself in 1937) to pen a story to fit the title Universal had been knocking around for a while. The Wolf Man (1941) is a mishmash of several wolf legends, with added ingredients. Siodmak stirs pentagrams, gypsies, silver bullets and the full moon together to create a robust myth. It owes little to established European traditions, but established a new set of cinematic rules which Hollywood lycanthropes would adhere to for decades. Set in a contemporary Wales (where no one has ever heard of the war), the story follows Larry Talbot (Lon Chaney Jr) who returns to his ancestral home from America, only to become infected by a bite from a gypsy named Bela (Lugosi). With a starry cast including Claude Raines, and spectacular makeup and special effects, the picture was a big hit.

Never one to miss a trick, Universal followed this up with Frankenstein meets the Wolf Man in 1943. This sees a revived Wolfman (he was shot in the end of the first film) seeking the help of Dr Frankenstein to cure his lycanthropy. The good doctor has passed on, but Talbot instead runs into the frozen Monster (played this time, rather confusingly, by Bela Lugosi. It's even more confusing when you remember that Lon Chaney Jr played the monster in Ghost of Frankenstein 1942). There's a battle to the death between the Monster & the Wolfman – all good clean fun. It was a hit, and Universal really milked the sacred cow dry with House of Frankenstein (1944) and House of Dracula (1945).

House of Frankenstein spins the casting merry-go-round another couple of turns with Boris Karloff playing a mad scientist vowing to emulate Dr Frankenstein, cure Larry Talbot and reactivate the monster. He murders a carnival freak-show host, and then uses one of his horrors (Count Dracula) to try and murder his enemies – unfortunately Dracula is zapped by the first rays of the sun. Yes, they all die at the end, only to be revived for House of Dracula, which involves the Count and the Wolfman desiring to be cured of their foibles. They go & ask a kindly mad scientist, who inadvertently revives the Monster to complete the unholy triumvirate. They all die in the end, apart from the Wolfman, who, apparently cured, rides off into the sunset. The increasingly desperate (and ridiculous) combinations of monsters effectively killed this phase of the horror film. From lovingly-crafted masterpieces like Bride of Frankenstein”, the genre had totally devoured itself within a decade. It was only left to Abbott & Costello, in their series of horror parodies (Abbott & Costello Meet Frankenstein (1948) etc) to hammer the final nails into the coffin. The Universal Monsters (Dracula, The Wolf Man, The Mummy, The Monster) who had cast such terrifying shadows on their debut, would never be frightening again.

While Universal was sliding further and further towards the bottom of the barrel, over at RKO, they were trying something new. Producer Val Lewton formed a "horror unit" that turned out a series of successful entries to the genre between 1942 and 1946. Lewton was a novelist and former story editor for David O. Selznick , and he eschewed "those mask-like faces, hardly human, with gnashing teeth and hair standing on end" of the Universal monsters in favor of suggestive shadows. He drew on literary source material, for a series of tight (under 75 minutes), low budget (less than $150,000) features starring former A-list players that were instant hits, and still chill today.

End of the Era

The RKO movies pointed in the right direction, and have much in common with some of the horror thrillers of the 1990s. But it is the bloated, creaking, and well-flogged corpse of the Universal monster pictures that truly represents the ending of this first horror movie cycle. However, as any student of the supernatural will tell you, if a thing looks dead, that's the time to be most afraid, as you never know what might come shooting out from beneath the tombstone....

Bela Lugosi & Boris Karloff
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Bela Lugosi: Born Be'la Ferenc Dezso Blasko on October 20, 1882, Lugos, Hungary (now Lugoj, Romania). The youngest of four children. During WWI, volunteered and was commissioned as an infantry lieutenant. Wounded three times. Married Ilona Szmik (1917 - 1920) Arrived in New York City in December, 1920. Married Ilona von Montagh (? - ?) Became an American citizen 1931. Married Lillian Arch (1933 - 1951) Father of Bela Lugosi Jr. (1938 - ?). Helped organize the Screen Actors Guild in the mid-30's, joining as member number 28. Died of a heart attack August 16, 1956. Buried in his full Dracula costume, including a cape.

It's ironic that Martin Landau won an Oscar for impersonating Bela Lugosi (in Ed Wood (1994)) when Lugosi himself never came within a mile of one, but that's just the latest of many sad ironies surrounding Lugosi's career. A distinguished stage actor in his native Hungary, he ended up a drug-addicted pauper in Hollywood, thanks largely to typecasting brought about by his most famous role. He began his stage career in 1901 and started appearing in films during World War I, fleeing to Germany in 1919 as a result of his left-wing political activity (he organized an actors' union). In 1920 he emigrated to the US and made a living as a character actor, shooting to fame when he played Count Dracula in the legendary 1927 Broadway stage adaptation of Bram Stoker's novel. It ran for three years, and was subsequently, and memorably, filmed by Tod Browning in 1931, establishing Lugosi as one of the screen's greatest personifications of pure evil. Sadly, his reputation rapidly declined, mainly because he was only too happy to accept any part (and script) handed to him, and ended up playing pathetic parodies of his greatest role, in low-grade poverty row shockers. He ended his career working for the legendary Worst Director of All Time, Edward D. Wood Jr. He was buried in his Dracula cape.
Boris Karloff: Along with fellow actors Lon Chaney, Bela Lugosi and Vincent Price, Boris Karloff is recognized as one of the true icons of horror cinema, and the actor most closely identified with the general public's perception of the "monster" from the classic Mary Shelley book, "Frankenstein". William Henry Pratt was born on November 23, 1887, in Camberwell, London, England, the son of Edward John Pratt Jr., the Deputy Commissioner of Customs Salt and Opium, Northern Division, Indian Salt Revenue Service, and his third wife, Eliza Sarah Millard.

He was educated at London University in anticipation that he would pursue a diplomatic career; however, he emigrated to Canada in 1909 and joined a touring company based out of Ontario and adopted the stage name of "Boris Karloff." He toured back and forth across the USA for over ten years in a variety of low-budget theater shows and eventually ended up in Hollywood with very little money to his name. Needing cash to support himself, Karloff secured occasional acting work in the fledgling silent film industry in such pictures as The Deadlier Sex (1920), Omar the Tentmaker (1922), Dynamite Dan (1924) and Tarzan and the Golden Lion (1927), in addition to a handful of serials (the majority of which sadly haven't survived). Karloff supplemented his meager film income by working as a truck driver in Los Angeles, which allowed him enough time off to continue to pursue acting roles.

His big break came in 1931 when he was cast as "the monster" in the Universal production of Frankenstein (1931), directed by James Whale, one of the studio's few remaining auteur directors. The aura of mystery surrounding Karloff was highlighted in the opening credits, as he was listed as simply "?." The film was a commercial and critical success for Universal, and Karloff was instantly established as a hot property in Hollywood. He quickly appeared in several other sinister roles, including Scarface (1932) (filmed before Frankenstein (1931)), the black-humored The Old Dark House (1932), as the namesake Oriental villain of the Sax Rohmer novels in The Mask of Fu Manchu (1932), as undead Im-Ho-Tep in The Mummy (1932) and the misguided Prof. Morlant in The Ghoul (1933). He thoroughly enjoyed his role as a religious fanatic in John Ford's The Lost Patrol (1934), although contemporary critics described it as a textbook example of overacting.

He donned the signature make-up, neck bolts and asphalt spreader's boots again to play Frankenstein's monster in the sensational Bride of Frankenstein (1935) and the less thrilling Son of Frankenstein (1939). Karloff, on loan to Fox, appeared in one of the best of the Warner Oland Chan entries, Charlie Chan at the Opera (1936), before beginning his own short-lived Mr. Wong detective series. He was a wrongly condemned doctor in Devil's Island (1939), shaven-headed executioner "Mord the Merciless" in Tower of London (1939), another misguided scientist in The Ape (1940), a crazed scientist surrounded by monsters, vampires and werewolves in House of Frankenstein (1944), a murderous cabman in The Body Snatcher (1945) and a Greek general fighting vampirism in the superb atmospheric Val Lewton thriller Isle of the Dead (1945).

While Karloff continued appearing in a plethora of films, many of them were not up to the standards of his previous efforts, including appearances in two of the hokey Bud Abbott and Lou Costello monster movies (he had appeared with them in an earlier superior effort, Abbott and Costello Meet the Killer, Boris Karloff (1949), which theater owners often added his name to the marquee), the low point of the Universal-International horror movie cycle. During the 1950s he was a regular guest on many high-profile TV shows including "The Buick-Berle Show" (1948), "Tales of Tomorrow" (1951), "The Veil" (1958), "The Donald O'Connor Show" (1954), "The Red Skelton Hour" (1951) and "The Dinah Shore Chevy Show" (1956), to name but a few, and he appeared in a mixed bag of films including Sabaka (1954) and Voodoo Island (1957). On Broadway he appeared as the murderous Brewster brother in the hit, "Arsenic and Old Lace" (his role, or the absence of him in it, was amusingly parodied in the film version) and a decade later he enjoyed a long run in "Peter Pan," perfectly cast as "Captain Hook."

His career experienced something of a revival in the 1960s thanks to hosting the TV anthology series "Thriller" (1960) and indie director Roger Corman, with Karloff contributing wonderful performances in The Raven (1963), The Terror (1963), the ultra-eerie Black Sabbath (1963) and the H.P. Lovecraft-inspired Die, Monster, Die! (1965). Karloff's last great role was as an aging horror movie star confronting a modern-day sniper in the Peter Bogdanovich film Targets (1968). His TV career was capped off by achieving Christmas immortality as the narrator of Chuck Jones's perennial animated favorite, How the Grinch Stole Christmas! (1966) (TV). Three low-budget Mexican-produced horror films starring an ailing Karloff were released in the two years after his death; however, they do no justice to this great actor. In retrospect, he never took himself too seriously as an actor and had a tendency to downplay his acting accomplishments. Renowned as a refined, kind and warm-hearted gentleman, with a sincere affection for children and their welfare, Karloff passed away on February 2, 1969 from emphysema. He was cremated at Guildford Crematorium, Godalming, Surrey, England, where he is commemorated by a plaque in Plot 2 of the Garden of Remembrance.

Horror Films of the 1950’s
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1. Creature Features

It is hard to grasp the changes that took place in popular consciousness between 1940 and 1950. In ten short years the concept of a horrific monster had altered irrevocably. Whereas Lon Chaney, Jr in a fine covering of yak's hair had once served as a powerful envoy from the dark side, now there were more recognizably human faces attached to evil. Faces who had fought on both sides in WW2, the developers of the atom bomb and the death camp, mad scientists indeed whose activities would have unnerved even Victor Frankenstein or Dr Moreau.

The military action of WW2 had left over 40 million dead, and millions more exposed to the full spectrum of man's inhumanity to man. Homecoming soldiers and bereaved widows had too many horror stories of their own to appreciate fantasies on the big screen, and much preferred the silliness of Abbott & Costello Meet Frankenstein et al. The world could never be the same again, and the dawning of post-war posterity in America brought with it a new breed of monsters, adapted specifically for survival in the second half of the twentieth century.

After WW2, no nation could be seen to seek out-and-out conflict with another. This did not stop the 'low-key' operations in Asia (Korea, then Vietnam) and the spiralling standoff of the Cold War. People lived with the fear of war, which became more unnerving than war itself. The messages from WW2 were clear: no matter how heroic your men, how skilled your generals, how staunch your supporters on the Home Front, at the end of the day it was technology that counted. Bigger. Better. Deadlier. Like the atom bomb. The more advanced the technology, the more powerful the nation. It wasn't just human technology that impinged on public consciousness - the first recorded sighting of a flying saucer occurred in 1947, followed a few months later by the infamous Roswell Incident. The horror films of the 1950s are about science and technology run riot, an accurate enough reflection of reality for a confused populace, wary of the pace of technological change.

The 1950s are also the era when horror films get relegated well and truly to the B-movie category. The studios were too busy incorporating technical changes such as widespread color production and trying to meet the challenge posed by TV to have much truck with making quality horror pictures. Big stars were reserved for epics and musicals while the Universal era icons were either dead, dead-in-the-water (Bela Lugosi was reduced to an impoverished caricature of his former self) or moved on (Boris Karloff had diversified into TV & theatre and was still working). The main audiences for horror movies were teenagers, who ensured that the genre remained very profitable. They flocked to the drive-ins in hordes, not caring too much about character development, plot integrity or production values. Some of these B-movies are, frankly, ludicrous, in the way they require the audience to suspend disbelief. The aim of the game was thrills, thrills and more thrills, and these monsters, whilst perhaps more terrifying in conception than execution, never fail to deliver on the action front. Nonetheless, they are highly entertaining, and provide a crude, technicolor snapshot of the way America desperately didn't want itself to be.

2. Mutant Madness

Mutation on existing themes provided the inspiration for countless 1950s MONSTERS. Radiation (or other unspecified scientific processes) could either enlarge (Godzilla, Them!, Attack of the 50 Foot Woman) or shrink (The Fly, The Incredible Shrinking Man) existing life-forms. Existing life-forms made better monsters, as they could be photographed using blue-screen techniques, or recreated in model form and stop-motion animation used to bring them to life. Otherwise, the old standby of a man in a suit (still used by James Cameron in Aliens in 1986) worked well enough if seen from a distance.

Early attempts at these sorts of special effects work well in King Kong (1933) and Devil Dolls (1936), but really become widespread during this era. The onscreen monsters represented the cutting edge of movie technology and their novelty was seen as a good way of drawing audiences away from TV. Ray Harryhausen was the star practitioner, and his work can be seen on a wide range of films, from the epic set in the ancient world, Jason & the Argonauts (1963), to It Came From Beneath The Sea (1955) where a mutant octopus attacks San Francisco. These monsters are usually spurred into a destructive rampage by the actions of a foolish few disobeying the rules, and can only be stopped through the actions of a resourceful hero. These movies particularly manifest society's mistrust of the intellectual, in the form of the mad scientist, who must often have his destructive creations negated by "ordinary" citizens.

This era's obsession with the monster movie stems from the fears generated by co-existence with the atom bomb. America had to deal with the mass trauma over using a nuclear weapon on another nation, and also the perpetual fear of future apocalypse. Monster movies offered a vision of destruction created by non-humans; instead of generating chaos and disaster, humans represent a force for good, often manifested in a yearning for peace as nations and organizations unite against the common threat, thus providing a cathartic couple of hours' escapism from the realities of the Cold War.

These monster movies of the 1950s were also the first blockbusters, opening in US theatres coast-to-coast amidst a marketing storm of advertising and merchandise. They used the new medium of TV advertising to reach suburban and teenage audiences, and stunts involving giant dinosaurs and ants to reach the newspaper front pages. The idea was not to promote quality performances, but a big movie-going experience, and lines around the block rewarded this strategy, twenty years before Jaws. Individual monster movies may now have been largely forgotten, and only appeal to cultists prepared to forgive their creaky dialogue and now-clumsy SFX, but their collective memory is still cherished, and has had an influence on many recent movies (Eight Legged Freaks, The Day After Tomorrow, Evolution to name but three).

3. Stranded at the Drive-in

Horror movies in the 1950s were dominated by the 'B' picture. Stephen King attributes the budget B-movie company, American International Pictures with single handedly saving the horror genre. In 1956 James H Nicholson & Samuel Z Arkoff decided that there was money to be made in supplying the bottom end of the cinema market with two-for-the-price-of-one movies. The B-picture was thought to be dead, the two-picture moviegoing experience usurped by television. However, Arkoff and Nicholson had a very specific audience in mind - one that enjoyed NOT sitting in the living room surrounded by close family members. And they knew what teenagers wanted.

“What elements made these AIP films shlock classics? They were simple, shot in a hurry, and so amateurish that one can sometimes see the shadow of a boom mike in the shot or catch the gleam of an air tank inside the monster suit of an underwater creature (as in The Attack of the Giant Leeches). Arkoff himself recalls that they rarely began with a completed script or even a coherent screen treatment, often money was committed to projects on the basis of a title that sounded commercial, such as Terror from the Year 5000 or The Brain Eaters, something that would make an eye-catching poster.”— Stephen King, Danse Macabre
With titles like The Ghost in the Invisible Bikini (was there a teenager who didn't want to see THAT!?!), and a willingness to experiment and move on, AIP produced a range of horror B-movies which sewed up the drive-in market. Perhaps the most famous is I Was a Teenage Frankenstein, directed squarely at the teen drive-in audience squirming on the seats of their cars.

4. Technology and Marketing

The 1950s saw a number of technical innovations in the cinema; CinemaScope, Cinerama, Stereophonic sound, 3-D and even Smell-O-Vision, all designed to lure the audience away from their TV sets. Whilst big-budget, full-technicolor Hollywood epics offered a real 'big screen' alternative, lower budget movies needed extra gimmicks to pull in the punters. One ex-music hall impresario, William Castle, understood what it took to get the audience actively involved in the horror experience, and, with his production company Castle Pictures, launched a series of gimmicks to draw the crowds. The devices added to the fun of the horror movie experience, audiences screamed as much with laughter as anything else. This is the sort of shared experience delighted in by viewers of The Rocky Horror Picture Show (1975) and is a concept deftly explored in the 1991 movie Popcorn (Tagline = Buy it in a box. Go home in a bag). Castle also toured the country exhibiting his movies, fully understanding that he could sell them by hyping them into events.

They Came From Outer Space – Horror and Sci-Fi
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"That unidentified flying objects have been present since the dawn of man is an undeniable fact. They are not only described repeatedly in the Bible, but were also the subject of cave paintings made thousands of years before the Bible was written. And a strange procession of weird entities and flying creatures has been with us just as long. When you view the ancient references you are obliged to conclude that the presence of these objects and beings is a normal condition for this planet. These things, these other intelligences, or OINTS as Ivan Sanderson has labeled them, either reside here but somehow remain concealed from us, or they do not exist at all, and are actually special aberrations of the human mind - hallucinations, psychological constructs, momentary realizations of energy from that dimension beyond the reach of our senses and even beyond the reach of our scientific instruments. They are not from outer space. There is no need for them to be. They have always been here."

  - From "The Mothman Prophecies" by John A. Keel (1975)

"I saw what I saw. And no one can change my mind"

 - Kenneth Arnold, first documented sighting of an Unidentified Flying Object, 1947

Introduction - On 24 June 1947, "businessman-pilot" Kenneth Arnold reported seeing nine strange, reflective objects as he flew his plane over Mt Rainier one clear summer evening (coining the term "flying saucer"). The US government denied all knowledge or responsibility and showed little interest in Arnold's report, thus generating a million and one conspiracy theories. This, coupled with the infamous Roswell Incident, meant that by the end of the year the very real possibility that we were under observation by OINTs was part of public consciousness. The Unidentified Flying Object phenomenon was born. And horror had a new set of faces.

The Roswell Incident - A "flying disc" crashed at Roswell, New Mexico on and was subsequently recovered by the US Air Force. It was a weather balloon and nothing spooky, space-related or in the slightest bit weird happened. - 'Official' view

A spaceship containing real live aliens crashed at Roswell, New Mexico and was seen by local farmers before a number of unidentified G-Men (the original Men In Black) turned up, told everyone "Nothing to see" and recovered the ship and crew. A whole secret installation (Area 51) was set up in the desert to study the craft and its inhabitants, and this alien technology is what helped America win the space race. Anyone who has tried to uncover the cover-up has been offed. There are links to the Kennedy Assassination. The US government has since contacted and been in liaison with aliens, and done lots of deals where "earth test subjects" (abductees, mutilated cattle etc) are exchanged for information. - UFO Underground view

In Film - With flying saucers firmly ensconced on newspaper front pages and radio talk shows, it wasn't long before the movie world appropriated their drivers as a new cast of villains. Science Fiction had long made use of aliens as a threat, as reflected in the so-called 'Golden Age' of SciFi, running from the late 1930s to the 1950s. However, this golden sci-fi was restricted to the printed page - either pulp novel or comic book - as the movie-making technology simply wasn't there to transfer the horrors from page to screen. However, technological advances, coupled with wild public interest, and the economic need to drag teens into the drive-ins, meant that by the mid-1950s, alien monsters were looming large on the silver screen. Technology, instead of being offscreen, in the form of lights, cameras etc, was firmly onscreen, in the form of shimmering space ships and deadly ray guns.

There is a strong crossover - as there is in the 1980s - during the 1950s between horror and science fiction. Horror, as suggested earlier, had shot itself in the foot by lampooning its great icons at the end of the 1940s. By uniting with science fiction, by wholeheartedly embracing the Atomic Age, there were the beginnings of a rebirth of credibility. As in the 1980s, horror embraced sci-fi in the 1950s as a way of critiquing society, of tellingly darkly allegorical tales where the threatening elements in society were given, not the faces of mad scientists or supernatural monsters, but Creatures From Outer Space. Aliens, having no real form or particular set of characteristics, could represent anything a film-maker wanted them to.

Horror Films of the 1960s
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Horror Movies in the 1960s: Bad Girls and Blood Freaks

The beat generation. Kennedy. Cuba. Thalidomide. Acid. Vietnam. The sexual revolution. Between Psycho in 1960 and the Manson Family murders in 1969, the 1960s saw a great sea change in what the public perceived as horrible. The social stability that had marked the post-war years was gone by the end of the decade as a huge rethink occurred in everything from hemlines to homosexuality. Horror movies, usually made for low budgets outside the mainstream studio system, offered the counterculture opportunities to debunk old taboos and explore new ways of perceiving sex and violence. Underground cinema dodged scrutiny, and therefore censorship. As well as being more open to nudity, onscreen violence, and other tropes that challenged social mores, the drive-in teen audiences of the 1950s were growing up, and becoming wise to the empty promises of lurid titles and titillating posters, immune to the scare factor of rubber suits and miniaturized sets. They wanted horror that was more rooted in reality, more believable, more sophisticated, that dealt with some of the issues they faced in a rapidly changing world.

Despite the often tragic events of this era, there was a seeming feeling of optimism, the sense that humanity was moving forward, onward and upward. The concept of Cold War lost heat, and, in 20-odd years without nuclear holocaust, the threat of mass-death-by-radiation had receded. The mutant monsters of the 1950s now looked a little silly. No aliens had turned up either - well, they hadn't announced their presence to the masses although maybe a few MIBs knew a thing or two. Rather than focusing on external threats, counter-culture thinking involved a re-examination of the social psyche — traditions, stereotypes, prohibitions. If every generation gets the monsters it deserves, then the horror movie goers of the 1960s got... themselves. Going to the cinema to be scared at this time was the equivalent of gazing in the mirror, and noticing, for the first time, that there was something a little... strange about your own face.
Thriller To Chiller

Horror films and thrillers had intertwined way back in the days of the Old Dark House (1932) and Cat People (1942). However, horror's relegation to the B-movie zone in the 1950s meant that those directors who were interested in thrillers had concentrated on producing glossy, stylish, film-noir stories with no taint of the supernatural, the monstrous, and therefore the drive-in. It is interesting to compare the original Cape Fear (1962) with its 1991 remake. Robert Mitchum's Max Cady is a nasty man indeed, but he is very much a man, while Scorsese and De Niro present a Max who is almost from beyond, with his bizarre tattoos, his habit of appearing out of nowhere, his taste for human flesh and his habitation of a little house in the woods.

And yet...The undisputed master of the thriller, Alfred Hitchcock, chose the 1960s for his two main ventures into the horror genre. Although there are moments in all his major works that cross the line between horror and thriller it is only Psycho (1960) and The Birds (1963) that can truly be described as horror films. Inspired by the no-frills, low budget approach of horror filmmakers, he proved himself expert at scaring audiences with both an internal and external threat. One monster is carefully delineated and explained, the other is an unnatural, inexplicable presence, watching and waiting somewhere beyond normal human experience.

Things That Go Bump

A number of ghost stories hit the screen in the early 1960s that still have the power to startle today, transcending their black and white photography and minimal special effects. These films can be seen as a reaction against the elaborate creature features of the late 1950s. They are simple stories that only require the audience to suspend disbelief in increments, and often, as in The Haunting (1963) operate from a position of skepticism. The characters do not believe that they are being affected by supernatural forces until too late (if at all) and the horror lies in the journey the protagonist takes between sanity and psychosis. Can the hero believe what he/she (it's usually a woman) is seeing? Reality unravels in textbook (Freudian) style, as familiar, safe settings disintegrate, revealing aspects of another dimension. When the protagonist resists or complains, the causes of her terror can be explained away by a (it's usually a man) kindly doctor or other authority figure in Act Two, but the forces of madness – whether internal or external – always triumph by the end. These screen stories reflect a preoccupation with change, with women on the frontlines, the first (and often the only ones) to be destroyed by the erosion of the old order. Were these movies subliminal warnings to women, an exhortation to behave, or suffer the consequences? These ghost stories depend on more than an ambiguous spectral presence for their thrills; they throb with psychosexual tension, and take a sadistic satisfaction (Hitchcock made it fashionable) in the suffering of the beautiful heroine. The protagonist is a final sacrifice rather than a Final Girl.

Cheap Thrills
Hitchcock was a meticulous worker, obsessive about planning & storyboarding. Although he had a reputation for cruelty towards his actors, those who worked for him agree that he managed to extract career-best performances, however he went about it. He would pick and choose his crew from the most talented craftspeople available, and he had major studio backing for his pictures (with the notable exception of Psycho, where he had to stump up the $800,000 himself). At the other end of the film-making scale is writer/producer/director Roger Corman, no less iconic a figure in the world of horror movies. Corman is perhaps the most successful independent movie maker ever, whose pragmatic approach to film-making (2-5 day shoots, actors/writers being asked to direct second unit camera crews, filming two movies on the same set with the same actors) proved incredibly profitable. He recognized that horror, sex and laughter are never very far apart, and managed to imbue his pictures with all three. His delicious sense of irony comes out in some of the titles: Bucket of Blood, She Gods Of The Shark Reef. Corman spent just enough on his movies to get them in the can, but managed to provide audiences with what they wanted to see (buxom women, blood, a bit of monster make-up). He churned out B movies, at an incredible rate, always pulling in enough cash to finance his next venture, and kickstarting the careers of various Hollywood luminaries (Jack Nicholson, Robert Towne, James Cameron, Francis Ford Coppola, Jonathan Demme et al) along the way. The title of his 1990 autobiography, How I Made A Hundred Movies in Hollywood and Never Lost A Dime says it all: he did not restrict himself to horror films, but ventured into 'women's pictures' (women in some sort of uniform - student nurses were a particular favorite), biker drug flicks, blaxploitation movies and what have been termed 'rural dramas', which generally involve rednecks. Fighting rednecks. However, with films like Little Shop Of Horrors, The Raven and The Masque of The Red Death he has had a profound influence on the horror genre.

Hammer Horror

Horror had been established by the monster movies of a decade earlier as a low budget, high grossing genre: the audience's seemingly insatiable demand for thrills combined with a willingness to suspend disbelief meant that there was a steady stream of production. In Britain, Hammer Films had already adopted the tactics of some filmmakers of the 1950s and during the 1960s produced a slew of horror pictures, becoming known as Hammer, House of Horror. Although their first real success was The Quatermass Experiment(1955), a sci-fi venture, they soon decided that monsters in human form were better... and cheaper! Also, the glut of monster pictures in the 1950s meant that audiences, as ever, sought a new direction. Or an old one. Hammer began to rehash all the gothic horror stories so beloved of Universal in the 1930s: Dracula, Frankenstein, The Mummy etc. etc., but added a touch of erotica. Whereas the Universal movies were wholesome family fare, Hammer prided themselves on their 'X- ADULT ONLY' certification. That X-rating was earned by a soft-focus erotic flavor which seems curiously chivalrous to us now, but was very daring in a world that had not long left the Hay's Code behind. Although the movies were camp in tone, they did deal with some serious topics, and ventured into controversial territory.

Zombie Alert - Night of The Living Dead

George A. Romero gathered together his buddies in Pittsburgh in June 1967 and embarked on shooting a movie with the working title "Monster Flick". $114,000 and six months later they had produced Night of the Living Dead, an incredibly influential horror film which, in its deadpan approach to its subject, blew camp horror out of the water, and signaled the beginning of the searing social comment which horror films were to provide on the up-coming decade. This film nonetheless contained some tight performances, excellent make-up and special effects, and yes, those genuinely terrifying moments. The Living Dead themselves have come to be agents of satire in many pictures since, their stiff-legged shuffle representing mindlessness - be it racism or consumerism - and mob mentality. Romero's sequels, Dawn Of The Dead and Day Of The Dead, explore what has gone wrong in a civilization that requires of its citizens that they simply be and buy. 

Anti-Natal

Night of the Living Dead dealt with what happened when our nearest and dearest turned against us. But what if your family were never particularly 'near and dear'? What if, like the cuckoo, some entity left one of its hatchlings in your unsuspecting nest? What if some monster was growing among you, inside you; every outward inch an innocent child, every inner molecule an abomination? This was reality for the thousands of women who had taken Thalidomide to ward off morning sickness, who found themselves giving birth to armless, legless, twisted little torsos. It was also reality for the war generation, who had fought to build a better world and found they had produced... hippies. It was also reality for the families of Vietnam conscripts, whose sons, brothers and husbands went away for a tour of duty and came back... different.

Rosemary's Baby (1968), begins a thread of horror movies which continues well into the 1970s, and picks up on the anxieties expressed in Village of The Damned (1960), an adaptation of John Wyndham's The Midwich Cuckoos.

Several films in the 1970s explored very effectively what happened next - The Omen trilogy follows the fortunes of the anti-Christ from birth to adulthood, whereas The Exorcist and Carrie deal with adolescence and the Devil. It becomes clear that sociopathy starts young. Yet if Satan is the father of your child, then you can in no way be responsible for their behavior. Unlike Norman Bates, who clearly puts the blame for the way he is on his mother at the beginning of the decade, Rosemary's Baby is going to grow up into his own person, regardless of his mother's ineffectual witterings. And there is nothing she, nor any teacher or policeman can do to prevent it.

Films of the 1970s
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Nightmare Decade: In Front of the Children

Horror movies of the 1970s reflect the grim mood of the decade. After the optimism of the 1960s, with its sexual and cultural revolutions, and the moon landings, the seventies were something of a disappointment. It all started to go horribly wrong in 1970; the Beatles split, Janis Joplin and Jimi Hendrix died, and in many senses it was downhill all the way from there: Nixon, Nam, oil strikes, glam rock, feather haircuts, medallions... However, when society goes bad, horror films get good, and the 1970s marked a return to the big budget, respectable horror film, dealing with contemporary societal issues, addressing genuine psychological fears.

One genuine fear apparent in the horror films of the 1970s is the fear of children, and the fear of the messy, painful and often fatal process of childbirth. David J Skal, in his brilliant book The Monster Show, identifies this fear as stemming from the introduction of the contraceptive pill, and from the birth defect horrors forced on the western world by thalidomide. Once sex and conception have been separated, and sexual activity becomes primarily a pleasure, the by-products (i.e. children) become monstrous aberrations. 
Children are the focus of horror in many key 1960s films (Village of The Damned (1960) really reinforces that kids can be spooky. And unwanted. And do bad things to their parents) culminating in Rosemary's Baby. Yet this theme dominates the 1970s, as the crumbling family unit becomes the source of much fear and mistrust. This time around 'the enemy within' is not a shapeshifting alien from another planet altogether. This time the enemy is to be found in your own home.

It's your Mom (Shivers). Your Dad (The Shining). Your brother (Halloween). Your husband (The Stepford Wives). Your little boy (The Omen). Your daughter (The Exorcist). It's the people you see so often you don't really see them any more (Carrie). The seventies were about deep-seated paranoia, and the fear that the moral shift of the 1960s had created a culture of monsters - the archetypal successors of the shuffling zombies in Night of The Living Dead. There is little humor in 1970s horror films. Gone are the over-the-top antics of the Hammer crew, along with the shoestring budgets, as horror once again returns to the mainstream.

The 1970s is also the decade when the first so called movie brats (the first generation to grow up with television and the level of visual literacy that brings) leave film school and let loose on their own movies (Spielberg, Scorsese, Lucas, de Palma et al). Also, writer Stephen King hits the bestseller lists with his 1974 debut, Carrie. These are people who grew up (as King vividly recalls in his horrorography, Danse Macabre) watching the Universal horror classics and The Addams Family on TV and playing with their Aurora Monster kits. This new breed of creatives were well versed in the genre paradigms and steeped in genre history. They knew intimately how a horror film should look and how a monster should behave - and how a skilled director might start playing variations on the well worn themes.

Influential films of the decade: The Exorcist (1973), The Stepford Wives (1975), The Texas Chainsaw Massacre (1974), Jaws (1975), Carrie (1976), The Omen (1977), and Halloween (1978).

Horror in the 1980s
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Inside Out: Body Horror

Horror movies of the 1980s (which probably begin in 1979 with Alien) exist at the glorious watershed when special visual effects finally caught up with the gory imaginings of horror fans and movie makers. Technical advances in the field of animatronics, and liquid and foam latex meant that the human frame could be distorted to an entirely new dimension, onscreen, in realistic close up. This coincided with the materialistic ethos of the 1980s, when having it all was important, but to be seen to be having it all was paramount. People demanded tangible tokens of material success - they wanted bigger, shinier, faster, with more knobs on - as verification of their own value in society. In the same way, horror films during this decade delivered the full color close-up, look-no-strings-attached, special effect in a way that previous practitioners of the art could only dream about. Everything that had lurked in the shadows of horror films in the 1950s could now be brought into the light of day. The monsters were finally out of the closet.

Once they were exposed to the light, however, these monsters proved to be the same as ever: ghosts (of supernatural origin), werebeings (of human origin), and slimy things (origin unknown). The latter maintained a strong presence; the cuddly aliens represented in Star Wars and ET were counterbalanced by the grotesque extraterrestrials of the Alien Trilogy and The Thing. Werewolves made a strong showing in the early 1980s with the Howling series and An American Werewolf in London - and perhaps, as in the 1940s, reflected a fear of the 'wolves' stalking each other under the aegis of the Cold War. Ghosts were not so numerous but still provided cause for terror, whether they were traditional ones, such as those haunting The Overlook Hotel in The Shining (1980), or of more ambiguous status: Freddy Krueger is technically a ghost.

The horror films of the early 1980s show a new energy and delight in the genre, as special effects creators fell over each other to create sequences that had never been attempted on film before. There were to be no more monsters with zippers up the back. But did this mean that horror films became more or less scary? Opinion is divided on the image/imagination debate. Some films which show no monsters at all (e.g. Cat People, and later, The Blair Witch Project) manage to terrify through suggestion, providing triggers for the audience's imagination and letting them scare themselves. Others take a quite literally visceral approach, providing images of blood and gore which induce a physical reaction of nausea and fear, challenging the audience to keep watching despite their revulsion. Experiments on the effects of media violence have shown that even fairly hardened viewers find it difficult to keep watching a video of a surgical operation; something about the insides of our own bodies induces genuine repulsion.

However, the cumulative effect of gory images is one of desensitization; pile too many on top of each other and they lose their meaning, and their power to shock. In keeping with the "excess is best" ethos of the 1980s, it became common practice to pile great heaps of gory images on top of each other, and the latex lunacy of horror movies by the end of the decade is more comic than horrific, as animated body parts hurtle from all directions across the screen. Brian Yuzna's Bride of Re-Animator, From Beyond (1986) and Society (1990) are all classic "should-I-laugh-should-I vomit?" cases in point. This so-called 'body horror' reflects a fascination with our own insides. Horror films have always dealt with the taboos surrounding Death, and in the 1980s they began to deal with evisceration, pulling apart the human body and turning it inside out, with all the bloody, slimy contents on display. As the tagline for Re-Animator (1985) intoned, "Death Is Just The Beginning", and viewers of 1980s horror films get shown many of the processes which occur after that.

Apart from movies in which disconnected or deformed body parts provide a threat to the still-whole, still-living humans, zombie films made a real comeback, from the slick satire on shopping mall frequenters, Dawn of The Dead (1979), to the inspired gore-fest Brain Dead (1990) successfully lurching across the screens in various stages of decomposition. Horror appeared to be good box office business in the 1980s, so much so that there are a couple of big-budget family-orientated entries to the genre. Joe Dante began by directing low-budget horror fare such as The Howling, and graduated to the major league with Gremlins (1984) a film aimed squarely at the Christmas family market, but containing some highly vicious little monsters and some very gory special effects. Of course, kids loved it, as they also loved Ghostbusters (1984). These movies were big hits ($148M and $291M at the box office respectively) and, although their success meant that horror movies were looked upon favorably by production companies, it began to affect the genre's credibility. The main demographic for audiences of horror movies in the 1980s was 15-24 year old and male; an audience seeking thrills as a rite-of-passage, seeking to prove that they have strong enough stomachs to sit through whatever the film-makers may throw at them. Not for them the 'kids stuff' of Ghostbusters or Gremlins, nor the 'philosophical horror' of some of the great genre entries of the 1970s. Of course, that which is designed to appeal to a 19 year old male may not appear an attractive viewing proposition for anyone else. The 15-24 year old market is consistently believed by movie studios to be attracted to violence, action, shock (as opposed to suspense). Sex and excess in everything: the perfect 1980s audience.

Video Nasties

Direct-to-video horror films in the 1980s were produced on the same basis as the AIP titles of the 1950s; a grotesque title, a gory tagline and a gruesome cover were all that was needed to get a video store-browsing customer to pick up the box and say "this one looks good". Usually budgeted at between $250,000 and $2 million, and clocking in at an average of 80 minutes these movies represented more variations on the slasher theme, or constituted loose sequels to a title that had already been successful as a theatrical release. As the marketing was all about promising "killings", aimed at a niche audience, there was no need to employ stars (although you might find a couple of today's A-listers on their way up). The Drive In had finally come home, allowing teenagers to consume horror movies in a private space (the basement or the bedroom), without any adult interference, without any interference at all, if desired. The VCR made movie watching a solo activity for the first time in the medium's history since kinetoscopes faded from amusement arcades in the early 1920s.
Anyone who was a teenager in the 80s will remember discussing horror movies not in terms of plot, or performance, or production values, but in terms of "grossness", the all important G-factor. The most popular movies were the ones with the most gross moments, normally a combination of shock and excess, full technicolor representations of penetration, decapitation, amputation, and of course, implosion and explosion of body parts. The distributors took out full page ads on the backs of magazines highlighting mutilation and murder. These bloody accidents were distributed on tape, and were available to view, repeatedly, by anyone with access to a VCR and the tape. This made a mockery of the ratings system, and it quickly became apparent that relatively young children were exposed to eye-gouging, fingernail-pulling, exploding heads and tree rape, courtesy of their older brothers and sisters, or even careless parents. If a film had been theatrically released, it carried its rating forward to video release, but the straight-to-video masterpieces were largely unrated. In the UK this led to the notorious "Video Nasty Debate", as the tabloid press screamed with headlines of the "Sick Films Warping A Nation's Young Minds" variety. The film makers would not, or could not clean up their act; they were producing violence and gore to order for an adult market that was lapping it up voraciously. The Evil Dead was cut by a hefty 49 seconds for both theatrical and video release in the UK, and was withdrawn after a series of high profile court cases, in which it was argued that the film was obscene. It was probably singled out for attention because it was the top rental in the UK at the time.

The result of legal action against the distributors of the "video nasties" (39 titles eventually made the list) was a law passed to regulate the sale and distribution of video in the UK (The 1984 Video Recordings Act). This was the first time a UK government had passed a new censorship mandate since 1737, and was seen as a triumph for the moral majority. Their victory was rather hollow as it only served to send the trade underground, especially as these titles were available in the USA, and any self-respecting teenager could tell you which of their local video stores provided under-the-counter "banned" videos. From our perspective, two decades on, it is difficult to see what all the fuss is about.

Towards the end of the decade, horror movies were considerably 'dumbed down' to attract their target audience, with body counts through the ceiling, and little attention being paid to plot and credibility. Horror movies were designed to appeal to aficionados of the genre and no one else, stuffed full of in-jokes and unnecessary, over-the-top gore. It looked as thought the genre might have gone into tailspin - sequel piled upon sequel, endlessly recycled plots, lower and lower box-office receipts hence lower and lower budgets, and a loss of respectability which meant that respected writers, directors and actors shunned working within the genre. But horror movies had been here before, at the end of the 1940s, and once again the genre successfully managed to reanimate itself. Eschewing a luminous blue serum, horror went back to basics, and refocused on that basic of all evils, 'man's inhumanity to man'.

Influential films: The Shining (1980), An American Werewolf in London (1981), The Evil Dead (1981), The Thing (1982), A Nightmare on Elm Street (1984), The Hitcher (1986), and Child’s Play (1988).

Horror in the 1990s
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By the end of the 1980s horror had become so reliant on gross-out gore and buckets of liquid latex that it seemed to have lost its power to do anything more than shock and then amuse. Peter Jackson's Brain Dead (1992) epitomizes this; a riot of campy spatter, it climaxes with a zombie orgy through which the bespectacled hero must cut his way with a lawnmower. It's hilarious, and not scary in the slightest. The original creations of the late 1970s/early 80s were simply caricatures of their former selves, their power to chill long having disappeared in a slew of sequels and over-familiarity. It seemed that horror had become safe, a branded commodity (Jason, Freddy, Michael) bringing easy recognition and a rigid set of expectations. The uncanny had somehow become the norm, tame and laughable.

However, each generation needs something to be scared of, and yearns for its fears to be fairly represented on the screen. Finding no satisfaction in sequels and pastiche, Generation X got its own special brand of boogeyman: the serial killer. It can be argued that the so-called psychological thriller took precedence over horror in the first half of the 1990s, and indeed, many dark, disturbing films of this period describe themselves as thriller, not horror. Yet directors such as Jonathan Demme were adopting the codes and conventions of the horror genre, when pacing their plot, when representing their characters, and when manipulating the shock/suspense mechanisms of their audience. It's just that they weren't admitting to making horror films, thus avoiding any association or comparison with the splatter crew. There was a perceived need, as there was at the beginning of the 1960s, for adult, intelligent horror, and it was provided in the form of disturbing, violent thrillers such as Silence of The Lambs. As horror appeared to run out of original ideas, more film-makers turned to re-making old ones, re-interpreting old narratives through a postmodern, 1990s lens. Hence movies like The Exorcist III, which plays not on society's anxieties about its children, but about its old and infirm, and A-list, big budget re-workings of the two classics, Dracula and Frankenstein.

Psychokillers - It's Always The Quiet Ones

Perhaps as a reaction to the splatterfests of the 1980s, and an attempt to create "horror for grown-ups", the 1990s presented monsters that were far more mundane. Ever since Anthony Perkins revealed Norman Bates's taxidermy collection in Psycho (1960) audiences have proven susceptible to the charms of that mild-mannered mother's favorite, the slightly stammering serial killer. Psycho, like The Texas Chainsaw Massacre, Silence of The Lambs and numerous others, takes as its basis the murders of Ed Gein.

In 1957, America was by turns horrified and fascinated by the details of Gein's case. The residents of Plainfield, Wisconsin had known him as 'Weird Old Eddy' for years, but they were as shocked as anyone else to hear of the grisly human remains he was hoarding in his remote farmhouse. Police investigating the robbery of a local hardware store turned up to question Gein and discovered among other things, an armchair with real arms, a belt made of nipples, a bowl made from a human skull and a table made with shinbone legs. Apparently. Gein's macabre brand of handicraft at once captured and repulsed the American imagination and the modern cult of the serial killer was born. But why the fascination? Not only did this man transgress by committing the act of murder, but he trampled society's taboos by fetishising body parts, fashioning them into useful household items and taking a grotesque pride in his work. Surely this fell so far outside the realms of normal human behavior that it qualifies the perpetrator as totally inhuman, a man-monster, as abhorrent a creation as Victor Frankenstein's experiment? How could he be so totally different from the rest of us? Was he that different?

Serial killers throughout history have always made good folk heroes. Their stories told in legend and ballads, and in the 'penny dreadfuls' of the nineteenth century, mass murderers were always guaranteed a notoriety that lasted long after the last scrap of flesh had rotted from their corpse gently swinging from the gibbet. Even into the 21st century their popularity shows no signs of dwindling. The search term "serial killer" throws up thousands of sites on the internet, and there are electronic shrines dedicated to individual criminals, as well as pop songs, TV shows, paperbacks, comic books and, of course, movies. Serial killers are often represented as having more-than-human powers, which is where movies about them stray into the horror genre, rather than being thrillers; although the monster is human, he has a supernatural edge which makes him all the more frightening.

A serial killer fulfils several functions within a film's narrative structure. He (or much more rarely, she) can play the part of villain, or antagonist, obviously, and can provide a worthy opponent for the protagonist. However, serial killers onscreen are often portrayed as being supremely intelligent or cunning, and find it easy to foil 'those dumb cops'. Audiences respect this intelligence, and a well-played killer may excite our sympathy as much as our distaste; it's the Iago factor. In Shakespeare's Othello we are presented with a villain who is as reasonable as he is evil, a villain who pours his heart out to the audience and a villain who, in the hands of the right actor, might outshine the bumbling hero. Serial killers in movies (rarely in reality) communicate with their pursuers, forging a bond through enigmatic phone calls and notes. In some ways they can appear as the Helper, aiding and abetting in their own capture. Sometimes they reciprocate respect with the particular agent or officer assigned to their case, and show them kindness: Hannibal Lecter gives Clarice Starling help in solving the Buffalo Bill case in Silence of The Lambs, and Jonathan Doe spares David Mills's life in Se7en. Are we meant to like the killers? Perhaps not, but they exhibit shreds of sensibility and humanity which mean we can't altogether hate them. Is Lecter a villain or an anti-hero?

Serial killers are those who, by definition, enjoy killing and seek their thrills repeatedly. This puts them outside the normal boundaries of humanity. Serial killers, also by definition, manage to kill several times before being caught, their skill at escaping detection perhaps suggesting extraordinary good luck, or supernatural powers. They are not ordinary human beings, and as with any aberration from the norm, we prefer to see them as monsters. There are many films about serial killers, some of them excellent (Silence of The Lambs, Se7en) some of them dire (Resurrection, The Bone Collector).

Serial killer movies exist on the cusp between horror and thriller, and which category they fall into depends on several different factors - how they have been marketed, the representation of the killer, the final resolution (does it suggest order – i.e. the police rounding up the killer and locking him away, or disorder, with a continued threat?), and the nature of the characters who pit themselves against the killer (are they professionals - lawyers, police, private detectives, even doctors? Or ordinary individuals fighting for their lives?)…

Self-Awareness

When it seemed that there was nowhere new for the horror narrative to go in the early 1990s, one of its main auteurs, Wes Craven, decided to adopt a self-reflexive approach. Rather than trotting out another linear rehash of the "monster chases kids and kills them one by one" model that had come to dominate the genre, Craven chose to explore the horror narrative from the inside out. Horror films are usually extremely artificial constructs; audiences expect illusion and trickery, that the story will follow genre rules, rather than those of reality, and that events and characters will be contrived to fit the needs of the story, rather than any attempt at representing the truth. No one expects a horror film to be realistic or literal; they are usually viewed as allegories. Craven exploited this, and created a pair of postmodern movies that played off their formulaic forerunners.

He acknowledges that one of the main pleasures of viewing a horror movie involves knowing what will happen, and addresses this directly in dialogue. Thus the characters experience events in a self-aware fashion, and consciously break the rules of survival ("Never say "who's there?" Don't you watch scary movies? It's a death wish. You might as well come out to investigate a strange noise or something" - Scream). This definitely offered something fresh for audiences; the approach didn't patronize them, or expect them to accept ludicrous plot holes. Instead, the form, and awareness of the conventions of that form, rather than the content alone, provides the fun.

The 2000s and Beyond
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Global Convergence

Horror movies in the late 1990s predicted dire things for the turn of the century. Whilst January 1st, 2000 came and went without much mishap, many commentators have identified the true beginning of the 21st century as September 11th, 2001. The events of that day changed global perceptions of what is frightening, and set the cultural agenda for the following years. The film industry, already facing a recession, felt very hard hit as film-makers struggled to come to terms with what was now acceptable to the viewing public. Anyone trying to sell a horror film in the autumn of 2001 (as George Romero tried with Land of the Dead) got rebuffed. "Everybody wanted to make the warm fuzzy movies."(LA Times 30/10/05) There were even calls to ban horror movies in the name of world peace. But, by 2005, the horror genre was as popular as ever. Horror films routinely topped the box office, yielding an above-average gross on below-average costs. It seems that audiences wanted a good, group scare as a form of escapism, just as their great-grandparents chose Universal horror offerings to escape the miseries of the Depression and encroaching world war in the 1930s.

The monsters have had to change, however. Gone were the lone psychopaths of the 1990s, far too reminiscent of media portrayals of bin Laden, the madman in his cave. As the shock and awe of twenty first century warfare spread across TV screens, cinematic horror had to offer an alternative, whilst still tapping into the prevailing cultural mood.

Terminal Terror: Final Destination

“I told you you were next.”

A full eighteen months before Flights UA93, UA175, AA77 and AA11 headed for their date with global news infamy, horror fans were enthralled by a fictional plane crash. Flight 180 meets its doom in Final Destination (2000) in an orgy of incendiary detail, as passengers are sucked through the fuselage, crushed by cascading hand baggage or have their faces burnt off by ignited jet fuel. In-flight entertainment this is not. A prescient suspense movie that showed us the shape of things to come - perhaps? It's telling that the director, James Wong, and producer, Glen Morgan, cut their teeth on that most conspiracy theory-friendly of TV shows, The X Files. Along with Donnie Darko (which debuted at Sundance in January 2001 and also deals with teenagers, fragmented jet engines and sidestepped fate) Final Destination implies a changing direction in horror cinema, as well as setting the stage for post-millennial nightmares about Death raining from the sky. Chillingly, these nightmares were soon to be rooted in newsreels, and impact the zeitgeist the world over as 'the Global War on Terror'.

Ostensibly yet another teen-focused horror movie in which protagonists get picked off one by one, Final Destination marks a significant paradigm shift. By the end of the 1990s the slasher/killer was played out as a horror trope. Not even self-referential parody could make a masked murderer into an interesting antagonist. Even before the first plane hit the North Tower, it seems that audiences were searching for a new source of dread, something less cartoonish, something that couldn't be blamed on an unhappy childhood, or a revenge mission. The new millennium brought with it a new unease, a feeling that the evil in the world cannot be contained inside one masked, wise-cracking human. Step forward the most ancient and enduring of human adversaries: Death.

Post 9/11, Final Destination plays as something of a comfort. Its central message (you are more likely to be killed by a tea kettle than an anthrax attack) reclaims Death as an entity, pulling it back out of the realm of capering, masked, cartoonish killers with supernatural powers and smart mouths. The franchise also represents a world in which tragic mass deaths occur as accidents, not as part of a terrorist plot. In Final Destination, Death is once again real, domestic, mundane, but still the stuff of nightmares. The movie encapsulates a brief moment of innocence at the top of the century when a plane erupting in a fireball could be entertainment. As the 2000s wore on, Death became even more everyday. War casualties dominated news reports until they became too commonplace to report. Cinema audience's tastes ran to torture porn and the straight-to-DVD market exploited censorship loopholes to make "uncut" mean "hacked to pieces with a blood-soaked chainsaw". But for the teenage protagonists of Final Destination and its sequels, Death becomes a fresh concept, as they are suddenly, forcibly reminded of their own mortality. While audiences are entertained by the elaborate accidents that befall the characters, the movies leave a chilling aftertaste. The horrors of Saw or Hostel wash over the viewer, their atrocities so beyond the realm of everyday experience that they have no impact, but Final Destination hits home. Literally. Your kitchen can never seem like a safe haven again.

Soldiers of Misfortune: 28 Days Later, Dog Soldiers and Deathwatch

Thanks to embedded reporters, live feeds, 24 hour rolling news and events in Iraq and Afghanistan, military images dominated the news - and global consciousness. Media and military technology combined to give the general public a close up view of war like never before, in a daily TV dosage. It was inevitable then, that, as the conflict dragged on and stories of less-than-heroism began to surface, that the rank-and-file soldier should begin to feature as a dominant figure in our mass cultural nightmare.

British horror films were ahead of the curve on this paradigm. Dog Soldiers (2002) pits soldiers on a training exercise in Scotland against an ancient curse. Faced with an unseen slavering threat that is better at surviving in the forest than they are, the soldiers fall apart, and are picked off one by one. Their machine guns and tactics training are useless against a silent, deadly — and indigenous — opponent. Deathwatch (2002) involves a 1917 platoon facing a similarly mysterious threat in their trench. The realization that team-work might save them comes too late, and individually, they must face a lonely death in the mud. Both these movies set supernatural forces loose in the theatre of war. Otherwise, for 21st century tastes, it's too much like TV.

Rapidly emerging as the classic horror movie of the early 2000s, 28 Days Later is a low budget, digitally shot entry into the zombie apocalypse sub-genre. Debate still swirls as to whether or not the zombies really count as zombies - technically they aren't, as they are not dead, just locked by a virus into a state of extreme rage, hellbent on the destruction of those around them. They are also fast - gone are the stiff-legged reanimated corpses of Romero's Night/Dawn/Day. Some of 28 Days Later's power, unusually for a horror movie, lies in its realism. In some ways, it is the heir to The Blair Witch Project. From the news footage which opens the title sequence — riots, lynching, hangings, sobbing mothers and police brutality — the action is placed firmly in the here and now. This is not a galaxy far away. The digital footage — the 'home movie' effect — only enhances that sensation. Shot in 2001, before the 9/11 attacks, 28 Days Later proved to be uncannily preminiscent, both of familiar cities laid waste by disaster, and of global infection. 9/11 saw the normally crowded streets of New York closed and deserted, and landmarks plastered with "Have You Seen...?" posters. SARS devastated the Hong Kong economy in 2003 as the threat of a new, incurable virus shut schools and public offices, decimated tourism and business travel, and had the whole world wondering if it could happen to them. Whilst SARS receded as a threat, the global medical community is still on standby alert for outbreaks of its close cousin, avian flu. And, although at the time of filming the breakdown of West's platoon might have been a cultural reference to Vietnam war movies, the representation of soldiers, flailing without any moral compass to guide them, was to echo loudly in news stories for the rest of the decade.

The Rise and Fall of Torture Porn

“No physical or mental torture, nor any other form of coercion, may be inflicted on prisoners of war to secure from them information of any kind whatever. Prisoners of war who refuse to answer may not be threatened, insulted or exposed to unpleasant or disadvantageous treatment of any kind.”

—The Third Geneva Convention, Article 17 (1949)

"It’s the moral antithesis of what we want to stand for as a country."

—Sgt Erik Saar, US Army translator at Guantanamo Bay

"Torture" is an emotive word, trailing echoes of the Spanish Inquisition, the SS, and the Stasi. The act of torture represents the ultimate corruption of power; the torturer has absolute dominance over their victim, they control pain, which is of far more consequence than death. It is usually associated with individuals who work beyond the reaches of law and morality; drug barons, terrorists, secret police.

Torture emerged from the basements of third world dictators and into the headlines in 2004. The New Yorker brought international attention to a leaked report (see below) about the torture and cruelty experienced by detainees at the hands of US Army personnel. 60 Minutes II ran a story complete with photographs and video footage obtained from participants in the crimes. The soldiers casually posed with torture victims, apparently unaware they were doing anything wrong. This outrage was followed by reports of physical and psychological torture carried out on inmates at the US detention facility in Guantanamo Bay. An FBI investigation concluded that detainees - the majority held under suspicion of terrorism — were subject to the kind of treatment outlawed by the Geneva Convention since 1949; food deprivation, heat/cold exposure, water immersion, enforced immobilization and forced feeding. Torture was suddenly a first world issue, a deliberate strategy employed by the most powerful government in the world.

And it seemed no one at a high level was prepared to admit responsibility or culpability. The rhetoric of the 'Global War on Terror' demands a victory at all costs, and implies the threat comes from forces prepared to play dirty: the gloves are off. Gone is the gentlemanly two-step shuffle of Cold War combat. Torture becomes another technique, to be utilized rather than abhorred. Institutional inclination went hand in hand with new technology: the Abu Ghraib soldiers recorded incidents and images on their camera phones, and distributed the footage on the internet. It was inevitable that this shift in attitude would make the leap from news to entertainment.

Torturing women for entertainment is as old as movie-making itself — think of all those damsels in distress tied to railroad tracks in early silent hits. Herschell Gordon Lewis and his Italian imitators exploited the bums-on-seats value of a screaming, blood-drenched, busty blonde way back in the 1960s. However, several mainstream releases in 2004-5 contained startlingly graphic representations of torture: Hostel, Wolf Creek, The Devil's Rejects, Saw I -V. Individually, these low budget films contain nothing innovative. Wolf Creek and The Devil's Rejects are familiar tales of psychopaths out of control, Saw is a return journey into Se7en territory, and Hostel is The Hitcher's European Vacation. What they share is an aesthetic sensibility: realism. Taking their cue from the intimacy and veracity of 28 Days Later, this new sub-genre of slasher movies positioned the audience right in the middle of the frame. Through dynamic camerawork (HD allows much more flexibility than 35mm cameras both in terms of camera positioning and lighting) and editing, they blur viewpoints - both actual and moral - until it is unclear whose eyes the audience are seeing through, torturer or victim?

David Edelstein coined the term torture porn in the January 2006 New Yorker, suggesting that we engage with these kind of movies on a purely visceral level, all considerations of story and character aside. Just like porn, except the focus of the action is torture, rather than sex. The viewer becomes a voyeur, the traditional distance between lens and object is no longer measurable, no longer a constant. The body horror of the 1980s employed similarly graphic images, but used humor and the gross out factor to maintain that distance. The serial killer movies of the 1990s portrayed equally nasty characters, but contextualized them in a fantasy realm through the use of elaborate, overly theatrical mise en scene: the arrangement of everything that appears in the framing – actors, lighting, décor, props, costume (Silence of the Lambs, Se7en, The Bone Collector) that kept audiences aesthetically removed from the perpetrators. In the torture porn movies of the 2000s, viewing is about realism, about going to that place in the blood-spattered cellar and coming back, after a couple of hours, at least alive. Little is left to the imagination; the sequences of images are all about the details, the biting power saw, the cracking spine.

The other aspect these movies shared was mainstream distribution. Despite their low budgets, they were studio backed, and, thanks to plenty of marketing dollars, made it onto screens in multiplexes everywhere. Their collective box office take is phenomenal. The most frightening dimension to these movies is not their content, but the fact that in 2005 they represented horror hegemony. These were not video nasties changing hands under the counter; these were blockbusters. Saw took over $100 million worldwide in theatrical distribution, Hostel $80 million. Torture made an appearance in other mainstream texts, in the 22nd Bond movie, Casino Royale, and as a major plot device in seasons of 24. It seemed the new aesthetic was here to stay.

But torture porn hit the tabloid headlines in the summer of 2007 as posters for the movie Captivity caused a mini moral panic. The posters showed the distressed female star (Elisha Cuthbert) in a variety of pain poses under a sequence of captions: Abduction. Confinement. Torture. Termination. A definite line was crossed. There was a call for the posters to be taken down (led by Joss Whedon), and Lionsgate responded with an apology - not for the movie, but for the marketing campaign. Captivity, when it was finally released in July, was a flop. Hostel II, whilst managing $30million at the box office, was seen as only a modest success. The big horror hit of 2007 was 1408, about a haunted hotel noticeably missing a torture chamber. Three years on from Abu Ghraib torture was something to be once more swept under the carpet, its existence a dirty secret rather than the main focus of the number one movie.
Asian Influence

Hollywood looked eastwards for inspiration, to the slower-paced, gore heavy thrills of Japanese, Korean and Hong Kong cinema. Asian horror films tend to draw heavily on the spirit rather than the material world, focusing on ghosts, curses and haunted houses, leaving psychopathic killers to the stylized thriller genre. They have a degree of strangeness - based on lack of a logical plot, and on heavy use of symbols - that seems fresh to Western eyes used to more literal recreation of events. 
Straight-To-DVD Bonanza

The VCR changed the face of horror movie distribution in the 1980s by providing alternative markets for cheaply produced films that were not intended for theatrical outlets, either because their low production values didn't justify them being seen on the big screen, or because their extreme content meant they could not be marketed in multiplexes. This thread of horror movie production has become even more popular as advances in digital technology have democratized the film-making process. In theory, anyone with a video camera and a home computer can make their own horror movie. In practice...Nonetheless, there is a strong market today for the 'microbudget' DV horror movie, and, using the internet as a means of bypassing traditional distributors, there are people who can make a healthy living getting their friends to make up as zombies. Some seasoned horror professionals prefer to work in the straight-to-DVD market, as it means they remain free from censorship. DVD releases don't fear the NC-17 rating.
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