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The extraordinary artistic and intellectual changes
which took place in the last quarter of the eighteenth cens
tury are hard to define because the Romantic movement was
essentially complex, and difficult to explain because the
changes in Sensibility were gradual and had been long in pro-
gress, The heart of the matter was a profound reaction ageinst

the long domination of reason and authority. By the middle of

tle century, the classical enthusiasms, which in theilr day had
been an indpiration to loving ctaftemanship and formal beauty
and had revitalized European taste had become set:« The in-
fluence which haé onoé restored self«respect and alesrtness to
a flaccid culture had now become a cause of impotence. In the
eternal swing from liberty to discipline and back again the
pendulum of taste had/arrived at the extremelimit of narrow
perfection. It paused, turned slowly on its tracks and then,
swinging ever more rapidly - towards luxuriance and freedom once
again, wwept artists, writers and political philosophers into

the boiling excitement of a new Romanticism.,

For over a hundred years imagination and fancy had been
regarded with distrust.by the diseiples of Reason, for whom
" reality " was strictly limited to what could be experienced
by the senses, Gradually the old intellectusl ‘@approach to
life gave way to 'a wider‘outlook which admitted 'the claims of
passion and emotion and accepted the sense of mystery in life.
In literature, criticism and satire—=perhaps the greatest
literary event of the first half of the eighteenth century in
England was Pope's Dupciad (1728) which 1s both literary
criticism and satire ===were replaced by 2 more creative
spirit, and wit was superseded by humour and pathos. The wide-
-~ spread admimsion that there was a mystery in 1ife that rea-

-son could not fathom led men to reject many of the Augustan

Standards and to welcome others that the age of Reason would
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have frowned upom, Romantic souls preferred Rousseau's 1dea

of natural goodness to Lord Chesterfield%s chilling scepti-
clsm, Men began to think that human beings were noble by
nature, were innately good and therefore capable of perfect-
-ion once the system which hindered theilr development was
reformed or swept away., That is to say, man was good, but
human institutions were often bad, and would thus corrupt

him.

A striking characteristic of the approach to the
Romantic period was the strong interést shown in the past.
It was a fealing that'manifested itself in many branches of the
arts and literatures” And of 411 the various periods which
the past had to offer, that which afforded the greatest
satisfaction was the/Middle Ages, a period which, to the
Augustans, had seemed merely " dark " and " barbaric ¥, It
may be sald that one of the chief feathres of the renalssance
of imagination consisted in the 1liferary and artistic disco~
-very of the Middle Agesy which livedegain 88 a period of faith,
of picturesqueness, of simplicity, of pathose=min fact, of all
the qualities lacking in the Age of Reason, at the heart of
which was growing.a weariness and  even a violent distaste

that led it to turn against d4tself,

The' passionate idealization of the Middle Ages was
encouraged by mental facultles to which veracity of. detail
was Irrelevant, The one main idea was that the past should
differ from the present; the Middle Ages were hailed as a
reality, once alive, whose revived existence was now to be .
mysteriously blended with the 1life of the present, Closely
associated with the spirit of wonder awakened by the Age of

1. Rousseau, J.J. (1712-1778) 4 French Philosopher whose
works have much influence on the French Revolution.,

2, Chesterfield, €169%4..1773) A clever essaylst and
eplgrammatist : Letters %o His Son is considered the best,
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Faith was the revival of interest in magic and witscheraft,
Men were obviously tired of being wholiy'reasonable. .The new-
found appreciation of Nature in her wild and asavage aspects
was yet another slgn that an emotionally starved generation
was beginning to seek imspiration far from familiar scenes

and everyday life.

Mystery and Wonder, Fear and sﬁspense and Terror are
some of the labels effixed byldifferent historians to the
romantic novels that traded inhsone or another, or in all
these excitements, during the last few decades of the eighteenth
century, Extremely signifdcant at this period was the sincere
delight in " ruins ''¢' The 'convention of the " ruin " played
a great part in creating a special atmosphere of awe angd
horror and of stimulating the emotion of fear that was con- -

-sCantly evoked by the poets of the " Churchyard "1 scbool of
poetry and the terror novelists . In particular ruiﬁs seemed
to symbolize the impermancnece of human iife and effort j there
was an inexpressible sadness in the spectaele of an ivy-covered

tower, once the guard and the fortress of a.flourishing
and vitaisyxtem, now given over to,owls and weeds, After so
many decades devoted to pralse of town life, to enjoyment of
the brightly 11t salon or the soclal ecoffee - house, men be-
-gan deliberately 'to'seekcdifferent sensations. They want to
be alone, to give way to pleasurable musings as they wandered
along some lonely strand or sat 1nlthe evening in an old
churchyard or gazed out over a solitary moor. A special type
of poetry, the eleglacyreflective, came into existence which
sought to heighten the sensibilities and induce moods of con-
~templetion ahd sombre sadnﬁés.

But melancholy soon gave way to the stronger emotion

1, The * churchyérd " schocl of poetry : Edward Young,
Thomas Parnell, Rodert Blaif, ete, See chapter 1I.



-4~

of fear, Fear acted as the powerful solvent of all that was
reasonable in the eightéénth éentﬁ;y, for fear reduced man

to a condition of primitive helplessnesgag%orqed on him a
complete revaluation of his univéfgg, The stimulation of fear
and the examination of the mysterious providéd the raison
d'€tre of the Gothic novelists, who took an important part

in releasing the emotional energies that had been so long re-
-strained by way of the deep psycho - physical disturbances
that occurred when man was confronted. by the supernatural=—the
most terrifying of all experiences, They provided'a new thrill
and simultaneously prepared the way for the true Romantics,
The tine flowering ofsRomantic \sensibility took place in soil
which”had‘been cultiyvated by these novelists, For tbere was
a connecting 1link between the crude sensationalism of The

Monk and Wordsworth's highest conception of the part played

by nature in educating the soul,

Although the discdvery'bf terror as a source af plea-
-surable émotion was not completed until the end of the eigh-
-teenth century, there were various indications that the sub-

ject arouséd the intépest of writers. Most writers of the

ééntury knew'very wellcthat their readers hadclittle defence

against scenes of menace and ferocityand that deep sympathy

for innoceént 'victims held captive iﬁ“hauhted castles would

be readily forthcoming. Peoplevéhjoyed ﬁystery and darkness,

They experienced great pleasure eﬁen though they wére weep-
lwingé Therefore, in order to entertain such readers, such a

kind of fiction was written. And in fact, the literary reign

of terror was actually began by Horacé Walpole ° in The Castle

1. The Monk, or: Ambrosio (1795) written by Matthew Gregory
Lewis ( 1779 - 1818 ) D

2. Horace Walpole (1717 - 1797) whose work The Castle
of Offanto is the prototype of Gothic Romances.
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of Otranto which was published in 176%. Walpole believed
that the scope of naturalism in fiction had been exhausted

by Richardson . and if the novel was to survive it must be
revitalized from other source: In spite of the keen interest
inspimrsd by the Middle Ages a return to the naive adventure
stories that amused the age of Caxton was out of the guestion.
Yet there &ere possibilities 1n a type of romance that should
combine the new realism with the o0ld freedom of imagination,
The result in Walpole's hands was @ good - humoured essay in
fiction that obtained its effects by a very mild use of the
supernatural, but which twenty years later inspired a series
of novels relying on. Shger sensationaliém to hold their rea-

-ders' attention,

With Walpoley the rather absurd term "gothic" 1s per-
-haps more convenient, and may be allowed to include among
its followers both those that contented themselves with a
prudent use of fear and suspense, and also-those who sought
the grosser sensatlons of terror and brutally aimed to make
the flesh creep. The word "gothic" was applied first in
derision to the taste for .ruins ahd plcturesque survivals,
especially from the"Middle Ages, which—-the Augustans regarded
as barbareuscand  rvather.ridiculous.~ But it &és accepted ami-
-ably by Walpole and others who confessed to a fondness for
wpat they ¢alled "Gothic", little as they understood the real
nature of what they admired, and grotesque as were their at-
~lempts to imitate it., In due time, it became one of those
vague de scriptive words like "romanfic", which offer such
facilities for a useful if 1nexaot ciassifigation. The impor-
~tance of Walpole s effort in the style, Zhg Castle of Otranto,
subtitled in the second edition " a Gothio Story," 1s that it

showed what gothic meant and gave the name free currency,

1. Richardson, Samuel (1689-1761) got a lot of fame from
Pamela (1741}
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After Walpole, the most interesting writer of this kind
of novel was a woman, Mrs. Ann Radcliffe (1764-1823) . She
possessed a highly romantic temperament, an intense love of
all that was beautiful, a passion for the mysterious and a
taste for solitude that had been fostered during a lonely
girlhood passed among elderly people. Her interest in the
supernatural and other strange phenomena was strong, but
always controlled by reason. ©She was too lofty and idealistig
to exploit the purely horrible. Instead she specialized in
studies of the psychology of fear when it is aroused by
happenings that are only epparently supernatural. She
rationalized terror.and egcelled in creating atmosphere and

in describing the awé - inspiring aspects of nature. .

The name of Mrss Radcliffe has become almost a synonym
fér Gothic romances, and her novels. do represent the best
phase of the kind, before 1% began to degenerate into the
ghastline§szof "Monk Lewis"% and the complicated terrorism
of Maturin, Her first important novel, A Sicllian Romance
(1790) was distinglished by a picturesque setting of romantic
decay which soon beéamé) an inseparabliel par t-of e§ery story
she wrote. Thelhorror in 4 Sici;;an Rgmance is aroused
partly by,the pathetic history of a lady who is igmqred in the
depths of & vast castle by her wicked husband so thét he can
pursue a.secfet love affair with a younger and more beautiful

woman. There is no violent action but a clever exploitation

of the vague‘fears awakened in a sensitive nature by its

1. Monk Lewis: (1775-1818), owing to his famous book
The Monk,Ma&heQ Gregory Lewls was called and well-known
by the name of Monk Lewis.

2. Maturin, Charles Roberts (1782-1824) An Irish novelist

and dramatist. His famous book is Melmoth the Wapderer(1820),



exposure to the apparently inexplicable.

In The Romance of the Fordst (1791), we can see how

completely Mrs. Radcliffe had surrendered to the spell of
Alpine scenery. Descriptions of mountalns are tediously
prolonged and there 1s a sugpested anticipation of Wordsworth
in her belief that magnificent landscapes exercise an influence
over the human mind. Natural grandeur and sublimity, thun-
-dering torrents, flaming sunsets, and dark shadows played

their part in heightening sensibilivy and provided the right

setting for strange and terrible experiences.

Mrs. Radcliffe's outstanding work, The Mysteries of
Udolpho, appeared im 179%./ This novel gpjoyed a wide fame
and wes followed by scores of imitators, Her supernatural
scenes and the magic landscapes again were tremendous, the
atmosphere of the castle was chillyy tle interior of it was
somewhat frightening. That was why this novel wes greatly
applauded at that timey though it is now nearly forgotten
by the general public, béing chiefly ol concern to students
of the period and more-particulardy, those interested in
mapping that vastiand variepated reglon of the mind which we

call "Romanticism"

The' beginnings of The Gothic romance come with the
1
novels of Préﬁost which contain all the materials for the
novel of sensibility. They have in them a good part of the

material which was soon to be utilized in what was called

e

1, Prévost. A.F. (1697-1763) a French writer whose works

were eﬂormoﬁély popular and were qulickly translated into

English; Les Mémoigpes et aventures d'un homme dg.qualité
qui:g'est retiré du monde (1728-1731), the seventh and the

last volume of which consisted of his masterpiece Manon.liescaut.



the Gothic novel. His gloomy scene - painting : The grim
shades of the foreéts that feed his reveries, the murders snd
carnage, and miscellaneous adventure, are all the raw stuff
of Gothic romance. Even those tiresome explanations which
were to be a concession to sense énd credibility appear
already in Prévost. He also has an earnest belief in the
perfectibility of the savage which reached such ludicrous
lengths Yater. He was less than Ralf a realist, and much
more than half a.romancer, the romenticism of his fabulous
adventures overshadowing the honesty and lack of reserve
with which he emptied out-for all to see the contents of his
palpitating heart orsthose of his sentimental kindred. He
was too deeply immersed in what he was describing to be very

clear - sighted.

The successor to the c¢hair so leng and so successfully
1l

held by Prévost was his understudy Baculard d' Arnaud, who

was recognized as the great master of Le. Ténébreux. His

novels and especially the manifesto introdading his play
Comminge (1765) gave a great impetus here to both the novel
of sensibility.and, sensaticnalism. . He, exaggerated the melo-
-dramatic element in Prevost, and trled to out-do hls pathos
by sheer .gush’ and-bembast,the insinceritypof-which)did not
entirely escape detection% Yet his devotees put him beside
Prévost and Kichardson and Rousseau, as one of the great

painters of virtue and éentiment, end found his stories heart-

rending, thrilling, and full of inspiration to the elect.

1. Francois - Thomes Marle de Beculard d'Arnaud (1716-1805)
2. Thé verb "baculerder" for his emotional rant, and
the byword "darnauderies® for his hystericailsentimentality,

were colndd by modern critics, the laétéf, in fact, by Servais

Etienne (Lg Genre Iomanesque.)
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The exciting adventures, the violent emotions,'the
gloomy scenes, forests and antres, castles, dungeons, and
graveyards in the Abbé's novels and the plays and. stories of
Baculard, were to be the distinctive features of Gothic
romance throughout its course, It was all a derivative of the
cult of emotion; and, the more morbid and coarse the sensibi
- 1lities to be stirred, the more heady the variations and exage
gerations of these stimulants, Some novelists sought only
to conjure up an atmosphere of awe-and vague apprehensions
others employed the most violent shoecks. of physical anguish
and fear. They all.dabbled in the supernatural, either play-
ing upon or playing wilk feelings of superstition, and later
on, those who had betome acquainted with German folk=-lore
and its Ghosts and elves and ‘goblins found their account in
satiating the greediest @appetites for erime, diabolism and

nameless horrors,

Apart from & few odd instances in which erents or
characters from the-past happened, almost by chance, to be
the subject, there had hitherto been no historical fiction
in English, The ancestry of the hlstorical novel must be
sought in the same quarter as that of the nove{ of sensibility.
Then camefithe anti = romantics with their romances based on
fact giring precise circumstances and portraits that had to
face the test of recognition and criticism; So far as local
COlour and adequate allowance of facts were concerned it has
been observed that Prevost!s fiction is a kind of historical
romance, Of much the same composition is the first of the
English historical _romances. Tt was the work of an Trish
clergyman, Thomas Leland who among other historical works
wrote later a His &QEX of Ireland from the invasion of Henry 11
(1773). Whatever<Leland knew of the times of that monarch

there are few facts and very little historical colouring in

i
[T
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this story, although it is fictiqn in the guise of history
rather than history in the guise of fiiction. It gives the
apocryphal career of William de LongeSpée,.third Earl of
Salisbury, the natural son of Henry II and Fair Rosamund,

who comes back to England, after a campaign in Gascony,
imprisonment and many perils, to find his countess persecuted
by a nephew of Hubert de Burgh, who covets his estates.
Longespee defeats his enemies, andmarries the girl who had
followed him as a page to her lover, the Lord of Poictiers,
Several of the charactgrs-are historiecal, the incidents are

fictional and at variance with fact,

The successorsfof 4bbé Prévost and Baculard d'Arnaud
as the writers of the/genre who should be mentioned briefly
here were Hemry Mackenzieg, Horace Walpole, Mrs.'Clara Reeve,
Mrs. Ann Radcliffe, Matthew Gregory Lewis, Mrs, Shelley and
Gharles Robert Maturin. Here again the preparation in litera-
-ture for the coming of Romanticism is through its early
stages consciously artificial. The transformation longed
for in style is yet so slow a process that men of letters
. with a gift of .discernment take it upon themsélves to satisfy
this need, even'by the most superficial means, Intellectually
alert andoelear - sighted, they also experience what others
feel, but not to a greater degree, Thus Qith Walpole, the
creator of the novel of Terxor,.it is ﬂot so much an excep-
-tional susceptibility to emotion which prompts his pen, as a
distinet sense of what is wanted in litefature, coupled with

a bold, versatile mind,

In the process of its development, this particular
kind of novel goes through the stage of sentimentalism, it is
the cultivation of feeling for its own sake that in turn

leads to the search for the semi - morbid forms of emotion,
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The systematic enjoyment of intense feeiing brings about a
complete moral jnversion: the love of that pleasihg kind of
mental suffering, a sense of terror skilfully suggested. In
this reSpebt, the work of Mackenzie although layer in date by
several years and very different from that of Walpole, must

nevertheless be directly connected with 1t,

Mackenzie (1745-1831) had no original talent., He is
the disciple of Sterne, and owas much' to Rousseau, His best-
‘known novel--ng Man of E lipg (1771 ) ssmeis mediocre, It is
a deliberate imitation of Sterne's novel IThe Sentimental
Journeys but the discefititwity which Sterne, with his exquisite
feeling for nuancé and detadl, had transformed into a resource
of art, here loses its valué, and nothing redeems the thinness
of the theme. The psyechology also 4s lacking in subtlety.

The hero of Mackenzle is not complicated; he becomes the

easy victim of the paralysing emotion which sensitiveness .
experiences at eQery turn of life. For the world, as Rousseau
made out, is here the triumph of a cruel eorruptionj and the
soul that nature has formed of necessity finds itself con-
tinually struggling'dnd) suffering. |THus the pessimism of the
Romantics definitely shows 1tself to be the inevitable fruit

of too keen a sensibility.

In other respects, it is to Richardson that Mackenzie
owes most, although he never ceases to be the ardent admirer
of Rousseau. A theme of social philanthropy ssean appeai
agalnst slaveryeeeadds more variety to the pathos of his Julia
de Roubigné (1786) which is, perhaps, on the whole his best
work. But here again we have the skilful adaptation of
another's ideas, without the least real originality. His
sentimentalism is rather shéilow; and although much of his
inner self 1is concerned in the exalted feelings, it 1is still
obvious that the exaltation is largely affected and artificial.
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The Man of Feeling betrays a kind of secret hesitancy; it

is at oncé.a paééionate gefence of sensibility, and yet a
§enunciation of thé conflict between sensibility and the ins-
-tinct to survive which arises when once sénsibility is gilven
over freely to its own devices, uninhibited by reason, com-

-mon sense or humour.

Mackanzie's work is chiefly interesting as a sign,
With him, and considering only the more obvious trend of his
novels, we find that the pleasure of feeling and suffering is
proclaimed as an endsufficient in itself. Thus sentimentalism,
as a free and dominantpsychological tendency, comes into
still greater relief hére than in the pages of Sternej and
the close association of grief and joy, which at times seey
to blend into one indistinguishable:feeling, is brought to
such a degree, as to render‘not only possible but logical
2ll the moral complexities, a1l the paradoxical perversions of

the emoticnsy in which Romanticism will liké to indulge.

[

After Mackenzie, there came a greaft Gothic Romancer of
the time, Horace Walpole. His Cgstle of Oiranto is the
clever achievement(of an inquiring mind, which/had enough
intuition to divine a widespread needsof the public, but not
enough genius—wor' might (orietsay sincerity%a=to create a

convincing illusion,

Readers today are not likely to receive the novel on
the conditions whiéh it demands. But the success it enjoyed
in its own day goes to prove how near the surface lay a still
untouched vein of feeling and how willing the contemporary
imagination was to meet the writer halfway. The setting chosen
by Walpole for his novel is medieval Italy; this points to a
close connection between tﬁe psychological origins of the

novel of terror: gnd those which prompted the evocation of a
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picturesque past, As is shown by the term "Gothic novel,"

the strangeness and mystery of a distant age, itself a prey

to superstition; and wonderfully fitted to re-create the
atmosphere of emotional belief, served as a model and encourage-
-ment to an instinct in quest of new and more potent means of
self satisfaction., In a first preface, rather intcrestingly
Walpole avoided any reference to the reality &6f his factsg

but in a second he admitted his inwention, and sought to'justify

it by rather far-fetched arguments.

Stripped of ali‘its atmosphere of"witchcraft, the
novel today is lifelesss” Walpole with his clear and rational
outlook upon life is by 'ne means a poet; and when he attempbe
to .deal with the mysteriotis, not only are his methods awkwarg
but he defeats his own end by placing his mystery in the broad
light of facts, instead of leaving it enshrouded in a suggestive
dimness. - To. make matters worse, he proceeds to pin on to
the pnincibal.action of the story a kind of /fAntrigue conceived
in the worst pseudo-tlassical taste. The sentiment of the'
whole book 1is cold and remote. But we must not forget that
in itself that géneral effort THo) rousE @ pleasing anguish
in the reader was a happy one, and the novel of Walpole retains
all the interest attaching to tne first work of & series;
To it can be traced all thosc stories whose main interest
centres round'the medieval castle, with its grimy walls and

its disturbing atmosphere of uncanny illusion.

Clara Reeve(1729- 1807) has admitted her indebtedness
to the work of Walpole, but this does not keep her from cri-
-ticizing his novel with accuracy of judgement Besides she
is more than a mere imitator. The novei of terror as we have
it from her pen is coloured with a sentimentality more purely
middle class; it divests itself of the aristocratic and slightly
free-thinking chagacter that originally clung to it, Its



1k

general tope is more sincere begause, following the model of
Richardson, the emotional element has in it something of a
moraliging nature; it can henceforth strike foot in great
general needs of the soul, which conscience accepts, or
regards as normal and necessary for its well - being. Then
only does it take its legitimate place among the recognized
literary kinds. Clara Reeve is more cautious in her use of
the supernatural; she does not exclude it, but makes it more
reconcilable with reason, and through that very means tends
to spread it over the whole development-of a plot, while the

emotion itself assumes a'more distinctly psychological charac-

ter. As a work of ardy Ihg Old Epeglish Baprop is decidedly
mediocre; but it has ghis advantage over The C Otranto,

that it effectively ppepares the iiterary public for the novdls
of Mrs, Radcliffe, as well a8 for a type of feminine Romanticiam
which, since that date, has remained,a distinct vein of Eaglish
literature.l

The spell of Romanticism in all its potency was first
brought home to English readers by Mrs. Radcliffe, a writer

of original gifts, whose' name ,to-day, however, is as good as

forgotten among .general ‘readers of fiction.

Thedwork of Mrs. Radcliffe owes 1ts disappearance, as
a popular work to internal failings; the diffuse length of
her novels, the monotony of a style that is lavish in
description and overloaded with detall, the air of timidity
and convention in the characters, as well as in the philosophy
of life. And more important still, the authoress is the

victim of a decision which in the hands of a superior talent

1. The foremost authors to be mentioned. . in this context
are, of course, Emily Bronte (Wutheripns Hights 1847) and

Charlotte Bronte (Jane Eyre, 1847). The romantic historical

povel has for long been éonqidered {and is still at the present
time) a form of fiction particularly suited to women authors,
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might. have proved just and fertile, but which, imperfectly -
realized, oniy leads to disastrous results. Her reason and
her conscience refuse tq_gdmit; except in one posthumous novel,
the existence of the éﬁpgfﬁétural properly so called; and
‘dlthough in many of her pages she does create an impressionof
dread and mystery, she eventually reduces it, through a full

explanation, to nothing more than an illusion, -

' “'Mps. Radcliffe was a guiet home - keeping lady, a good
housewifle,. who travelled little til) after she had executed -
her word - pictures of foreign landss who had no adventures
and but a restricted.atquaintance with the world even of
ordinary affairs; and who gpun her romantic inventions out of
Lan imagination dreaming /over the works of her fellow - nowel-
;1sts and a few books ofhtravel. She had as much knowledge of
English literature, including Shakespeare and the poets new
or newly discovered of her/oun time, as the average educated
woman; but there is no evidencé that she had read much history
in ﬁhich respect she compares poorly Qith the rest of her
ro@antic colleagues,  But shé was well versed in the movel of
sensibility, whether ofsdomestic o’ foreign make, and all her
heroines are formed in that meuld.® And-in'fact the dominant
note of her romanticismea_scnse.of.wonder_ and, aboye all,
SuspenScemmcan be attributed té the extreme development of

sensibility to the emotions of fear énd awe. (}0(‘0139
.- 4 \)v"g,\

Her first novel is negligible., Ihe Castle of Athlin

:“ﬁnQ_2unhaxn§4a_ﬂighland_§igxx (1789), was an essay in the
manner of The 01d Epglish Baropn. Waguely picturing Scotland
in feudal ¥imes, with 1ittle local colour and that little
erroneous. The plot centres in a missiﬁgfheir, and there is
the usual Gothic apparatus of secret passages and sliding
panels, mysterious music{ and the chill touch of a corpse

in the dark, giving some foretaste of stronger sensations to
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come. In the Mysteries of Udolpho (179%)  her most famous

book, long tours in quest of the picturesque dlternate with
exciting melodrama, and the two are skilfuliy hameniZed by
her sense of atmosphere, Some perfunctory incidents afe a mere
pretext fbf the journey from Gascony into Lanquedoc, and her
descriptions of the Pyrenees anhd the vast ateas of forest
stretching from their slopes. Mrs. Radcliffe knew that feéf
and even repulsion may, like pathos and tears, be pleasant
ingredients in a sehsational dish, But probably her most
lasting contribution to fomance was simply that which we

call ‘atmosphere! Landscapés, seascapes, pictureque ruins,
skles and storms evokesity and make the right psychical
accompaniment to the emotional drama, It is interesting to
note De Quincey's tribite to her, when, in a passing reference

to the English Lakes, he writes:-

".eveesse all these, together with the ruins of
the once glotious abbey, had been brought out not
many years before into sunny splendour by the great

enchantress of that géneratione=fnné |(gic) Radcliffe,”

This' was not something absolutely new in fictioh,
but no one had used atmosphere before as a principal element,

and no one had used it so conseiously,

Mrs, Radeliffe was also the last of the novelists of
sensibility; it was her sensibility that responded so cordially
to the dual appeal -of romance and.of natural scenery.. Her
sfpries ére all gentimental dramas; the heroines—==and her

beroes are all heroines—eare oast in one mould, sensitive,

1. Copfessions of An Eneldsh Opium - Fatar (1822)
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devoted, virtuous beings, of the well - known stemp, She

was a firm bellever in the sentimentalist doc;ripe that virtue
hever goes without its rewardi She had plenty of imitators
during her own lifetime, especially in the decade or so after
The Mysteries of Udolpho had enraptured a host of. sentimental
readers., Many shameless plaglarists did not scruple to put
their crude sensation novels down to her discredit by describ-
-ing them as by the author of that famous book. Mrs. Radcliffe
married strangeness and beauty; Monk Lewis divorced them again
and Tlung beauty to the dogs, preferring the brute force of
strangeness, violence and-hofror. So that his Monk (1795),
though confessedly inspired by his enthﬁsiasm for the
Mysteries of Udolpho, with tthe saturnine and villainouwsMontoni,
represents a séhism, agdark heresy, in the romantic fold,

‘ahd was to offer to those who ‘dabbled in Gothicism an allerna-
tive pattern, to point to other attractions, which indeed

proved more appetizing to tastes now growing jaded. A comparaw

ble phenomenon in our own time is the replacement of the
'intellectual’' detective stories of Freeman Wills Croft and
dAigatha Christie by the deliberately sadistic blood - and - sex
stories of éeter Cheyney and\Mickey Spillane.

The_influence of Lewis, whose. talent is deeidedly more
sensational), ‘appeared to be greater than Mrs. Radcliffe's
in the eyes of their contemporaries; it is more on the surface
and therefore eady to estimate. 'The Monk represents the work .
of a very young mén: a fact obﬁious from the crude nature of
the emotions he seaks to rouse, as well as from the nalvete
of the artistic means he employs. Without the slightest
restraint he proceeds td explgit the thrill of conselous
and pleasing terror, compound?ng it with others of a kindred
nature, such as that prompted by sensual desire or by the
loathsome sight of some physicél horror. So that the psycholo-
-gical development begun'by Walﬁéle, but of which the seeds are
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really to be found in the work of Richardson, here reaches its
final stage of sheer unrelieved morbidity. The novel of

Lewis enjoyed a success due to its fascinating power of strike-
~ing a terror with which a secret feeling of repulsion was
mixedy but very soon public taste turned away from so open

a revelation of affinities about which consciousness preferred
to remain in ignorance. Yet the Satanism of Lewis had now
supplied the extreme stimulus which imaginations set loose
longed after; from it were derived/some of the essential
elements of the darkest aspect of Hbmanticism; and thus its
influence can be regarded . din the light of a liberation,

however dubious.,

With Lewis we leave behind the mood of middle class
sentimentalism, and come back to an artificial iiterature in
the manner of Walpole./ The Monk is destitute of all moral
depth; its atmosphere 18 heavy and unreal; the charactérization
i1s over - simplified, like that of melodrama, Where Mrs,
Radcliffe could oftén instit a fairiy subtie effect into her
suggestions of the supernatural, lLewis handles his subject
matter directly and roughly. The guvenile ardour which lies
at the core of his«work, andiwhichj unaware of ¢(its own secret
nature, so_clumsily conceals itself in“the guise ©f a super-
-ficial didactic intent,, 'no 1loenger provokes' any 'sympathetic
response in us, But if the book is hopelessly lacking in
warmth, 1t still preserves some strength in the intensity of
vision which the author devotes to the portrait of his hero..
The Mopk forced itself, as 1t were, upon its éeneration.

Even Mrs, Radcliffe may have been indebted to it for the
conception of her Schedoni; and the imitators of German
ballads, written in a language often vulgar, but not destitute
of a certain semse of dramatic effect and vhythm, supplied

the earliest models in Eﬁgland of the poetry of terror.
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Mrs., Shelley (1797-1851) was another romancer to be
mentioned here, Her style is rather different from others'.
Her most famous book Frapkenstein (1618) was an attempt in
the same style which has added a misused word to the English:
language Mrs, Shelley, a young lady of nineteen who had feasted
on German ghost stories, wrote this novel which was not
likely to show much originality; yet it had some, and what
it owed to currént tradition was such a floating idea as the
satanic malignity Qf her monster and the ghastly tension of
flight and unrelenting pursuif;4 Thé 4dca came to her in a
dream, Her preface tells~the story of the competition pro-

-posed by Byron, when-the.party were staying on Lake Leman in
1916, Her brain was“at & Standstill, until the dream gave
her a starting - point; then she went straight ahead, from

the words "it was on a dreary night of November," which wow
begin the fifth chaptér. For later on, at her husband's sugg
-gestion, she unforﬁunately amplified what at first had been
"only a transcript of the grim terrors" of her dream, and what
should ygve been a powérful story was padded out to the

dimensions of a novel,

Frankensteln, b& the grace of Hollywood, is the widest
known of all "Eales of terrors" The novel itself 1s consi-
~-derably less Sensationale-and more philosophicalwe=than the

films based on.it. Frankenstein was written for fun, to
pass the time, not to secure, at any cost the attention of

as many readers as poésible. And Mrs, Shelley is at least as
interested in the moral and philosophical problems attendant
upon the scientific creafion of a form of life as in the

mere production of terror.

The masterpiece of the school of terror did not appear
ti1l the end of the second decade of the nineteenth century,

and was the most elaborate and, incomnarably the finest work
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Of Charles Robert Maturin, who wrote some plays, one of

which, Bertram, or the Castle of §LLd&Ldghzénﬂ (1816), was a
great success both on the stage and in print, and several
other novels besides the most famdus, Melmotl . ..the Wanderer
(1820)f Maturin was one of those taiehted men who make
‘plagiarism a fine art justified by resglﬁé}jmﬁe took the

Faust of tradition and of Goethe and cunningly blended him
with the mocking spirit of Mephistopheles and into the same
synthesis}went the fearful concepticn of the Wandering Jew,

as it had now been fused by time out of the three 1egen§s.

He outdoes all other.Gothic romanticists in the accumulation
of blood ~curdling and heért - sheking effects. And he
fascinated the most fastidlous judges. To give a straight-
forward accoﬁﬁt of this' strange being and his centuries of
torment would have been baset with obvious artistic difficultiiesy
Maturin accordingly made hisi book the frame for sigrecitals,
The tortuous involution of his reported marratives inevitably \
makes for obscurityy »But, as in a nightmare, the transitions
are swift and inexplicable yet the horror of ‘each successive

phase is none the less vivid and overpowering.

LY

Mention of Mrs. Shelley reminds us that some===if not
alle==0f the great romantic poets wereodrawn to the supernatural.
But their dealings with this subject are much mope Tefined,
more thoughtful than the sensation - mongering to be found
in the great majority of Gothic novels. Though both deal with
strange and rationally inexplicable events, there is no com-

parison between hzis;gbgl and Otraptg for example. In the
first, the supernatural is used to symbolise a spirltual state:

in the latter it is merely used to "chill the blood" of its -«
readers, Yet of course the gothic novele=however crude,

however negiigible as arte-=does show how the taste for the

1. Christabel (1798), poem by S.T, Coleridge.
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sﬁpernatural and the revival of interest in the Middle Ages
was common to all types of readerg, the least refined as well

as the most cultivated.
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