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Kromrie, Jessica L. Representation and Diversity in the Horror Genre: How Design 

Research Can Inform the Creation of a Themed Lifestyle Publication 

Abstract 

Leigh Janiak, director of the 2021 Fear Street trilogy states, “What sets apart this trilogy from 

other horror series before it is the fact that it centers on the kinds of characters who don’t usually 

take center stage in horror movies — let alone go on to save the day and survive them” (Serrao, 

2021). Although there have been improvements over the last decade, how can we continue to 

keep representation and diversity at the forefront to improve the content of this specific genre? 

The goal of this thesis study was to analyze horror films and publications to identify the socially 

harmful, regressive patterns, and tropes surrounding diversity and inclusion to which many 

beloved classics fall victim. Design research and a comparative lens are used to inform a new 

wave of horror media materials that hold diversity, inclusion, equality, and representation at the 

center. Taking an interest specifically in editorial design, the deliverable produced from this 

study will consist of a condensed horror lifestyle publication that is appealing to, and inclusive 

of, an audience other than the heterosexual, cisgender male. This study followed a research 

model that consisted of interviews with design professionals, comparative analyses of existing 

materials, a literature review, and case studies of current horror editorials. Through this study, we 

gain an understanding of the faults that live within the horror genre and can alter the materials, so 

viewers see more representation both on and off camera, or in this case, the pages within a 

publication. 
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Chapter I: Introduction 

In this chapter, I will focus on the lack of diversity and representation in past and     present 

horror media such as films and print, why this is a problem, and how they inform the purpose of 

this project. This chapter will detail the limited diversity among directors of these films, as well 

as the underrepresented groups in horror films and some of the harmful representations they 

have. Additionally, the lack of representation in horror films has the potential to inform the 

limited diversity and representation within the content featured in horror publications and will 

also be discussed in the following chapters. An overview of the definitions, statistics, and 

assumptions surrounding the problem will be discussed and will be used to later inform the 

project objectives in the creation of a condensed lifestyle horror publication as the final 

deliverable. 

Purpose of the Project 

Historically speaking, the horror genre has been aimed at a predominately male viewing 

audience and hasn’t been kind to marginalized groups in horror films, television, and literature. 

These underrepresented groups consist of nonwhite individuals, women, and people whose 

sexual orientations and/or gender identities differ from heterosexual and cisgender (those who 

identify as LGBTQ+). However, the numerous beloved horror classics that many of us grew up 

with contain harmful tropes, lack of representation, and violence against these groups. When 

considering the horror films over the last 50 years, many of them fail to feature a Black person, 

sexually active women, or clearly identifiable LGBTQ+ characters who not only survive the 

entirety of the film but are also considered a main character. Many classic horror films that 

influenced the genre feature mistreatment of marginalized groups so much so that several tropes 

are well known and documented. These tropes include the Black character dying first, the 
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LGBTQ+ character      dying or being the villain, and women characters who engage in sexual 

activity dying (Black Dude Dies First, n.d.; Bury Your Gays, n.d.; Death By Sex, n.d.). 

For example, looking at three of the most well-known of the genre, Halloween, Friday 

the 13th, and Nightmare on Elm Street, all the women who have sex in these films are among the 

first to die (Carpenter, 1978; Cunningham, 1980; Craven, 1984). It’s simple, as Jamie Kennedy’s 

character in Scream says, “Sex equals death” (Craven, 1996, 1:13:39). Their partners also perish, 

of course, but it’s a commonality between the three films that the women who undress, are 

shown in their underwear, or have sex will die, while the last female character that survives is 

perceived as innocent, an implied virgin, and pure. Next, the main characters in all these films 

are white, as are all the supporting characters. In fact, there is not one nonwhite character present 

in any of these three films. Lastly, all the characters, as far as we know based on context clues by 

the director, are cisgender and heterosexual. However, we don’t just see this lack of diversity in 

front of the camera, we also see it behind the camera as well, as the directors of Halloween, 

Friday the 13th, and Nightmare on Elm Street are all cisgender, heterosexual, white men. 

While this example only demonstrates the lack of diversity in three horror classics, it 

does highlight a major problem within the industry and therefore the purpose of this project. The 

goal of this study is to focus on how design research can inform editorial design and the creation 

of a horror publication. To do this, I will start by analyzing horror films, then move on to assess 

the current state of horror publication within the pages. Horror films are among the most frequent 

content featured in horror publications, so it’s important to analyze the diversity of the characters 

in and the directors of horror films to better understand the featured subject matter found in 

publications as well. When looking at three of the most popular and well-known horror 

publication titles, Rue Morgue, Fangoria, and Scream, it becomes apparent that they are 
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designed for men, by men, and are lacking diversity and representation throughout. 

According to the 99 Designs article, Your Visual Guide to Design Styles, simple lines, 

hard edges, thick strokes, bolded fonts, gritty or rugged imagery and textures, monochromatic 

themes, and darker colors are all qualities of masculine design and a style that is most often 

appealing to men (99 Designs, n.d.). Keeping these design qualities in mind, after observing the 

subject matter on the covers of the 2021 issues from Rue Morgue, Fangoria, and Scream, it 

could be assumed that these publications would most likely be designed for a male audience. 

Starting with Rue Morgue, of the six issues published in 2021, it can be observed that the use of 

dark colors, cracked textures in the logo, large and bolded fonts suggest that these covers were 

designed for male viewership (Issues, 2022). Also, on the Issues page of the Rue Morgue 

website, observation shows that of the six issues from 2021, four of them have women on the 

cover (Rue Morgue, 2022). However, this isn’t quite the win that it sounds like. Of the four 

issues that feature women on the cover, only one of them features a woman in a position of 

control, and that is a white woman, Nurse Lisa from the 1981 film Dead and Buried (Issues, 

2022). The other three covers depict unrecognizable women either in the grip of a beast’s hand, 

about to be chopped with an ax, or being choked out by a violent snowman (Issues, 2022). 

Like Rue Morgue, Scream also published six issues in 2021, and many of the stylistic 

tendencies indicate that this publication is also targeted at men. The six Scream covers also 

feature dark colors, bolded fonts, sharp edges, and dripping textures; qualities that indicate it was 

designed with men in mind (Magazines, 2022). Of the six issues, only three feature women, all 

of which are white women. Adding to the lack of representation, two of the covers that feature 

women showcase them as vampires either in an inviting position or accompanying a romantic 

subtext, and the woman on the third cover is shown scared and hiding behind a man (Magazines, 
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2022). 

However, Fangoria did offer a surprise compared to the previous two publications. While 

the design characteristics such as the darker colors, straight edges, and gritty imagery are in line 

with design techniques aimed at men, the Fangoria covers showed a wider range of diversity in 

the feature spot proving to be one of the more inclusive publications examined thus far. Among 

the four 2021 covers, one cover featured a Black man, and another cover showcased the Boulet 

Brothers’ Dragula, a horror themed reality drag competition (Single Issues, 2022). While I do not 

know the Boulet Brother’s sexual orientation and gender identity, drag entertainment is inclusive 

of all genders, and has been historically linked to the Gay Pride movement and the LGBTQ+ 

community (Atkinson, 2012). By putting this representation on the cover, it signals a level of 

inclusion of an underrepresented group. Additionally, two of the four 2021 Fangoria covers 

featured women in a position of power, rather than in a submissive or sexual nature (Single 

Issues, 2022). Not only is much of the content inside and on the cover of these three publications 

aimed at a male audience, but many of publication’s creative directors are men as well. Looking 

at the staff of Rue Morgue on their website, it is assumed that both the president and the art 

director are men (About, 2022). Like Rue Morgue, Fangoria also has a man heading the 

publication, as well as in the position of Creative Director (Fangoria, 2022). However, since 

their gender identity isn’t openly stated on their social media accounts, please note that for the 

purpose of this study the gender identity of these individuals is assumed cisgender based on name 

and profile photos. 

Additionally, we don’t just see the issue of limited diversity and representation pertaining 

to editorial design, but the entire design industry. This is important to note as significant trends 

and individuals in the design industry can easily influence graphic design, and therefore, editorial 
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design. According to the 2019 AIGA Eye on Design article titled, We Surveyed Gender Equality 

at the World’s Biggest Design Conferences – and the Numbers Are In, of the 30 worldwide 

conferences surveyed between 2017-2018, it was found that of all speakers that spoke 

individually on stage, 64% of the speakers were men (Eye on Design, 2019). A year later, we see 

a similar trend. According to the 2020 AIGA Eye on Design article titled, We Surveyed Gender 

Representation at Design Conferences Again – and Not Much Has Changed, of the 33 

worldwide conferences surveyed in 2019, it was found that on average 42.3 % of the speakers 

were women, .5% identified as nonbinary, and 66.6% were men (Eye on Design, 2020). As you 

can see from the last two years of results, most speakers at these conferences were men. This 

implicates the growth of designers and the industry because, as stated in the article, We Surveyed 

Gender Equality at the World’s Biggest Design Conferences – and the Numbers Are In, “If the 

majority of those given the stage are men, the implicit suggestion is that the most valuable 

perspective is that of a man’s” (Eye on Design, 2019). To ensure that multiple perspectives are 

heard, Anoushka Khandwala writes, “Design needs to reflect culture, and if we don’t integrate 

diversity into our notion of what design is, not only will we fail to adequately cater to society’s 

needs, we may actually be guilty of perpetuating society’s ills” (Eye on Design, 2019). 

The above information and statistics reflect a very high level of research pertaining to the 

problem at hand. After an extensive investigation of the shortcomings surrounding diversity and 

representation in horror film and print in upcoming chapters, the findings will be used to inform 

the creation of a more inclusive horror editorial. The information obtained in interviews, design 

research, and case studies will be used to assist the purpose of this project - improving the field 

of editorial design to make future horror publications more diverse, inclusive, and representative 

of an audience other than the white, heterosexual, cisgender, male. 
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Definition of Terms 

Below is a list of terms used throughout this study and their respective definitions. 

Trope 

 A common or overused theme or device (Merriam-Webster, n.d. L.). 

Marginalize 

To relegate to an unimportant or powerless position within a society or group (Merriam-

Webster, n.d. E). 

BIPOC 

 An acronym that stands for Black, Indigenous, (and) People of Color (Merriam-Webster, 

n.d. A). This term is commonly used in the United States to emphasize common experiences of 

systemic racism and aims to emphasize the historic oppression of black and indigenous people 

(Wikipedia, n.d.) 

Person of Color 

 A person whose skin pigmentation is other than and especially darker than what is 

considered characteristic of people typically defined as white. a person who is of a race other 

than white or who is of mixed race (Merriam-Webster, n.d. G.). 

Sexual orientation 

A person's sexual identity or self-identification as bisexual, straight, gay, pansexual, etc.: 

the state of being bisexual, straight, gay, pansexual, etc. (Merriam-Webster, n.d. H.). 

Gender identity 

 A person's internal sense of being male, female, some combination of male and female, 

or neither male nor female (Merriam-Webster, n.d. C.). 
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LGBTQIA 

 An acronym that stands for lesbian, gay, bisexual, transgender, queer/questioning (one's 

sexual or gender identity), intersex, and asexual/aromantic/agender. Will be referred to in this 

study as LGBTQ+ (Merriam-Webster, n.d. D.). 

Transgender 

 Of, relating to, or being a person, whose gender identity differs from the sex the person 

had or was identified as having at birth (Merriam-Webster, n.d. K.)  

Nonbinary 

 Relating to or being a person who identifies with or expresses a gender identity that is 

neither entirely male nor entirely female (Merriam-Webster, n.d. F.). 

Cisgender 

 Of, relating to, or being a person, whose gender identity corresponds with the sex the 

person was identified as having at birth (Merriam-Webster, n.d. B.). 

Drag 

 A type of entertainment where people dress up and perform, often in highly    stylized 

ways (National Center for Transgender Equality, 2017). 

Token 

 A member of a group (such as a minority) that is included within a larger group through 

tokenism (Merriam-Webster, n.d. I). 

Tokenism 

 The policy or practice of making only a symbolic effort (as to desegregate) (Merriam-

Webster, n.d. J.). 
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Project Objectives 

Included in this section are the project objectives I will accomplish in this study. 

Throughout the design research process, I will: 

1. Examine misrepresentation and lack of diversity in horror films from 1970-2019 

using a comparative lens. 

2. Assess the current state of circulating horror editorials by conducting case studies. 

3. Analyze more inclusive and neutral editorials, their design techniques, and 

differences between the genres to establish a framework for inclusive design 

decision-making. 

4. Conduct interviews with practicing design industry experts to understand the 

creation of a publication, how to incorporate more representation and diversity in 

a publication, and how apply findings to the creation of the final product. 

5. Investigate inclusive design within the field of editorial and graphic     

design. 

6. Integrate design research findings and creative solutions into the design of a 

publication to create a finished product that is more inclusive. 

7. Critique final product using an evaluative research method, as well as feedback 

from a core group of design professionals who have design background, to use 

findings to adjust and propose more refined design solutions for the future of 

horror and editorial design. 
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Assumptions of the Project 

Using the research conducted above as a jumping off point, it was observed that there are 

some gaps within the editorial design field and the genre of horror where representation is 

concerned. While more research on the topic will be detailed in the following chapters, some 

assumptions can be made at a high level. Among the most popular horror films it is assumed that 

there will be a noticeable gap in representation within the storylines, the featured cast, and those 

in the director roles. Among the most popular horror print publications, it is assumed that there 

will be design that is less inclusive, less representation with the featured stories and the 

accompanying images, and limited diversity among the staff and contributing writers. It is these 

assumptions that will inform the research of this project, the creation of a more inclusive horror 

publication, and suggested improvements to the editorial design field in the future. Going 

forward it is    also important to note that through the analysis of film characters and directors, and 

publication staff and writers, I am limited by what is visibly shown as it’s unlikely that their 

sexual identity and gender identity or expression will be openly disclosed. Since I am unable to 

talk directly to the film directors, print writers, and staff mentioned, for the purpose of this study 

I will be making assumptions based on their names, spousal history, and how they identify 

knowing that this may not be 100% correct. For film character analysis, I am limited to what’s 

shown on screen and will be relying on dialogue and context clues to interpret if a character is 

LGBTQ+, as nonbinary characters, and the full spectrum of sexual orientation is impossible to 

assess just by physical features. 

Regarding horror films, another assumption of this project is that we will see more 

directors that are men than women. Of the top 10 highest grossing horror films from each decade 

spanning from 1970-2019, only one of them, Pet Sematary, was directed by a woman (All Time 
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Domestic Box Office for Horror Movies, 2022). Using the same statistics from All Time 

Domestic Box Office for Horror Movies, it was found that only 8 of the 50 total films were 

directed by individuals who weren’t white (All Time Domestic Box Office for Horror Movies, 

2022). Although this list cannot assess 100% accurately that some of these directors may identify 

as nonbinary, these numbers indicate that throughout this study we will see that more assumed 

heterosexual, cisgender white men are the directors of horror films. When analyzing the main 

characters of those same top 50 highest grossing horror films, it was observed that 124 of the 

primary roles featured women, and 164 of the primary roles went to men. Of the total 288 main 

characters, only 20 characters were Black, and five characters were other ethnicities. Lastly, only 

three of the 288 featured a clearly identifiable LGBTQ+ main character. Based on these findings 

it can be assumed that throughout this study we will see that more heterosexual, cisgender, white 

men hold primary character roles in horror films than people of marginalized genders, 

sexualities, and ethnicities (All Time Domestic Box Office for Horror Movies, 2022). 

After looking at the main characters and directors of horror films over the last 50 years, 

we also need to look at the creative directors and cover features of current circulating horror 

publications as these will inform future editorial design. Observing three of the most well-known 

horror publications, Scream, Fangoria, and Rue Morgue, we see that most of their staff is 

predominately male (Fangoria, 2022; Rue Morgue 2022; Scream, 2022), and of the 16 issues 

between the three magazines published in 2021, all three use design techniques that fall into the 

category of masculine design such as dark colors, bolded fonts, straight lines, sharp edges, and 

gritty imagery. Looking at the representation on the 16 covers, we see that nine of them feature 

women. Of these nine women featured, however, all of them are white, and six of them are 

shown in a submissive or sexual position. Furthermore, of the 16 covers, only one featured a 
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Black man, and one featured two gay men in drag (Magazines, 2022; Issues, 2022; Single Issues, 

2022). These findings are indicative of a lack of diversity on the covers, as well as covers that are 

designed for the enjoyment of men. 

While these publications will be researched further in this study, based on these findings 

alone it can be assumed that throughout this study we will see that there are more heterosexual, 

cisgender, white men on the staff of publications and contributing their knowledge to the 

profession. It is also assumed that many of the horror publications analyzed are designed for a 

male audience, and that heterosexual, cisgender, white men hold more director roles in horror 

publications and films compared to marginalized genders, sexual orientations, and ethnicities. 

These assumptions will be proven through design research methods and detailed in the following 

study. 
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Table 1 

Highest Grossing Horror Films of Each Decade 

Films Grossing Amount Year Director 
 
1970s 

   

Jaws $260,000,000 1975 Steven Spielberg 
The Exorcist $230,347,346 1973 John Boorman 
Jaws 2 $102,922,376 1978 Jeannot Szwarc 
The Amityville Horror $86,432,520 1979 Stuart Rosenberg 
Alien $62,005,728 1979 Ridley Scott 
The Omen $48,570,885 1976 Richard Donner 
Halloween $47,274,000 1978 John Carpenter 
The Texas Chainsaw Massacre $26,572,439 1974 Tobe Hooper 
Carrie $25,878,153 1976 Brian De Palma 
Exorcist II: The Heretic $25,011,000 1977 John Boorman 

1980s 
   

Poltergeist $74,706,019 1982 Tobe Hooper 
Pet Sematary $57,469,179 1989 Mary Lambert 
A Nightmare on Elm Street 4 $49,369,899 1988 Renny Harlin 
A Nightmare on Elm Street 3 $44,793,222 1987 Chuck Russell 
The Shining $44,568,631 1980 Stanley Kubrick 
Poltergeist II: The Other Side $40,996,665 1986 Brian Gibson 
Friday the 13th $39,754,601 1980 Sean Cunningham 
The Fly $37,585,000 1986 David Cronenberg 
Friday the 13th Part 3 $36,690,067 1982 Steve Miner 
Child’s Play $33,244,684 1988 Tom Holland 

1990s    

The Blair Witch Project $140,539,099 1999 Eduardo Sanchez and Daniel Myrick 
The Silence of the Lambs $130,726,716 1991 Jonathan Demme 
Interview with the Vampire $105,264,608 1994 Neil Jordan 
Scream $103,046,663 1996 Wes Craven 
Scream 2 $101,363,301 1997 Wes Craven 
Sleepy Hollow $101,068,340 1999 Tim Burton 
The Haunting $91,188,905 1999 Jan De Bont 
Bram Stoker's Dracula $82,522,790 1992 Francis Ford Coppola 
Deep Blue Sea $73,648,228 1999 John Pogue 
I Know What You Did Last Summer $72,250,091 1997 Jim Gillespie 

2000s 
   

I am Legend $256,393,010 2007 Francis Lawrence 
Hannibal $165,092,266 2001 Ridley Scott 
The Ring $129,094,024 2002 Gore Verbinski 
The Grudge $110,359,362 2004 Nicolas Pesce 
Paranormal Activity $107,918,810 2009 Oren Peli 
The Others $96,522,687 2001 Alejandro Amenábar 
Scream 3 $89,138,076 2000 Wes Craven 
Saw II $87,025,093 2005 Darren Bousman 
Paranormal Activity 2 $84,752,907 2010 Tod Williams 
Freddy vs. Jason $82,622,655 2003 Ronny Yu 

2010s 
   

It $328,828,874 2017 Andy Muschietti 
It: Chapter Two $211,593,228 2019 Andy Muschietti 
A Quiet Place $188,024,361 2018 John Krasinski 
Get Out $175,837,935 2017 Jordan Peele 
Halloween $159,366,015 2018 David G. Green 
Split $138,141,585 2017 M. Night Shyamalan 
The Conjuring $137,400,141 2013 James Wan 
The Nun $117,450,119 2018 Corin Hardy 
Paranormal Activity 3 $104,028,807 2011 Ariel Shulman and Henry Joost 
The Conjuring 2 $102,470,008 2016 James Wan 
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Table 2 

Characteristics of Primary Characters 

Characteristics 1970s 1980s 1990s 2000s 2010s  
 

Gender Identity 
 

Female 

 

 

22 

 

 

29 

 

 

22 

 

 

24 

 

 

27 
Male 28 32 35 33 36 
Nonbinary 0 0 0 0 0 
 

Race 
 

 White 

 

 

49 

 

 

53 

 

 

53 

 

 

49 

 

 

59 
 Nonwhite 1 8 4 8 4 
 

Sexual orientation 
 

Heterosexual 

 

 

25 

 

 

31 

 

 

39 

 

 

30 

 

 

37 
Homosexual 0 0 0 2 2 
Bisexual 0 0 1 0 0 
Other 0 0 1 0 0 
Undisclosed 25 30 16 25 24 
 

Virginity Status 

Virgin 

 

 

0 

 

 

0 

 

 

1 

 

 

1 

 

 

0 
Non-Virgin 14 22 15 14 17 
Undisclosed 32 34 40 38 31 
N/A (child) 4 5 1 4 15 
 

Nudity 

No nudity 

 

 

43 

 

 

53 

 

 

55 

 

 

53 

 

 

48 
Partial nudity 3 3 1 0 0 
Full nudity 0 0 0 0 0 
N/A (child) 4 5 1 4 15 
 

Sexual Activity Depicted 

     

None 43 50 45 48 48 
Implied, not depicted 0 0 9 4 0 
Mild 3 6 2 1 0 
Significant 0 0 0 0 0 
N/A (child) 4 5 1 4 15 

Average Death Scene Length 17 sec. 26.8 sec. 31.6 sec. 17.6 sec. 26.5 sec. 

Characters Dead 24 36 28 34 18 

Characters Survived 26 25 29 23 44 
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Chapter II: Background and Related Work 

Ghostface: 

“What’s your favorite scary movie?” 

Sidney: 

“Ah c’mon, you know I don’t watch that shit.” 

Ghostface: 

“Why not? Too scared?” 

Sidney: 

"No, No. It’s just what’s the point. They're all the same. Some stupid killer stalking some big-

breasted girl who can't act who is always running up the stairs when 

she should be going out the front door. It's insulting.” 

(Craven, 1996, 26:20). 

In this chapter, I will focus on the lack of diversity and representation among women, 

nonwhite, and LGBTQ+ main character roles and directors of the top ten highest grossing horror 

films from each decade spanning from 1970-2019, and how these shortcomings inform the 

purpose of this project. Based on the findings in the previous chapter, it can be assumed that 

heterosexual, cisgender, white men, are most often in the role of director of horror films or are 

featured in the main group of characters. The films from each of these five decades (1970s, 

1980s, 1990s, 2000s, and 2010s) were chosen based off the numbers recorded from All Time 

Domestic Box Office for Horror Movies (2022) and were compiled into a table for easy viewing 

access. (See Table 1) By using the highest grossing films, we can analyze the films that impacted 

the viewing of a wider audience, while also observing trends in representation and diversity over 

a longer span of time. 
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These films will be evaluated to determine the main character’s race, assumed gender 

identities, assumed sexual orientations, survival status, virginal status, sexual activity, the length 

of their death (if the character died), the level of gore pertaining to their death (if the character 

died), and whether the character participated in on screen nudity (See Table 2). All these factors 

were taken into consideration to highlight the many tropes that plague the genre. For this study, 

main characters in these films were identified based on the character status that corresponds with 

their respective film information on the All Time Domestic Box Office for Horror Movies list 

(2022). 

Leading and Lead Ensemble Members, or main characters as I will be referring to 

them throughout the study, were determined based on whether they were credited in the 

beginning of the film or featured in the trailers, advertisements, or posters for each film (All Time 

Domestic Box Office for Horror Movies list, 2022). In this chapter, the assessment of these films 

includes not only the limited representation of women, nonwhite, and LGBTQ+ individuals in 

horror films and in film director roles, but details some of the harmful representation women, 

nonwhite, and LGBTQ+ individuals currently have on screen as a part of the stereotypical horror 

film tropes (See Table 2). By analyzing these films, the stereotypical findings can be used to help 

inform improvements    in the industry that would overall alter the content featured in horror 

publications going forward. Again, please note that while I was able to confirm the race of many 

of these film characters and directors, I was unable to confirm their preferred gender identity 

based on just their profile. Therefore, while the results may not be 100% correct, it is to be 

assumed for the purpose of this study that unless the director openly states their gender 
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identity, I will be assuming their gender identity and sexual orientation based on their name or 

public knowledge of spousal history. This will be the same for all the main characters within 

the films being analyzed as well. Unless their gender identity or sexual orientation is stated, I 

will assume they are cisgender, male-coded or female-coded characters based on context clues 

provided by the director such as their relationships in the film, dialogue, costume design, etc. 

For any character that I am unable to assess based on the context clues listed above, their 

gender identity was considered male or female and recorded as such, and their sexual 

orientation was recorded as unidentified. 

Representation of Women in Horror Films 

When looking at the top ten highest grossing horror films from each decade spanning 

between 1970-2019, we see that of the 288 main characters present in these 50 films, 124 of 

them are considered cisgender, female-coded characters (All Time Domestic Box Office for 

Horror Movies list, 2022). This means that female-coded characters make up only 43% of the 

characters of the films on this list. Of these 124 female-coded characters, only five of them are 

nonwhite characters, and only one of them openly identified as bisexual. Breaking down this 

underrepresentation further, this means that of the 124 female-coded characters, only 4% of 

female-coded main characters are ethnicities other than white, 1% of female-coded main 

characters identify as LGBTQ+, and the remaining 95% of female-coded main characters are 

assumingly cisgender, heterosexual white women (See Figure 1). While there are surely other 

examples in films that didn’t make this list, it is conclusive that when looking at these highest 

grossing films there isn’t much diversity and representation in among female-coded main 

characters. Not only is there little diversity among main characters, but survival rates of these 

underrepresented groups in these films are lacking as well. Of these 124 females- coded 
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characters, only 65 (52%) of the characters survive. Additionally, of the six female-coded 

marginalized main characters (nonwhite and LGBTQ+), only one of them survives. The 

remaining 83% (the five, nonwhite) female-coded characters die. 

Figure 1 

Female Coded Main Characters 

 

 

It’s been established in this study that many of the main characters in these films are men. 

However, it’s not only the representation of women that’s lacking, but it’s the treatment of them 

in these roles as well. Some of the most harmful tropes in the horror genre are directed at women, 

many of them surrounding ideas of sex, violence, method of death, or the dependency on a male 

character. While many of these tropes exist within the slasher subgenre of horror films, they are 

still apparent in the non-slasher films on this list. One of the most common tropes involving 

women has to do with the character’s moral compass as it relates to their survival rate. For 

instance, it is common in horror films to kill off the women characters that dress more revealing, 

■ White ■ Nonwhite ■ LGBTQ+ 
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partake in drinking and using drugs, get nude on screen, and participate in sexual activity (Death 

By Sex, n.d.). In a film analysis study conducted by Menard, Weaver, and Cabrera, it was found 

that “characters who did not appear nude onscreen or for whom nudity was implied were more 

likely to survive than characters who were shown nude onscreen” (Menard et al., 2019). 

Similarly, Menard, Weaver, and Cabrera’s study concluded that of the characters who were 

shown fully or partially nude onscreen, all of them died, and of the 17 characters who engaged in 

sexual behaviors, 16 of them died (Menard et al., 2019). The article, The Representation of 

Women in the Horror Movies: A Study in Selected Horror Movies, quotes Cowan and O’Brien 

saying, “Quantitative content analysis research has shown that female non-survivors were 

frequently engaged in sexual behavior immediately preceding the slashing" (Sa'eed, M. & Haider 

S. Y. J., 2019). 

Looking at the 124 female-coded main characters from the films on the list in this study, 

only seven of them partake in sexual activity. However, of those seven characters, five of them 

die, meaning that 67% percent of all sex scenes recorded in the films on this list end in the female 

character dying (Burton, 1999; Carpenter, 1978; Cunningham, 1980; Miner, 1982; Yu, 2003). 

However, of the five female-coded main characters who are shown in a scene where it’s implied 

that the character engages in sexual activity, the survival rate is much higher as only one of them 

dies (Gillespie, 1997). While we don’t see much nudity in these films after the 70s and 80s of the 

five female-coded characters that are shown partially nude on screen, four of them die 

(Carpenter, 1978; De Palma, 1976; Cunningham, 1980; Miner, 1982). 

Furthermore, it was found that of the women characters that die, their death scenes were 

longer than that of their male counterparts. For example, of the 288 main characters, 140 

characters die (this includes both male and female-coded characters). Of the 140 characters that 
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died, it was found that 57 of them were female-coded and 83 were male-coded, meaning that 

technically we see more male-coded characters die in these films. However, when analyzing 

each character’s death scene (starting with the time the character made contact the antagonist or 

evil entity until the character is visibly dead and/or the scene changes) across the five decades of 

films, it was found that the death scenes of female-coded characters lasted an average of 26.2 

seconds compared to the average time of 23.2 seconds for the male death scenes. The findings of 

this study reinforce the ideas stated by Menard, Weaver, and Cabrera that female-coded 

characters “suffer through longer death scenes compared to male characters and more screen 

time is devoted to showing female characters in fear” (Menard et al., 2019). Chad Brewer writes 

in their thesis that these representations of female-coded characters expressing distress and fear 

assist viewers in “connecting stereotyped gender roles to violence and submission” and by 

“perpetuating these social stereotypes, film representations help keep women submissive” 

(Brewer, 2009). 

Stemming from the stereotypical idea that female-coded characters who have sex will 

die, the idea of the Final Girl, another trope in the horror genre, is born. The Final Girl, as 

described in Thirty Years of Final Girls in Slasher Films, is detailed as a female- coded main 

character who, “out-lives all (or almost all) of the other primary characters, who survives one or 

more attack attempts by the killer, whose battle against the killer is the focus of the final act (i.e., 

final 1/3rd) of the film, and who is ultimately instrumental in destroying (or seemingly 

destroying) the killer” (Weaver et al., 2013). Additionally, the Final Girl typically doesn’t drink, 

do drugs, or have sex. Cited in the article, Thirty Years of Final Girls in Slasher Films, Carol 

Clover is quoted as saying that, “The Final Girl, who, by virtue of her refusal to engage in 

licentious behavior (e.g., sex, drugs), is rewarded with survival” (Weaver et al., 2013). In the 
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same study documented by Weaver, Menard, Cabrera, and Taylor, it is discussed that “The 

cleaving of female characters in slasher films into “good girl” and “bad girl” categories is 

consistent with the dictates of the Traditional Sexual Script (TSS), a sociological theory which 

outlines the sexual behaviors that are appropriate or inappropriate for both sexes” (Weaver et al., 

2013). They go on to explain that in horror culture, Final Girls most often obey the principles set 

out by the TSS, whereas the “bad” female characters are more likely to stray from these 

expectations (Weaver et al., 2013). Of the films on the list in this study, we see the emergence of 

multiple Final Girls that follow this previously detailed blueprint. A few examples include Laurie 

Strode from Halloween (Carpenter, 1978) and Halloween 2018 (Gordon, 2018), Alice Hardy 

from Friday the 13th (Cunningham, 1980), Lori Campbell from Freddy vs Jason (Yu, 2003), and 

Sally Hardesty from The Texas Chainsaw Massacre (Hooper, 1974). However, the idea of the 

Final Girl isn’t inherently feminist and instead is regarded as “anti-woman” due to the 

assignment of a “wholly masculine” identity (Christensen, 2011). Regarding the Final Girl’s 

masculine identity, Klaus Rieser is quoted in the article, The Final Girl versus Wes Craven’s A 

Nightmare on Elm Street: Proposing a Stronger Model of Feminism in Slasher Horror Cinema, 

as saying she’s a “female figure in a male mold rather than a heroine pursuing a feminine 

subjective trajectory” (Christensen, 2011). Due to this unfortunate masculine character 

assignment, Jody Keisner is quoted in the article, The Final Girl versus Wes Craven’s A 

Nightmare on Elm Street: Proposing a Stronger Model of Feminism in Slasher Horror Cinema, 

saying that “female viewers are not identifying with the victorious Final Girl, but with the 

unlucky [female] victims and are more inclined to be disempowered by slasher films, not 

empowered by the Final Girl” (Christensen, 2011). 

However, the blueprint of the Final Girl has evolved in recent decades to allow for a more 
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feminist centered character. According to the article, Resurrecting and Updating the Teen 

Slasher: The Case of Scream, Scream “rewrote the conventional representation of the Final Girl, 

offering viewers female characters who, while victimized, still manage to overcome their 

tormentors and emerge as heroes who triumph using their own merits and abilities” (Wee, 2006). 

We see this new version of a Final Girl on screen in Scream (1996) with not one, but two 

characters: Sidney Prescott (played by Neve Campbell) and Gale Weathers (played by Courteney 

Cox) (Craven, 1996). Reasons   why Sidney differs from the Final Girls before her are that she 

attends a party, she loses her virginity to her boyfriend, and her sexual experience is implied on 

screen. Even after all that, Sidney escapes death, overcomes her attackers, and survives the film 

(and four more after that). Additionally, the virgin in many classic horror films had always been 

female coded, and was most likely the Final Girl (Wee, 2006). However, according to Wee in the 

article, Resurrecting and Updating the Teen Slasher: The Case of Scream, the film “renovated 

traditional gender conventions” by making a male-coded character, Randy (played by Jamie 

Kennedy) the self-proclaimed virgin who is later saved by someone who is no longer a virgin 

(Wee, 2006). 

Scream revolutionized the genre by not adhering to the harmful and stereo typical tropes 

set in place decades before which inherently made the Final Girl character more identifiable with 

a larger population of female viewers. By not conforming to these tropes, Wee writes that 

“Scream successfully made the genre relevant to the adolescent female moviegoer,” and “an 

estimated 16% of women aged 25 and under who saw the film in theatres went more than once, 

according to polling by Miramax” (2006). This is substantially higher than the 3% of young men 

who saw Scream more than once (Wee, 2006). However, while we see the role of the Final Girl 

changing to include more typical behaviors, there is still a lack of representation and diversity 
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among the characters that are considered Final Girls. According to a study conducted by Weaver, 

Menard, Cabrera, and Taylor, it was found that “Final Girls were overwhelmingly Caucasian and 

young (adolescents or young adults), and most Final Girls were single or had a casual partner. 

None of the Final Girls were identified as lesbian or bisexual; the vast majority were portrayed as 

heterosexual” (Weaver et al., 2013). In the article Filmmaking, Feminism, Genre: Women Make 

Horror, Bresan discusses how “female filmmakers make work that aligns with their personal 

experience” which allows them to create horror films that “provide (temporary) control over 

chaos” (Bresan, 2021). Using the horror genre to deconstruct defined notions of gender, sexuality, 

identity, and the female body, women directors can contribute to horror and filmmaking to pave 

the way towards gender equality (Bresan, 2021). 

However, just as we see less female-coded characters in the role of main characters on 

this list, we also see a limited number of female directors as well. Of the films on this list, Pet 

Sematary (1989), directed by Mary Lambert, was the only film that was directed by a woman. 

This means that of the 52 total directors of the films on this list, women make up only 2% of 

them (See Figure 2).  

Figure 2 

Women Directors in this Study 

 

 

 

 

 

 

■ Men ■Women 
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Of course, since then we’ve seen other influential and empowering women directors 

emerging in the genre such as Julia Ducournau, Ana Lily Amirpour, and Ava DuVernay 

(Stewert, 2020). Additionally, there have been other examples of successful films directed by 

women, such as The Babadook (2014), Jennifer’s Body (2009), Vuelven (2017), American 

Psycho (2000), and Carrie (2013) (Yang, 2018). Unfortunately, these films weren’t among the 

highest grossing films of their release decade and therefore weren’t included in this study. There 

have also been improvements in this area with the release of Candyman (2021) directed by Nia 

DaCosta, a Black woman, however, since the decade isn’t complete, I don’t believe it would be 

appropriate to include any highest grossing films from 2020-2022 in this data sampling. 

Representation of Nonwhite Individuals in Horror Films 

David Jesudason, author of the article, Candyman and Horror’s Dubious Reckoning with 

Racism, writes that, “The key to all of this is that, whether demonizing black characters, killing 

them off, or simply excluding them altogether, Western horror has until recently primarily been a 

white person's story” (Jesudason, 2021). We see this in this study with only 25 (9%) of the 288 

characters in this study being nonwhite (See Figure 3). 

Looking at this list of films, we see the first Black main character in Alien in 1979 with 

Yaphet Kotto portraying the character of Dennis Parker (Scott, 1979), and the first Person of 

Color appearing in 1986 as Taylor (played by Will Sampson who is Muscogee) in Poltergeist II 

(Gibson, 1986). Not only are these main character roles lacking in representation and diversity, 

but survival rates of nonwhite characters in these films are lacking as well. Of these 25 nonwhite 

main characters, only ten of them survive until the end of the film (See Figure 4). Breaking that 

down into percentages, we see that of the 288 total characters in these 50 films, 3% of nonwhite  
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Figure 3 

Nonwhite Characters in this Study 

 

Figure 4 

Survival Rates of Nonwhite Characters in this Study 
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Like female-coded characters in horror films, there is also the misrepresentation and 

tropes that exist surrounding the role of nonwhite characters. As quoted in the article, Candyman 

and Horror’s Dubious Reckoning with Racism, Tananarive Due says “As a Black horror fan, it's 

been a long road to find the kind of representation that is empowering" (Jesudason, 2021). Due 

goes on to say that “This long road does include a few notable exceptions – but the main horror 

films through the years have either excluded Black characters or employed racist characterization 

for cheap thrills” (Jesudason, 2021). For instance, the most familiar trope in the horror genre 

targeted at Black characters is that their characters are among the first ones to die (Boger, 2018). 

After analyzing the 50 highest grossing films on this list, ten of the 25 nonwhite main characters 

survive until the end of their respective films. However, of the 15 nonwhite characters that die, 

we see that seven of these Black main characters (47%) are the first to die in their respective 

films. Some examples of films in this study that feature this trope would be Maureen Evans (and 

Phil Stevens who wasn’t considered a main character in this study but was a Black man and the 

official first to die in the film) in Scream II (Craven, 1997), and Russell Franklin in Deep Blue 

Sea (Harlin, 1999). In addition to the racist trope that the Black character dies first, another trope 

plaguing Black characters in the horror genre is the idea that they exist solely as the token 

diverse character, to give advice, or assist a white character in their endeavors (Jesudason, 2021). 

Of the films in this study, some instances we see this is in The Shining with Dick Hallorann 

assisting the white protagonists (as well as being the first to die in the film) (Kubrick, 1980), in 

Freddy Vs. Jason when Kia Waterson uses herself to lure Freddy away from the white main 

characters (Yu, 2003), and in IT & IT: Chapter II with Mike Hanlon as the only Black character 

in both films (Muschietti, 2017; Muschietti, 2019). Mike Hanlon, played by Chosen Jacobs in IT 

and by Isaiah Amir Mustafa in IT: Chapter II, assisted in sending the   other white members of the 
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Loser Club down into Pennywise’s lair in IT, and was credited with conducting and providing all 

the research about Pennywise’s history to the other white members of the Loser Club in IT: 

Chapter II (Muschietti, 2017; Muschietti, 2019). 

As stated in the article, Our Stories, Our Horror, a potential reason why many horror 

films lack depth and representation is because white filmmakers are “ill-equipped” to create 

realistic and authentic nonwhite characters and stories (DarkSkyLady, 2019). Because the 

viewpoints of white directors may differ from that of a nonwhite director, it’s entirely possible 

that white directors may also tend to develop white characters more fully than nonwhite 

characters. Due to the fact we see limited nonwhite main characters in the films on this list, it was 

expected that there would be few nonwhite directors of these films as well. Of the 52 directors on 

the list for this study, only eight of them are nonwhite directors (15%) (See Figure 5), and of 

these eight, all of them are men. 

Figure 5 

Nonwhite Directors in this Study 
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The first film on this list directed by a nonwhite individual isn’t until 1991 with Eduardo 

Sanchez, a Cuban American, co-directing The Blair Witch Project (Myrick & Sanchez, 1999). 

After the 90s, however, we see more nonwhite directors in this study with other films such as, 

The Others by Alejandro Amenábar, who is Spanish Chilean (Amenábar, 2001), The Grudge by 

Takaski Shimizu, who is Japanese (Shimizu, 2004), Freddy vs. Jason by Ronny Yu, who is Hong 

Kong (Yu, 2003), Get Out by Jordan Peele, who is Black (Peele, 2017), Split by M. Night 

Shyamalan, who is Indian American (Shyamalan, 2016), and The Conjuring and The Conjuring 

2 by James Wan, who is Chinese Australian (Wan, 2013; Wan, 2016). A notable improvement to 

the genre that must be mentioned came with the 2017 release of Jordan Peele’s film titled Get 

Out. “Black actors have always had a role in horror films,” says Dr. Robin R. Means Coleman, 

“But something different is taking place today: the re-emergence of true black horror films. 

Rather than simply including black characters, many of these films are created by black people, 

star black people or focus on black life and culture” (Reid, 2021). Get Out, one of the highest 

grossing films of the 2010s (See Table 1), is the only film on this list that could be considered 

Black horror based on horror writer and assistant professor Dr. Chesya Burke’s opinion that, “It 

can’t really be Black [horror] if it doesn’t have a Black creator. Basically, it’s Black horror if it’s 

written and produced and cast with Black people. Otherwise, it’s simply horror with Black 

people in it” (Copeland, 2020). Get Out brilliantly inverts many of the horror genre’s tropes, 

starting with the fact that Chris, the Black, male-coded main character, functions as what would 

be considered the Final Girl (Boger, 2018). According to Jillian Boger, author of Manipulations 

of Stereotypes and Horror Clichés to Criticize Post-Racial White Liberalism in Jordan Peele’s 

Get Out, writes that, “It’s not just that Chris survives despite being black that makes him the 

Final Girl. Chris functions as a subversion of traditional black masculinity, in both terms of 
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wider racial stereotypes of masculine blackness and black masculinity in the function of horror 

movies” (2018). It should also be pointed out that in Get Out the trope of the Black individual 

dying first is inverted when Chris, our main character, survives and is rescued by Rod, another 

Black, male-coded main character (Boger, 2018). According to Hannah Giorgis, author for The 

Atlantic, writes that, “Get Out shows how Black horror can effectively combine gore and 

visceral commentary on race. Crucially, it offers new visual language for discussing familiar 

subjects: The phrase the Sunken Place now functions as shorthand for a kind of everyday racist 

dystopia” (Giorgis, 2021). Similarly, while not on the list of films used for this study, Us, Jordan 

Peele’s follow up to Get Out, was groundbreaking in the industry as well as it featured a Black, 

female-coded character in the leading role. In the online article, Modern Films Subvert 

Stereotypes of Black Characters in Horror, Avery Alexander writes that, “it is important to 

understand that movies like Halloween and A Nightmare on Elm Street don’t cater to the fundamental 

fears of   the Black community. But films like Us and Black Box intentionally portray Black fears, 

which in turn allows Black people to feel included” (Alexander, 2020). Another notable 

achievement in this genre also not included on the list of films in this study was the release of 

Candyman (2021), directed by Nia DaCosta, a Black woman. David Jesudason, author of the 

article, Candyman and Horror’s Dubious Reckoning with Racism, writes that “Candyman is a 

brilliant horror that also has a sophisticated way of addressing issues such as racial injustice, 

gentrification, and black art. What's more, it achieves this while avoiding lingering on scenes of 

racial violence. In doing so, it hearteningly avoids one of the much-discussed problems with this 

new wave of black representation in horror” (2021). Speaking about Candyman (2021) in an 

interview with Wired, DaCosta said, “I’d love to see Black people in horror films and in horror 

… that’s not just about this kind of trauma and pain but can also be about other aspects of our 
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existence” (Giorgis, 2021). Produced by Monkeypaw Productions (Jordan Peele’s company), 

Peele was able to use Candyman to create another opportunity for Black women to be 

centered both on and off screen (Dash, n.d.). Another film by Jordan Peele titled Nope is set to 

be released in 2022, confirming again that there’s a “real appetite out there for more substantial 

black representation in horror” (Jesudason, 2021). Unfortunately, however, while Us and 

Candyman were brilliant and groundbreaking films for the genre, since the decade isn’t complete 

it wouldn’t be appropriate to include highest grossing films from 2020-2022 in the data sampling 

for this study. 

Representation of LGBTQ+ in Horror Films 

Like the statistics above, audiences don’t see many clearly identifiable LGBTQ+ 

characters in the leading roles of the films on the list in this study. As previously stated, for this 

specific study it’s important to note that unless it is stated or implied by the context clues within 

the film, it is assumed that the character’s sexual orientation, gender identity and expression are 

undisclosed. For example, looking at Harry Dean Stanton’s character, Brett, in Alien (Scott, 

1979), no specific clues are given to their gender identity, and they aren’t shown in a relationship 

or as having a love interest. In this instance the character was considered male-coded, their 

gender was recorded as cisgender based on context such as name, dialogue, and costume, and 

their sexual orientation was recorded as undisclosed. However, in Pet Sematary (Lambert, 1989), 

Louis and Rachel are shown on screen, married, and with kids, so it was assumed that they are 

cisgender and heterosexual. Lastly, in The Haunting (de Bont, 1999), based on Theodora’s 

clothing type and name she is recorded as cisgender, but she mentions that she has a girlfriend 

and a boyfriend, and therefore her sexual orientation was recorded as bisexual. 

When analyzing this list of films, of the 288 main characters in this study, six of them are 
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assumed to be LGBTQ+ based on context clues provided (See Figure 6). 

Figure 6 

LGBTQ+ Characters in this Study 

 

 

 

 

 

 

 

 

 

Looking at this list of films, we don’t see a film with a main LGBTQ+ character until 

Silence of the Lambs in 1991 with Ted Levine portraying the character of Jame Gumb AKA 

Buffalo Bill who appears on screen as an assumed transgender character based on costume and 

dialogue (Demme, 1991). Not only are these main character roles lacking in diversity, but 

survival rates of LGBTQ+ characters in these films are low as well. Of these six main LGBTQ+ 

characters, only three of these characters, Theodora in The Haunting (de Bont, 1999), Richie 

Tozer in IT: Chapter II (Muschietti, 2019), and Hannibal Lecter in Hannibal (Scott, 2001) 

survive until the end of their respective films. While Hannibal Lecter survives in Silence of the 

Lambs as well, there are less context clues provided in that film compared to Hannibal where it’s 

heavily implied through dialogue that Hannibal is Homosexual. Therefore, Hannibal’s sexual 

orientation was recorded as undisclosed in Silence of the Lambs, and homosexual in Hannibal. 

■ LGBTQ+ Characters 

■ Assumed Heterosexual and Cisgender 
Characters 
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Breaking that down into percentages, we see that of the total 148 surviving characters in these 50 

films, 2% of LGBTQ+ characters survive compared to the 98% of heterosexual cisgender 

characters who survive. 

While there may not be many leading LGBTQ+ characters in these 50 highest 

grossing films, there is speculation that many of these films are considered inherently queer 

due to overall tone and audience review. For example, in the thesis study titled Some-ness in 

No-When: Queer Temporalities in the Horror Genre, author Melody Cooper writes of many 

of the films on this list such as The Others (2001), Bram Stoker’s Dracula (1992), The 

Conjuring (2013), Texas Chainsaw Massacre (1974), and Nightmare on Elm Street (1984), 

and makes an argument that these are regarded as queer films because “Queer is not 

necessarily a specific sexuality or person; it is an umbrella term for anything non-normative. 

This assumption is mainly focused on the bodies of those in horror films. The characters who 

are shown as non-normative often do not fit into heteronormative society and therefore can be 

labeled queer” (Cooper, 2018). While the original Nightmare on Elm Street isn’t on the list 

of films in this study, Cooper’s analysis of Freddy Krueger’s character could be applicable to 

Nightmare on Elm Street III and Nightmare on Elm Street IV that are on this list. Cooper 

writes that, “Freddy is the ultimate representation of queerness because he embodies the fear 

of queerness in its most simplistic form, that one might not be able to determine or control 

their desires. Freddy represents that we are not even safe in our most sacred place inside our 

minds. If he has access to our dreams and deepest vulnerabilities, then we are not in control 

of our thoughts and desires” (Cooper, 2018). In addition to Nightmare on Elm Street, Cooper 

mentions two other slashers, Psycho (1960) and Texas Chainsaw Massacre (1974), and of 

Psycho writes that, “The queerness of Norman’s gender expression as cross-dresser invites 
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the interpretation that Norman could be interpreted as trans. Because Norman can be argued 

as trans, this positions his body as queer, a body that does not align with heteronormative 

society’s definition of what is an acceptable gender expression” (Cooper, 2018). While 

Psycho isn’t on the list of films used for this thesis study, many of the findings that relate to 

Norman Bates as a character can be applied to the previously mentioned character in Silence 

of the Lambs, Buffalo Bill, in terms of coding characters as queer. In the two supernatural 

films mentioned, The Others (2001) and The Conjuring (2013), Cooper discusses queerness 

as it pertains to ghosts and spirits by writing that, “In heteronormative society there is one 

way of existing and any defiance from that norm is considered undesirable. Queerness, 

through multiplicity, creates fear in normative audiences by the realization that the existence 

of a time other than their own can impact them” (2018). Lastly, Cooper touches on vampires 

in Bram Stoker’s Dracula (1992) and how historically these “monsters” have been coded as 

queer due to the nonnormative acts that make them inhuman. Cooper writes, “Because 

Dracula is fundamentally different than the audience, they begin to fear him. He does not do 

much killing at all throughout the film. He instead is feared because of the queer acts that he 

commits while he is on screen. He commits bestiality by having sex with the human Lucy 

while he’s in the form of a wolf as he arrives in London. Dracula practices BDSM pleasure 

that most would assume as pain and nongenital sexuality when Dracula has Mina suck blood 

from his breast. Dracula makes sexual advances and claims on Jonathan, and he lives in both 

the past and the present. Dracula is constantly moving from an elderly state to a state of 

youth. He does not exist in time in a way that is stable” (2018). While there may not be many 

LGBTQ+ main character roles in the highest grossing films on this list, based on the few 

films Melody Cooper analyzed in depth, it’s possible that many films on this list could 
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potentially be received as queer films based on coding and thus could be associated with the 

LGBTQ+ community. 

Like nonwhite and women’s roles in horror films, there are also misrepresentations and 

tropes that exist surrounding the role of LGBTQ+ characters as well. Joanis Baino, author of the 

online article titled, Netflix’s ‘Fear Street’ (2021): A Redefinition of Queer Representation in 

Horror, writes that “There’s no denying that frequently in Western films, the LGBTQ+ 

community has been cast into the role of “Other”. Their sexual and/or gender identities often 

appear as the reason why the world should view these individuals in fear. Thus, casting queer 

individuals as a monster, evil, or crazy” (Baino, 2021). Melody Cooper reinforces this idea in 

their thesis by stating, “The queer body is deemed to be these things because it poses a threat to 

heteronormative society. The queer body does not conform to the prescribed “truths” of 

heterosexuality and instead demands to be accepted as it exists. The heteronormative majority 

often demonizes those who do not conform, therefore creating the monstrousness of the queer 

body” (Cooper, 2018). These findings shed light on one existing trope in the horror genre 

revolving around the LGBTQ+ character being the one feared or the villain, which consequently 

equates their gender identity and/or sexual orientation to “evil” or “bad” (Jaroudi, 2020). We see 

this trope present in this thesis study as well with four of the five total LGBTQ+ coded main 

characters as the antagonist. Examples of these characters would be Buffalo Bill in Silence of the 

Lambs (1991) who is a serial killer portrayed on screen as a transgender woman, Dracula in 

Bram Stoker’s Dracula (1992) who is a creature portrayed as bisexual or queer (Cooper, 2018), 

and Hannibal Lecter, a cannibalistic doctor in Hannibal (2001) who was coded as homosexual 

based on context clues in the film. As mentioned previously, we also see this trope in films that 

didn’t make this list such as Psycho (1960) (Cooper, 2018). Representing LGBTQ+ individuals 
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as the villains or monsters directly correlates with how LGBTQ+ folks existing in the real world 

are treated. In the article “Monstrous Transgressions”: Victimhood and Villainy in Trans Horror 

Narratives, the authors talk about how the film Hereditary (2018) created this idea among 

cisgender individuals (mainly parents of transgender children) that transitioning is a form of 

mutation and that their children had been “taken over” by transness” (Nelson & Carney, 2020). 

Similarly, in the article, Netflix’s ‘Fear Street’ (2021): A Redefinition of Queer Representation in 

Horror, Harmony M. Colangelo of Shudder shares how “people would snicker or consider them 

a threat” as a result of Buffalo Bill’s portrayal of Transgender individuals in Silence of the Lambs 

(1991) (Baino, 2021). Another trope presents in horror films that target LGBTQ+ characters 

would be that they rarely make it to the end of their respective film (Bury Your Gays, n.d.) and 

that they are victims of unwarranted violence (Jaroudi, 2020). As stated earlier, of the six 

LGBTQ+ main characters in these 50 films, only three of them survive their respective films. 

While not main characters, IT: Chapter II must be mentioned in this regard as the film begins 

with homophobic violence enacted on Adrian Mellon and Don Hagarty, a gay couple in Derry 

(Muschietti, 2019). 

Based on the numbers above, we can see that while there are films that are considered 

queer among audiences, there are few LGBTQ+ main characters in the films   on this list. 

Additionally, there are a limited number of LGBTQ+ directors of these films as well. Of the 

directors of the films on this list, only one of them openly identified as gay, and that was Spanish 

Chilean individual Alejandro Amenábar, the director of The Others (2001) (Thompson, 2021) 

(See Figure 7). Of course, like the character analysis of the films on the list, the assumptions of 

these director’s gender identities and sexual orientations were built on context of their name and 

relationship statuses if it wasn’t blatantly stated. With that said, because many of the director’s 
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sexual orientations and gender identities weren’t listed as public knowledge, there may be others 

on this list that identify with the LGBTQ+ community. 

Figure 7 

LGBTQ+ Directors in this Study 

 

While not directed by an LGBTQ+ director (but written by an LGBTQ+ writer), one of 

the most notable improvements in the genre came with the release of the Fear Street trilogy in 

2021. Leigh Janiak, director of the Fear Street trilogy said, “Horror has a notoriously abhorrent 

reputation for how it treats queer characters, so one of the great things about Fear Street is I felt 

we could represent the reality of the world in a way that hasn’t usually been reflected in the 

genre” (Southern, 2021). In his book, Monsters in the Closet: Homosexuality and the Horror 

Film, Harry Benshoff writes of three factors that contribute to the “fear” of queerness in horror 

films, and that is “being perceived as “a threat to the individual,” “a threat to others,” and “a 

threat to the community [and its] culture”; their existence alone taken as “[an attack] on 

■ LGBTQ + Directors 

■ Heterosexua l/Ci sgender Directors 
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traditional gender roles and… ‘family values’. The “monster is to ‘normality’ what 

homosexuality is to heterosexuality” (Ferati, 2021). However, what makes Fear Street so 

remarkable is that it avoids any tropes against the LGBTQ+ community and instead places a 

female-coded, interracial, openly lesbian couple as the main protagonists and heroes of the entire 

trilogy (Baino, 2021). However, since this series was released in 2021 it was not included in the 

data sampling for this thesis study. 
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Chapter III: Design Methodology 

Analyzing the highest grossing horror films from 1970-2019 is important, as it allows us 

to examine the films that were reaching the most people so that we may dissect the content being 

viewed on a larger scale. It allows us visibility to the tropes, misrepresentation, and lack of 

diversity on camera, as well as off. Because film is a large part of the content that is featured in 

horror publications, identifying these shortcomings in film allows us to clearly see some of the 

misrepresentation that translates to the printed page. This research will offer valid findings that 

will inform the end goal of creating an inclusive horror publication. In this chapter, I will use 

exploratory design research methods to assess the current state of circulating horror publications 

by conducting case studies on three of the most popular and easily accessible horror publications 

on the market. In addition to assessing the current state of horror publications, I will also be using 

a comparative lens to analyze some of the most popular, neutral, and inclusive lifestyle 

publications on the market to determine any differing design characteristics and techniques to 

establish a framework for inclusive design decision making in my final project. I will also 

investigate inclusive design within the field of editorial and graphic design through a literature 

review of the book Extra Bold. Lastly, I will use the generative design research method of 

conducting interviews to speak with practicing design industry experts to further understand the 

role of creative director in the creation of a publication, how to incorporate more representation 

and diversity in a publication, and how apply findings to the creation of a more inclusive horror 

publication for this thesis study. Before proceeding, please note that this chapter contains written 

details and figures of imagery that depict instances of violence towards marginalized groups. 

Design Research 

Within this section you will find detailed case studies pertaining to circulating horror 
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publications, a literature review, and interviews associated with the design research methodology 

for this thesis project.  

Fangoria Case Study 

Fangoria, sometimes referred to as “First in Fright,” has been publishing content related 

to the world of horror since 1979 (About FANGORIA, 2022). Since this is one of the longest 

running, most well-known, and most easily accessible horror publications, I felt it would be an 

obvious choice to include in this study. For this focused case study, I have closely analyzed the 

January 2022 issue of Fangoria to make note of the design qualities of the publication, imagery 

associated with the articles, and the diversity among the Fangoria staff and article authors. 

One of the first qualities noted in this issue of Fangoria were the use of hard edges and 

thick strokes; design techniques most often associated with masculine design (99 Designs, n.d.). 

Throughout the publication, many of the article titles, author names, and even the body text, 

were printed in bolded, thick, straight-lined fonts; qualities consistent with masculine fonts 

(Darstaru, 2020). Not only were the lines in the fonts used straight and bolded, but the shapes 

within the publication were suggestive of masculine design as well. According to Carrie Cousins, 

author of the article, Design Stereotypes: Masculine and Feminine Design Techniques, “Hard 

corners and edges are representative of shapes that have more appeal for men – think squares, 

triangles, and trapezoids. Ninety-degree angles are also a popular technique or visual cue” (Cousins, 

2017). Many of the images shown in the publication, including the color blocks for pull quotes, 

were printed in typical square fashion with hard edges and straight borders, rather than in other 

shapes with curves that may appear more feminine, such as circles. Of the 20 main articles 

featured in this Fangoria issue, only one story featured on page 14 showcased images that were 

in a circular format; and even then, the photos featured were gory, surrounded by a thick stroke, 
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and featured on a dark blue colored page – other techniques associated with masculine design 

(Fangoria, 2022; Cousins, 2017). Lastly, according to the article, Your Visual Guide to Design 

Styles, another quality of masculine design that was found within the pages of this Fangoria issue 

was the use of darker colors (99 Designs, n.d.). Throughout the publication, the font color, color 

for the text blocks, and the color of the pages itself, all reflect colors associated with masculine 

design such as red, black, dark blue, and green. This Fangoria issue had 100 pages total, 38 of 

which featured full colored pages (excluding advertisements). Of the 38 full colored pages that 

featured text in this issue, 31 of them were either black, dark purple, dark blue, or red. 

Not only are the design techniques of this Fangoria issue predominately masculine, but 

the imagery featured is as well. Excluding advertisements, this issue featured a total of 143 

graphics: 13 illustrations and 130 images. Of the 143 images and illustrations in this issue, it was 

found that 122 of them were photographs of film stars, scenes associated with horror films, or 

images of the film cover itself, proving that the horror film industry is responsible for a large 

portion of the content within the pages of a horror publication. Since the goal of this study is to 

create a horror themed lifestyle publication that is diverse, inclusive, and respectful of 

underrepresented groups, I felt it important to analyze the content of the images as well. Looking 

at only the 127 images that included human individuals (reptilian creatures or masked figures 

were excluded) identified as male or female based on context clues, 53 of them featured women 

compared to the 69 that featured men. Furthermore, of these 127 images only six images feature 

nonwhite individuals, and only eight feature queer identifying individuals (queer specifically 

based on the article subject matter). However, it should be noted that the eight images of queer 

men on pages 87-89, consist of video stills from the same scene and feature the same individuals 

throughout all eight images (Fangoria, 2022). Not only do we see less representation of women, 
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nonwhite, and LGBTQ+ individuals on the pages, but of the 37 images considered violent 

(meaning they contained a death scene, blood, gore, weapons, or individual in fear or distress), 

23 of them depicted an individual that was identified as female based on context. Some of these 

images included scenes depicting the female individuals dying, already dead, with lots of blood, 

yielding a weapon in self-defense, or in distress (See Figure 8). 

Figure 8 

An Example of Violence Depicted in Fangoria 

 

 

 

 

 

 

 

 

 

 

 

 

Similarly, of the 11 images that were considered sexual in nature (meaning they contained 

implied sexual activity or nudity, revealing undergarments, exposed flesh, seductive gestures 

etc.), 10 of them included were images of individuals identified as female based on context (See 

Figure 9). 
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Figure 9 

An Example of Sexual Imagery Depicted in Fangoria 

 

 

 

 

 

 

 

 

 

 

 

 

Based on the images analyzed in this Fangoria issue we can also see that more white men 

are shown than women, nonwhite, or LGBTQ+ individuals; and more acts of horror and sexual 

nature are depicted of women than men. In addition to this, I also wanted to analyze the article 

contributors and staff that were featured in this issue to assess representation and diversity. Please 

note, however, that while I was able to confirm the race of many of these individuals based on 

their social media accounts, I was unable to confirm their preferred gender identity or sexual 

orientation based on just their profile. Therefore, it is to be assumed for the purpose of this study 

that unless they openly state their gender identity, I will be making assumptions based on the 

name and picture associated with their profile. This same method of assumption will apply to 
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sexual orientation as well. Of the seven staff listed in the publication, it was found that four of 

them are assumed male and three are female (See Figure 10); and among these seven, three of 

them are white and four of them are nonwhite (See Figure 11). 

Figure 10 

Representation of Assumed Gender of Fangoria Staff 

 

  

■Women ■ Men 
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Figure 11 

Representation of Race of Fangoria Staff 

 

 

 

 

 

 

 

 

 

 

While we see some diversity among the staff, we see less among the contributing authors. 

This issue of Fangoria featured 20 main articles, and of the 20 authors of these articles it was 

found that one of them is a white woman, one of them is a nonwhite woman, two of them are 

nonwhite men, and 16 of them are white men (See Figure 12 and 13). Of these 20 authors, it was 

also found that one white individual openly identified as LGBTQ+ on their profile, meaning that 

the remaining 95% of the staff is assumed cisgender and heterosexual based on context. 

  

■ White Individuals ■ Nonwhite Individuals 
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Figure 12 

Representation of Assumed Gender of Fangoria Contributing Authors 

 

 

 

 

 

 

 

 

 

 

Figure 13 

Representation of Race of Fangoria Contributing Authors 
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Rue Morgue Case Study 

Rue Morgue, another horror publication, has been printing horror content related to film, 

music, entertainment, and books since 1997 (About, 2022). This publication is the longest 

running behind Fangoria, is also well known and easily accessible so it was also included in this 

study. For this case study, I have closely analyzed the most recent March/April 2022 issue of Rue 

Morgue to make note of the design qualities, imagery associated with the articles, and the 

diversity among the Rue Morgue staff and article authors. It was also noted that like Fangoria, 

Rue Morgue also applies design techniques most often associated with masculine design, such as 

hard edges, darker colors, and thick strokes for the fonts, pull quotes, images, and credits 

throughout the publication (99 Designs, n.d.). 

Looking at the graphics featured (not including advertisements), this Rue Morgue   issue 

featured a total of 138 graphics: 20 illustrations and 118 images. Of the 138 images and 

illustrations in this issue, it was found that 57 of them were associated with horror films, which 

like Fangoria, proves that the horror film industry is responsible for a large portion of the 

content within the pages of a horror publication. Proceeding to analyze the content of the images 

and illustrations printed, the 59 images that included human individuals identified as male or 

female based on context clues, 28 of them featured women compared to the 31 that featured 

men. These numbers seem more equal than that of Fangoria, however, of these 59 images none 

of them feature LGBTQ+ individuals, and only one of them on page 8 features a nonwhite 

individual (and he is being stabbed by a white man) (Rue Morgue, 2022). Not only do we see 

less representation of women, and LGBTQ+ identifying individuals on the pages, but of the 17 

images considered violent, 12 of them depicted an individual that was assumed female. Some of 

these images included scenes depicting the female individuals with their mouths taped, covered 
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in blood, yielding a weapon in self-defense, and screaming or crying (See Figure 14). 

Figure 14 

An Example of Violence Depicted in Rue Morgue 

 

 

 

 

 

 

 

 

 

 

 

Similarly, of the six images that were considered sexual in nature, all of them included 

were images of individuals identified as female based on context clues (See Figure 15). 
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Figure 15 

An Example of Sexual Imagery Depicted in Rue Morgue 

 

 

 

 

 

 

 

 

 

 

 

 

Like Fangoria, based on the images analyzed in this Rue Morgue issue we can see that 

more white men are shown than women, nonwhite, or LGBTQ+ individuals; and more acts of 

violence and sexual nature are depicted of women than men. Looking at the 14 Rue Morgue staff 

members listed in the publication, it was found that ten of them are assumed cisgender male and 

four are assumed cisgender female based on their names and pictures (See Figure 16); and among 

these 14, 11 of them are white and three of them are ethnicities other than white (See Figure 17). 
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Figure 16 

Representation of Assumed Gender of Rue Morgue Staff 

 

 

 

 

 

 

 

 

 

 

Figure 17 

Representation of Race of Rue Morgue Staff 
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We see this lack of diversity among Rue Morgue’s writers as well. This issue of Rue 

Morgue featured six main articles, and while four of these stories were written by assumed 

cisgender female individuals and only two were written by assumed cisgender men (See Figure 

18), all six of these contributing authors are white (See Figure 19). Again, please note, that while 

I was able to confirm the race of these individuals based on their social media accounts, I was 

unable to confirm their preferred gender identity or sexual orientation based on just their name 

and picture. Therefore, it is to be assumed for the purpose of this study that unless they openly 

state their gender identity, I will be assuming their gender identity. 

Figure 18 

Representation of Assumed Gender of Rue Morgue Contributing Authors 
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Figure 19 

Representation of Race of Rue Morgue Contributing Authors 

 

 

 

 

 

 

 

 

 

 

Scream Case Study 

Scream, the self-titled “Horror Bible for Horror Fans,” has been running since 2010 and 

is the last horror publication I plan to analyze as it’s one of the most recent horror publications on 

the market (Scream, 2022). I have closely analyzed the most recent January/February 2022 issue 

of Scream to assess the design qualities, imagery, and diversity among staff and article 

contributors. Like the previously discussed publications, throughout its entirety Scream also 

applies design techniques most often associated with masculine design, such as hard edges, 

darker colors, and thick strokes for the fonts, pull quotes, images, and credits throughout the 

publication (99 Designs, n.d.). 

Looking at the graphics featured (not including advertisements), this Scream issue      

featured four illustrations and 189 images for a total of 193 graphics throughout (Scream, 2022). 

■ White Ind ividuals ■ Nonwhite Individuals 
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Of the 193 images and illustrations in this issue, it was found that 183 of them were associated 

with horror films, which like the previously mentioned publications, again proves that the horror 

film industry makes up a large portion of the content within the pages of a horror publication 

(Scream, 2022). Analyzing the content of the images and illustrations printed, the 175 images 

that included human individuals coded as male or female based on context, 60 of them featured 

women compared to the 115 that featured men. While we see women represented almost half as 

often as men, of these 175 images only ten of them feature nonwhite individuals, and none of 

them feature LGBTQ+ individuals. Additionally, of the 64 images considered violent, 43 of them 

depicted an individual that was coded as female (Scream, 2022). Some of these images included 

scenes depicting the female individuals screaming, crying, tied to a chair, with their throats slit, 

or hung upside down (See Figure 20). 

Figure 20 

An Example of Violence Depicted in Scream 
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Similarly, of the six images that were considered sexual in nature, four of the images 

were of individuals identified as female based on context (See Figure 21). 

Figure 21 

An Example of Sexual Imagery Depicted in Scream 

 

 

 

 

 

 

 

 

 

 

 

 

Like the previous two publications, we can see that Scream is no different in that more 

white men are shown than women, nonwhite, or LGBTQ+ individuals; and more acts of horror 

and sexual nature are depicted of women than men. Looking at the ten Scream staff members 

listed on page five, it was found that five of them are male and five are female, making this is the 

first publication where we see equal male and female staff members (See Figure 22). 
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Figure 22 

Representation of Assumed Gender of Scream Staff 

 

 

 

 

 

 

 

 

 

 

However, I was unable to verify the race of each staff member, as they were not easily 

located on social media. Therefore, for this analysis of the Scream staff members, the names were 

used to consider gender identity, and race was not taken into consideration. However, I was able 

to locate the authors of the main stories on their respective social media accounts and could then 

verify a lack of diversity and representation among the contributors. This issue of Scream 

featured ten main articles, and all ten of these articles were written by white individuals (See 

Figure 23)– eight of them assumed cisgender men, and two of them assumed cisgender women 

(See Figure 24). Again, as an additional note, these assumptions are based solely on context as I 

was unable to confirm their preferred gender identity just based on their profile. 

  

■ Men ■Women 
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Figure 23 

Representation of Assumed Gender of Scream Contributing Authors 

 

 
Figure 24 

Representation of Race of Scream Contributing Authors 
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Literature Review 

To gain more understanding of inclusive design, representation, and diversity, and how it 

pertains to graphic design, I read Extra Bold: A feminist, inclusive, anti-racist, nonbinary, field 

guide for graphic designers by Ellen Lupton, Farah Kafei, Jennifer Tobias, Josh A. Halstead, 

Kaleena Sales, Leslie Xia, and Valentina Vergara. This book was collaboratively written by the 

diverse group of authors listed and begins by featuring essays that connect themes of feminism, 

anti-racist, and nonbinary ideas to works of design (Lupton et al., 2021). The book also features 

snippets of history that spotlight people, places, and design practices that aren’t as well known or 

simply overlooked (Lupton et al., 2021). The stories, research, interviews, and projects featured 

in this book were created by a diverse group of contributors who reinforce a variation of 

viewpoints as the content is being informed by a “variety of abilities, gender identities, and racial 

and ethnic backgrounds” (Lupton et al., 2021). This book could be considered a career guide of 

sorts, as it’s filled with stories and information useful to all designers at any stage of their career 

who want to design inclusively. As put best by the authors, “Extra Bold explores power 

structures and how to navigate them” (Lupton et al., 2021). Because this book explored inclusive 

design, specifically for women, nonwhite, and LGBTQ+ individuals, it was used to inform the 

final project of this thesis study to ensure that diversity, representation, and inclusivity remained 

at the forefront of all design choices. 

Interviews 

To gain a better understanding of publication design, I interviewed three individuals who 

currently work in the design industry and have experience with publication design and art 

directing. Over the course of a couple months, I was able to meet with Heidi Ocel, the Senior 

Director of Creative and Branded Content at Prime Therapeutics, Nora Johnson, the Special 
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Projects Manager at 10 Missions Media, and Mary Johanna Brown, President (and founder) of 

Brown and Company Design and Big Brown Books. I met with each of them individually, for no 

more than one hour each, to talk about their experiences pertaining to design, design techniques, 

and how to keep diversity and representation at the center of their projects. By conducting these 

interviews with practicing designers, I was able to gain further insight into the role of an art 

director, as well as the creation of a publication, and will be able to apply these findings to the 

creation of the final project for this thesis study. Before conducting these three interviews, this 

research was submitted for Institutional Review Board approval and the participants received a 

consent form (See Appendices C and D). I also reached out to the current art and creative 

directors of Rue Morgue and Fangoria to hopefully gain insight from working design 

professionals who have knowledge of editorial design and the horror genre. No response was 

received from the creative director at Fangoria, however, I did receive a response from Andrea 

Subissati, the Executive Editor at Rue Morgue. She informed me that the current art director at 

Rue Morgue, Andrew Wright, was incredibly busy and I most likely wouldn’t receive a response. 

However, she did put me in touch with the first art director of Rue Morgue, Gary Pullin. 

Unfortunately, after reaching out to Gary, he was unable to participate in an interview due to time 

constraints in his schedule. 

Materials 

Since this project will be displayed digitally, the only materials used in the creation of the 

final creative deliverable (except for the ideation phase) were Adobe Illustrator, Photoshop, and 

InDesign.  

Project Analysis Procedure 

From inception to execution, this final deliverable will go through multiple rounds  of 
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critiques from my thesis committee members. Choosing to receive feedback from these 

individuals with differing identities, backgrounds, viewpoints, and areas of expertise, will assist 

in evaluating the overall inclusivity, diversity, and art direction of the final deliverable. 

Additionally, the final deliverable will undergo an evaluative research method known as Content 

Inventory & Audit in which I will use a comparative lens to evaluate the content of the final 

deliverable compared to the content in the three other horror publications in the case studies. 

According to Bella Martin and Bruce Hanington, authors of the book Universal Methods of 

Design, “A content inventory is a quantitative exercise that aggregates all of your content assets 

and is typically organized in a spreadsheet. A content audit is both quantitative and qualitative. 

The quantitative content audit follows the content inventory, and begins the assessment, or 

evaluation of the content. The audit can also identify unifying themes and patterns across content 

sources” (2012). For this I will break down the content of the publications Fangoria, Rue 

Morgue, and Scream, and compare the overall content to that which is featured in the final 

deliverable for this thesis study. 
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Chapter IV: Project 

In this chapter I will detail the process of the creation of an inclusive, horror themed 

lifestyle publication and its accompanying style and branding guide from inception to execution. 

As discussed in the previous chapters, it was found that many horror publications in circulation 

today feature design methods and imagery that may be considered more masculine. I will 

reiterate how the case studies, literature review, and interviews discussed in Chapter 3 influenced 

the creation of a more neutral and inclusive lifestyle horror publication that can be enjoyed by a 

wider audience. By connecting my design decision making back to the research findings in the 

previous chapter, I will be able to justify how specific design choices were made with the goal of 

inclusivity, neutrality, and representation in mind. To highlight the design elements of the final 

publication, a style and branding guide for this mock publication was also created. This style 

guide aims to serve as an art directing reference for future researchers and designers. 

Project 

To begin, I first reviewed the information collected from the Fangoria, Rue Morgue, and 

Scream case studies conducted earlier in this thesis study. Using this exploratory research 

method, I was able to analyze how each publication approached their design choices and 

branding considerations, as well as the types of stories and imagery the publications were using. 

I was also able to assess the overall representation of authors featured in each publication. Since it 

was found that these three publications featured mostly masculine design techniques, male 

writers, and staff members, I was able to observe and shift away from this overwhelmingly 

masculine approach in my own creative endeavors for this study. Other exploratory methods 

revisited before beginning the creation of this final deliverable were the interviews conducted 

and the findings from the literature review of Extra Bold. Reviewing the content of the 
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interviews with the three  design professionals allowed me to reference design aspects and 

considerations to implement in my own creative deliverables. Additionally, since these three 

design professionals are women, it allowed me to capture a feminine design process to contrast 

against the typical masculine design approach to horror publications. Lastly, the literature review 

of Extra Bold allowed me to collect research pertaining to themes of representation and 

inclusivity discussed in this study such as feminism, systemic racism, and the LGBTQ+ 

community. By revisiting the information found in this review I was able to incorporate more 

inclusive approaches in my final deliverables than was found in the three existing horror 

publications featured in the case studies. 

The first step to creating an inclusive, horror themed, lifestyle publication and style guide 

for this study consisted of using an exploratory research technique known as mind mapping to 

determine the most fitting masthead for this publication (See Figure 25). The goal of using a 

mind map as a visual brainstorming tool is to generate ideas, concepts, and connections by 

shaping the data into telling themes and patterns (Martin & Hanington, 2012). To create a 

masthead for this mock publication that was representative of neutrality and inclusivity for 

readers, researchers, and designers alike, the mind mapping process began with a brainstorming 

session of words and themes associated with the horror genre. The information that emerged was 

then used to inform the creation of potential masthead names, with the final three being Final 

Cut, In Gloom, and Umbra. 
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Figure 25 

Mind Maps from this Project 

 

 

 

 

 

 

Once the final name for the masthead was determined, the next step was to brainstorm the 

aesthetic and artistic direction to the take the publication. To do this, image boards, another 

exploratory research technique, were created to explore color, type, and imagery for this mock 

lifestyle publication (See Figure 26). The goal of an image board is to communicate intent, create 

a visual reminder of the aesthetic context for design inspiration, and exist as a source of focus for 

the designer during the designing process (Martin & Hanington, 2012). Some of the words used 

to describe the goal of this publication would be bold, beautiful, clean, inclusive, neutral, 

informative, and dark. Inspired by these descriptors and the look of minimal and clean existing 

lifestyle publications, many of the images chosen to communicate the design intention of my 

horror themed lifestyle publication featured women, experimental type, neutral color palettes, 

horror themed photography, and black and white compositions. 
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Figure 26 

Image Boards from this Project 

 

For the first round of critiques with the committee, we focused solely on color, type, and 

masthead combinations. I submitted a document containing fourteen cover page mockups using a 

singular image from The Black Parade: A Gothic Styled Shoot for each cover mockup (See 

Figure 27). This styled shoot is featured in the mock publication I created, so it made sense to 

use an image from the shoot on the cover. The intent of using the same image on all the mockups 

was to assess how the masthead, type, and color choices coexisted without the distraction of 

different images. 
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Figure 27 

Some Examples from the First Round of Cover Page Mockups 

 

 

 

After the submission of these mockups to the committee, they provided feedback that was 

assessed and implemented into the next stages of design. The information I received from the 

committee regarding color was mostly centered around the issues of legibility. It was found that 

since the image on the cover featured mostly white, black, and beige values, some of the colors 
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in the palettes I had chosen were hard, if not impossible, to read. Of the 14 mockups, it was also 

found that some color palettes read as more neutral than others, and the ones that featured colors 

other than black or white weren’t as strong. According to the article, Design Stereotypes: What 

Defines Feminine Design or Masculine Design, “gender-neutral color scheme includes colors 

such as light brown, black, light gray, white, and blue” (Darstaru, 2020). Darstaru explains that 

these neutral colors and their variations are perfect for communicating the idea that the product 

can be used by individuals with varying genders (Darstaru, 2020). By eliminating the palettes 

that may read as more feminine or masculine, and the ones that didn’t include black or white for 

contrast, I was able to use their feedback to move forward in selecting a color palette that 

included white, black, and beige values that would read as neutral and inclusive to a variety of 

audiences (See Figure 28). 

Figure 28 

The Final Color Palette for Final Cuts 

 

 

 

Similarly, through feedback provided by the committee it was found that some typeface 

pairings in the initial cover mockups were more successful than others. Many of the options 

containing stylized or feminine fonts such as Century Gothic, Dashiell Fine, and Blenny were 

ruled out. More commonly known fonts such as Bodini and Futura were also ruled out. Keeping 

neutrality and legibility at the forefront of design decision making, of the 14 options it was found 

that one of the most successful pairings was Georgia and Montserrat. Georgia, a serif typeface, 

made sense to consider as an option for the body copy as serifs are much easier to read when 

there’s large amounts of text. However, it was suggested that further exploration may be needed 
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to find a typeface that paired well with Georgia, so another round of type studies was conducted 

to verify that Montserrat was truly the best option. In a second round of type studies, Georgia 

was paired with Avenir, Monserrat, Franklin Gothic, and Helvetica. Conveying timelessness, 

cleanliness, and practicality, along with its multiple weights and styles, it was found after the 

second round of studies that Montserrat was still the best option to pair with Georgia (See Figure 

29). Montserrat, designed by Julieta Ulnavosky, was published in 2011 and inspired by the use of 

fonts on traditional posters and signs in the Montserrat neighborhood of Buenos Aires (Cho, 

2019). It’s a sans serif typeface with 18 styles and nine weights making it one of the most 

versatile choices to use for this mock publication. This is a typeface that has been used for 

websites, editorials, logos, prints, and posters due to its elegant simplicity (Cho, 2019), making it 

an obvious choice for this thesis study as it is beautiful, neutral, and clean. Georgia, a serif 

typeface created by Matthew Carter in 1996, was created specifically for clarity and legibility 

purposes (Georgia Font Family, 2022). Georgia has been compared to Times New Roman, but 

because of its darkness and taller lowercase letters, Georgia is much easier to read in smaller 

sizes and on a wider variety of surfaces both print and web (Hecks, 2019). The formalness, 

cleanliness, and modern appeal of Georgia make it a wonderful design choice to pair with 

Montserrat, but the most important quality of Georgia is its legibility and readability. Keeping 

inclusion at the heart of this thesis study, this typeface exudes friendliness and clarity for all 

audiences, making it a practical choice for this mock publication (Georgia Font Family, 2022). 
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Figure 29 

The Final Typography for Final Cuts 

 

 

 

 

 

 

The last element to go through the first round of critique were the choices for the final 

masthead. After the mind mapping stages earlier in this study, the committee was presented with 

Final Cut, In Gloom, Dark Hearts, Onyx, Obsidian, Umbra, Fright Life, and Frightmare as the 

final options for this mock publication’s masthead (See Figure 27). It was found that some of the 

proposed titles could be associated with that of fashion magazines, mainstream movie 

magazines, gothic poetry collections, or high-end magazines. Some titles were also found to be 

more masculine or romantic rather than neutral. Based on the feedback from the committee the 

options were whittled down to Umbra, In Gloom, and Final Cut. However, In Gloom felt more 

romantic and feminine than the others, so that was eliminated. Although Umbra sounds more 

neutral, it was also eliminated as it doesn’t feel like it belongs in the horror genre. By process of 

elimination, this left Final Cut. While the originally proposed idea was just Final Cut, it was 

decided that it sounded too cinematic for an overall lifestyle themed publication. However, since 

horror films account for a large portion of this thesis study, and cinema articles and directors are 

featured in the final publication as an “entertainment” theme, it made sense that Final Cut 

remain the primary option for the masthead. Through critique sessions with my committee, it 

was proposed that Final Cut be changed to Final Cuts. From a design perspective, this approach 
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made the most sense as it still embodies cinematic reference without being misleading, it is a title 

that is neither masculine nor feminine, and of course references horror in a way that pays homage 

to the slasher genre. 

Now that a final typeface combination, color palette, and masthead had been decided, the 

next step was to use the generative design research method known as parallel prototyping to create 

a series of cover mockups with these final details integrated. Parallel Prototyping is a design 

research method that is used to consider numerous design ideas concurrently before choosing to 

refine one specific approach. According to Bella Martin and Bruce Hanington, “Parallel 

Prototyping asks that designers quickly and independently create a range of low-fidelity 

prototypes, and then submit designs to testing by end users, or to heuristic evaluation by experts” 

(Martin & Hanington, 2012). This design research method was chosen because it allowed me to 

collect information on the committee’s reactions to the design elements, and then 

utilize their feedback to remain consistent with the goals of the mock publication. Unlike the 

first round of cover mockups, this refined document submitted for review contained a total of ten 

mock covers all with different image options and typeface sizes that were combined with the 

final masthead, typeface, and color palette (See Figure 30). The goal of this second submission 

was to determine what cover combination of images, text, and layout was the most successful 

representation of the brand of the magazine. The committee was asked to review what image 

worked the best, the styles of typeface pairings, if the colors used for the cover lines was legible 

against a specific image, if the kerning and leading was appropriate for the cover lines, and if the 

typeface sizes were big enough. One of the critiques from the first round was that more kerning 

was needed due to the large size of the cover lines and mastheads. Before submitting this round 

of mockups, an active effort was made to ensure that the kerning was appropriate for readability. 
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Figure 30 

Second Round of Cover Page Mockups 

 

 

 

 

 

 

Once this second round of cover mockups were reviewed by the committee, it was found 

that the images selected from The Black Parade: A Gothic Styled Shoot to use on the cover were 

doing the overall goal of the publication a disservice. While the styled shoot photos were 

beautiful and will remain in the publication, it was decided that the use of these images on the 

cover were making the overall look of the publication read more as a high-end fashion 

publication, rather than a horror lifestyle publication. With these images on the cover the only 

clue to the reader that this is a horror lifestyle magazine was the tagline of “Lifestyle Horror 

Publication” under the masthead and some of the featured cover lines. Additionally, the use of 

these images yielded issues with legibility as the neutral color palette chosen was blending in 

with the black, white, and skin tones in the images. It was also found that many of the featured 

cover lines needed to be smaller, and the titles didn’t quite come across as horror themed 

although the articles were pertaining to the horror genre. To solve this problem, the committee 

suggested that some titles be reworked to include verbs or adjectives associated with horror to 

give more context to the reader. For example, one featured article that details the impact 

Sundance Film Festival had on Candyman director Nia DaCosta was titled Straight out of 

Sundance, which doesn’t sound like it exists in the realm of horror. For this title specifically, the 
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committee suggested that it might be changed to Screaming at Sundance to imply that while it is 

still applicable to what belongs in a lifestyle publication, it also gives the reader clues that it is 

involved with themes of horror. Overall, it was suggested that there needed to be additional 

exploration of cover lines and sizes, as well as new imagery on the cover for the next round. The 

committee suggested that an image of a high-profile horror film or horror actor be placed on the 

cover to really signal to the reader this is a horror publication. With that in mind, the third round 

of cover mockups featured smaller sized cover lines as well as an image of Elsa Lanchester who 

is famously known as the actress who played the Monster’s partner in The Bride of Frankenstein 

(See Figure 31). Since the publication features an article about The Bride of Frankenstein, it 

made the most sense to change the final cover image to Elsa as her character in The Bride of 

Frankenstein is a recognizable icon in the horror genre (See Figure 32). 

Figure 31 

Final Round of Cover Page Mockups 
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Figure 32 

Final Cover Page for Final Cuts 

 

 

 

 

 

 

 

 

 

Simultaneously, while the covers were under the review of the committee, a first draft 

of the publication was also sent to them for review and critique. The first step in creating the 

mock publication was to revisit the image boards made previously, as well as circulating 

lifestyle publications that align with the goals of this publication. After considering layout and 

white space of my publication, a sketch series was created that visually represented each page 

of the final layout (See Figure 33). This first sketch featured the 30-page publication with a 

front cover, a back cover, eight featured articles, six shorter articles, and four advertisements. 

The sketch of the layout also showed image sizing and placement in relation to the text, 

columns, colored pages, and what typeface would be used. 
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Figure 33 

First Layout Sketch of Final Cuts 

 

 

 

 

 

 

 

After the creation of this sketch outline, I used Adobe InDesign and a generative design 

research method known as prototyping to create the first draft of this mock publication (See 

Figure 34). Prototyping, as described by authors Bella Martin and Bruce Hanington, is the 

physical version of a product concept that represents “the creative translation of research and 

ideation into a tangible form for essential testing of concepts” (Martin & Hanington, 2012). The 

first draft of this Final Cuts issue didn’t include many pictures or final typefaces for the featured 

articles, but it did show the solidified layout, colored pages, and some images. It also included all 

the body copy for each article that is included in the issue so that any issues pertaining to type 

and paragraphs could be addressed. To keep in line with the goal of creating a horror    lifestyle 

publication that centered on diversity, inclusion, and representation, all the articles featured in 

this mock publication were written about or written by women, nonwhite, or LGBTQ+ 

individuals. Similarly, almost all the images shown featured individuals who are women of 

ethnicities other than white or LGBTQ+. The articles and images featured in Final Cuts were 

sourced for the purpose of diversity and inclusion of marginalized groups. These articles and 
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images were cited within the pages of the mock publication. 

Figure 34 

First Prototype of Final Cuts 

 

 

 

 

 

 

 

 

 

 

 

 

 

Much of the feedback from the committee from the first draft of Final Cuts publication 

pertained to text issues in the body copy. A couple of the articles featured were submitted to the 

committee with widows, orphans, hyphenated words, and ragged edges that needed to be 

corrected. Additionally, some articles had distracting line breaks and subheads that needed to be 

adjusted for the second round. Lastly, since this is a lifestyle publication, two of the articles 

featured contained recipes. It was found that the formatting of the recipes within the body copy 

text didn’t flow as nicely as it should, and it was suggested that the line spacing in these articles 
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be revisited. Once these body copy   issues were resolved, a second draft of the Final Cuts 

prototype was submitted to the committee (See Figure 35). This version still didn’t contain the 

featured article typefaces, but all the imagery was added, a cover was chosen, and the body copy 

was cleaned up. 

Figure 35 

Second Prototype of Final Cuts 

 

 

 

 

 

 

 

 

 

 

 

 

The committee reviewed this second draft and found minimal errors and issues. One of 

the main concerns was the spacing on the cover. It was found that the additional cover lines 

needed to be rearranged to remain legible, as their current location was blending in with the 

cover image. The main cover line also needed to be moved as it was blending in with the 

clothing on the cover image. To ensure absolute clarity, the color of the text was changed to add 
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more contrast. The cover image was also blown up and rearranged to the left to create more 

negative space to ensure that all lines on the cover were legible. Another concern was the 

kerning of the logo. It was found that some of the spacing between letters, although perhaps a 

trick of the eye, weren’t consistent and some looked as though they had more than others. To 

solve, I went back to add a set amount of space between each letter to create a more polished and 

consistent look. Additionally, to add more balance to the cover composition, the tagline was 

moved to be left oriented. 

Another critique from the committee was to add a bit more color, so for the final version 

many of the author’s credits, headlines, and pull quotes were changed to reflect the colors   from 

the branding palette. Lastly, the issue that required the most attention was that of the ragged 

edges in the body copy. Originally, the paragraphs were aligned left which made it easier to 

remove hyphenated words, widows, and orphans. However, in keeping with the goal of a clean 

publication, to solve this problem the paragraph alignment was changed to full justification. 

While this created a plethora of hyphenated words, it created more clear, concise, and clean 

columns giving the overall publication a more polished look. A look at the final product can be 

seen below (See Figure 36). 
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Figure 36 

A Few Spreads from the Final Prototype of Final Cuts 

 

 

 

 

 

 

 

 

 

 

 

 

 

The full mock publication can be viewed in Appendix A. After the publication was 

finished, I used an evaluative design research method known as content inventory and audit. To 

do this, I used a comparative lens to evaluate the content of the final mock publication compared 

to the content in the three other horror publications in the case studies. As seen in the previous 

case studies for Fangoria, Rue Morgue, and Scream, many of the contributing authors were 

considered cisgender, heterosexual, white men based on the assumption parameters detailed in 

previous chapters. Similarly, many of the images shown in these publications were of more white 

men than other groups such as women, LGBTQ+ individuals, and those with ethnicities other 
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than white. When moving forward with this thesis project, I wanted to make sure that most of the 

contributing authors and those featured in images in the mock publication were from 

marginalized groups. By performing this evaluative research technique, I was able to see how 

this publication compared to existing ones in terms of representation and diversity. The results 

would allow me to make changes if needed to ensure the mock publication aligned with the 

previously stated goals. In Chapter 3 it was found that of the images featured that included human 

individuals, Fangoria had 127, Rue Morgue had 118, and Scream had 189. Of the total 434 

images featured between the three publications, there were a total of 205 individuals featured. Of 

these 205 individuals it was found that 186 of them were white, and 19 of them were ethnicities 

other than white (See Figure 37), and 91 were women and 114 were men (See Figure 38). Lastly, 

only two individuals of 205 that were shown were assumed LGBTQ+ based on context. When 

looking at Final Cuts, however, it was found that there was a total of 24 images with individuals 

throughout. Of these 34 individuals 16 of them were white and 18 of them were ethnicities other 

than white (See Figure 39), and of these 34 individuals featured 23 of them were women, five 

men, and six identified as nonbinary (See Figure 40). times making the number of LGBTQ+ 

individuals in the images ten. 
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Figure 37 

Content Inventory and Audit of Race of Individuals in the Imagery of Fangoria, Rue Morgue, 

and Scream (205 total) 

 

Figure 38 

Content Inventory and Audit of Gender of Individuals in the Imagery of Fangoria, Rue Morgue, 

and Scream (205 total) 
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Figure 39 

Content Inventory and Audit of Race of Individuals in the Imagery of Final Cuts (14 total) 

 

 
 

 

 

 

 

 

 

 

Figure 40 

Content Inventory and Audit of Gender of Individuals in the Imagery of Final Cuts (34 total) 
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■ Women ■ Men ■ Nonbina ry and/ or LGBTQ+ 
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Similarly, as discussed in Chapter 3, it was found that many of the contributing authors of 

these publications were white men. In the conducted case studies, it was found that there was a 

total of 36 contributing authors in Fangoria, Rue Morgue, and Scream. Of these 36 authors, 28 

were men and eight were women (See Figure 41). Additionally, of these 36 authors, 33 of them 

were white, and 3 of them were ethnicities other than white (See Figure 42). Lastly, of these 36 

authors only one of them identified nonbinary and/or LGBTQ+. Comparatively, however, while 

looking at the final mockup of Final Cuts, it was found that there was a total of 14 authors 

featured. Of these 14 contributing authors, 3 of them were men, 9 were women, and 2 identified 

as nonbinary and/or LGBTQ+ (See Figure 43). Furthermore, of these 14 authors, only five of 

them were white compared to the nine that were ethnicities other than white (See Figure 44). 

 
Figure 41 

Content Inventory and Audit of Gender of Contributing Authors of Fangoria, Rue Morgue, and 

Scream (36 total) 

 ■ Women ■ Men ■ Nonbinary and/or LGBTQ+ 
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Figure 42 

Content Inventory and Audit of Race of Contributing Authors of Fangoria, Rue Morgue, and 

Scream (36 total) 

 

 

Figure 43 

Content Inventory and Audit of Gender of Contributing Authors of Final Cuts (14 total)    
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Figure 44 

Content Inventory and Audit of Race of Contributing Authors of Final Cuts (14 total) 

 

In addition to the mock publication, a brand style guide was created to showcase how 

Final Cuts not only exists as a brand, but how other researchers and designers could apply its 

specific art direction and editorial design to any future issues of this publication that may be 

created (See Figure 45).  

Figure 45 

A Few Spreads from the Final Prototype of Final Cuts Style Guide 
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According to the article, How to Create a Brand Style Guide, “A brand style guide is a 

rulebook that explains how an organization presents itself to the world through its logo, font and 

color selections, photography, and much more. Put another way, it’s a reference tool that helps 

maintain consistency in what a brand looks, feels, and sounds like” (Chan, n.d.). Not only does 

having one keep your branding consistent across multiple platforms, but it ensures that when a 

variety of teams are working on a project the final product doesn’t stray from its brand 

mandatories. Chan explains further that having a style guide also creates trust and consistency so 

as not to confuse readers (Chan, n.d.). The full Final Cuts style guide is located in Appendix B 

and starts with an overview of the brand and its goals, values, keywords, voice, style, and tone. 

The pages on branding talk in depth about why Final Cuts exists, what’s important to publish in 

its pages, what it wants to achieve in its branding approach, and how it plans to execute the goals 

of the publication. Another important element in branding that’s discussed in Final Cuts style 

guide is the use of its logo. This style guide details what the   logo should look like, acceptable 

colors to use for the logo, proper clear space around the logo when its being used, and ways in 

which not to use the logo. By listing how not to use the logo it avoids any potential mistakes that 

could be made when using the logo such as distorting, miscoloring, realigning, etc. The logo is 

shown with its exact colors, spacing, typeface, and sizing to ensure branding consistency among 

products. Next, the style guide talks about the designated color palette that is used in the mock 

publication of Final Cuts and any future issues or products. To ensure legibility at all levels, a 

variation of white and black were chosen for this palette in addition to three neutral colors. These 

three neutral colors are orange and brown based, with one being far more saturated than the 

others to ensure there is a third option for legibility if white or black can’t be used. The style 

guide details these three colors, their Pantone, CMYK, RGB, and HEX values, when to use a 
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specific value for digital or print, and the tints of these colors that are acceptable to use when 

more contrast is needed. Another huge portion of any brand is its typography. This style guide 

details the two typefaces chosen for Final Cuts, why they were chosen for the brand, when to use 

them throughout the publication, and their kerning, tracking, size, and alignment. In addition to 

this, the style guide also features a section on how to format this publication which includes 

columns allowed, alignment, and spacing. The style guide also features a section about the 

imagery that must be used in the Final Cuts publication and products. This section details how 

the images must look, what types of images must be used, and who may be featured in the 

images. It also details when and how illustrations may be used instead of photography. Lastly, 

although this study is focused on the medium of print, this style guide details what digital 

application of the Final Cuts brand mandatories would look like.
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Chapter V: Conclusions and Implications 

In this thesis study and project, I have used exploratory, generative, and evaluative 

research methods to identify a lack of representation in the horror film and publication industry 

to aid in the creation of a more inclusive horror publication. In this chapter I will detail how the 

case studies and film analyses in this study show a lack of representation and diversity within the 

horror genre, and by identifying this problem, discuss how the results of that research could be 

used to create more inclusive and diverse materials in the future. While this study focuses solely 

on women, LGBTQ+, and individuals of ethnicities other than white, I will also discuss the 

impact this research has on the design field, and how the research and processes conducted in this 

study could be applied the creation of inclusive horror materials for other socioeconomic groups 

in the future. 

Conclusions of the Project 

As stated in Chapters 2 and 3, it was found that many of the horror films over the past 

five decades, as well as horror publications currently in circulation, are created with 

heterosexual, cisgender, white men in mind. Much of the data showed that a majority of 

characters featured in the analyzed films, and the directors of those films, were white men. 

Additionally, the case studies in the Chapter 3 showed that the three horror publications analyzed 

featured more white men as staff members and contributing authors. When reviewing, analyzing, 

and researching these horror films and publications, it was discovered that a major problem is a 

lack of representation, inclusion, and diversity within the genre. Not only do these films and 

publications not feature many diverse individuals as main characters in horror films or in 

featured articles in publications, but there are less diverse individuals as creators of these 

materials as well. With my education focus area in graphic design, my solution to this problem 
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was to use the design research findings from this study to create a mockup of an inclusive lifestyle 

horror publication and its accommodating style guidelines. By using the data and statistics found 

in Chapter 2 and 3, I was able to create a publication that featured more representation and 

diversity among authors and imagery, than that of heterosexual, cisgender, white men. 

According to the evaluative design research method used in Chapter 4 to compare the three 

circulating horror publications (Fangoria, Rue Morgue, and Scream) to Final Cuts (the 

publication I created), it was found that Final Cuts featured 24% more imagery of women, 17% 

more imagery of LGBTQ+ individuals, and 44% more imagery nonwhite individuals than the 

three other publications. Additionally, it was found that Final Cuts also featured 42% more 

women contributing authors, 11% more LGBTQ+ contributing authors, and 56% more nonwhite 

contributing authors than Fangoria, Rue Morgue, and Scream. 

Throughout this thesis study and project, I learned that while there have been 

improvements, film and publications in the horror genre have a long way to go where inclusion 

and representation are concerned. Based on the findings in this study, the films and publications 

analyzed are still represented by and with mostly heterosexual, cisgender, white men. To see this 

change, and ensure that representation, inclusion, and diversity become a more central area of 

focus in the creation process, many individuals need to be given more opportunity. In a genre 

where excessive harmful tropes towards women, LGBTQ+, nonwhite individuals exist, allowing 

these individuals to be main characters, featured more often in print, create characters, and tell 

stories could eliminate many of the stereotypes found in horror media in the future. By featuring 

women, LGBTQ+, and nonwhite writers, directors, and movie stars who can use their personal 

voices and stories, more diverse characters and individuals can occupy the same spaces that are 

typically dominated by white writers, directors, and characters (Copeland, 2020). 
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Implications for the Field of Design 

While the horror genre has a primary goal of scaring its viewers and readers, it also can 

be used as a platform to reflect on, influence, and talk about generational and cultural beliefs 

surrounding race, gender, sexual orientation, violence, politics, and current events (Menard et al., 

2019). In the article, Nightmare on Our Street: Social Commentary in Modern Horror, Lori 

Rosene -Gambino writes that, “The best horror films and television represent their times and 

examine the fears of their generation” (Writers’ guild of West America panel, 2021). By keeping 

marginalized voices and individuals at the forefront, I was able to use the design research from 

this thesis study to not only create a more inclusive horror publication, but I was also able to 

establish a new blueprint of how horror centered materials could be created going forward. Using 

design research methods, this examination of representation could be used in the future to yield a 

more diverse range of horror content and creators. While the scope of this thesis study was 

limited to examining the lack of representation of women, LGBTQ+, and nonwhite individuals 

as they exist in horror films and publication, this could be expanded in future studies to include 

disabilities, age, class, culture, and other socioeconomic aspects as well. Additionally, while my 

interests are in   film and my educational area of study is in print (making these two areas the 

focus for this study), this research could be expanded to include representation and inclusion in 

horror literature and television in future studies. Horror centered materials such as films and 

publications have made advancements in the last 50 years regarding representation, diversity, 

and inclusion, but by conducting studies such as these, we are able to see the numbers and 

statistics that reflect how much further we must go. 
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