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The Hammer House of Cornish Horror: 
The Inversion of Imperial Gothic in The Plague of the Zombies and The Reptile
Ruth Heholt

Goth: ‘one not civilized, one deficient in general knowledge, a barbarian’ 
(Johnson’s Dictionary 1775).

In 1966 Hammer film studios produced the only two of their horror films to be set in Cornwall: The Plague of the Zombies and The Reptile. Sometimes dubbed the ‘Cornish duo’, filmed back to back, using the same sets and actors, these films form a pair. Dark films, filled with an atmosphere of brooding menace and foreign threat, both The Reptile and The Plague of the Zombies are classic Gothic Hammer films. They were originally B Movies: The Plague of the Zombies was billed with Dracula, Prince of Darkness (1966) and The Reptile with Rasputin the Mad Monk (1966). These main features had bigger budgets, both starred Christopher Lee and Dracula, Prince of Darkness was directed by the veteran Hammer director Terence Fisher.  Yet despite this Jonathan Rigby says that ‘the humble supporting features, both set in Cornwall, are infinitely better films’.
 Dracula, Prince of Darkness and Rasputin retained the title feature slots, though, and remain the better known films. Both are set in exotic, foreign locations: Dracula, Prince of Darkness is set in Germany near the Rhine Valley and the Black Forest and Rasputin is set in Russia. These are wild and seemingly dangerous locations where there are fewer restrictions and civilization has not got so a tight hold as in England. The representation of Otherness as threat in Hammer films often comes hand in hand with foreignness and exoticism. From the Indian Thugs in The Stranglers of Bombay (1959) to the Eastern European horrors of Vampire Circus (1972), the foreign is presented as terrifying and barbaric, signifying the destruction of the civilised Western characters. The horrors in these films come from ‘over there’ – exotic and uncivilised places. There are however, resonances of this exotic foreignness in The Reptile and The Plague of the Zombies and although the horrors are imported, the dark, brooding Gothic landscape of Cornwall seems alien too; a place where civilization is liable to break down.

The evil in The Reptile and The Plague of the Zombies originates from elsewhere. In The Plague the wicked aristocrat Squire Hamilton has imported Voodoo practices from Haiti to his Cornish manor house. Here, his elaborate rituals turn the Cornish locals into zombies who are enslaved and forced to work in his tin mine. In The Reptile the upper-class Dr Franklyn delved too deeply into the secrets of the Orang Sancto cult in Borneo. In an act of retribution for this violation, the cult have cursed his daughter Anna to turn into a murderous snake-woman and father and daughter flee to Cornwall hoping to escape the curse. In both The Plague and The Reptile the aristocrats have ‘gone too far’ and brought back terrible horrors to Cornwall. Barry Forshaw suggests that ‘the destructive decadence of the aristocracy [is] a recurrent Hammer theme’ and the horrors have been transported into Cornwall through colonial arrogance and the personal hubris of two upper-class men.
 It takes outsiders to uncover the secrets and rescue the Cornish locals and their communities. In The Plague, Sir James Forbes and his daughter Sylvia are summoned to Cornwall by an ex-pupil of his, Dr Peter Thompson, to help investigate the rash of mysterious deaths among the locals. In The Reptile Harry and Valerie Spalding inherit a cottage in Cornwall from Harry’s recently deceased brother. They arrive to find another mysterious spate of deaths afflicting the villagers: ‘the black death’. In both films the outsiders seem much more enlightened and civilised than most of the local inhabitants. Sir James and Harry Spalding are rational and logical, yet what they uncover is beyond the reach of logical deduction. As Tom, the pub landlord, tells Harry: ‘I’ve seen things your logic couldn’t explain away’.
 Tom is speaking of his time serving in India, yet this time the supernatural has transferred from the colonial regions to Cornwall – a place much nearer to ‘home’.
This chapter traces Hammer’s Gothic imaginings of Cornwall through an exploration of place, the dissolution of empire and the decline of patriarchal and colonial authority. It argues that the films exhibit a Gothic subversion of traditional power structures and gender roles. David Pirie says of the The Plague and The Reptile; ‘[b]oth concern small Cornish communities threatened by a kind of alien and inexplicable plague which has been imported from the East via a corrupt aristocracy: both are, by implication at least, violently anti-colonial’. 
 The chapter examines the significance of the Cornish setting for these ‘anti-colonial’ films. Hanging off the very edge of England, split from the mainland by the Tamar river, Cornwall accentuates the strangeness of both the inside and the outside. The ‘nearest’ of the Celtic peripheries, there is no question of any devolution for Cornwall and Cornwall remains resolutely English. But the very fact that Cornwall is not outside England emphasises its otherness: Cornwall’s strangeness is attached to the English mainland. The spaces of uncertainty, ambivalence and difference that are nearest to ‘us’ always pose the greatest threats and instabilities. Cornwall is stranger and less civilised than the rest of England. Open and receptive to the foreign and the alien, this is where the ‘other’ may find space to creep in.

Cornwall and the Gothic

In 1998 Avril Horner and Sue Zlosnik coined the term ‘Cornish Gothic’ in relation to the work of Daphne du Maurier.
 Although this was the first use of the term, there has long been a link between the Gothic and Cornwall. Ella Westland traces this association back to the late eighteenth century, suggesting that:

By the 1790s it was no longer necessary to leave Britain in search of a rugged landscape which would inspire ecstasy, tranquillity, sweet melancholy or Gothic horror ... The transformation of Cornwall in the English imagination depended on rocky shores and surging seas taking their place with dark forests and snowy summits as approved sites for romantic sublimity.

Cornwall is ‘romantic’, remote and isolated and Cornish Gothic does not begin or end with Du Maurier. Surrounded entirely by sea and forged out of granite, Cornwall is remote; a wild land of pirates, lawlessness and magic. Cornwall has a landscape made for the Gothic and it is a particularly fruitful location for the Gothic terrors produced by the Hammer film studio with ‘its penchant for the imaginative ... re-invention of Gothic material’.
 Almost a cottage industry, Hammer was a small British film studio with its base in the suburbs at Bray near London. Although small, its influence was to become international. Filled with misty and mysterious landscapes, decaying castles, corrupt and murderous aristocrats, scantily clad women in peril, secrets, seduction, violence and gore, Hammer films re-introduced a Gothic sensibility into film. Cornwall provides a perfect backdrop for Hammer’s gloomy imaginings. With its landscape punctuated by ancient standing stones and holy wells, the idea persists of Cornwall as a land of myth and magic, linked with ancient religions and superstitions. 

There has always been an idea that Cornwall is ‘hard to get to’ and ‘too far away’. As Sir James in The Plague exclaims when his daughter suggests that they go down to Cornwall:  ‘Go to Cornwall? It’s miles away!’
 Cornwall is seen as almost inaccessible; an exotic Other that is wilder than the mainland. In the eighteenth and nineteenth centuries Cornwall was known as ‘West Barbary’, referencing the West coast of Africa: the Barbarian coast. Cornwall has long been associated with Africa and the pirates of the Barbary Coast, a place represented as alien, dangerous and fabulous. The Barbary Coast is not a civilised place, and in The Plague of the Zombies and The Reptile Cornwall is not a civilised place either. Cornwall has swayed away from the rational world of the twentieth century and the mainland: monsters live here. As Peter Thompson tells Sir James Forbes in The Plague of the Zombies: ‘[t]his isn’t London Sir. This is a Cornish village inhabited by simple country people riddled with superstition and all dominated by a squire. He acts as coroner and magistrate, judge and jury’.
 In this Cornwall the past prevails; old superstitions and irrational folklore traditions persist. The usual, contemporary authorities are ineffective and there is no rule of law; this is a different place that is playing by different rules. 

In the superstitious Cornish village where The Plague is set, no autopsies have been allowed in spite of the large number of unaccountable deaths, and Sir James insists on the need to examine a body. He tells Peter ‘we’ll dig one up. That man they buried today will do – nice and fresh’.
 The two men creep into the cemetery in the dead of night equipped with spades. As they stoop in the open grave about to open the coffin they realise they are being observed by the police. Sir James flings open the lid of the coffin before they can stop him. There is no body inside: the coffin is empty – the dead have risen. The stolid policemen look on with horror as Sir James paternalistically admonishes them: ‘it doesn’t need me to tell you there is something very wrong in this village’.
 The police are powerless against the dark magic practised by the Squire, but so is Sir James’s medical science. In The Reptile Harry Spalding and Tom, the pub landlord, exhume the body of Harry’s brother for the same investigative purpose. Working in the dead of night during a torrential downpour they dig up the grave and open the coffin to reveal a horrifying corpse – black in the face with an awful wound on its neck – the site of two bite marks. The two men recognise the wound from their travels through the Empire as the bite of a King Cobra. There is a mixing of superstition, occult horror and science here identified by Patrick Brantlinger as part of ‘Imperial Gothic’.
  Systematic scientific and medical examinations are accompanied by the terrible Gothic exhumations which reveal the supernatural and intolerable. As Harry exclaims: ‘[b]ut in England? This is impossible!’
 However, we are not quite in England; we are in the wild, primitive, strange landscapes of Cornwall.

James Rigby relates The Plague to Bram Stoker’s novel Dracula: ‘Squire Hamilton’s wickedness, though it derives from Haiti rather than Transylvania, is as much a threat to “Little England” as Dracula’s’.
 In both films the threat and actual mortal danger has come from outside – from Haiti and Borneo yet it resides in Cornwall. William Hughes discusses travellers in the late nineteenth century for whom ‘the British countryside may find itself rescripted as a new, sometimes perilous, final frontier’.
 Hughes posits a difference between Empire Gothic and what he terms ‘Gothic Tourism’. In Empire Gothic the fear is that:

The Empire has come home, or been brought back, to Britain, that the Gothic Otherness of India or Africa has been transplanted into the English countryside or onto the familiar street plan of an English city. For the Gothic tourist, however, the realisation is not that the foreign is somehow here, a cuckoo in the domestic nest, but that something equally horrific yet quintessentially domestic, wholly home-grown but rarely acknowledged, forms the Other to the perceiving self.

Both of these threats are apparent The Plague and The Reptile. To continue Hughes’ analogy; there may be a foreign cuckoo in the domestic nest, but that nest was there and feathered already. The Gothic used to signify the (literally) foreign, yet Hammer questioned this displacement and some other films such as Horror of Dracula also placed the evil within British culture. Brian Wilson argues that ‘this move actively demonstrated an attack on the conservative British establishment, symbolizing that corruption and evil exist naturally within local social structures and must not be simply relegated to other cultural realms’.
 Here the domestic ‘inside’ becomes as much a space of uncertainty, otherness and horror. The colonial regions of Africa, India, or the exoticised landscapes of the Continent become displaced in the imagination as the ‘foreign’ and the strange come much closer to home. 

In The Plague and The Reptile as well as the home-grown strangeness, there is at the same time what Stephen Arata has termed ‘reverse colonisation’ whereby the people, rites, practices and material horrors from ‘over there’ have invaded England.
 The aristocrats have observed ‘unspeakable rites’ and brought back into Cornwall what Brantlinger calls ‘the destructive magic of the Orient’.
 This is colonisation where it is the ‘mother country’ that is subjected to the foreign. In such fictions Arata asserts, ‘a terrifying reversal has occurred: the coloniser finds himself in the position of the colonised: the exploiter becomes exploited the victimizer victimized. Such fears are linked to a perceived decline: racial, moral, spiritual’.
  He argues that this anxiety arose as the British Empire declined and says that ‘[l]ate-Victorian fiction in particular is saturated with the sense that the entire nation – as a race of people, as a political and imperial force, as a social and cultural power – was in irretrievable decline’.
 Arata suggests that the anxiety about the possibility of England being invaded by the foreign is inevitably accompanied by a (real or imagined) loss of power within the imperial nation. 
The Reptile and The Plague were released in 1966. This is the time of the nascent Women’s Liberation Movement, the last vestiges of the break-up of England’s colonies, and the final part of African de-colonisation. Thus the 1960s too were pervaded by a sense of decline in imperial force and influence. If Arata is correct about the late Victorian period, perhaps the political landscape of the 1960s also invites fictions of reverse colonisation through fears of a loss of patriarchal and national power. The 1950s and 1960s saw the Windrush generation; a wave of immigration from the Caribbean. Stuart Hall et al suggest that this:

transformed the face of British society and brought British identity itself into question. It touched a deep reservoir of negative and stereotypical attitudes in Britain about racialised difference – a legacy inherited from Britain’s imperial role and brought to the surface by the arrival of significant numbers of black migrants from the Carribbean on the ‘home territory’.

This too could therefore be seen as ‘reverse colonisation’ and it is worth noting that in The Plague the Voodoo practices and rites which Squire Hamilton brings into Cornwall come from the Caribbean. Roger Luckhurst argues that the sensationalised ‘story of the zombie needs to be understood as the story of a creature emerging from a long history of demonization of Haiti, which was focused for decades on over-heated fantasies of Voodoo, cannibalism and black magic’.
 Britain in the 1960s was reaping its own colonial reward, as those who had been taught they were ‘British’ came to claim their place. Racism was rife and just two years after the release of the films Enoch Powell made his ‘rivers of blood’ speech.
 In this way, and within this historical context, it would perhaps be easy to read both The Plague of the Zombies and The Reptile as ‘overheated fantasies’ of the colonial Other, zombies and demons and the invading threat they represent. Ian Hunter however argues that ‘Hammer’s horror films were rarely simplistically racist in their treatment of Otherness, often criticising imperial practices and Western ‘civilisation’ even as they reproduced residual colonialist ideologies and images’.
 The Plague and The Reptile follow this critique of imperial practices and the fantasies and narratives that these films present is nuanced with the Cornish setting allowing the expression of a different agenda. 

Brian Wilson argues that: 

Hammer studios during its heyday from the early 1950s to the mid-1970s worked to engender progressive forms of ideological awareness through the utilization of traditional generic cinematic structures as a method through which to reflect and subvert a conservative value system.

The Plague and The Reptile present a conscious criticism of the colonial and the patriarchal. Benjamin Hervey quotes David Cronenberg’s criticism of twentieth century horror films, claiming they were ‘gothic, distant, not here’.
 Yet The Reptile and The Plague are (sort of) here. We are not in Russia or Transylvania or mooning about the Alps; we are in England. However, we know we are not exactly and there is a pervading sense that Cornwall is not quite English enough: lacking in law, ‘normality’, in the ordinary, orderly progression of time, in Englishness. Roger Luckhurst argues that ‘[t]he zombie ... is a product of what has been called “the circum-Atlantic world”’.
 Perhaps it is mere coincidence, but it is interesting to note Cornwall’s own Atlantic coast. There has always been a permeable boundary around Cornwall as the ocean reaches the land, and invasion is a constant possibility.  However there is no real resistance and Cornwall and its landscape are open and receptive to an invasion by the ‘other’; the strangeness of Cornwall echoes the exoticism of the East. Patrick Brantlinger cites as one of ‘The three principles of imperial Gothic’ an ‘invasion of civilization by the forces of barbarism’.
 Yet these films question what happens when it is West Barbary that is invaded. 
In The Plague of the Zombies the invasion is from Haiti: the original birth place of the zombi.
  Indeed it is the only modern zombie film which uses the actual folkloric origins. The figure of the zombie comes out of slave culture: zombies are the resurrected dead who, in Haitian folklore, are raised in order to be (re)enslaved. One of the texts that first brought the figure of the zombie to the Western imagination was William Seabrook’s 1929 book The Magic Island. Seabrook’s anthropological study carefully details the practices he observed and reports from the conversations that he had. Seabrook repeats the tale of the zombie: 

The zombie, they say, is a soulless human corpse, still dead, but taken from the grave and endowed by sorcery with a mechanical semblance of life....

People who have the power to do this go to a fresh grave, dig up the body before it has had time to rot, galvanize it into movement, and then make of it a servant or slave, occasionally for the commission of some crime, more often simply as a drudge around the habitation or the farm, setting it dull heavy tasks, and beating it like a dumb beast if it slacken.

The zombies in The Plague are of this sort rather than the ravenous rampaging zombies of more contemporary films. In these films we invariably see the idea of a zombie plague – a terrifying multiplying of zombies who threaten to overrun the Earth and civilization.
 The anxieties expressed in the Hammer films are very different to the fears exploited in current zombie films and despite the film’s title of ‘plague’, there are no hordes of voracious cannibalistic zombies. The zombies in the Cornish village are much more akin to their ancestors from Haiti. Kyle Bishop argues that the zombie is, ‘a creature born of slavery, oppression, and capitalist hegemony’
 and this is true of the zombies in The Plague. Squire Hamilton performs voodoo rituals that cause the Cornish villagers (and later Alice the wife of one of the heroes) to sicken and die in order that they may be resurrected and enslaved. They are, viewed from a historical and ethnographic point of view, extremely authentic zombies. The scenes which show the zombies working as inhuman mechanical drudges are hellish. Crowded into the overheated tin mine, these rotting corpses toil and are whipped and goaded by the Squire and his men. There is a direct political criticism of labour relations and the position of the Cornish locals in The Plague. The fears explored in the film echo those present in Haitian folk culture whereby ‘the fear is not of being harmed by zombis [sic]; it is a fear of becoming one’.
 Bishop continues: ‘in other words, the indigenous locals aren’t afraid of the zombies themselves but of those individuals who have the power to create them’.
 In The Plague the Squire has the ‘power to create’ zombies he is in a position of absolute power and authority. Bishop says in contemporary films a zombie apocalypse leads to a ‘terrifying breakdown of social order’.
 However, in The Plague as well as in the slave cultures of the Black Atlantic, it is not the breakdown of social order that poses the threat; it is the social order itself that is the problem. 

The Monstrous Female Body

The social order in the films consists of a typically Gothic power structure of authoritative, repressive patriarchal figures. Anna’s metamorphosis into snake in The Reptile is the direct result of her father’s actions during his research into ‘the primitive religions of the East’: he has, in his hubris and arrogance, gone too far.
 The Doctor falls foul of the ‘Orang Sancto’ cult in Borneo when he deliberately ‘discovered their secret’.
 Dr Franklyn brings Anna to Cornwall thinking it to be ‘as far from their influence as possible’
 and hoping Cornwall will weaken the hold the curse has over her. Anna can be directly equated to what Barbara Creed terms ‘the primal uncanny’ which aligns ‘woman, the animal and death’.
 Indeed Creed includes a still photograph of Anna in snake form in her book The Monstrous Feminine.
 Anna is usually a beautiful young woman, yet periodically she becomes a huge erect snake-figure. When she is snake (Cobra) Anna’s monstrous reptilian body resembles an enormous phallus with staring eyes and dagger-like fangs. She possesses a writhing snake body and will penetrate men with her deadly fangs, her poison turning their skin black as they die. An ambiguous female figure embodying the myth of vagina dentata and the blood-sucking vampire, Anna’s is a foreign body of transgression and taboo. Hers is an abject body; an abomination that horrifically mixes male and the female genitalia. Her shape is phallic (and huge) yet the snake aspect aligns her with the Medusa figure who Freud interpreted as ‘a representation of the female genitals’.
 Anna is thus male and female, a terrifying figure with an insatiable appetite, full of power and murderous intent. 

The first reader of the script of The Reptile, the censor Newton Branch, said 

I am in doubt about this horrid and repulsive story. We are used to and indeed addicted to vampire women and their ‘goofy’ canines. But this goes much too far. [U]nless Anna’s appearance and behaviour is toned right down – I would say almost merely suggested – we should discourage this project. It’s morbid and disgusting in its present form.

Anna’s body is worse than that of a ‘mere’ vampire, and is so appalling that it should only be ‘suggested’ rather than viewed. She is lascivious and predatory and as late as 1979 Gérard Lenne calls into question her femininity and calls her ‘a revolting, incrusted [sic] figure’.
 The 1960s saw rising anxieties and unrest about the position of women in British society. By the time these films were produced the Women’s Liberation Movement was beginning to be established. Arising out of the Civil Rights movement in America, women began to protest against gender discrimination and to demand equal rights with men. With the flagship text, Betty Friedan’s The Feminine Mystique having been published in 1963, women began to question their position as subordinate to men and to explore alternative ways to be a woman. Produced in 1966, both The Reptile and The Plague express anxieties about powerful, monstrous, unfeminine women. However, in the same way as the threat of the foreign and colonialism is critiqued, these films also question women’s position in English society.

In The Plague it is Peter Thompson’s wife who is turned into a monstrous female body. Squire Hamilton turns Alice into a zombie and later attempts to do the same to Sylvia Forbes.  There is a disturbing suggestion that he does so in order to keep them as sort of sex-slaves and there are sexual overtones throughout the impending transformations. The original censor’s report from readers of the script of The Plague has this to say: 

A lot of the material in these scenes would be unacceptable. First we get what may be a nasty shot of Alice’s body in the coffin, with the following description ‘all her beauty has gone – instead a lecherous bloated mask of death – a parody of her former self’. Great care must be used if this is to be acceptable. Alice then begins to crawl out of her coffin ‘like some giant, obscene insect’ and Sir James smashes her with a spade, severing her head. We would certainly not accept this if shot in anything like the way it is described. Nor would we want to see the severed head of Alice.

The report deems it ‘unacceptable’ that Alice’s body is seen as devoid of beauty, equated with a lecherous insect and mutilated by Sir James, the hero. In the scene that finally made it into the film Alice is ‘cleanly’ decapitated by a single blow. This is because the American censors objected to the original script in which ‘Sir James is described as striking a second and third blow with the spade ... Peter is described as “stumbling and gagging” at this as a result, and we urge you to omit the second and third blows lest the audience likewise gag’.
 The body-horror in both The Plague and The Reptile is apparent, and there is also an affective reaction of disgust for the audience in their reception of these abject, disturbing, violent female bodies. Peter Hutchings claims that ‘the position of the woman in British horror from the mid-1960s onwards can be seen as offering a degree of resistance to an attempted male objectification of her’.
 Anna’s and Alice’s monstrous bodies both resist patriarchal authority and control and indeed they bring their own type of ‘equality’ and female power to the world of the horror film: the snake-woman and the ravening zombie-woman are active, sexually aware predators.
Both films are dark, Gothic texts exploring a disturbing perversion of fatherhood, paternalism and patriarchy. These figures must be destroyed and the denouement of both films involves the death and eradication of the ‘bad fathers’. Those who have been transformed into zombie or snake turn against their ‘masters’. In The Reptile the house is set on fire and Anna, in snake-form, has her retribution as she sinks her fangs into Dr Franklyn’s neck. This disturbing scene resembles incestuous rape of father by daughter as Anna’s penetrating bite kills him. As he dies his skin turns black suggesting foreign infection and some type of warped incestuous miscegenation. In The Plague there is a conflagration too. As the voodoo fetishes that the Squire uses to keep the zombies enthralled burn, the zombies are set free from their mindless slavery and begin to attack their oppressors. This too is a scene of justified retribution and liberation and there is a sense of justice as Squire Hamilton is strangled by one of the zombies that he has created. In this final scene of the film the burning and collapse of the wheelhouse above the mine, an iconic symbol of Cornwall, signifies the annihilation of the evil brought in to Cornwall from Haiti.
Land of Myth and Magic

The director of both films John Gilling said, ‘[l]ike so many successful thrillers, the dramas unfolded against tranquil, soothing backgrounds like Cornwall, thus heightening the foreground action that was concerned with thrills and horror’.
 However, from my point of view, nothing about Cornwall in these films is ‘soothing’. Evil roams the moors and monsters seep out of ground. Throughout both films there is a permeation of boundaries and the idea of the ‘hidden’ and the ‘underneath’ pervades the films. As zombie-Alice crawls out of her grave, in The Reptile Anna’s monstrous snake-body needs to shed its skin and she retreats to her lair in an underground cavern by a bubbling sulphur pool.  Cornwall is often characterised by what lies beneath, there are exotic depths to Cornwall: something seeps up through the granite. Here boundaries are permeable and zombie-Alice and Anna as snake-woman have been violated and penetrated by something else, something foreign. National as well as bodily boundaries have been transgressed. Shelley Trower claims that ‘Cornwall operates as a complex space the foreignness of which can be redoubled, both as foreign region itself and as one that is invaded from further reaches of the empire’.
 Thus there is not a simple equation of home/foreign, inside and outside, the boundaries are blurred and broken. Squire Hamilton and Dr Franklyn have ignored and destroyed boundaries between the superstitious, exotic, ‘elsewhere’ and white Western ‘civilization’. However as we have seen, Cornwall itself is not quite civilised, and Dr Franklyn’s choice of refuge from the foreign is mistaken. 

Marion Gibson et al say in relation to Celtic identity that there has long been ‘a conception of places like Cornwall and Brittany as special, mystical and separate from the apparently more mundane, rational England or France’.
 This is a myth; an imagining of a more ‘special’, or magical place. Yet it is often the imagining of a place that carries most resonance and power. It is perhaps surprising to note that neither The Plague of the Zombies nor The Reptile were filmed anywhere near Cornwall – both were filmed at Hammer’s Bray studios in Berkshire. Thus the Cornwall depicted in each film is a pure fiction and it is very unlikely that the makers of these films knew much (if anything) about Cornwall’s history or its classification as West Barbary. What we have therefore is an imagining of Cornwall that, in the same way that Orientalism creates the ‘East’, creates a Cornwall that is somehow more Cornish; an imagined exaggeration of a place of myth and magic. Whatever the director John Gilling intended to show as Cornwall, it is represented as Other and as a place open to the fantastic, to the foreign and to reverse colonisations from remote parts of the empire. Steve Chibnall says that after 1965 the Hammer Horrors became ‘more ethnocentric’ and in The Plague and The Reptile ‘the monstrous continues to be something of foreign origin, but increasingly it comes to haunt us in Britain – a post-colonial return of the repressed’.
 Yet the foreign is doing more than just haunting Britain: it habitually resides in the far West. The ‘forces of barbarism’ are alive and well in the wild, primitive Cornish landscape. Cornwall is too far away from mainland England and yet at the same time too near: the very existence of Cornwall means that the foreign is already at home. Imperial Gothic is inverted as all that Cornwall and West Barbary harbours might just slip across the Tamar.
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