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ABSTRACT :

Peter Scully is an Australian-born criminal whose creation of the No Limits Fun platform on the dark web exposed some of the most disturbing realities of digital-
age violence. His videos, which featured acts of extreme abuse involving children, were sold to anonymous viewers across the world for thousands of dollars. These
were planned out acts of performative abuse motivated by demand rather than isolated crimes, altering actual suffering into a spectacle that could be sold. This
paper argues that the dark web, in this context, operates as a digital Gothic space — hidden, decaying, lawless, and consumed by shadows — where anonymity and

power create the perfect setting for moral collapse.

While criminological and psychological studies of such cases exist, little research has examined how literature, especially Gothic and postmodern narrative theory,
can help articulate and confront horrors that resist comprehension. There is a critical gap in how we discuss the viewer’s role, the framing of violence, and the
ethical failure of language when monstrosity becomes entertainment. This paper uses Vladimir Nabokov’s Lolita as a literary parallel — not for content, but for
structure. Like Scully’s exploitation of his viewers, Humbert Humbert aestheticizes evil, manipulating the reader into complicity through charm, control of narrative,
and beauty masking violence. The objective of this paper is to analyse Scully’s crimes through a literary lens, not to justify or dramatize them, but to understand
how acts of extreme evil challenge the capacity of narrative, morality, and language to make sense of them. The study explores how viewers consume horror when
it is displayed without narrative framing and how watching it contributes to the violence. This study adopts a literary-theoretical approach, drawing on Gothic
criticism, narrative ethics, and aesthetic theory to analyse the themes of monstrosity, spectatorship, and narrative failure. Rather than focusing on psychological
motives or legal details, the paper treats Scully’s crimes as real-world “texts” through which the boundaries of horror, complicity, and moral silence are examined.

Literary parallels, especially with Lolita, help demonstrate how narrative structures can romanticize or obscure violence.

This research finds that Scully’s crimes expose the limits of literature while also demanding its use to speak where morality, law, and silence fail. It contributes to
literary studies by redefining Gothic space in the digital era and confronting the role of the viewer in narratives of real-world horror. In a world where evil is

streamed, literature must not look away.
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INTRODUCTION

What happens when evil no longer needs to hide? When it is streamed, paid for, and watched not in silence, but in hunger? In the shadows of the internet,
where laws fade and identities dissolve, horror is not imagined it is performed, recorded, and consumed. The dark web has become synonymous with the
hidden and the horrific a space where digital anonymity enables acts that test the limits of morality and law. Among its most infamous figures, Peter
Scully’s crimes, orchestrated on the dark web and consumed by thousands, represent more than depravity: they expose the terrifying ease with which
human suffering becomes a spectacle. In these acts, horror becomes a product, and suffering becomes a service. In this grotesque economy of pain, the
dark web becomes more than a platform; it becomes a Gothic space where monstrosity thrives, and the viewer is no longer innocent. While much of the
existing literature frames such acts through criminology or psychology, this paper takes a literary approach, asking how such real-world horror can be
examined through narrative, structure, and theme. To study what happens when evil is not just committed, but curated and when viewers become
complicit?

An Australian national, Peter Scully, emerged as one of the most disturbing figures in the cybercrime landscape. Operating from the Philippines, he
pushed the limits of cruelty on the dark web by building a network where exploitation was filmed, packaged, and sold to anonymous audiences, leaving
behind a legacy that remains one of the darkest chapters of cybercrime. These were acts of deliberate choreography. In this system, the viewer was not
an observer but a participant, collapsing the boundary between watching and doing a reality that echoes the Gothic fascination with spectacle and moral
corruption
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Most conversations about Peter Scully have stayed in the realm of law, psychology, or journalism. News headlines and journalistic exposés have detailed

the horrors, and some academic studies have focused on his criminal mind or the structure of the dark web. They record what happened but not how it
was told. His crimes were not just acts; they were stories crafted for the audience's gaze. Yet no scholarly attempt has been made to understand them
through literature as a Gothic spectacle or as voyeuristic fiction made real. This paper takes that step, addressing the gap in current discussion and creating
space where literature directly speaks to real-world monstrosity. This paper does not aim to retell horror, but to examine how literature can face it and
where it fails. This paper investigates how horror, when cloaked in aesthetic or narrative beauty, becomes palatable and even desirable to its audience.
The objective is to highlight the urgency of literary analysis particularly narrative ethics in understanding the blurred boundaries between watcher and
perpetrator, story and crime. Framed by the Gothic architecture of the dark web and the literary strategies of unreliable narration, this paper seeks to
foreground the significance of literary critique within terrains more often dominated by legal, psychological, or journalistic inquiry. It examines how both
fictional and real acts of violence are sustained by the complicity of their spectators, whether as readers, viewers, or anonymous consumers, and does so
through a literary analysis of Vladimir Nabokov’s Lolita.

Lolita does not depict the dark web or real-life cybercrime, but it remains profoundly relevant to this study due to its unsettling exploration of aestheticized
evil. Through Humbert Humbert’s eloquent and manipulative narration, Nabokov crafts a story where language seduces the reader into momentary
empathy with a predator. Just as Humbert uses literature to beautify and rationalize monstrosity, so too does the infrastructure of the dark web distort and
disguise cruelty as consumable spectacle. Lolita, then, serves as a literary mirror, reflecting how narrative can normalize the grotesque and blur moral
boundaries a critical lens through which the crimes of Peter Scully must be examined. By juxtaposing the literary portrayal of Humbert Humbert in Lolita
with Peter Scully’s real-life orchestration of abuse through the dark web, the study traces the mechanisms through which violence is romanticized and
consumed.

This topic matters because it reveals how evil is not always hidden in shadows it’s sometimes disguised in storytelling, or masked by distance on a screen.
By studying this intersection of crime and literature, we can begin to ask better questions about responsibility, spectatorship, and the blurred lines between
engagement. Because crimes are not the end, they’re the entry point to larger questions about humanity, art, narrative, and complicity. When stories are
told too beautifully, or viewed too passively, they risk softening the cruelty at their core.

To understand how cruelty is shaped into something almost artistic and how audiences become part of that process, this paper begins with the narrative
pull of Lolita, where language disguises exploitation. It then turns to the dark web crimes of Peter Scully, where real violence becomes a product for
consumption. Finally, it explores the ethical, spatial, and emotional frameworks that tie both cases together, revealing how storytelling can distort morality,
influence spectatorship, and blur the line between fiction and participation.

The Narrative Trap in Lolita

To begin unpacking the connections between narrative and brutality, we first need to examine a novel that has long tested the boundaries of morality and
beauty: Lolita. Vladimir Nabokov’s Lolita is perhaps the most haunting example of how language can become a veil delicate, shimmering, and deceptive.
At the surface, the novel dazzles with its lyrical prose and poetic thythm. Humbert Humbert cloaks his perverse longing in the velvet of beauty. But
beneath that aesthetic surface is a rot so profound it destabilizes the very act of reading. He reveals the disturbing nature of his pathological sexual fixation
for the 12-year-old Dolores through his own words, showing how he tries to justify his incestuous feelings. The danger lies in how beautifully he speaks
not despite it. Consider the way Humbert defines a “nymphet”, supposedly a girl between the ages of 9 and 14 who possesses a certain kind of “magical”
allure that only men like himself can perceive :

“Between the age limits of nine and fourteen there occur maidens who, to certain bewitched travelers, twice or many times older than they, reveal their
true nature, which is not human, but nymphic (that is, demoniac); and these chosen creatures I propose to designate as “nymphets”.” (Nabokov 18)
Nabokov lets Humbert reframe a child as something magical, mythological. As if these selective girls have a seductive, otherworldly quality that goes
beyond their age and innocence not a victim, but a creature of temptation. The horror is disguised beneath metaphor. A reader might initially admire the
mythic reference before realizing they’re witnessing a linguistic distortion meant to erase the child’s humanity and innocence. And that is the narrative
trap: the prose intoxicates while the truth rots at its core.

One of the most chilling moments of this linguistic entrapment occurs in a lesser-quoted but profoundly revealing passage: “The trouble was that those
gentlemen had not, and I had, caught glimpses of an incomparably more poignant bliss. The dimmest of my polluted dreams was a thousand times more
dazzling than all the adultery the most virile writer of genius or the most talented impotent might imagine.” (Nabokov 20) and then, “Lolita, whimpers
in my arms. A free man I enjoy her among the ruins. Her surprise....... ... awful indecent unpleasantness.”’(Nabokov 51). This reveals Humbert's narcissism,
but more than that, it shows how he romanticizes his depravity. When Humbert confesses that even the faintest trace of his “polluted dreams” outshines
all the passions imagined by great writers, he is doing more than boasting—he is rendering darkness as art. These sentences dazzle and unsettle at once:
they admit corruption but dress that corruption in the language of beauty, making it appear richer, more exquisite, than ordinary love. In doing so, he
elevates his abuse into the realm of aesthetic superiority. This is where Nabokov’s genius and danger lie. By letting Humbert’s voice carry such lyrical
intensity, the novel forces us to feel the pull of his words even as we recoil from his deeds. He attempts to normalize his obsession by convincing himself
that his feelings are natural or harmless. His language is a weapon. It manipulates the reader into momentary forgetfulness, seduces them into empathizing
with the storyteller rather than the stolen girl at the heart of the story. Nabokov, of course, is aware of this and designs the novel to make that unease
deliberate. He writes, “At other times, I would tell myself that it was all a question of attitude, that there was really nothing wrong in being moved to
distraction by girls’ children.” (Nabokov 20). While he acknowledges that at times his desires verge on madness, he quickly reframes the issue as a matter
of “attitude”, suggesting that society’s judgment, rather than his actions, is the problem.

The beauty of the prose is not accidental; it is the mask evil wears.

Much of Lolita’s unsettling power stems from the way Nabokov’s luxuriant prose draws readers into a morally fraught intimacy with Humbert Humbert.
Through Humbert’s poetic and persuasive narration, the novel forces readers into a morally unstable position, seduced by the beauty of language while
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simultaneously repelled by the horror it conceals. Critics have long grappled with how the beauty of style can obscure, or even aestheticize, depraved
acts. In his 1959 essay, “On a Book Entitled Lolita, ” Nabokov states that the novel’s purpose is purely “aesthetic pleasure”, emphasizing that it carries
no moral message. While Nabokov sought to create a sense of connection and wonder through his “aesthetically pleasing prose”, John Ray, the fictional
psychologist who frames Lolita as a factual account, said that the book’s ethical dimension takes precedence. He writes, “Still more important to us than
scientific significance and literary worth, is the ethical impact the book should have on the serious reader” (4-5, emphasis added). While Ray sees the
novel’s aesthetic “magic”, writing, “How magically his singing violin can conjure up a tendresse, a compassion for Lolita that makes us entranced with
the book while abhorring its author!” (3-6), this very enchantment draws readers into Humbert’s perspective. The qualities Ray celebrates- the tenderness,
the compassion, the “magic”- actively shape how readers engage with the text, demonstrating that aesthetic pleasure and ethical reflection are inseparable.
By framing the story as a first-person confession, the text draws readers into complicity, making them both witness and participant in Humbert’s
transgressions.

Lionel Trilling was among the first to argue that Nabokov’s novel is not simply about perverse desire but about the reader’s susceptibility to Humbert’s
charm, which destabilizes our moral footing (9-17). Elizabeth Janeway observed in her contemporary review that the novel dangerously blurs the line
between love and lust, forcing readers to confront their sympathies for an unreliable narrator (5, 25). James Wood extended this argument, suggesting
that Nabokov seduces the reader into complicity, making the act of reading itself feel morally precarious (14-22). Feminist scholars, most notably Sarah
Herbold, have stressed how the novel erases Dolores Haze’s subjectivity, turning her into an object of Humbert’s narrative control, and thereby exposing
the dangers of aestheticizing violence [91-119]. Recent critical work has reframed this discussion in terms of narrative ethics not just what Humbert
does, but what Nabokov compels us to become through our responses. In an edited volume, Michael Wood reflects on the novel’s moral ambiguity. He
writes: “...one of the most important things Nabokov’s novel does is help us understand better just what an offence against a child is... but it does this
only by getting everything slightly wrong and leaving the rest to us.” (2003: 191). Whereas Wayne Booth’s notion of the “unreliable narrator” (7he
Rhetoric of fiction. 2" ed.) offers a theoretical foundation, Nabokov’s portrayal wages a more acute assault: Humbert is not merely flawed but morally
repugnant, yet his eloquent narration threatens to tempt readers into empathizing with him—unless they remain critically attuned.

“Let them play around me forever, never grow up.”’(Nabokov 22)

This is precisely why Lolita remains so urgently relevant to contemporary digital violence and spectatorship discussions. The reader, caught in the cadence
of Humbert’s language, is seduced into forgetting even momentarily that what they are consuming is not love, but manipulation, control, obsession, and
violence. Nabokov’s narrative strategy forces us to acknowledge that the act of reading is never neutral; language can both conceal and complicate evil.
In doing so, Lolita offers a compelling framework for analysing real-world atrocities—like Peter Scully’s dark web crimes, where storytelling, framing,
and consumption similarly shape ethical reckoning and viewers’ desire sustains and amplifies the horrors they watch.

Peter Scully and the Architecture of Digital Horror

The dark web represents a hidden infrastructure of the internet where the boundaries of legality and morality often collapse. It functions as a modern
Gothic space—a hidden, lawless realm where anonymity breeds decay and moral corruption thrives. Within this shadowed space, Peter Scully stands as
one of the most disturbing figures of recent history. His crimes cannot be separated from the digital environment that enabled them; the dark web provided
both the concealment and the circulation through which his violence could spread.

Peter Scully, also labelled as the ‘world’s worst paedophile’ built his operation on the dark web’s unique features — anonymity, encrypted
communications, and a hidden network that shielded his activities from law enforcement and public scrutiny. This allowed him to create and distribute
his horrific videos with little fear of immediate detection. From the island of Mindanao, Scully built up and headed a lucrative international child sexual
abuse ring that offered video streams on the dark web of children being sexually abused and tortured. His site, known as “No Limits Fun” (NLF),
functioned as a pay-per-view platform, where clients could request increasingly extreme acts and pay thousands of dollars to view them. The dark web’s
infrastructure encouraged a chilling form of spectatorship. Buyers were not just passive watchers but active consumers who shaped the content through
requests and payments, blurring the boundary between viewer and collaborator. The encryption and anonymity provided a moral and legal void where
complicity was masked, enabling a vicious cycle of abuse and consumption. This echoes the moral ambiguity found in Lolita — where the reader’s gaze
becomes entangled with the narrator’s desires — but here, the stakes are unbearably real.

By understanding how Scully exploited these digital architectures to transform human suffering into marketable horror, this section exposes the dangers
of a technological environment that can enable and sustain monstrosity behind a veil of invisibility. It also raises urgent questions about how we witness
and respond to violence in the age of digital media. Scully’s most infamous work, Daisy’s Destruction, graphically documented the torture and sexual
abuse of children, including infants, and was sold for up to $10,000 per viewing. The victims were procured by Scully with promises of work or education
to impoverished parents, or were solicited by his two Filipina girlfriends, Carme Ann Alvarez and Liezyl Margallo Castaiia. The video itself was produced
as a spectacle —staged, edited, and designed to shock and gratify its secret audience. Its creation and distribution highlight how the dark web’s
infrastructure enables and encourages violence to be repackaged as consumable content, where every act is shaped by the desires of viewers who purchase
and influence the material.

Moreover, the dark web’s unique environment implicates its viewers in this cycle of abuse. Like the voyeurs of Gothic tales who peer into forbidden
rooms, Scully’s paying audience was not mere spectators—they were enablers whose demand shaped and sustained his depravity. This mirrors the
complex dynamics of voyeurism explored in Gothic fiction, where observing can become a form of participation. Cultural critic and essayist Susan
Sontag, known for her influential work on photography and representation, observes, “To suffer is one thing, another thing is living with the photographed
images of suffering, which does not necessarily strengthen conscience and the ability to be compassionate. It can also corrupt them. Once one has seen
such images, one has started down the road of seeing more and more. Images transfix. Images anesthetize” (Sontag 20). In other words, while images
initially shock us into awareness, the act of repeatedly looking can wear down that shock, turning violence into something disturbingly ordinary. This
underscores a critical feature of Gothic voyeurism: the danger of becoming complicit through observation. Viewers, shielded behind layers of encryption
and invisibility, can consume these atrocities detached from the immediate human reality of the victims. Scully’s paying audience was not simply passive
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observers; their concealed gaze and financial support actively sustained the cycle of abuse. The dark web’s anonymity masks their participation, creating
a moral vacuum where the boundary between witness and participant dangerously collapses. It dulls empathy and accountability, allowing spectators to
feel removed from the horror they are witnessing.

By framing the dark web as a Gothic space, this paper offers a lens to understand how digital anonymity and spectatorship combine to sustain monstrosity,
challenging us to rethink the ethics of viewing and the responsibility of audiences in the digital age.

The Ethics of Looking

What does it mean to witness suffering in an age where images of pain circulate endlessly, often detached from their origins? When does the act of seeing
cross the line from empathy to exploitation? The digital age confronts us with these unsettling questions, forcing a reckoning with the power and peril of
observation itself. If observation itself carries a weight, then the act of looking at cruelty becomes even more fraught. To see is never neutral; it always
positions us concerning what is being shown. Whether as distant onlookers or unwilling witnesses, our gaze participates in shaping the meaning of what
unfolds before us. This makes the ethics of looking inseparable from the conditions under which pain is displayed, demanding that we ask not only what
we see, but also what our seeing does. The visual consumption of cruelty raises a paradox: the more we watch, the more we risk becoming desensitized
to the horror before us. Is there a threshold beyond which looking ceases to be an act of bearing witness and instead becomes a means of perpetuating
harm? This transformation is not merely accidental but facilitated by a deliberate choreography of spectacle—where pain is staged, packaged, and
presented in ways that captivate, and cause dissonance. The challenge lies in untangling our role within this spectacle. Are we active participants in the
machinery of violence, or can we maintain a critical distance that preserves our humanity? The answer perhaps uncomfortably, is that distance itself may
be a myth; once we look, we are already entangled.

The screen does not absolve us; it situates us.

As I explore these tensions, I ask myself and my readers to reflect on the ethics embedded in the very act of looking. How can we engage with
representations of cruelty without becoming implicated? Laura Mulvey’s ground-breaking essay, Visual Pleasure and Narrative Cinema, helps unpack
how pleasure and desire intertwine in the act of watching (Mulvey 6-18) Mulvey argues that mainstream visual culture often positions viewers in a way
that satisfies voyeuristic desire, turning spectatorship into an act of power and control. Susan Sontag’s insight in Regarding the Pain of Others, “to look
is always to decide”- speaks directly to the ethical weight carried by every act of viewing. Each time we confront an image of suffering, we make a
choice: to acknowledge the pain, to turn away, or to become complicit through indifference. In a world saturated with images, this decision is both
unavoidable and profoundly challenging. The viewer’s ethical responsibility, lies not only in the refusal to consume but in cultivating awareness, to bear
witness with a critical, questioning gaze that resists being lulled by spectacle. Psychologist Philip Zimbardo’s concept of the “banality of evil” (Zimbardo
4) provides a striking lens here: evil can become normalized through repetition and detachment, making ordinary people passive facilitators rather than
active resistors. The dark web complicates this further; its layers of encryption and anonymity mask the faces behind the pain, making it easier to dissociate
from the victims and harder to grasp the reality of their suffering.

When I consider this alongside Scully’s dark web videos or Nabokov’s Lolita, 1 see a disturbing parallel: the audience is drawn into a spectacle where
horror is aestheticized, where the viewer’s pleasure risks eclipsing the victims’ suffering. Just as Lo/ita implicates the reader through Humbert’s seductive
narration, the dark web creates a space where viewers of horrific content become unwitting accomplices to violence- dawn in by charm, yet confronted
by horror. In both cases, whether through narrative voice or digital encryption, degeneracy hides behind layers that confuse, captivate, and deflect
responsibility. These protective veils challenge us to look beyond surface appearances to pierce the seductive language and anonymous screens, and to
confront the raw, unsettling truths they mask. To look ethically is to resist passive consumption, to interrogate the power dynamics behind images, and
to maintain an awareness of the real human suffering that lurks beneath layers of narrative and spectacle.

Only by recognizing how art, language, and anonymity shield monstrous acts can we begin to dismantle their power and reclaim ethical agency as viewers,
readers, and witnesses. Literature, unlike the dark web, does not simply expose. It interprets, giving us a language to grapple with violence without
surrendering to it. For if vision risks aestheticizing cruelty, narrative insists on meaning, offering a framework through which horror can be confronted
rather than merely consumed.

Literary Intervention — Why Literature Matters

Literature is far more than words on a page; it is a living mirror reflecting society, human nature, and the complexities of our actions. When confronting
the monstrous deeds humans are capable of, literature offers a vital tool for unpacking the context and motivations behind such acts. Lolita does not
simply narrate a disturbing obsession—it immerses us in the tangled psyche and social fabric that allows such monstrosity to exist. Humbert Humbert’s
admissions reveal how his desires blur the lines between love and madness. Through this lens, literature deepens our understanding of crimes like those
committed by Peter Scully, helping us grasp the broader cultural and ethical implications beyond surface-level horror. How does the context in which
these videos are presented shape our perception, and why are we so easily drawn into their unsettling allure? The dark web thrives on mystery and
concealment, often characterized by a stark lack of narrative—an absence of context, voice, or meaning behind the violent acts it conceals. The spectacle
captivates, but the missing moral framework allows cruelty to be consumed as detached entertainment. Everything on the dark web is shrouded in mystery,
which fuels the audience’s insatiable desire for more. Unlike literature, which carefully constructs stories that invite reflection and understanding, the
dark web’s content is fragmented, anonymised, and dehumanized. While this superficial narrative hooks viewers, the absence of deeper context prevents
any real sense of empathy or remorse from taking hold. Paradoxically, it is precisely this lack of narrative that makes literary intervention all the more
essential. In this sense, Context is key in how we interpret and engage with human behaviour, and literature excels in providing that necessary backdrop.
Nabokov’s complex narration reminds us that “it was all a question of attitude,” brings forth how perspective shapes our understanding of morality and
madness.
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In stark contrast to the dark web’s lack of narrative, Lolita envelops the reader in a richly textured narrative, where language and context work together
to create a complex emotional landscape. Nabokov’s prose is mesmerizingly beautiful, drawing readers into Humbert Humbert’s perspective with lyricism
and wit, even as it reveals his disturbing obsessions. Lolita provides a detailed backdrop—memories, emotions, and social cues—that invites readers to
engage empathetically, however uncomfortable that empathy may be. This framing does not excuse Humbert’s crimes but instead exposes the nuanced
human capacity for darkness, making us wrestle with moral ambiguity. It is this power of literature—the ability to package horror within narrative and
emotion that shapes our understanding of monstrosity, forcing us to confront not only the acts but the minds and contexts behind them. Readers, like
viewers on the dark web, may find themselves caught between fascination and disgust, empathy and complicity. And this, perhaps, is the most dangerous
narrative trap of all: one where we forget that beauty can lie. Literature’s power lies in its ability to unpack this mystique to weave context, emotion, and
ethical questioning into narrative form, offering the tools we need to confront and make sense of such fragmented horror. By examining how narrative
shapes perception, literature helps us understand not only the actions themselves but also the conditions that make them possible and palatable.

As Nabokov’s work shows us, literature is not just a mirror; it is a tool for reckoning with the darkest facets of human nature and society.

Conclusion

In navigating the intersecting landscapes of literary fiction and digital atrocity, this paper has attempted to map how horror, when framed artfully, can
transcend mere spectacle and become an object of consumption. In its pages, we encounter horrors both real and imagined. Whether in the lush, lyrical
seduction of Humbert Humbert’s narrative in Lolita, or in the disturbingly performative architecture of Peter Scully’s crimes on the dark web, we are
confronted with a recurring mechanism: the aestheticization of evil. In both realms, monstrosity is not simply acted out—it is curated, stylised, and made
palatable for the audience.

However, this paper does not aim to establish an equivalence between the experiences of Dolores Haze and those of the victims of Scully’s horrific
crimes. Instead, it seeks to analyse how different narrative techniques shape perception, alter the assignment of guilt, and influence our emotional
investments. The language we encounter, the narratives we engage with, and the suffering we witness carry significant implications for our understanding
of these complex interactions.

Literature acts as a lens, allowing us to explore the complexities of our world and ourselves. It presents the extremes of human nature, highlighting both
our capacity for desire and cruelty, as well as the obsessions that can consume us. Through narratives that reveal shocking violence, literature also
showcases the fragile beauty that persists amid such darkness, emphasizing our potential for wonder, compassion, and resilience. It does not merely
recount events; it immerses us in context, invites us into perspective, and asks the quiet, uncomfortable question: what would we do, what would we feel,
if this were our world? It lays bare the tangled threads of society and illustrates the variability of human behavior, revealing both horror and beauty, vice
and virtue. Both reveal how easily beauty becomes a mask for violence, and how easily we, in our comfort, are drawn to that mask. But literature insists
on discomfort. It asks us to pause, to sit with the contradictions. In doing so, we learn that reading is not passive. It is participation. And to read well is
not just to appreciate craft—but to confront what it makes us feel, what it makes us excuse. In this confrontation, we begin to understand the

romanticization of monstrosity and the consumption of horror—darkness made flesh.
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