I ntroduction

The beginning of liberation comes when women retiesbe “good”
and/ or “healthy” by prevailing standard. To be &enis to be deviant
by definition in prevailing culture...This is equiedt to assuming the
role of witch and madwoman...It is then tantamouné tdefinition of
declaration of identity beyond the good and evipafriarchy’s world,

and beyond sanity and insanity.
- Mary Dally, Beyond God the Fath¢t973)

Reverse everything. Make women the points of deparin judging;

make darkness the point of departure in judgingtwhan call light

[.-]

- Marguerite Dur&’s

Demonization of women in real life as well as ieidature and popular culture has
been perceived by the feminist critics as a patnialrstrategy employed to subjugate
women. Patriarchy, according to them, demonizes evota subdue and mitigate

their transgressive potential. So, the texts thptesent women as evil and demon are
looked upon as misogynist as they embody patrihidbalogies to legitimize and
naturalize the marginalization and subjugation ofnen. The present study on the
select Gothic novels written in a period from thteleighteenth to the early
nineteenth century in England goes against thiggbeat trend in feminist criticism

by viewing demonization as a subversive act. Thidysshows how demonization, in
turn, empowers women and helps them transgresscttepted gender roles

prevailing in society. Locating the root of the damzation of women in biblical



myth of the Great Fall in the Genesis, this stutisrapts to reinterpret the role of
Satan and Eve in a reilgio-cultural context. ThedvtBatan” was first used in th@ld
Testamennot as a proper noun but with the simple meanttaglversary.” In the

Book of SamugeDavid is described as the “Satan” (adversarghefPhilistines. In

the Book of Numberghe word was used as a verb to mean “to oppéterg an

angel was sent by God $atan(to oppose) Ballam. The word “Satanism” was
derived from the French woshtanismeThe words like “Satanist” or “Satanism”
were first used in French and English in the sixteeentury to address all sorts of
activities and people opposing Christianity. A @dithtract in 1565 and an Anglican
work in 1559 condemned activities of the ProtestanBatanidt Asbjarn Dyrendal,
James R. Lewis and Jesper AA. Petersen in thek Bhe Invention of Satanism
describe Satanism as “(a)ncient traditions for d@ming opponents, including
imaginary ones” (3). The authors again remark emxghme book that Satanism has “a
history of being a designation made by people agdmse whom they dislike; it is a
term used for ‘othering™ (7). In the nineteentmtgry, the word “Satanist” was used
to address the people who led immoral and devieexs.| In the late nineteenth and
twentieth century, the word was used to designatele who worshipped Satan
directly or followed satanic values. The term Setainas a religious and cultural
movement came to be recognized in 1966 when thecBlod Satan was established
in San Francisco, California by Anton Szandor LaRyben van Lujik, irChildren

of Lucifer: The Origins of Modern Religious Satani016) defined Satanism as the
“intentional, religiously motivated veneration cdtdn” (2). He intends to use the term
in the sense of “a (allegedly) purposely religichsice” (2). He uses the word
“religious” not in the sense of performing certates and rituals but in the real

significance of such rituals. The term “Satanisras lbeen used in this research in the



same sense of intentional veneration of Satan atladhis values in my study. Hence,
what is important is not the rituals but the relaship between Satan and the
followers of Satanism. The followers of Theistia&asm believe in the objective
existence of Satan, but for the followers LaVeyata8ism (founded in 1966), Satan
is a metaphor or archetype for some ideas like Inuibaration, pride, carnality, and
enlightenment. Though this kind of Satanism wa®thiced in 1966 by Anton
Szandor Lavey, Lujik in his book mentions that ¢herification of Satan as a symbol

dates back to the late eighteenth century. Lujikaeks:

The historical genesis of the new image of Satan lma traced with some
precision. During the 1780s and 1790s, a circl®adical artists, poets, and
thinkers associated with the Dissenting publisheseph Johnson became
intrigued with the figure of the fallen archang&heir source of inspiration
was unexpected: the seventeenth-century epic premadise Los(1663) by
John Milton...Paradise Lostetold the Christian myth of Satan’s insurrection

and the subsequent fall of Man in verse. (69-70)

Romantic rehabilitation of Satan was important msdorical and religious context.
Firstly, when Satan was banished to hell as eviChyistianity, some artists, poets,
and philosophers tried to restore his lost glorypbytraying him differently from the
traditional image of him. Secondly, they restored from the burial given by
Enlightenment rationalism that banished Satansagarstitious belief. Thus the place
of Satan was restored on both ethical and epistagiwal ground. Peter A. Schock in
his bookRomantic Satanisif2003) has described in detail the social andipali
context of the transformation of the image of Sagehock has studied the works of
the Romantic writers and philosophers (William Gadvvary Wollstonecraft,

William Blake, P. B. Shelley, and Lord Byron), knews Romantic Satanists, to



show how they used Satan as an ideological toobtwey their social and political

messages of revolution and secularism. Schock ksmar

In their writing, Blake, Shelley, and Byron turn&tilton’s fallen angel into
different kind of mythic anchor for ideological ik#fication. A figure
projecting the oppositional values of their socgabups as well as the
ambivalence generated by these commitments, Satardsas a rhetorical
instrument in controversial or speculative writiniylilton’s Satan assumes in
the Romantic era a prominence seen never befosnoe, nearly rivaling

Prometheus as the most characteristic mythic figlithe age. (3)

According to Schock, the demise of the belief i literal existence of Satan in the
Age of Reason was essential for his emergence emR@ Satan, a symbol of joyful
transgression. This new Satan was used by the Ran&atanists as an ideological
tool against two autocratic institutions: state ahdrch. “For radical sympathizers
with the Revolution like Godwin and Shelley, Satzas no longer an evil insurgent
against righteousness and cosmic order, but th@nimage and mythological
embodiment of the revolutionary standing up agaansitrary and despotic power”
(Lujik 77). They stressed the need for person&dcen and the power of the
individual in a protest against the arbitrary powgstate and church. This discussion
about the origin of Romantic Satanism is relevardgtiow that at the end of the
eighteenth century Satan was no longer seen dsdieabfigure or an element of
popular superstition but a politically charged syirfior the radical poets and artists
of that time. Now comes the most important questitow this transformed
archetype of Satan helped women transgress thetadcgender roles? Here, the
word “women” (also in the title of my thesis) dowst refer to the real women living

in the late eighteenth century but the women regmtesl in the Gothic novels written



by various writers (male and female). Gothic nowsg a popular genre among
domestic women readers of that time presented posferful and transgressive
women characters who might function as fantasyréigior the powerless women
readers who could identify themselves with themweler, my primary aim is to find
out the demonic and the deviant women in the nauedsto show how demonization,
in turn, helps them transgress the accepted geals: My method of study involves
a kind of intentional (mis)reading or counter re@dof the biblical myth of the Great
Fall reflected in each text. The conventional iptetation of the myth of the Great
Fall, which deals with Satan’s temptation of Eve #me consequent fall of the
humankind from heaven, holds Satan and Eve redgerfsr the downfall of the
humankind. This results in the demonization of Byevarious religious figures down
through the ages. My study owes to a great extetitet bookSatanic Feminism:
Lucifer as the Liberator of Women in Nineteenth4QgnCulture(2015) by Per
Faxneld, a scholar of History of Religion, who kiggonstructed this myth of the
Great Fall in this book to show Eve as a transgresgyure and Satan as her ally. Her
collusion with Satan is seen by Faxneld in positarens as a step toward the
liberation and empowerment of women. Faxneld irshigly has coined the term
“Satanic Feminism” to refer to a kind of practide@ading that involves “a
reinterpretation of Satan, and especially his moke Edenic myth,” and this is
“utilized to display non-conformity with the tragihal reading of the Bible where
Eve’s collusion with Satan is seen as a legitinmatibthe subjugation of all women”
(Faxneld 29). As a scholar of religion, Faxneldsthod of analysis is based upon a
“hermeneutical principle [...] of revolt’, a mode ofterpretation in which ostensible
villains of Scripture are exalted and supposedlydgfigures condemned” (Faxneld

28). Thus, Satan in Faxneld’s study becomes aaibepf the women to help them



transgress their fixed roles in society and attaiRsomethean dignity. Faxneld’s
study has a limitation as his study encompassestsavea in the sphere of art,
literature, and culture taking up a large numbeegfs from different periods of time
in order to find out a homogeneous pattern of mgmeation of the Christian myth of
the Great Fall and attempt a “dissident readindg'counter reading” of them to create
a counter-myth. Though Faxneld turns the domingstesn of values upside down in
the constitution of this counter-myth, his analysfishe individual text appears brief
(perhaps due to the extensive nature of his stiadi)ng contextualization regarding
the authors and the contemporary historical anti@llscenario. His interpretation of
the Christian myths embedded in the literary tefisn fails to relate the texts to their
historical, social, cultural context, and the authbiographical information. My

study attempts to develop and extend Faxneld’snaegt by focusing on the selected
Gothic novels written during a transition periodvioeen late Enlightenment era and
the era of pre-Romanticism with a contextual analgéthe social and cultural
background. Faxneld’'s paradigm of the counter-mwtiere the binaries between
good and evil, light and darkness dissolve, catheeretically supported by the
philosophy of counter-ethics of Marquis de Sade vggaid to have a major bearing
upon the Gothic fiction written in the late eightdecentury. Sade in his
“Reflections on the Novel” connected the genre ofi& fiction with the historical

phenomenon of French Revolution:

This genre was the inevitable product of the retiohary shocks with which
the whole of Europe resounded. For those who wegeanted with all the
ills that are brought upon men by the wicked, tloweh was becoming as
difficult to write as it was monotonous to readeria was nobody left who had

not experienced more misfortunes in four or fivargethan could be depicted



in a century by literature's most gifted novellstwas therefore necessary to
call upon hell for aid in the creation of titlesattcould arouse interest, and to
situate in the land of fantasies what was commoowkedge, from mere

observation of the history of man in this iron a@@ery 205)

To call upon the hell and examine it with emotiotelachment was central to Sade’s
philosophy. Sade’s satanic philosophy where vibeeomes vice, and vice becomes
virtue, can effectively explain Faxneld’s notiontbé religious Satanism. Though
Sade is not a philosopher in the current sensleeatierm, Timo Airaksinen in his
bookThe Philosophy of the Marquis De Sajely sums up Sade’s philosophy

expressed through his literatures. Airaksinen \srite

My own opinion is that although Sade is a subversiriter, he does
fictionally depict the subconscious mind and itgressions in a manner which
is convincing. It does not resemble anything wevkmar have previously
thought of. This region is a bizarre conglomeratibmll the waste and filth of
the subconscious Id, kept intact as long as thegsses of decay will allow
before it vanishes into nothingness. In spite chsa mystery, Sade allows his
audience to see the inner aspect of human liféesientire forbidden glamor.

When the gaze is turned inwards, one sees whatdgshotube seen. (9-10)

However, Airaksinen also warns the readers nailte Sade’s inversion of the values
too simply. Sade’s inverted world of values, acawgdo him, should not be taken as
the mirror image of our normal world. For Sadeetwirtue is something rare and
even impossible thing. It is like Aristotelian geldmean which is so narrow in its
range that one always misses it. He/she eithey ghlbrt of it or gets excess of it.

Virtue, for Sade, is a state of pure innocenceudytvirtuous man should never feel



narcissistic pleasure or pride for his deed. Orlggde with imperfect virtue will feel
guilt or pride for their deeds. In Sade’s theomylyahe incontinent and continent
persons whose actions are highly controlled byntirens of society feel remorse for
or pride in their actions. Sade condemns theirlgantegrated personality for their

narcissism. Airaksinen aptly explains it:

Continent and incontinent people possess all theigsstic potential. They
struggle, sometimes successfully and sometimes ragainst their
idiosyncratic tendencies. They lose when their Kedge is challenged by
desire and their long-range planning is made fltylehe demands of instant
gratification. But when they win, they can be prooidthemselves, simply
because they recognize something they first lackedl then achieved. They
may even love their splendid vices, or incomplettigs, because they are felt

to be their own and somethipgma faciegood. (185)

Sadean heroes, who are truly evil or wicked, amideof incomplete vices or
incomplete virtues. They do objective harm to tlotims with complete self-
knowledge without any guilt or remorse. Airaksir@rserves, “Narcissism is a joy
which characterizes poorly integrated people, wieagpically continent or
incontinent. Sade does not want to be one of th@®&7). Thus, Sade strips the
conventional virtue of its glory and considers wiee imperfectly veiled by the social
mores and customs. On the other hand, true ewiakedness, for Sade, is glorious,
commendable and even heroic. Sade’s outrageousratta of evil to some extent
comes close to the Romantic glorification of Safidmough their theoretical origins
are different, they meet on the one conclusiongbaial values inculcate hypocrisy,
and one should transgress them to discover hinmskl§/her true state. How Sade’s

transgressive philosophy conduced to the causksmfism has been shown by



Angela Carter irrhe Sadeian Womg®978). Carter in this book has tried to show
that Sade’s pornographic novels are actually pfemonist. Carter analyzes two
women characters of Sade’s novels meticulouslyinkiand Juliette. Justine is an
example of perfect victim. She is tortured and dappeatedly. She falls from one
hand to another and suffers passively without argeaor remorse. On the other
hand, Juliette, Justine’s sister, is her perfettrasis. She is rational, aggressive,
clever and predatory. She uses her sexuality togaiver. She even kills children
and plots genocide. Carter reminds that both afdlveomen are not a “model for
female behaviour”, but they are only “a descriptdma type of female behaviour”
(79). Carter further remarks, “Justine is the theduliette the antithesis; both are
without hope and neither pays any heed to a futuweéhich might lie the possibility
of a synthesis of their modes of being, neithensabive nor aggressive, capable of
both thought and feeling” (79). What Carter wantsuggest here is that one should
choose to be like Juliette to rein and dominatedre like Justine to be crushed by
society. Since sexuality, for Sade, is the basalldiuman actions, and woman has
been subjugated in terms of her passive sexuateyaiie should use, Carter opines,
sexual terrorism to emancipate herself from sulfjagaand suppression by man.

Carter remarks:

Fucking, says Sade, is the basis of all humanioekstiips but the activity
parodies all human relations because of the natutke society that creates
and maintains those relationships...Women do not albyrfuck in the active

sense. They are fucked in the passive tense anuk leromatically fucked-

up, done over, undone. (26-27)

Sade, according to Carter, encourages women t@hebkpredators and to play an

active role in sexual relationships. Sade, in tlednof Carter, urges “women to fuck
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as actively as they are able, so that powered d&iy dmormous and hitherto untapped
sexual energy they will then be able to fuck thedty into history and, in doing so,
change it” (27). She needs to embrace the soecales and become a monster to
empower and liberate herself: “A free woman in afree society will be a monster”
(Carter 27). Thus Carter shows how Sadeian women hedp other women to

recognize their captivity in the midst of relatiaetonomy granted by patriarchy.

Defining Gothic and tracing its origin with preasiis difficult as the term
Gothic has several implications. The term at fiegdérred to the things associated with
Goth, the Germanic tribe of the Middle Age, whoaded Rome in the second
century A.D. They founded kingdoms in Italy, Spaind Southern France. Later in
the Age of Enlightenment, the term was used inragiory sense to denote the past
— the Dark Age and its associated barbarism, stitp@ns extravagant fancies,
ignorance, and natural wildness. The word was usttla semantic twist by two
persons — Vasari, a Renaissance thinker, and Huvadgole, a writer and novelist in
the eighteenth century. Vasari used the word ter tefthe non-Roman and non-
Greek architecture and buildings of the twelfthite sixteenth century. Those
buildings were characterized by the pointed arbhvault, flying buttress, and
intricate sculpture. Excess of this architectutgieswas contrasted with the neatness
and precision of classical architecture. Clasdicibings like classical work of arts
and written text were always characterized by aesef uniformity, proportion, and
order. The dominant ideology of Enlightenment cdased Gothic architecture as
deformity indicative of people’s lack of taste ibarbaric age. NeveBomplete
Builder's Guide(1703) rejects “medieval edifices as ‘massive, cerabme and
unwieldy™ (Botting 30). Alexander Gerard, in Hissay on Tastél764) argues that

Gothic architecture lacks beauty as “they lackexgbprtion and simplicity” (Botting
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30-31). Lord Kames, another philosopher and wadfeéhat time, in hi€lements of
Criticism (1762) argued that beauty of an object emerges fregularity and
simplicity; viewing the parts in relation to eacther, uniformity, proportion and
order, contribute to its beauty” (Botting 31). Flkdiooks show how the sense of
order, proportion, and uniformity dominated eigimtdecentury-culture and thought.
In this context, Gothic appeared as a dissentingefwith its root in barbaric past.
However, over time, Gothic with its extravaganeady, and wildness was
assimilated into mainstream art and literature. fEvival of Gothic in later part of
the eighteenth century was catalyzed by two thintfee publication of Edmund
Burke’s A Philosophical Enquiry into the Origin of our Ideaf the Sublime and the
Beautiful(1757) and the Graveyard School poetry. AccordinBurke, beautiful
objects are characterized by smoothness, smalldelsacy, and coherent variation.
They elicit feelings of love and tenderness in mi@d the other hand, sublime
objects are characterized by their vastness, oiygcand immense power. Sublime
objects give intimation of something great andniné, which evokes the emotion of
terror. Sublime things can be admired with a fggbhterror from a distance, but it

can hardly be loved. Burke says:

Whatever is fitted in any sort to excite the ide&gain, and danger, that is to
say, whatever is in any sort terrible, or is cosaet about terrible objects, or
operates in a manner analogous to terror, is aearnirthe sublime; that is, it
is productive of the strongest emotion which thadns capable of feeling. |

say the strongest emotion, because | am satidieddeas of pain are much

more powerful than those which enter on the papiedsure. (34).

Burkean sublime is therefore a clear antithesthécclassical idea of pleasure and

beauty. It suggests that ugliness, coarsenesspagtness also have the aesthetic
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quality to incite the emotions of terror and wonddich are also pleasurable to the
human mind. Hugh Blair in hisectures on Rhetoric and Belles Lett(@383)
considered Gothic architecture as the source dinseabHe wrote, “A Gothic
cathedral raises ideas of grandeur in our mind#shsize, its height, its awful
obscurity, its strength, its antiquity, and its ahifity” (Botting 39). The ruins of these
Gothic edifices became the subject and settin@sfaveyard poets during the first
half of the eighteenth century. These poets wkm#en regarded as the precursors
of the Gothic genre were preoccupied with nightkdass, death, grave, and ruins.
Their interest in these unpleasant subjects waa nairbid fascination. Instead, they
expressed feelings for sublime by inciting the earst of terror, awe, and wonder in
the readers’ mind. They also had a didactic purpbsearning the readers against
vanity, pride, corruption, and atheism. Night amagkthess, for them, not only created
a sense of mystery and uncertainty but made méectek to look inward into own
soul. Edward Young in his poem “Night Though¢$749-51) describes the

importance of darkness:

Darkness has more Divinity for me,
It strikes Thought inward, it drives back the Soul
To settle on Herself, our Point supreme!

(V, 128-30)

Moreover, night, darkness, and supernatural figheeghten one’s imagination and
free man from the shackles of materialism to dirésthought towards spiritual
matters. William Collins in “Ode to Fea(1746) describes the role of darkness and

supernatural figures for heightening one’s imagarmaand his spiritual awakening:

Dark power, with shuddering meek submitted thought
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Be mine, to read the visions old,
Which thy awakening bards have told.

(Il, 53-55)

Death is another popular concept for the Gravepasts who used it in their poems
to express the feelings of transience of humarteaxie and futility of earthly
pleasure. It is something that destroys all eartlelsires and ambitions. Man may feel
helpless and terror at the limitless power of delaiit Robert Blair welcomes it in

“The Grave” (1743):

Thrice welcome Death!

That after many a painful bleeding Step
Conducts us to our Home, and lands us safe
On the long-wish’d for Shore.

(Il, 706-9)

In the middle of the eighteenth century, Gothic loas its negative connotation to a
great extent. It began to be assimilated into nie@as art and literature as a new
kind of aesthetic experience, but it never compjdtest its negative connotations.
This resulted in disturbing ambivalence in Gotharks. Gothic works became a site
of struggle between the enlightened present antaHearic past, between rational

and irrational, between the past and the presead Botting aptly remarks:

...the past that was labelled Gothic was a siterafygle between enlightened
forces of progress and more conservative impulsagtain continuity. The
contest for a coherent and stable account of tis¢ pawever, produced an
ambivalence that was not resolved. The complex aiiteh contradictory

attempts either to make the past barbaric in centmaan enlightened present
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or to find in it a continuity that gave English ture a stable history had the
effect of bringing to the fore and transforming thay in which both past and

present depended on modes of representation. (15)

In such a cultural context where Gothic bore neigesitive nor negative connotation
completely, the term for the first time came toused in literature. Walpole had an
interest in the old and ruined buildings and chescand kept a detailed record of
their structure and content. Even he reconstruugedwn Strawberry Hill in Gothic
style. At that time, Gothic was an exotic modetgfesused in garden follies and
indoor ornament. Walpole was the first to use retwonstruct the entire castle. His
obsession with Gothic led him to apply the Gotltyesin literature. The result was
The Castle of Otrantwhose first edition came out in 1764. Walpole wasried

about the reception, so he described it as anwantigprk of Catholic propaganda in
the preface of the first edition. When the noveldyae popular among the readers, he
published the second edition in 1768 with a subtiél Gothic Story.” Horace
Walpole used the term Gothic in the subtitle iristdnical sense to denote the Dark
Age, the Middle Age. He intended to use it agatihetEnlightenment rationalism and
Neo-classical sensibility by reviving the spiritraedievalism characterized by the
barbarism, unrestrained passion, irrationality sungerstitions. Walpole'She Castle

of Otrantodefines the main structure of the genre to a gret@int. The novel portrays
a feudal world in medieval Italy. Manfred, the falitbrd, exercises his
unquestionable power and authority over his subjétis castle, the castle of Otranto,
is haunted by an ancient prophecy that seems ® ta&en the shape of a gigantic suit
of armour. His sickly son Conrad dies when the gigaarmour falls upon him on the
day of his marriage to Isabella. Manfred, who isa@ned with the continuity of his

line, proposes to marry Isabella by divorcing hievHippolita as she has failed to
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give him a proper heir. Isabella escapes througlstibterranean passages of the
castle and takes shelter in a local monastery bhuith the help of a peasant named
Theodore. In the end, Manfred is revealed as theosa usurper and Theodore as the
true heir of Otranto. Then, Theodore refuses tydbenfred and marries Isabella.
Walpole’s novel also lays down a model of plot whieas followed by later Gothic

novelists entirely or with some modifications. histcontext, M. H. Abrams says:

Some writers followed Walpole’'s example by settsigries in the medieval
period; others set them in a gloomy castle furrdshwith dungeons,
subterranean passages, and sliding panels; theatygtiory focused on the
sufferings imposed on an innocent heroine by al@and lustful villain, and
made bountiful use of ghosts, mysterious disappeas and other

sensational and supernatural occurrences. (111)

Victor Sage mentions some other characteristi¢eeoplot of this kind of novel. It
comprises various elements that would be takem lgtér Gothic novels. Its plot,

Sage remarks,

encodes various obsessions of the later Gothic'atlmienticating’ pretence
that the author is merely the editor of a foundnuscript; the setting in
medieval and 'superstitious’ Southern Cathadlimpe; the expectation of the
supernatural; the conflation of hero and villdaine decay of primogeniture
and of feudal and aristocratic rights in geherand the rise of an
ambitious bourgeoisie eager to exercise indididireedom in marriage
and inheritance; the focus on the victimised, dften defiant, position of
women; the use of confined spaces castles, dungenosasteries and

prisons, to symbolise extreme emotional stateslatyrinthine incarceration -
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all these characteristic modalities spring intongeimore or less fully

formed, in Walpole's tale. (82)

Written in the Age of Enlightenmenthe Castle of Otrantseems to reinforce and
even uphold the medieval values of feudalism, pgemiture, and patriarchy. These
values, which are represented as natural and ntbiaolare protected by a gigantic
supernatural force. This force crushes the uswapérestablishes the true heir to the
throne in the novel. The supernatural elementsraatibnal impulses iThe Castle of
Otrantowere toned down in later Gothic novels, especiallhe novels written by
Ann Radcliffe, Clara Reeve and others who useddtararrative’ in their writing.
This group of novelists led by Ann Radcliffe usexplained supernatural” in which
supernatural events are explained rationally aetiteof the novels. Heroines of these
novels, in the words of Avril Horner, “are complesoducts of Romanticism and the
cult of Sensibility” (116). They adhere to the haes of Sentimental novels of the
eighteenth century, where fine feelings are comsitiéo be signs of nobility and
virtue. Fred Botting remarks, “In many ways thet teiows the moralistic pattern of
eighteenth-century works like Richardso@krissa(1748-9) in its depictions of
suffering virtue, to affirm values of domesticitgchifemale propriety” (70). The
heroines of these novels are moved by slightesameéblic thought, and they often
faint at the smallest shock. Though in the begignhese heroines suffer from
excessive sensibility, they undergo a hazardousigyu(both physical and mental) in
the novels to get matured and cured of unnecessaoyionalism. By the end of the
novel, Radcliffe and her followers try to restadne virtue, morality, and reason and
maintain domestic stability. Radcliffehe Mysteries of Udolph@794) is one of the
best examples of novels written within this getiréells the story of Emily St Aubert

who was brought up by her father in the rural afesouthern France. She imbibed
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the values of rural simplicity and domestic virtulest she had the characteristic folly
to overindulge in her sensibility. Before dyingy fi@her warned her against
excessive sensibility. She was forced to live g aunt against her will. Emily
loves Valancourt, a sentimental young noblemanhbutaunt compels her to marry
Marquis Montoni, a mysterious nobleman from Ité&ontoni takes Emily to the
castle of Udolpho. Confining her in the castletfdrtures Emily to secure her estates.
Emily, however, manages to escape the terror arsgpation in the castle by a
perilous journey through dark vaults and subtemargassages of the castle. There
she experiences various apparent supernaturatdevioch are later explained
rationally. In the end, she marries Valancourt get$ back her property. The
domestic stability and happiness are restored agdie novel leaves a moral that
says that the power of vice is not permanent, amdevtriumphs at the end. The
castle which is a symbol of tyranny, corruptiond d&arbarism of the Middle Age is
contrasted with the peace and happiness of homeriged by the eighteenth-century
values. Virtuous heroines with excessive sengjilitme in contact with the vicious
world, but they manage to get through this by kegpier virtues intact. Her struggle
in this hostile environment orders and rationalizesvirtues and cures her of the
excess of sensibility. The novels written in tingdition seem to reinforce the
Enlightenment values of reason, rationalism, andafitg. They are set as a contrast
to the other mode of Gothic fiction popularizedyG. Lewis, William Beckford,
Chares Maturin, and Charlotte Dacre et al. Thimigrof writers never explained
mysteries and supernatural events and left theot-ended. These texts are more
transgressive in dealing with violent and dark itspa of the human mind without

any intention to curb them. Though these texts siones give a perfunctory warning
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for the transgressors, their moral intention isfasimg. They often seem to play with

the conventional values of morality and flout them.

Though this study focuses on the transgressive waomthe later group of
Gothic novels represented by Lewis and otherspg shrvey of the history of
scholarship on these two modes and their interoglas necessary to establish the
relevance and the scope of this study. At the tofsthis chapter, it has been clearly
mentioned that this study stands apart from thegbeat trend in feminist criticism on
Gotbhic fiction of the eighteenth century. To grasp line of thoughts expressed by
the feminist critics on Gothic fiction of the eiglenth century, a short survey is made
of the major critical works since the 1970s on tbfgic. Critics have argued for two
modes of Gothic writing: male and female. Ellen Mo herLiterary women
(1976), coined the term “Female Gothic” to refetttee work that women writers
have done in the literary mode that, since thetegith century, we have called the
Gothic” (90). Ann Radcliffe, Clara Reeve, and othevho wrote in the “female
mode,” according to Moers, represented the codpdesgion of women'’s fear and
anxiety under the confinement of patriarchal ord&@ough Robert D Hume before
Moers distinguishes between the Terror mode of iGatbsociated with Ann
Radcliffe and her followers and the Horror modé&othic associated with M. G.
Lewis and his followers, he focuses on the maleidatad Horror School in his
article Gothic Versus Romantic: A Revaluation of the Goowel(1969). But Moers
considers “Female Gothic” as a “complex traditionhiere “woman is examined with
a woman’s eye, as sister, as mother, as self” (1B@gcliffe and her followers,
Moers argues, endowed their heroines with someo$@titonomy and power so that
they may resist patriarchal aggression. Radclifidogved her heroines with

“traveling heroinism” (122). Her heroines undertdlezardous journeys to distant
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lands without offending proprieties. Moers says, Radcliffe’s hands, the Gothic
novel became a feminine substitute for the picaresehere heroines could enjoy all
the adventures and alarms that masculine heroelohg@xperienced, far from

home, in fiction” (126). However, the question wiatthe genre “Female Gothic” is
feminist at all has been raised by the later aifidhey also ask whether the novels,
which fall under the umbrella term “Female Gothiepresent the transgression of
the women or their negotiation and final union witie patriarchal order. They also
interrogate the gendered process of dividing Gatita “male” and “female” mode

on the basis of the gender of the writer. Alisoddégink in heiDaughters of the

House: Modes of the Gothic in Victorian Ficti(@®92) also interrogates the simple
correlation of the plot with the gender of the autand analyses the male writer's
appropriation of the Female Gothic. Kate Fergusltiis BB herThe Contested Castle:
Gothic Novels and the Subversion of Domestic Idgalb989), deals with both male
and female gothic writers. She argues that “inféimeinine Gothic the heroine
exposes the villain’s usurpation and thus reclaamgnclosed space that should have
been a refuge from evil but has become the vergsipg a prison” (Ellis xii). The
book subverts the idealization of the home in eghth-century middle-class society.
The writer shows that home becomes a source o alid refuge as well as a prison
of torture for eighteenth-century women. This i$ a@nly a theoretical proposition as
she adds that in eighteenth-century social liféh loothe countryside and growing
urban centre there, there is plenty of evidenaipport her argument. Though she
exposes the heroines of the Female Gothic as kslpletims, she, like Moers, speaks
of women'’s power and resistance while discussieg tiole in restoring the safety of
the home. She argues that “The safety of the hemetia given, nor can it ever be

considered permanently achieved. At best it musebmred by women’s activity, not
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only within its walls but outside in the world agW (Ellis xvi). Kari J. Winter in
Subjects of Slavery, Agents of Change: Women aneFa Gothic Novels and Slave
Narratives, 1790-186%1992) finds parallels between American slaveatase and
Female Gothic in a period from 1790 to 1865. Shatiss the differences between
the “male” and “female” mode of Gothic texts wriiten England between 1790 and
1865. She considers two factors responsible faetligferences: “differing political
realities in the lives of male and female authaord #he peculiar animosities that
inspired English novelists in the late eighteerghtary and early nineteenth century”
(Winter 21). Female Gothic, Winter opines, reflagtamen’s fear of unchecked
power of man and explores the possibilities ofstasice at the same time. Winter
argues, “The goal of physical and intellectual féin required Gothic heroines to
search for ways to preserve their dignity whiledlading sexual and emotional
fulfillment, but the novels are less optimistic abthe possibilities” (Winter 67).
Anne Williams in her boolart of Darkness: A Poetics of Goth(it995) clearly
defines the existence of the male and female gafrttee gothic. But she does so not
on the basis of the gender of the author, butrmdeof the narrative, plot, use of the
supernatural and use of horror/terror. Followingf@e Lakoff's argument ilVomen,
Fire, and Dangerous Things: What Categories Reabalt Mind(1986), she rejects
the traditional assumptions about categories warehbased on the supposition that
individual items necessarily “belong in categobesause they share some essence —
or alternatively even a ‘family resemblance™ (Wélins 18). However, this principle,

Lakoff argues, in the words of Williams,

is not born out by the investigation of cognitiv@gesses. Instead, categories
are developed through the use of several predefatohciples. These include

the notion of ‘centrality’ that some members ofaegory are ‘basic’, more
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authentically belonging to the group than othenst tomplex categories are

organized by ‘chaining’.” (Williams 18)

Keeping this formula in mind, Williams examines teairs of oppositions which are
considered by Aristotle as the basic constituehtsality in hisMetaphysics.
Examining this series of oppositions, she suggests‘the headings ‘male’ and
‘female’ may be what Lakoff would call ‘basic’ meeis of the categories” (19).
Though earlier feminists, beginning from Ellen Mgespeak of women’s power and
some sort of resistance, they also acknowledgelibat novels side with tis¢atus
quo. They help the readers internalize the patriaridedlogies. However, Williams
says that the most feminist readings have ignovetescrucial aspects of Female
Gothic. These are, in Williams’ words, “its constiive and empowering function for
its female readers” (138). She also adds,"Its cqutot, its emphasis on terror rather
than horror, and insistence on the possibilitiefenfale reason (implied by, among
other things, its convention of explaining the gepsot only affirm the possibilities
of ‘feminine’ strength; they also sketch in thelmgs of a female self that is more
than the ‘other’ as purely archetypal or stereag|3i(138). Williams analyses the
Female Gothic in a new way in the light of Psychd Bros myth that gives a
different interpretation of Gothic heroine’s maggsand union with the patriarchal
order. While Williams sees the Female Gothic aystgive and even revolutionary,
Diane Long Hoeveler argu@s Gothic Feminism: The Professionalisation of Gend
from Charlotte Smith to the Bront&k998) that it is the originator of modern so-
called “victim feminism”. Hoeveler examines the wsif Ann Radcliffe, Charlotte
Smith, Mary Shelley, Jane Austen, et al. to show tieese writers helped to define
the standard of femininity of their time. The hees of Gothic novels, Hoeveler

says, uphold a model of “professional femininitigat involves a cultivated pose of
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wise passiveness and controlled emotions” (xvk #ctually a propagandized form of
model conduct for women. Here, women play the oblprofessional victim with
controlled emotions and sensibility. According toddeler, this is an “antifeminist
notion” in which “women earn their superior so@ald moral rights in society by
positioning themselves as innocent victims of awgutrtyrant and an oppressive
patriarchal society” (2). The most recent develophie the field is found in E.J.
Clery’s historical and contextual reading of theraée Gothic inWomen’s Gothic:
From Clara Reeve to Mary Shell€3000). She gives a picture of women writers in
the Romantic period, who were writing under unfaale conditions where they
often had to hide their identity while publishirigetr books. However, they were
influenced by the powerful figure of Sarah Siddessan ideal of female genius.
Clery shows how the figure of Sarah Siddons hetpdateak the patriarchal
assumption that women were not capable of expangramd communicating noble,
elevated, and sublime passions found in tragedyetidén sublimity is a means of
transgression for the women or a way to contairthiheats posed to patriarchy by
women is a subject of debate among the critics. nadtheiland inGothic & Gender:
An Introduction(2004) argues that “gothic’s fascination with tlublame, which is by
definition an experience so overwhelming that idedhe promise of breaking
through the boundaries of patriarchy and everyad@tiucture, but which often does
just the reverse and upholds those structures égang opposition to them” (5).
Heiland in her study shows that though sublime ggpee or any sublime figure in
Gothic novels leads to the transcendence of thadanies of the physical world and
the transgression of the social structure, it dwest the cost of exploitation,

oppression, and dehumanization of some women deasac



23

My Survey of major critical works from 1976 shotist most of the feminist
critics link the two modes of writing “male” andéefinale” with the gender of the
writers, but in many cases, this easy formula aagsvork. Most of the critics are
less optimistic about the complete transgressidhepatriarchal values. Anne
Williams, E. J. Clery and Diane Long Hoeveler ierittstudies speak of women’s
protest and resistance which were, however, camditi by patriarchy. The heroines
of Radcliffe’s novels showed passive strength amdage against patriarchal
aggression, but they did so without transgresgirgadles of proper and virtuous
women. Their limited strength and their partiaiseance to patriarchal aggression
are actually a reflection of the compromised stafusutonomy that some educated
women enjoyed at that time. So the feminist critieser accept the fact that women
could really overthrow and reject the Enlightenmealties of reason, rationalism and
morality. In this context, the main point of my dyus to show how women
transgressed the norms and codes of behavior ietg@overned by the values of the
Enlightenment. Some women characters in the Honade of Gothic fiction written
in the late eighteenth and early nineteenth certitegk away from the order of the
Enlightenment in the sense that their world is gogd by excessive passions,
madness, wildness, cruelty, and irrationality. Theyon their instincts and impulses.
They appear to be marginalized as primitive andatem the novels, but the novels
often seem to side with them. Though they are aadidor their transgressions, the
innocents and virtuous are also not spared. Soffernd destruction of the virtuous
imply that these novels do not conform to $t&us quoThey do not have any stable,
ethical standard to convey moral messages to #uers. Though the narrators in the
novels sometimes give statutory moral warnings<ibgto escape the clutch of

law), they seem to take a deep interest in desgyitniany terrible and heinous
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activities of these women. These women are poweHatacters who often dominate
and even control the action of the other rational @rtuous characters in the novels.
The increase in the number of female readers angdpularity of novels among
those women readers brought these powerful andgrassive women characters of
these novels in close contact with the literate ereh semi-literate women who
stayed at home in the later half of the eighteestiiury England. There is a
possibility that these powerful and demonic womemid have acted as fantasy
figures for the eighteenth-century women who calrieam about absolute power and
sexual freedom through these characters. Thistdmwed the social order governed by
patriarchal values. This was evident in men’s ag@xpressed in many fictional and
non-fictional literary works of the time about timoral corruption of women addicted
to reading novel$.To understand the influence of these fictional deimwomen
characters on the female readers in the eighteemtury, one needs to know the
historical and cultural context in which these rswemerged and the social and
cultural position of women in the Age of Enlighteamt. The first chapter of this

thesis attempts to address this issue.



