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1. Introduction

The title of this study appears contradictory. idtfsight, it seems to combine literary forms
which are diametrically opposed to each other. dmmon usage, the pastoral is often
associated with aspects like an idyllic nature, @m@den Age and nostalgia, whereas the
Gothic is connected to a dark age of superstitioth anarchy threatening any idyllic and
enlightened order.

In the recent edition of th®xford English Dictionary for instance, the termastoral is
among other things defined as “a literary work @ying rural life or the life of shepherds,
esp. in an idealized or romantic form” or “a rueeid idyllic scene or picture” in genefal.
The dominant idea often related to this type @fréiture is a search for simplicity away from
either a particular place (e.g. the city or thertouto the rural retreat of Arcadia, or from a
particular period (e.g. adulthood) into the agehifdhood® The form originates in thiglylls

of Theocritus, who wrote a collection of poemstfoe Alexandrian court in the third century
BC. It was later taken up by the Roman writer Mjrgiho, with hisEclogues established the
form which became influential in the European argrtradition.

By contrast, the Gothic has, since its inceptiothwiorace Walpole’§he Castle of Otranto
in 1764, been frequently associated with the daalspects of the world and human nature.
The OED characterises the general term as designating iagytharbarous, rude, uncouth,
unpolished, in bad taste” or “savage”; as a litgfarm, it is described as “a genre of fiction
characterized by suspenseful, sensational plotsiviing supernatural or macabre elements
and often (esp. in early use) having a medievahther setting® Unlike the Gothic revival

in architecture in the eighteenth century, whictieled revealed a kind of nostalgia for the
past, in Gothic texts, the latter is not a GoldegeAut rather a site of terror haunting the

1 John Simpson (ed.).xrd English Dictionary (OED)OED Online.Oxford: Oxford University Press,
2011, s.v. “Pastoral”. 24.09.2011. <http://www.aedan>. Cf. also the definition in tHeenguin Dictionary
of Literary Terms and Literary Thear{for the most part pastoral tends to be an idattn of shepherd
life, and, by so being, creates an image of a gehead uncorrupted existence; a kind of prelagsari
world”. J.A. Cuddon (ed.)Penguin Dictionary of Literary Terms and Literarhdory 4" ed. Oxford:
Blackwell, 1998, s.v. “Pastoral”.

This association of pastoral with the notion bildhood innocence has been particularly infludrgiace
Peter V. Marinelli's famous treatise on pastoraltimg. Cf. Peter V. Marinelli.Pastoral The Critical
Idiom, 15. London: Methuen, 1971.

¥ SimpsonQED, s.v. “Gothic”.



present. This insistence on a more savage time stage és oéigarded in connection with a
whole range of other stock features, e.g. medieaatles, vampires, wicked tyrants and all
kinds of supernatural or terrific occurrences.

Despite this seeming incompatibility of the Gotland the pastoral, there are numerous
instances in English literature where both form&cour. In H.G. Wells’SThe Time Machine
(1895), for example, the protagonist, after hisrpey to the London of the future, finds a
landscape typically associated with the pastoralitiin thislocus amoenyshe Eloi live a
seemingly innocent existence in harmony with ardlidypatural environment. However, the
Time Traveller soon finds out that this bucoliclidg merely a facade, behind which Gothic
dangers lurk. Beneath the green pastures, ther&alsyrinthine underworld, populated by the
Morlocks, horrible half-beasts which come to th@epworld at night to devour the helpless
Eloi. What initially seemed an inviting setting gkily turns out to be a dangerous prison:
After the stealing of his time machine, the protaigomust fight against the infernal beings,
who threaten to take his life.

Such an overlap between both modes, i.e. the paicd@ortrayal of a rural environment as
both idyllic and a place of sinister dangers, carfdund from the beginnings of the literary
Gothic tradition. It is not before the late ninetée century and after, however, that a
proliferation of what will be termed @othic-pastoral modeccurs. Authors like H.G. Wells,
Bram Stoker, H.P. Lovecraft or Stephen King allule features assigned to the pastoral and
the Gothic within their novels. The large numbertetts exhibiting a closeness of these
forms suggests that the assumed incompatibilitpuabned initially results rather from an
intuitive suggestion that equatpastoral with ‘idyllic country’ and Gothic with ‘darkness
and chaos’ than from a precise definition of bathaepts.

Indeed, this problem of delimitation is not onlydespread in common usage but even in
many critical accounts on the two modes. Here, tbiéggn seem to have become vague
concepts designating either all types of idealisgdl environments or anything sinister and
fearful. Brian Loughrey complains thpastoralhas become a “contested term” in twentieth-

century criticism, which includes any depictionaofural retreat in combination with a kind

4 Chris Baldick therefore states that “literary Giotis really anti-Gothic”. Chris Baldick (ed.yhe Oxford
Book of Gothic Tale®Oxford: Oxford University Press, 1992, xiii.

Cf. CuddonPenguin Dictionarys.v. “Gothic novel/fiction”.

The termpastoral idealsubsumes the idealised features usually associdtbdbastoral writing, e.g. the
Golden Age, innocence, nostaldgiagus amoenysetc. Cf. Peter Lindenbaur@hanging Landscapes. Anti-
pastoral Sentiment in the English Renaissatbens: The University of Georgia Press, 1986, ix



of simplification and idealisation; in his view,ethesult is a “bewildering variety of form5”.
Likewise, Alexandra Warwick argues that nowadaygyrg text containing gloomy elements
or negotiating anxieties in a certain way is laglasGothic® The extreme transformation
and diversification of both forms, particularly ipostmodern times, has even led to
considerations whether they have become obsoldtavar developed into something else.
The present study will focus on the question whiylending between the Gothic and the
pastoral is possible. The primary aim is to demmastthat already in antiquity the pastoral
contains several features whose continuation ini€ngterature allows for a co-occurrence
with the Gothic. By investigating a selected bodlyexts which exhibit the resulting Gothic-
pastoral mode, the analysis will give an overview i3 constituents and different
manifestations in the English literary history. Trinain focus will be on the period of tfia

de siécleand the twentieth century, where most of theseitlybstances can be found.

By tracing the fields of intersection between tle tmodes, the study also intends to
contribute to the much-debated question of howdfind such abstract concepts@sthic
and pastoral It will be shown that, far from being such disgar terms as the definition
provided by theOED suggests, both are flexible categories which arenewapable of
including elements from a (seemingly) different mo@Against this background, it will even
turn out that one can arrive at a new definitiothaf more general termode

Finally, the analysis aims at shedding new lighttmrecent controversy whether the Gothic
and the pastoral are extinct nowadays and if itefloee makes rather sense to speak of a
“post-pastoral’” or a “post-Gothic” mode. As will bergued, instead of having become
obsolete or been transformed into something egetwo forms have survived in a specific
way; this becomes particularly obvious when lookatdgheir mutual overlap.

In order to achieve these aims, the analysis w#t provide a theoretical fundament (chapter
2). After an overview of the four basic areas inakhthe Gothic and the pastoral overlap, the
current state of research concerning a combinatidooth modes in English literature will be
outlined. Against this background, the major thesed the methodological approach this
analysis is based on will be introduced, followgdabsummary of the criteria underlying the

selection of primary texts to be investigated.

Bryan LoughreyThe Pastoral Mode: A CasebodBasebook Series. London: Macmillan, 1984, 4.
8 Cf. Alexandra Warwick. “Feeling Gothicky®othic Studie®.1 (2007): 6-7.

o Cf. Fred Botting. “Candygothic”, iThe Gothi¢ ed. Fred Botting. Cambridge: Brewer, 2001, 133:15
John Barrell and John Bullhe Penguin Book of English Pastoral Velsendon: Allen Lane, 1974, 432.
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In chapter 3, the historical development of thetdess allowing for a blending of the two
forms will be traced from antiquity up to the miaheteenth century. The study will focus
first on Virgil's Ecloguesand a selection of excerpts from HomeDdysseyAfterwards, it
will proceed to the English literary tradition. Tisebchapter “Gothic-Pastoral Precursors”
will treat texts from the Renaissance to the mghtgenth century which already exhibit
preliminary traits of a hybrid form; it is followebly an investigation of the emerging early
Gothic-pastoral mode from Ann Radcliffefhie Mysteries of Udolph@794) up until Emily
Bront€’'s Wuthering Height$1847).

The fourth chapter will deal with a selection oftlio-pastoral texts of thén de siecle As
will be demonstrated, the tradition as outlinedfap reaches a climax at that time. The
analysis will place its emphasis on four authorsvirose writings this mixed mode occurs;
besides H.G. Wells’'She Time Machinél895)andThe Island of Dr Morea1896), it will
also include Bram Stoker'Bracula (1897), H. Rider Haggard'She (1887) and Joseph
Conrad’'sHeart of Darknes$1899).

Chapter 5 will, with the help of a selection oftewritten by British and American authors,
focus on the continuation of the Gothic-pastoraldman the twentieth century. For this
purpose, it will be divided into two parts. Thesfipart will deal with the development of this
form in Arthur Machen’'s “The Great God Pan” (1894lgernon Blackwood’'s “The
Willows” (1907) as well as H.P. Lovecraft's “The IBar out of Space” (1927) and “The
Dunwich Horror” (1929). The second part will contrate on the persistence of this mode in
the second half of the century; here, William Gogds Lord of the Flies(1954) and a
selected body of Stephen King's rural fiction, uihg “The Mist” (1980)Needful Things
(1991) and “Children of The Corn” (1978), will berstinised under this aspect.

In the concluding chapter, the main results ofahalysis will be summarised, followed by a
definition of what the ternGothic pastoraldesignates. Afterwards, the consequences for the
definition of the termmodewill be investigated. Moreover, current theoriecldeng the
obsoleteness of the Gothic and the pastoral wikxamined in light of this redefinition, by
which the continuity of both forms in postmodemnméis can be accounted for. The study will

finally close with an overview of more texts exhitg this mixed form.



2. Theoretical Foundations

2.1. Gothic and Pastoral: A Seeming Incompatibility

If one follows definitions ofGothic and pastoralsuch as those provided by t&&D which
have been outlined in the previous chapter, ancggprtowards the question in how far there
can be overlaps between these concepts seemsdoni@etely impossible: Regarding the
pastoral as solely portraying shepherds withindgtlic countryside and the Gothic as a form
emphasising nothing but darkness and terror, tlsssifications do not even admit the
slightest closeness of both modes. However, suatergbsing and rather simplifying
conceptions of the two forms fail to explain themormous flexibility and complexity. As
will be demonstrated, with the help of critical agats that go beyond these views, it is
possible to trace several commonalities.

To be more precise, one can find four fields incahkhihe Gothic and the pastoral intersect.
Three of these refer to their conventional charagtameans the employment of a certain
repertoire of features which are taken up repemtadd modified in the history of these
writings. The fourth area describes a certain waoelt or attitude at the heart of them, i.e. a
specific view of human strength and possibilitigghim the fictional and — by implication —

the reader’s own world.

2.2. Gothic-Pastoral Overlaps

2.2.1. Convention

2.2.1.1. Gothic and Pastoral as Conventional Forms

In order to account for the three conventionalifgedures which allow for a blending of both
modes, it first makes sense to state what is dgtoaant byconventionand why this term

particularly applies to Gothic and pastoral writitig What is Pastoral71996), Paul Alpers

establishes the idea of the pastoral as a convetiorm:° Although this is a characteristic

10 Cf. Paul J. AlpersWhat is PastoralThicago: University of Chicago Press, 1996, 79:134

10



trait of all literary works to some extent, this degplaces special emphasis on convention. To
begin with, this notion is fundamental to the pestonode in the literal sense. After all, the
word is derived from Latirconvenire‘to come together’. In Theocrituslslylls, herdsmen
convene for song and colloquies in order to expfarelamental human problems such as
absence, separation or Id$sMloreover, convention lies at the heart of the songtests
many of these poems focus on. Here, the secondrsingst accept the terms set by the first
one while at the same time using his own imagesdaichs'? Convention hence does not
rely on mere imitation but always also includesratfividual modification**

This second meaning of the term not only appliethéocontent of single poems but to the
general relation of pastoral texts to each othéniwithe whole tradition as such. Similarly to
the singers of the aforementioned competitionsseheritings have repeatedly taken up
features from their predecessors; in the courséinoé, this process has resulted in the
establishment of a particular repertoire of certaaits, whose occurrence within a piece of
writing indicates the presence of this mode (ehg. Golden Age, idealised landscape and
simple figures). Since many of these features ltavestantly reappeared, their employment
has acquired an increasingly artificial charatteAt the same time, they have not merely
been imitated but usually also been modified teréain extent, resulting in manifestations of
this mode in ever newly adapted formMsThe concentration on simple figures, for instance,
has always been a feature of pastoral writing; lv@neas Alpers notes, whereas they were
represented by shepherds in antiquity and Renaissi@mes, from the seventeenth century
on, they could be typified by any characters whamsgal inferiority and humbleness stands

in the tradition of the classic herdsn@nAlthough Leo Marx, who regards shepherds as

In the firstldyll, for instance, Thyrsis, in the company of a fellgeatherd, sings about the death of his
beloved Daphnis.

12 |dyll VI, for example, features a singing challenge betwB®amoetas and Daphnis. Since the latter has

initiated the challenge, he is also the one whad#gscupon the topic and begins with the subject of
Polyphemus’s lamentation for Galatea. Whereas Daptirectly addresses the unhappy Cyclops, warning
him of the dangers of unrequited love, Damoetagdalip the topic of Polypheme but modifies the
narrative situation: In his monologue, he speakthafirst person from the perspective of the Cpslo
himself, describing his inner life, i.e. his attelpt overcoming his love for Galatea.

13 Cf. Alpers,What is Pastoral?86.

14 Cf. Ibid., 80.

> In order to account for the historical continuity well as permanent modification of the pastaratie,

Alpers uses Kenneth Burke’s term of the “repredamaanecdote”, which “is a typical instance of an
aspect of reality and [...] by being typical, [...] 8es to generate specific depictions, or representgtof
reality”. 1bid., 13-14; cf. Kenneth Burké& Grammar of MotivesBerkeley: University of California Press,
1969, 59.

“The dramatis personae of pastoral can be extetwlinclude other rustics or socially inferior pens on
the grounds that they are the equivalent, in argsaxiety or world, of shepherds, or that the ntauby

16
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absolutely necessary for pastoral literature (avwidich he subsumed under the formula “no
shepherd, no pastoral”), would contradict such atestent’ this analysis will argue
alongside Alpers in this respect. However, it widk support his idea that the idyllic elements
relating to the pastoral ideal do not belong to thaventional repertoire of the pastoral
mode, which in his view only concentrates on tiediof humble figure® Rather, it will
view pastoral as a more flexible form which incladkeese idealised elements but at the same
time often subverts them.

The Gothic can also be regarded as a highly comralised form. Like the pastoral, it
makes use of a stock of artificial elements it fretly takes up. Due to its recurrent
emphasis on artifice, Jerrold Hogle even speaks ‘@bunterfeit Gothic™® The term refers

to the fact that there is actually no ‘original’ @&, since this form has from its beginnings
always been the revival of something else. Alretidyinitial novel of the Gothic tradition,
Walpole’sThe Castle of Otrant¢1764), falsely claims to be the translation ahanuscript
written by a Renaissance priest. Moreover, thetspein the story are ghosts of something
that is already artificial, e.g. the effigy of anderground tomb or the walking figure of a
portrait?® This use of elements relating to a past whichngpteed out of meaning and
counterfeit is a feature repeated again and agdahinathe Gothic tradition. The result is a
constant reappearance of typical Gothic stock feat(e.g. the medieval castle, the vicious
count, the Gothic heroine, etc.) within the histafythis mode. This corresponds to the
pastoral's steady reiteration of elements like@wodden Age or an idealised nature.

Similarly to the latter mode, the Gothic’s convenal character does not mean a mere
imitation but usually includes a certain degree mbdification. An example is the
development of the feature of the haunted castllentwentieth century: Although certain
traits typical of this element have been presematetthis time, e.g. labyrinthine corridors, the
containment of a savage threat within, etc., itasmerely represented by a medieval fortress

anymore; instead, there are manifold continuatiohghis notion, ranging from haunted

have the representative status that traditionabpalsascribes to its herdsmen” (Alpevghat is Pastoral?
27).

Leo Marx. “Pastoralism in America”, indeology and Classic American Literatyreds. Sacvan
Bercovitch and Myra Jehlen. Cambridge: Cambridga/ésity Press, 1986, 45.
18 Cf. Alpers,What is Pastoral?27.

9 Cf. Jerrold E. Hogle. “The Gothic Ghost of the uBterfeit and the Progress of Abjection”, M
Companion to the Gothied. David Punter. Oxford: Blackwell, 2000, 293436--. "Introduction: The
Gothic in Western Culture”, imrhe Cambridge Companion to Gothic Fictioad. Jerrold E. Hogle.
Cambridge Companions to Literature. Cambridge: Galgb University Press, 2002, 1-19.

20 Cf. Hogle, “Western Culture”, 15.

17
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hotels (cf. Stephen King’§he Shinind1977]) to sinister spaceships, where extratelngdstr

monsters prow! (cf. Ridley ScottAlien[1979]).

In the following, the three conventional featurebick allow for an overlap between the
Gothic and the pastoral will be introduced. A conmaldy of these elements is that each of
them explores a certain tension — be it betweeitisation and nature, an ideal order and its

disturbance or the support of dominant discoursdslaeir subversion.

2.2.1.2. Convention I: Civilisation versus Nature

One of the basic features of pastoral conventiothéscontrast between the urban/courtly
world and that of the country/an untouched natbrank Kermode subsumed this distinction
under the nurture-nature or art-nature opposfttdhis realised in terms of style and content.
Stylistically, it denotes the fact that ‘low’ (onatural’) themes and images, e.g. humble
shepherds and their work, are depicted in a ‘h{gh“courtly’) style which underlines the
artificiality of the fictional world, e.g. by theeghloyment of a sophisticated language. Indeed,
already at its inception, pastoral literature wédsren which presented a supposedly ‘inferior’
rural world in a decidedly more stylised lyric formo an aristocratic audience (the
Alexandrian court).

The opposition of city/court versus country is ailsoluded thematically within these texts.
Typically, a tension is established between ruramp$city, innocence and
roughness/savagery on the one hand and urbanicsoghistication, refinement as well as
corruption on the other. Raymond Williams notest imantiquity “it was especially in
relation to Rome that the contrast crystallisedhatpoint where the city could be seen as an
independent organisni®.It was not only the vastness of the city withatercrowded streets,
noise and traffic but also its atmosphere of ftgti@nd bribery that was often felt to have a
life of its own, rendering it a dangerous place ahhivas regarded to be out of confroBy
creating a bucolic counter-world, defined by a moriginal simplicity as well as roughness
due to its distance from the more civilised bubalsrrupted city/court, the pastoral mode has

since its beginnings explored the opposition betwseh spheres.

2L Cf. Frank Kermode (ed.English Pastoral Poetry. From the Beginnings to Mk London: George G.

Harrap & Co, 1952, 37.
22 Raymond WilliamsThe Country and the Cityondon: Chatto & Windus, 1973, 46.
23 :

Cf. Ibid.

13



In a more general sense, this contrast betweelisaitvon and savagery/nature as represented
by the pastoral city-country dichotomy is also cahto the conventional repertoire of Gothic
literature. Like its pastoral counterpart, it hascs its inception been associated with a
stylistic blending of ‘low’ and ‘high’ element. Examples of the former would be the
various gory and horrible stock features mentiomegiially while aspects like its narrative
complexity®> or the reflection of fundamental cultural anxiste can be seen as
manifestations of the latter.

More importantly, it has been thematically linkedthe Germanic tribe of the Goths, whose
migration across southern Europe in the fifth cgnt®dD and ‘barbaric’ intrusion fatally
weakened Roman ‘civilisation’. Thus, it has usualhgen characterised by various
dichotomies like primitive versus civilised or barlsm versus cultur€. Like the pastoral,
which depicts the context of the city — and by iicgion the civilised world - often as a
place of both culture and corruption, the Gothigesds doubts concerning the concept of
civilisation in general by exhibiting its uncleaerdarcations from the sphere of a more

‘natural’ barbarism. As David Punter notes,

time and time again, those writers who are refetoeas Gothic turn out to be those who bring us
up against the boundaries of the civilised, who alestrate to us the relative nature of ethical
and behavioural codes and place over against tieeotional world a different sphere in which
these codes do not operate, or operate only iartést forms>

This tension between culture and barbarism hasmtakeious forms in the history of the
mode. Whereas in the earliest period of Gothigdrgtfor instance, it was expressed by the
theme of a feudal past reaching into an enlightemedent? in the late nineteenth century, it

manifested itself prevalently in images of raciabeneracy® In the course of this study, it

24 Cf. Hogle, “Western Culture”, 8-9.

% Cf.,, for instance, the complex arrangement ofousr narratives in a labyrinthine fashion in noviite

Maturin’s Melmoth the Wanderg.820) or Bram Stoker'Bracula (1897).

% This aspect will be dealt with in greater deiithapter 2.2.1.4.

27 Cf. Catherine Spoone€ontemporary GothicFocus on Contemporary Issues. London: Reaktionk&o

2006, 12.

% David PunterThe Literature of Terror: A History of Gothic Fiotis from 1765 to the Present Dayew
York: Longman, 1996, 405.

Cf., for example, the recurring theme of the tadgtic villain pursuing the middle-class heroiime
Walpole'sThe Castle of Otrant¢l764) or in most of Ann Radcliffe’s novels.

29

30 cf., for example, R.L. StevensorTse Strange Case of Dr Jekyll and Mr Hyd886), which takes up late

nineteenth-century fears of degeneration by paritgayhe development of a respectable middle-class
gentleman into an atavistic figure.

14



will turn out that this employment of a Gothiciseskillation between civilisation and nature

makes it possible for the Gothic to easily incltae pastoral city-country opposition.

2.2.1.3. Convention Il: Order versus Disturbance

The second conventional feature the Gothic angéseoral have in common is a dichotomy
between order and disturbance. It refers to theigusly mentioned fact that these forms do
not, as certain scholars claigitherinsist on portraying only the dark sidean idyllic state
of the world and human nature respectively. Instéath are flexible forms that are able to
include aspects standing in contrast to these eltsme

In the case of the pastoral, many critics haveeddhat its main function since antiquity has
been the portrayal of an idealised refuge. In thisw, this type of literature has frequently
served to offer a retreat from the city’s deprawuitip the unspoilt nature oflacus amoenuys
where man can regain his former unity with the redtworld. Particularly important to these
scholars is the notion of the Golden Age, a mylhesastence during which mankind lived in
complete happiness and which preceded the atroatia harsh present.

In his Dissertatio de Carmine Pastoralil659), for instance, one of the earliest treatise
the pastoral mode, René Rapin comments on the sigced a mood of simplicity and

innocence in connection with the portrayal of adeol Age:

As for theMannersof your Shepherdsthey must be such as theirs who liv'd in therids of
the Happy or Golden Age. They must be candid, simahd ingenuous; lovers of Goodness,
and Justice, affable, and kind; strangers to audr contrivance, and deceits; in their love
modest, and chast, not one suspitious word, nelespression to be allowd.

This identification of the pastoral with an ideatispast has been extremely popular among

later critics®® A very prominent text in this respect is FriedriSchiller's On Naive and

3 René Rapin. “A Treatise de Carmine Pastorali’5B]6trans. Thomas Creech, prefixed to lthgliums of

Theocritus [1684], reproduced by the Augustan Reprint Sociédyp. 3. New York: Kraus Reprint
Corporation, 1967, 67.

For examples of critics who were influenced big thiew before Schiller, see Bovier de Fontenefid a
Alexander Pope. The former sees the main aim op#storal “in exposing to the Eye only the Trarigyil

of a Shepherd’s Life, and in dissembling or coniceglits Meanness, as also in showing only its
Innocence, and hiding its Miseries”. For the Iattpastoral is an image of what they call the Galdge.

So that we are not to describe our shepherds gshetds at this day really are, but as they may be
conceiv'd to have been”. Bernard Le Bovier de Foalie. “On Pastorals” [1688], trans. Mr. Motteur, i
Treatise of the Epick Poerfl695], ed. René Le Bossu. London: General Book€,L2009, 284;

32
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Sentimental Poetr{1795-6)* Defining the character of the sentimental idylttie works of
several eighteenth-century German poets, Schilgands their main aim to be “the poetic
representation of innocence and contented manRhdie argues that with such a
background, poets logically seek settings which fme from tumult, education, and
refinement. Moreover, he links the state of idydlia in the Golden Age not only to a spatial
but also to a temporary retreat with regard tolifeestages of humanity: Apart from their
idealised surroundings, he notes, these textsgyofthe period before the beginnings of
civilization in the childlike age of mar®

Such a sentimentalist idea of pastoral literatae ad a tremendous influence and can still
be found in twentieth-century criticism. At timékere are even definitions of this mode as a
purely escapist form. W.W. Greg, for example, peeethe general aim of pastoral works to
be their portrayal of an “escape [...] to a life amnplicity and innocence from the bitter
luxury of the court and the menial bread of priric8<or this reason, the mode acts “purely
as a solace and relief from the fervid life of adity, and comes as a fresh and cooling
draught to lips burning with the fever of the cif{” Although Greg admits that there are
works that include references to the actual comastiof the city and the current reader, he
views these instances as contaminations of théatigpurely escapist form as established by
Theocritus® Likewise, Renato Poggioli argues that “the psyobial root of the pastoral is
a double longing after innocence and happinesbgtoecovered not through conversion or
regeneration, but merely through retreftAccording to him, the pastoral impulse results

from the desire for the escape from the harshtreslof urban life into an imaginary and

Alexander Pope. “A Discourse on Pastoral Poetry1[Z], in The Prose Works of Alexander Popeal.
Norman Ault.Oxford: Shakespeare Head Press, 1936, 298.

Because of its enormous influence on later paktiticism, Alpers calls Schiller’'s text an “apaty of
modern thinking about pastoral”. Alpei&/hat is Pastoral?28.

33

3 Friedrich von SchillerNaive and Sentimental Poetglong withOn the Sublim§l795-6], trans. Julius A.

Elias. New York: Ungar, 1966, 146.

% bid.

% Walter W. GregPastoral Poetry and Pastoral Drama. A Literary Irigy) with Special Reference to the

Pre-Restoration Stage in Englandondon: A.H. Bullen, 1906, 6.
¥ lbid., 7.

% Cf. Ibid., 7-8.

% Renato PoggioliThe Oaten Flute: Essays on Pastoral Poetry andrthstoral Ideal Cambridge, Mass.:

Harvard University Press, 1975, 1.
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dream-like existence based solely on wishful thmigk® hence, the main task of this kind of
writing is to “exalt the pleasure principle at #epense of the reality principlé®.
Consequently, it has become obvious that the cadiocepf the pastoral as an overall escapist
mode, which only portrays an idyllic context andebeates the early stages of mankind, has
a long tradition within the critical history of thform. Indeed, the longing for the flight into
an unspoilt nature, resulting from a dissatisfactath a fast-moving, urbanised world, is
certainly an important aspect of this concept. Mintess, the idea that inerely
concentrates on these features or that it is cdeiplescapist is an oversimplification, which
fails to account for its complexity. From their i@gngs, pastoral works have paradoxically
established the image of such an idealised existbat at the same time expressed doubts
about the possibility and permanence of it. Peteidénbaum argues that this kind of
literature posits the pastoral ideal as a prelimyingorking hypothesis, which is used as a
basis for further discussion; he therefore comehéoconclusion that there is “considerable
criticism and questioning of the pastoral idealaith pastoral writing™* According to
Marinelli, “the pastoral is not by the widest stitebf the imagination an escapist literature in
the vulgar sense”, since “a note of criticism iBarent in all pastoral from the beginning of
its existence™® Such criticism of the bucolic way of living hast&f been included in the
form of anti-pastoral features, which constitutekalds of disruptions of the bucolic lifestyle

or reveal its shortcomings. Trhe Machine in the Gardgi964), Leo Marx argues that

most literary works called pastorals — at leass¢hsubstantial enough to retain our interest — do
not finally permit us to come away with anythinkelithe simple, affirmative attitude we adopt
toward pleasing rural scenery. In one way or andthé these works manage to qualify, or call
into question, or bring irony to bear against thesion of peace and harmony in a green

pasture"’
0 Cf. Ibid., 2.
1 bid., 14.

2 LindenbaumChanging Landscapeix.

4 Marinelli, Pastoral 11-12.

*  Leo Marx.The Machine in the Garden: Technology and the Raktdeal in America Oxford: Oxford

University Press, 1964, 25. In his view, this gioeshg of the sentimentalist image associated it
pastoral ideal does not apply to all pastoral wotde distinguishes between the “complex and the
sentimental kinds of pastoralism” (Ibid.). Wher#aes former refers to the definition of pastorakasapist
mode portraying a simple idyll, the latter requitar effort of mind and spirit” (Ibid., 70.). Sindérgil's
Eclogues however, on which the following pastoral traditic grounded, are an example of the complex
use of pastoral, the analysis will neglect the issetalist forms of this mode (whose occurrencmigh
more rare in any case).
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He further notes that against the simple, idyligion of the pastoral ideal, this mode brings
up an anti-pastoral counterforce which is more.r&his force may impinge upon the green
pastures not only from the side of civilisation o from the surrounding wildernéSs.
Hence, he concludes that the pastoral space becamesddle ground between the
repressions of a restrictive urban world on the loered and the dangers of an untamed nature
beyond its borders on the otHér.

In a general sense, it can thus be argued thgtab®ral mode contains a contrast between
the pastoral or idyllic elements often associatétl wand an anti-pastoral component, which
works against their harmony or reveals their slooniogs. As will be demonstrated, this
dichotomy can already be observed within one ofdasiest texts of the pastoral tradition,
Virgil's Ecloguss; in the first poem, for instance, it is linkedthe fate of two shepherds, one
of which may live a life within the harmony of tipastoral ideal while the other is excluded
from it and must leave his lands to the devastabptiorces from the city’ In the English
literary tradition, this idea of a two-sided pasioenclave is also widespread. Examples
include Spenser’'s sixth book dthe Faerie Queenewhere the idyllic rural existence is
destroyed by a horde of savage bandits, or Milt®tdsadise Lostwhich deals with man’s
loss of harmony with nature due to the intrusiothefagent of evit®

On a more abstract level, such an oscillation betwan idyllic order and its disturbance is
also central to the Gothic. In fact, it usually #its not only traits which are destructive and
give rise to fear but also upholds the belief inid@al order. The latter often represents
Enlightenment values, technical progress and varimtions related to the general concept
of western civilisation. Since this order stands dontrast to the disturbing elements
commonly associated with this mode, one could athakit should, in correspondence to the
anti-pastoral features which oppose the idyllictéraormally connected to the pastoral, be
labelled an anti-Gothic component. Indeed, singeniteption in the eighteenth century, the
Gothic has in many cases not entirely subvertedgBi@nment ideas of rationality and
culture. Rather, there has often been their estabkent, followed by their subversion
through a Gothic counterforce and an ending irr tleeestablishment. Fred Botting notes that

5 Cf. Ibid., 24-26.

% Cf. Ibid., 22.

47 Cf. chapter 3.1.1.

48 Cf. chapter 3.2.2.; 3.2.4.
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the terrors and horrors of transgression in Gatltiing become a powerful means to reassert the
values of society, virtue and propriety: transgi@ssby crossing the social and aesthetic limits,
serves to reinforce or underline their value antkgsity, restoring or defining limifg.

Stoker’sDracula (1897), for instance, initially sets up the antithic image of a rational,
civilised and progressive west, which is then iasmegly undermined through the depiction
of the western world’s invasion by a Gothic monstghich represents everything
diametrically opposed to it. With the defeat of tre@mpire, the former order appears to be
finally reconstituted. In this context, Christoph€raft speaks of the novel's “tripartite

structure”; according to him, the text

first invites or admits a monster, then entertaamsl is entertained by monstrosity for some
extended duration, until in its closing pages ip&s or repudiates the monster and all the
disruption that he/shefit bringS.

Hence, it can be concluded that the Gothic andptmsoral are characterised by a self-
conscious awareness of conventionalised featurkessevopposite they are able to include,
giving rise to a dynamic and flexible form whichcoites between an ideal order and its
disturbance. The Gothic depicts a world definedibjster traits (a Gothic component) which
nevertheless usually needs some kind of strucamralfiti-Gothic component); the pastoral at
first establishes the image of an idyllic and p&ascenvironment (a pastoral component) that
is disturbed by a counterforce or has its shortogsi(an anti-pastoral component). The
subsequent study will show that if both modes aralined, a seemingly paradoxical form is
the result, in which an extreme state of harmong @mocence coexists with a world of
terror and chaos. This is due to the fact thahésé¢ instances the order is represented by the
idyllic component typical of the pastoral while issturbance is epitomised by a Gothic

component.

9 Fred BottingGothic. The New Critical Idiom. London: Routledge, 1996,

0 Christopher Craft. “Kiss Me with ThosRed Lips: Gender and Inversion in Bram Stokebsacula’.

Representation8 (1984): 109.

19



2.2.1.4. Convention IIIl: Opposition of Two Voices

The incorporation of opposing elements also refershe relation of the Gothic and the
pastoral to the respective historical conditionsvmch they arise. In fact, as has become
obvious above, both are not purely escapist formgiating artificial spaces completely
removed from the problems of the larger world; eathhere is always a tension between the
constructed nature of the fictional world and teader’s socio-cultural context. A particular
strategy the two modes share in this respect isvthethey negotiate contemporary dominant
discourses, which they simultaneously confirm aotvert by deploying two conflicting
voices.

The general link between the fictional space asrayed in the pastoral mode and the larger
world outside has been noted by several criticeeddly George Puttenham, in one of the first

English definitions of pastoral, argued that tlyjset of literature is

not of purpose to counterfeit or represent theicabtmanner of lovers and communication, but
under the vaile of homely persons and in rude $pEeto insinuate and glaunce at greater matters,
and such as perchance had not bene safe to have tiiselosed in any other satt.

For him, the depiction of a Golden Age in an idyllural setting provides a means of
criticising the present conditions at court by affg a veil through which these things can be
perceived in displaced form. In modern criticismyeral scholars have taken up this idea in
different ways. In William Empson’s view, the singily of the pastoral environment, in
particular of its inhabitants, serves to invesegatore complex issues of the reader’s context.
Hence, he argues, the main function of pastoraiingrilies in the process of “putting the

complex into the simple®

The essential trick of the old pastoral, which velsto imply a beautiful relation between rich
and poor, was to make simple people express stemligpgs (felt as the most universal subject,
something fundamentally true about everybody) émred and fashionable language [>3.].

In a more general way, Andrew Ettin defines thetgras enclave as a microcosm of human

concerns, which are magnified so that they canebiebscrutinised Likewise, Alpers states

*1 Quoted in LoughreyPastoral Mode 34.

2 William Empson.Some Versions of Pastorah New Directions Paperbook, 92. New York: New

Directions Pub. Corp., 1974, 22.
% bid., 11.

*  Cf. Andrew V. EttinLiterature and the PastoraNew Haven: Yale University Press, 1984, 31.
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that the concentration on the weakness of simpledis is a means to examine current issues
and the human condition in genetal.

A central feature in this regard is a motif Terriff@d refers to as the movement of retreat
and return. In his view, a major element of muckt@al writing is the protagonist’s journey
from city/court to country and his eventual retudoying his stay among the rural society,
whose way of living usually represents an alteusatio the dominant courtly or urban
existence, he gains a useful insight. In a figueatiense, this process can also be applied to
the audience, for whom the depiction of the ruratld; in particular the values it stands for,
has a certain relevance; accordingly, like theggonist, it learns something from ‘moving’
into the bucolic enclave and the final ‘retuth’Shakespeare’ds You Like [tfor instance,
which features the retreat of several courtier® itlte forest of Arden, ends in their
reconciliation. The pastoral setting provides adedand space, where not only the
possibility of an ideal and peaceful society bgbaln particular through Rosalind’s guise as
Ganymede, contemporary ideas concerning the relafithe sexes are scrutinised. Like the
fictional characters, who eventually re-embarktfer court after exploring these notions, the
audience ‘returns’ to its previous existence witheav awareness of these issues after the
play’s ending’’

In the case of the Gothic, some scholars haverag &d Poggioli did for the pastoral, seen
its main function in creating an escapist environtrfar away from its respective historical
conditions. William Patrick Day, for instance, aegtthat the fictional context of this mode is
a “world of utter subjectivity”, which “reject[she very idea of history®® Likewise, Coral
Ann Howells notes that it “looks away from the hened now, into past times or distant
locales (or to put it more accurately, into a fagtevorld which is both timeless and placeless
[...])".%° Their views must be seen within a more generditicm of perceiving this mode as

an inferior literary form devoid of any deeper miearf°

% Cf. Alpers,What is Pastoral?50. Since Alpers’s view rather belongs to the salptér on the attitude both
modes have in common (2.2.2.), it is only brieflgntioned here.

% Cf. Terry Gifford.Pastoral The New Critical Idiom. London: Routledge, 1989;82.

57 Cf. Ibid., 86-88.

®  william Patrick Day.In the Circles of Fear and Desire: A Study of GotRiantasy Chicago: Chicago

University Press, 1985, 33.
Coral Ann HowellsLove, Mystery and Misery: Feeling in Gothic Fictidrondon: Athlone Press, 1978,
7-8.

In fact, such a disparaging attitude can stilfdnend frequently within Gothic criticism. Cf., fanstance,
lan Watt's statement that these works exhibiteliirtistic merit or Gary Kelly’s opinion that thisrm
lacks any degree of seriousness (cf. lan Widte Rise of the Novebtudies in Defoe, Richardson and

59

60
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However, the Gothic, like its pastoral counterpdeploys its conventional traits not to create
an artificial space removed from the reader’s owarldv but to simultaneously negotiate
issues related to the latter. Already in 1824, ¥faicott commented on this aspect in his
introduction to a collection of Ann Radcliffe’s nel¢. He states that she had

selected for her place of action the south of Eeraghere the human passions, like the weeds of
the climate, are supposed to attain portentous thrawder the fostering sun; [...] and where
feudal tyranny and Catholic superstition still dooe to exercise their sway over the slave and
bigot [...]. These circumstances are skilfully stde, to give probability to events which could
not, without great violation of truth, be represehais having taken place in Engl&hd.

The fact that he judges Radcliffe’s portrayal of getting by the criterion of “probability”
and the question whether there was no “great wwolatf truth” with regard to events which
could also have taken place in England rejectsdiba of a merely escapist world of fantasy.
The use of southern European countries in her sosgekely aimed at depicting an
environment of Catholic superstition and mediewaldalism which stood in contrast to the
current British reader's context; at the same tirhewever, it served to expresses
contemporary fears that the barbaric past as tlypicthis fictional world could threaten his
more ‘civilised’ existence.

Therefore, it can be argued that the pastoral aeteturn movement also applies to the
Gothic, in which the reader ‘moves’ to a distanttisg but from where he eventually
‘returns’ with an insight as regards his own cudtun this case, however, the notions which
are explored are particularly linked to currentiatigs. In fact, this mode often also enacts
this idea by portraying a literal retreat-returnvament of the protagonist. This particularly
applies to the Gothic novels of tfie de siécle Characters like Stoker’'s Jonathan Harker,
Wells’s Prendick or Conrad’s Marlow all travel tofiational environment, where they are
exposed to a monstrous reflection of current feagsrding a declining British Empire; their

return from these places also goes along withehder’s insight into these issifés.

Fielding. Harmondsworth: Penguin, 1957; Gary Kellkhe English Jacobin Novel, 1780-18(Bxford:
Clarendon Press, 1976). Both critics, however, tikéé®d such a strong disparagement in later
publications; whereas Watt acknowledged that théhi@mpened up the domain of the unconscious in
remarkable ways, Kelly praised it as “the mostksig and dramatic form” (cf. lan Watt. “Time and
Family in the Gothic NovelThe Castle of Otranto Eighteenth Century Lifd 0.3 [1986]: 169; Gary
Kelly. English Fiction of the Romantic Period, 1789-18B6ndon: Longman, 1989, 58). Nevertheless, the
view of the Gothic as an unserious form has pedigt later and even more recent publications fof.,
instance, Elizabeth R. Napiefhe Failure of Gothic. Problems of Disjunction in &arly Eighteenth-
Century Form Oxford: Clarendon, 1987; James Wéltntesting the Gothic. Fiction, Genre, and Cultural
Conflict, 1764-1832Cambridge: Cambridge University Press, 1999, 5).

® Quoted in Victor Sag&he Gothick Novel: A Casebadlondon: Macmillan, 1990, 59.
2 Cf. chapter 4.
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The idea of a mode which offers a retreat whererdagler can gain an insight into the
troubling areas of his society has been emphasigesveral other critics. [fhe Literature

of Terror (1980), for instance, Punter interprets this fannterms of a specific enactment of
bourgeois anxieties; according to him, it functiass a vehicle by means of which “the
middle class displaces the hidden violence of mresecial structures, conjures them up
again as past, and promptly falls under their §52Kelly Hurley generalises this view even

more by stating that

the Gothic is rightly [...] understood as a cycliganre that reemerges in times of cultural stress
in order to negotiate anxieties for its readerdhipvorking through them in displaced (sometimes
supernaturalized) forff.

Likewise, Stephen Arata argues that in Gothic tekiistorically specific” concerns are “cast
into narrative, into stories a culture tells itselforder to account for its troubles and perhaps
assuage its anxietie®”.The analysis will hence argue along with such epgies which
underline the Gothic’s creation of a space remdvenh but at the same time close to its
specific socio-cultural contef.

To sum up, the Gothic and the pastoral enact aakeinto a transgressive space, where the
problems of a certain society are scrutinised displaced form. The question is how what

the result of this movement is. To be more preases the return from the subversive space

8 punterLiterature of Terror 218-219.

®  Kelly Hurley. “British Gothic Fiction, 1885-1930n The Cambridge Companion to Gothic Ficticed.
Jerrold E. Hogle. Cambridge: Cambridge Universitgs, 2002, 194.

% Stephen D. Aratdictions of Loss in the VictoriaRin de Siécle. Cambridge: Cambridge University 8res
1996, 1.

This historicist emphasis on the Gothic’s potntdr negotiating or even mitigating contemporésgrs
has been severely questioned by Chris Baldick aitER Mighall. They argue that criticism on thisdeo
has “abandoned any credible historical grasp up®rsubject”, resulting in “a collapse of historytan
universal psychology” (Chris Baldick and Robert ktdj. “Gothic Criticism”, in A Companion to the
Gothic, ed. David Punter. Oxford: Blackwell, 2000, 21Bunter’'s view of a fearful bourgeoisie, which
trembles at every deviation from their imagined diédclass ideology, is highly problematic for theas,
from a Marxist perspective, this class is “the nrestlessly dynamic and iconoclastic class in yStats
prevailing mood is hence not one of fear but ondbetrary one of general complacency (Ibid., 226).
Since both authors deny the Gothic any subversivalitees, it remains not much more than a
sensationalist genre with the overall function tbeetain. However, as Davison notes, their appraach
unconvincing. In her view, it is not well groundesifice they fail to undermine the abundant evidehae
supports the relation of this mode to the fearfgpexts of its respective society which they negate
vehemently (Carol Margaret DavisoBothic Literature 1764-1824Cardiff: University of Wales Press,
2009, 10-11). Furthermore, she states that “nonehef critics they mention actually engages in a
dehistoricizedpsychoanalytic interpretation” (Ibid., 11). Admittg, Punter’s or Arata’s statements that
the Gothic responds to a constantly fearful bousie@lagued by anxieties from all sides or thatah
even remedy current anxieties may be somewhat exaiggl. In a more moderate sense, however, the
Gothic’s status as a response to those areas igty@nd culture which are marginal and tabooedtbor
times when upheavals in the fabric of society falaee cannot be doubted.

66

23



these forms create also mean the complete re-es$tatant of the dominant values as typical
of their cultural context? In fact, both modes ghan ambiguity in this respect. The retreat-
return movement ends in a state of tension, in lwhiese values are paradoxically both
reconfirmedand undermined.

Regarding the pastoral, this ambiguity can alrebeyfound in ancient times. As outlined
above, in his firsEclogue Virgil describes the contrary fates of two shepkeone of whom
may stay in his idealised landscapes while therdtlas been dispossessed and must leave
them. Their fates are linked to the current systbgnwhich they have been favoured or
victimised respectively. By establishing such arpagition, Virgil consciously creates a
contrast between two voices, one of which suppatige the other subverts the current
dominant ideology, without stating his own opiniona third voice. Although no literal
retreat-return movement is enacted in this poemctimtemporary reader could nevertheless
‘return’ with a new awareness of the advantagewelt as shortcomings of the politics in
Rome®’ In the pastoral romance tradition, this idea temfxpressed in the confrontation of
two classes of people, urban/courtly and rural, wdyaresent the hegemonic order and its
subversive other respectively. lAs You Like It for example, the courtiers’ eventual
reconciliation and return to their former existehes only been made possible because of the
previous undermining of the order they represeriterAall, it is by the adoption of the
notions related to the bucolic counterworld, etg.pgeace and harmony, that their mutual
enmities are finally resolved.

For the Gothic, this notion has been commentedyoHdyle. He notes that it confronts the
protagonist with a monstrous image of some kinatber in its most extreme form, but by

doing so reveals

the hidden reality that oppositions of all kindsiweat maintain their separations, that each ‘lesser
term’ is contained in its counterpart and that efiéhce really arises by standing agaausd
relating to interdependendy.

In his view, the previously mentioned process otinterfeiting enables the respective
readership to distance itself from inconsistent emwflicting aspects of its own culture while
at the same time learning that these ‘othered’dseare a part of itself. By this means, the

Gothic performs the process of abjection, wherelsyuthing anomalies of the hegemonic

7 Cf. chapter 3.1.1.
% Hogle, “Western Culture”, 11.

8 Cf. Hogle, “Ghost of the Counterfeit”, 295.
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order within a respective society are ‘thrown it actually turn out to be integral to'ftTo
return to the example d@racula, despite the defeat of the monster and the coriaainie-
establishment of the dominant belief system, ag-Victorian ideas regarding civilisation
and rationality, at the end of the novel, a stéteension remains. After all, this order cannot
be clearly distinguished from the alien other whilcieatened it. In fact, the ‘Crew of Light’
has only been successful because it made use rajsthielated to the vampire’s Gothic
existence, e.g. crucifixes, stakes and a ‘barbasiafence. This implies that the monster
paradoxically opposeand represents a part of their supposedly civilisedladvokike the
pastoral, the Gothic can hence be regarded to icotwa conflicting voices, which support
and subvert current dominant ideas respectively, \eahose antithetical relation it leaves
unresolved. As will be demonstrated in the subsetgatdy, this creation of a displaced
fictional space where contemporary discourses amtained and undermined is a central

feature within the Gothic-pastoral mode.

2.2.2. Attitude: Representative Vulnerability

Apart from the three conventionalised featuresioetl above, the Gothic and the pastoral
also share an underlying attitude. The term denatspecific view of human strength and
possibilities within both the fictional and the r@aorld. In fact, these modes place particular
emphasis on the vulnerability of their charactarsich is conceived of as representative of
the reader’s weakness within his own context. Altifothis feature is another strategy both
forms employ in order to return an insight concegnitheir respective socio-cultural
conditions, it is not treated as a fourth converdidrait within this chapter but as an instance
in its own right. The reason for this will be shownnthe course of the following study: As it
will turn out, the insistence on representativeneshbility is, in contrast to the three other
elements, which undergo an extreme transformatioeven reduction in the history of both
forms, the only aspect that remains stable. Thuwsillieventually be argued that it should be
seen as distinct from the conventional repertdih® two modeg!

In order to account for this feature, it is necegda take a closer look at what it actually

means to speak of these forms as literary modeshadsbecome obvious so far, in this

0 Cf. Hogle, “Western Culture”, 7.
L Cf. chapter 6.
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analysis, both the Gothic and the pastoral arerdegaas a mode, which corresponds to the
view held by most contemporary critical accountstioese forms. Surprisingly, despite its
frequent usage by many scholars, it is a term kizes, at least as far as the Gothic is
concerned, only been vaguely defined yet.

The category omodeis usually described in its opposition genre Whereas the latter is
often viewed as a uniform and rule-governed entiifyh a fixed outer and inner form, the
former is perceived as referring to a loose sef@ihents which are not confined to one genre
but can appear in several different ones. Accorttiinglastair Fowler, a “kind” (the term he
uses forgenrg is “a type of literary work of a definite size,anked by a complex of
substantive and formal features that always incldistinctive (though not usually unique)
external structure® A mode, on the other hand, is perceived by hiraraabstraction from a
fixed parent kind to which it succeeds: “Mode ig paly a looser genre collateral with the
fixed kind, but also its successor. Its existencé jresupposes an earlier kind of which it is
the extension”® Since it is structurally dependent on an antecekienl, a mode “always
[has] [...] an incomplete repertoire, a selectiofy®f the corresponding kind’s features, and
one from which overall external structure is abséhAs an example, Fowler notes that

the gothic romance [...] yielded a gothic mode thatlasted it and was applied to kinds as
diverse as the maritime adventufené Narrative of Arthur Golden Pymthe psychological
novel (Titus Groan, the crime novelEdwin Drood, the short story, the film script, and various
science fiction subgenres (already foreshadowedary Shelley’sFrankensteip”

This diachronic view of literary modes, which startas fixed genres and then turned into
bundles of loose features, forms the basis of nauiticism on the pastoral and the Gothic; it
corresponds to the previously mentioned conventicmaracter of both forms, which take up
elements again and again in a modified form frooemain established repertoire. However,
this idea of a collection of free-floating traitsnmot completely explain the nature of a mode,
which becomes obvious in the fact that there isré fuzzy use of the terfAiWriting about
Augustan pastoral, for instance, Ralph Cohen sthtds

2 Alastair Fowler.Kinds of Literature: An Introduction to the Theoof Genres and ModeOxford:

Clarendon Press, 1982, 74.

bid., 167.
™ bid., 107.
s bid., 109.

®  As Alpers notes with regard to criticism on thesoral as mode, “there is positively a traditidmot

defining the concept”. Alper§Vhat is Pastoral;249.
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by this term ‘mode’ | mean no more than a rangesmécial poetic uses of conventionalized
figures, images, ideas and syntactical, metricagrganizational structures in the poetry of 1660-
1750!"

Likewise, Catherine Spooner refers to the postmodentinuation of the Gothic as mode in
terms of “a flexible means of description that does present a definite statement about its
object, but can be applied to a variety of difféddnds of texts™®

In fact, more can be said about a mode than thatdonstituted merely by a repertoire of
loose features. Apart from these conventional drdihere is always also an underlying
attitude’® The term denotes a specific view of the humanaganist and his possibilities in
the fictional world, which is seen as represeneat the reader’s powers within his own
context®® This idea becomes particularly obvious when takingok at Alpers’s definition of
the pastoral mode. He uses the view as outlinedarthrop Frye’sAnatomy of Criticism
(1957) and Angus Fletcher's comments on it andiapphese thoughts to the pastoral. Frye

states that

in literary fictions the plot consists of somebodging something. The somebody, if an
individual, is the hero, and the something he dwefils to do is what he can do, or could have
done, on the level of the postulates made aboutlyithe author and the consequent expectations
of the audience. Fictions, therefore, may be diaskinot morally but by the hero’s power of
action, which may be greater than ours, less, oghty the samé&'

In the following, he continues by specifying fiveodes on the basis of the hero’s strength

relative to his world — myth, romance, high mime(epic and tragedy), low mimetic

" Ralph Cohen. “The Augustan Mode in English Pdefgjghteenth-Century Studids(1967): 32.

8 SpoonerContemporary Gothic26.

9 Cf. Allan Roadway. “Generic Criticism: The Apparathrough Type, Mode and Kind”, ibontemporary
Criticism, eds. M. Bradbury and D. Palmer. London: Edwarchold, 1970, 94; Robert Scholes.
Structuralism in LiteratureNew Haven: Yale University Press, 1974, 33.

8 This conception ofmodeas expressing a certain attitude differs from tsage of the term in current
narratological theory, where it denotes “differéypes of representation within a narrative text™tre
manner in which textual information is presenteirgit Neumann and Ansgar NiUnningn Introduction
to the Study of Narrative FictiorStuttgart: Klett, 2008, 33). Moreover, the telybrid modeas used in
this analysis to refer to the overlap between txforms of the Gothic and the pastoral must be
distinguished from the concept wiultimodality which goes beyond the purely textual manifestetithis
study focuses on; according to Wolfgang Hallet, tkem denotes the ‘“integration of the narrative
novelistic mode along with other written modes, veall as various non-verbal modes such as (the
reproduction of) visual images like photographspaintings, graphics, diagrams and sketches or (the
reproduction of) handwritten letters and notes” (i¢yang Hallet. “The Multimodal Novel: The Integraii
of Modes and Media in Novelistic Narration”, Narratology in the Age of Cross-Disciplinary Narirs
Researcheds. Sandra Heinen and Roy Sommer. Berlin: Dgtéru2009, 129).

8 Northrop FryeAnatomy of Criticism: Four EssayBrinceton: Princeton University Press, 1957, 33.
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(comedy and the novel) and irofffcHe then argues that there is an intrinsic relatietween
the hero’s abilities as depicted in the fictionairld and that of the respective reader or the
audience: “There can hardly be a work of literaturnout some kind of relation, implied or
expressed, between its creator and its audifsr€ommenting on Frye’s text, Fletcher
concludes that literary works may generally be sifeesd according to the way they portray
the protagonist’'s power in comparison to his sumthngs, which is seen as typical of any

man:

The term ‘mode’ is appropriate because in eactheffive the hero is a protagonist with a given
strength relative to his world, and as such each he] is amodulatorfor verbal architectonics;
man is the measure, theodusof myth3*

From these remarks, Alpers finally derives a mam@pgrehensive definition ahode

Mode is the literary manifestation, in a given wonbt of its attitudes in a loose sense, but of its
assumptions about man’s nature and situation. défigition in turn provides a critical question
we implicitly put to any work we interpret: what ttans of human strength, possibilities,
pleasures, dilemmas, etc. are manifested in thesepted realities and in the emphases, devices,
organization, effects, etc. of this work? [...] Thkey to all these questions [...] is the implidgw

of the hero’s or speaker’s or reader’s strengthtire to his or her worl&

He concludes that “pastoral has consciously modtdrests”, since “the figure of the
shepherd is felt to be representative precisefiguring every or any man'’s strength relative
to the world"® In other words, he regards the main function cftpal literature to be its
concentration on the powerlessness of simple cteasacwho are unable to change their
situation and must accept their lot; this powerless is understood as being characteristic of
the reader’s limited possibilities within his owacso-cultural context as well as the human
condition in general. The inability of Virgil's spheerds in his firsEclogue for instance, to
prevent the expropriation of the lands one of thpossesses, can be conceived of as
representative: At the time when the poem was evwrjtit was a fate many people shared who

were dispossessed by land expropriations undeni@aaty

8 Cf. Ibid., 33-34.
8 bid., 53.

8 Angus Fletcher. “Utopian History and tAmatomy of Criticisty in Northrop Frye in Modern Criticism

ed. Murray Krieger. New York: 1996, 34-35.
8 Alpers,What is Pastoral50.
8 Ibid.
87 Cf. chapter 3.1.1.
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The definition of the pastoral as mode in terms itsf insistence on representative
vulnerability can also be applied to the Gothic.faat, the latter has, in Alpers’s terms,
“modal interests” as well: After all, it also ofteentres on the helplessness of its protagonist,
who is unable to alter or even escape the fateataits him. In this case, however, this
notion is severely aggravated, since his feebleisessen in relation to an extremely sinister
fictional environment of Gothic horrors. Moreovérjs a specific means of reacting to the
anxieties of a certain culture, which recognisesoivn weakness in a displaced form. The
incapability of H.P. Lovecraft’'s protagonists, fostance, to fight against or even understand
the cosmic horrors they are threatened by is gleapresentative: It reflects — among other
things - early twentieth-century and post-Darwirliésrs concerning the marginal position of
the human race within the universe.

Although the link between representative vulnergbiand the Gothic has already been
established in previous research, it has so fabeen included within a general definition of
this mode. Commenting on the volui@eunting to Non€1999) from the graphic novédhe
Invisibles for instance, Punter and Byron state that “likg &othic hero, the protagonists
are doomed by forces beyond their control, and dheir self-awareness and scepticism
cannot help them to escape from the horror of fhesition”

Whereas this rather appears as a side remark,otloaving analysis will show that the
insistence on human weakness is a feature cemntrélet Gothic; this becomes particularly
obvious in texts where an overlap with the pastoaal be found.

2.3. State of Research

As has been demonstrated in the previous chaphte aire four areas of overlap between the
Gothic and the pastoral, three of which refer teirtitonventional character while one is
related to an underlying attitude. Surprisinglyweweer, not much research has so far been
done on the general question of what happens wieh forms co-occur and what

conclusions can be drawn from this. In the follogyimn overview of the existing critical

8  David Punter and Glennis Byroifhe Gothic Blackwell Guides to Literature. Malden: Blackwell

Publishing, 2004, 75. Cf. also Frank Manchel, wiesdlibes the figure of Jack in Stanley Kubricklmfi
version of King’sThe Shiningas a “tragic person, dominated by powers gredten thimself”. Frank
Manchel. “What about Jack? Another Perspective amily Relationships in Stanley Kubrick'she
Shining. Literature Film Quarterly23.1 (1995): 69.
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approaches concerning a Gothic-pastoral mode \eiliglven, which will be treated in a
chronological order.

The first comments on the overlap between the @athd the pastoral can be found in early
twentieth-century accounts of the British no¥eln these cases, both modes are frequently
equated: The Gothic is regarded as a pastoral Ig@stavhich portrays a fictive idyll in a
paradise-like past, where man can enter his fommély with nature. According to these
authors, this idyll is far away from the sorrowsdgsroblems of the real world of history,
politics and morals, from which it tries to offem ascapist refuge. If the idyll stands in any
relation to its actual socio-cultural context dt @lis conceived of merely as a reaction to or
revolt against an increasingly industrialised, aibad world. For Devandra P. Varma, for

instance, the Gothic,

with its ruined abbeys, frowning castles, hauntatleges, and feudal halls, its pathless forests
and lonely landscapes, records a revolt againsbppeessive materialism of the time. Pictures of
lofty and craggy hills, silent and solitary as tjve, stand as noble contrast to bustling cities
dark with smoke. This escape was a complete reacgainst the unpleasant murkiness of
industrial civilization®

This view is refuted by Alok Bhalla. IMhe Cartographers of He(lL991), he argues that the
Gothic novel does not depict a pleasing idyll lmut,the contrary, confronts the reader with a
“cruel vision of the dark underside of the pastamafth”.®! In his view, the rural retreat
within the Gothic is neither far away from the liveeality nor free from the current social
situation; instead, it mirrors the complex politicaconomical and moral conditions which
determine rural life at a certain time. In partanylby showing the exploitation of the rural
poor, the pastoral elements address the problemsgilovithin man and the inequality within
an unjust society? Mary Shelley’sFrankenstein for instance, whiclstigmatises the cruel

8 Cf. Richard ChurchThe Growth of the English Novéflome Study Books. London: Methuen, 1951, 78-
83; Hoxie Neale FairchildThe Romantic QuesNew York: Columbia University Press, 1931; Eliettb
MacAndrew. The Gothic Tradition in FictionNew York: Columbia University Press, 1979; Montag
SummersThe Gothic Quest; a History of the Gothic Noww York: Russell & Russell, 1964, 12; J. M.
S Tompkins.The Popular Novel in England, 1770-18Q0ncoln: University of Nebraska Press, 1961,
208-213; Devendra P Varma@he Gothic Flame; Being a History of the Gothic Bloin England, Its
Origins, Efflorescence, Disintegration, and ResigulafluencesNew York: Russell & Russell, 1966; J.R.
Watson.Picturesque Landscape and English Romantic Poétoyidon: Hutchinson Educational, 1970,
21-24.

% varma, Gothic Flame 218. Likewise, Montague Summers calls the Gothéactionary in its revolt

against the present since it yearns for the loesBrof the past”. SummefGpthic Quest18.

°L  Cf. Alok Bhalla. The Cartographers of Hell: Essays on the Gothic dland the Social History of
England New Delhi: Sterling Publishers Private, 1991, 21.

2 bid., 21-22.
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conditions of the people in rural areas in theyeameteenth century, depicts the countryside
as “part of the social and moral pollution of thyea™

Besides Bhalla’'s study, there are several more ntequblications which deal with
combinations of Gothic and pastoral elements inliEngjterature. Often, however, these are
restricted to certain works of single American @n@dian authors and do not aim at tracing a
comprehensive tradition of the Gothic-pastoral mdé the termsGothic and pastoral are
used, no definitions are given on which the respecanalysis of these much-discussed
concepts and their intersection is based. Insteéadther appears that these critics employ
these terms in accordance with their current usiageas designating ‘anything chaotic and
dark’ and as ‘an idyllic depiction of rural life igeneral’ respectively. In her analysis of
Faulkner’s use of Gothic and pastoral elementsinstance, Susan V. Donaldson notes that

the author

began his career as a pastoral poet [...], but ineyears his evocation of pastoral green worlds
and retreats underwent interrogation and transioatatnto something like their ‘dark twin’ [...]

— that is, into gothic quests for truth and idgn¢gimid ambiguous shadows, ruins, and social and
familial upheavaf®

Instead of investigating why a blending of both m®ds possible, she sees the increasing
Gothicisation of the pastoral in Faulkner’s textsaadeviation from the ‘purer’, idealised
forms of this mode as exposed in his early writif§jgice it has already been demonstrated
that such conceptions of both forms fall shorteality, approaches like this will be neglected
within the analysis.

In other cases of current research, studies arearmatucted within a history of the pastoral
but against the background of the more recent $abfoecocriticism® In fact, this theory
originally derived from pastoral criticism, from veh it took over the interest in the nature-

nurture opposition. However, it is a much broadppraach, which goes far beyond the

% bid., 26.

% American literature: Cf. Susan V. Donaldson. ‘kaer's Versions of Pastoral, Gothic, and the Snélj

in A Companion to William Faulknged. Richard C. Moreland. Malden, MA: BlackwelQ®, 359-72;
Thomas J. HillardDark Nature: The Gothic Tradition of American NaguWriting Ann Arbor: ProQuest
LLC, 2006; Kenneth Vincent Jr. EgaApocalypse against Progress: Gothic and Pastoraddbk in the
American Romancé\nn Arbor: University Microfilms International 9B4.

Canadian literature: Cf. Faye Hammill. “Death bytNre’: Margaret Atwood and Wilderness Gothic”.
Gothic Studie$.2 (2003): 47-63.

% Donaldson, “Faulkner”, 360.

% Cf. Hillard, Dark Nature Hammill, “Wilderness Gothic”; Suzanne L. Robeffhie Ecogothic: Pastoral

Ideologies in the Gendered Gothic Landscajen Arbor: ProQuest LLC, 2008.
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traditional pastoral city-country dichotomy. It aamtrates on all kinds of aspects associated
with the general interrelation between the humag. (@ultural discourses, literature, theory)

and the non-human world (e.g. the natural envirartpenimals)*’

Ecocriticism asks questions about the relationshgig/een literary texts and nature: how is nature
represented in texts, in the form of landscapergggms or the representation of animals? What
ideas about wilderness or civilisation are beingnownicated in a text? How are different
concepts of ‘nature’ constructed in discourse giample as the opposite of ‘cultur&?

Many ecocritical readings of the Gothic rather f®con the general role the natural
environment plays within this mode in terms of Isac@pe portrayals and the way cultural
mindsets are projected onto them; in most caseg,db not investigate in how far there is an
overlap between the literary concepts of Gothic gadtoral against the background of
aforementioned basic categories like human vulniésabr the opposition of pastoral and
anti-pastoral (or Gothic and anti-Gothic) elemeirtsDark Nature: The Gothic Tradition of
American Nature Writing2006), for example, Thomas J. Hillard analysetamses in which
nature is a source of fear in the American literafoom the early seventeenth up to the mid-
nineteenth century. Although he convincingly demonstrates in what v@gthic tropes are
used to create the image of a sinister and thregarature and how this is related to the
anxieties prevalent at the time of the respecex¢, the does not include any references to the
pastoral tradition at all. Since the present anshydl employ the more classic approaches to
pastoral as referred to in the previous chaptavijlitreject such readings, whose emphasis is
too unspecific for its purposes.

The only ecocritical study which is of use to thisalysis is Suzanne L. Roberflhe
EcoGothic: Pastoral Ideologies in the Gendered Gothandscape(2008)*% It is partly
based on the classical pastoral tradition, in paldr Theocritus and Virgil, from whose
works the author quotes frequently. ConcentratingAmn Radcliffe’s romances, Emily
Bront’'s Wuthering Heightand Emily Dickinson’s poetry, Roberts investigaties role of
the Gothic heroine in pastoral contexts. She maingues that the traditional pastoral is a

9 Cf. Ingo Berensmeyet.iterary Theory: An Introduction to Approaches, Mets and TermsStuttgart:

Klett, 2009, 137-139; Lawrence Bu€llhe Environmental Imagination. Thoreau, Nature WWgtand the
Formation of American CulturéPrinceton: Princeton University Press, 1995; @h&ilotfelty and Harold
Fromm (eds.)The Ecocriticism Reader. Landmarks in Literary Bgyl Athens, Georgia: University of
Georgia Press, 1996.

% Berensmeyel,iterary Theory 137.
% Cf. Hillard, Dark Nature

100 Cf. RobertsEcogothic
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masculine domain, in which there is no room for veormas soon as the latter adopt the role
of ‘female shepherds’, their desire for the oudobrs and their entry into a natural context
results in death or other fatalities. By its usepabtoral tropes, Roberts notes, the Gothic
highlights the cultural constructs separating worfrem the world of nature and binding
them to the domestic sphere. She therefore corgltiud the pastoral elements within the
Gothic serve as a vehicle to question historicel @ntemporary gender construtts.
Accordingly, it becomes obvious that the studieBbylla and Roberts are most suited as a
background for this analysis. After all, their amgents correspond to the previously-
mentioned theories stating that the two forms eremt artificial literary space which is
disturbed by a counterforce or has its dark undersind where contemporary issues are
negotiated by concentrating on the depiction of kvéigures. The problem with both
approaches, however, is that they are too narrdwll® perceives the depiction of the rural
context mainly as a mirror of the current agraganditions and not, as Alpers argues, of the
human condition in general. Furthermore, it ratappears that Bhalla equates the term
pastoral with any rural depiction and not with a fixed sdtamalytical categories derived
from the literary pastoral tradition. Roberts plés focus on the role of women, in particular
their weakness in a patriarchal society. As it wilin out in the course of the analysis, this is
indeed an important aspect in a text NWathering Heightswhich outlines the contemporary
situation of the female. The present study willlerghowever, that from the late nineteenth
century on, it is also the male protagonist for mhitve entry into the pastoral context proves
fatal; this change from female to male weakneskheilrelated to the socio-cultural context
of the time. Finally, both Bhalla and Roberts coafitheir analysis to texts from the late
eighteenth up to the mid-nineteenth century; theyaot pay attention to any occurrences of
this hybrid mode after Victorian times.

Consequently, the following conclusions can be drasoncerning the current state of
research on the Gothic-pastoral mode in Engligdrditire: First, although there are some
critics who acknowledge its existence, there iscomprehensive depiction of a tradition
which examines its manifestations in a structurey.vbecond, the existing analyses of this
phenomenon have so far been confined to texts efidte eighteenth and the nineteenth
century or concentrate only on single works of a&#an or American background. For the
period of thefin de siécleor the twentieth century, there has been no stuatywhich
investigates the development of this phenomenohinvid uniform treatment and derives

101 f. Ibid., 13.

33



regularities from it which can form the basis ajemeral definition. This is remarkable, since

there is a proliferation of Gothic-pastoral textsidg that time.

2.4. Theses

The afore-mentioned research gap will be filledtog study. It is based on four fundamental
theses.

First of all, it builds on the assumption that witite help of the four fields of intersection
between both forms, it is possible to trace a whidition of a resulting Gothic-pastoral
mode. In fact, these traits can already be fourtiwthe beginnings of pastoral literature in
ancient times. With the onset of the Gothic traditin the course of the eighteenth century,
however, they reach a new extreme, giving riseheoe@mergence of a hybrid form. During
that time, the anti-pastoral elements within thestpal/anti-pastoral dichotomy are
Gothicised, which results in an extreme contradiveen idyllic and terrible features.
Moreover, the difference between city and counsyekpressed in Gothic images of
civilisation versus barbarism. In terms of the irg&ation of the texts exhibiting the Gothic-
pastoral mode with their historical conditions,ighhdegree of pessimism can be observed.
Here, the insistence on human vulnerability becomegsesentative of specific anxieties of
the respective socio-cultural context. Thus, theeed-return movement has devastating
consequences for the city-dweller, whose feeblemessmparison to a monstrous threat he
encounters in the Gothic country is regarded agdypf the civilised world he comes from.
As far as the negotiation of the dominant discairsetheir respective time is concerned,
Gothic-pastoral writings often exhibit an extremscibation between conforming to and
subverting them in two contrary voices.

Whereas the initial period of Gothic fiction stidpresents a preliminary stage of this hybrid
mode, during which many of its features have ndtbgen fully developed or have only
episodic character, in the late nineteenth centairfinally reaches its climax. The second
thesis is that, since there is a proliferationexts at thdin de siéclevhich not only blend the
Gothic and the pastoral but are even uniform imgepf outer and inner structure, a fixed
genre emerges at that time, which can be calle&tibic-pastoral romanceThis genre is a
specific means of reflecting on a broad spectruwootemporary anxieties, stemming among
other things from the perceived decline of the iBitEmpire, the depravity found within a

supposedly civilised London and post-Darwinist tieo of degeneration. Moreover, due to
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its employment of the Gothic-pastoral oppositiontved voices, it is a useful device for the
author to officially support while silently undemmg the dominant imperial ideology
without running the risk of exposing himself too chu

In the twentieth century, the Gothic-pastoral rooeadisperses into a manifold variety of
various modal forms; with the extreme transfornmamd reduction of many aspects typical
of the previous tradition, particularly in the saddalf of the century, it could be argued that
it becomes doubtful whether one can still speatewhs likeGothic pastoralor evenGothic
pastoral The third thesis contradicts such statementsinsgahe background of tracing the
historical development of the features both theh@atnd the pastoral have in common, it is
possible to account for their respective continuitp postmodern times. This is mainly due
to the fact that, in contrast to the three conwerdi traits, which are either transformed in an
extreme way or disappear entirely, the insistencerapresentative vulnerability remains
stable within all the texts of the twentieth cegtand beyond; the result are highly reduced
manifestations of the Gothic-pastoral mode (andchealso of the Gothic and the pastoral
respectively), which are nevertheless linked t ttnadition by the preservation of their
attitude.

The fourth thesis refers to the more general dedimiof mode Since there are elements
within a certain mode which are subject to change those which remain stable, it can be
argued that there is a binary structure at thethadfahe term. The first element within this
structure is theconventional componentit refers to the conventionalised features uguall
taken up and commodified within the history of apective mode. The second one is the
attitudinal componentt describes the attitude at the heart of a retdpetext, i.e. the way it

explores human strength relative to the world.

2.5. Method

In order to support these theses, the analysisfivatl apply the four features arguing for an
overlap between both modes to the earliest occceseaf the pastoral in antiquity. By way of
a tradition, the development of these elements thih be traced throughout the English
literary history. The main emphasis will be on geftbom the late nineteenth and the twentieth
century. In the end, the results of the analysi mé@ used to contradict critical accounts
which argue for an obsolescence of the Gothic &edpaistoral in postmodern times and to

demonstrate that the categonpdecan be defined in terms of a binary structure.
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Concerning the dichotomy between idyllic/pastorad aanti-pastoral/Gothic elements, a
particular analytical category will be applied whican be already found in the ancient epic
and which will be referred to dscus conclususin these cases, the opposition between the
pastoral ideal and its disruption has been widdaeth extent that the former remains merely
a facade, behind which a dangerous monster figukes.l As will be shown, this idea of an
inviting place which turns out to be a sinisterspn is a useful model to describe the Gothic-
pastoral country.

As has been argued before, both the Gothic angabiral create an artificial space where at
the same time current values and ideals are siedinIn this respect, the study has been
influenced by a question which is central to Nevstblicism: In how far do literary texts
reflect the official, dominant perspective held Hyse in power and the alternative,
dissenting voices that are excluded from the afidiscourse? To be more precise, it builds
on Stephen Greenblatt’s idea that a text can be aeéeing situated within the contact zone
of different discourses, in particular between #ppropriation of and distancing from the
dominant one. This results in a dynamics of exchahg calls the “circulation of social
energy”*% In Greenblatt's view, a literary analysis shouldmong other things - focus on
the degree to which a respective text moves betwikenextremes of containing and
subverting current ideological power structurefeaure which has come to be known as the
theory of subversion and containmétitAs has been demonstrated above, the Gothic and the
pastoral are highly ambivalent in this respect,caithey oppose a subversive and a
containing voice in a very explicit way. The anaywill read the texts in terms of the
guestion in how far they express this paradoxiedtion to their respective dominant
discourse.

With regard to the historical development of thdseourses and their reflection in the texts,
the study has also been inspired by Raymond Witliarnoncept of dominant, residual and
emergent features. According to Williams, the danincultural element is a perspective
held by the majority of a respective society oritsymost powerful (and ruling) clas¥’ An
example would be the city-country dichotomy in the nineteenth century, which develops

into the opposition of a ‘civilised’ and ‘superioctondon versus the ‘inferior and ‘savage’

192 Stephen GreenblatShakespearean Negotiations. The Circulation of é&oEinergy in Renaissance

England Berkeley: University of California Press, 1988, 1

103 Cf. Ibid., 21-65; ---.Renaissance Self-Fashioning: From More to Shakesp&hicago: University of

Chicago Press, 1980, 9.

104 Cf. Raymond WilliamsMarxism and LiteratureOxford: Oxford University Press, 1977, 121.
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colonies in contemporary ideological usage; thipagition can be frequently found within
the Empire Fiction. Besides this hegemonic elem®rd,other views co-exist at every stage
of a respective culture’s development, which “agmiicant both in themselves and in what
they reveal of the characteristics of the ‘domitialf® The first one is an emerging
perspective, which is a new element that is alterear even oppositional to the dominant,
by which it can be neglected, undervalued, oppamedepressed; reflecting the ongoing
change within a society and starting as a margumsl, it can eventually turn into the
dominant oné2® At thefin de siéclefor instance, the city-country opposition of Bmpire
Fiction is increasingly subverted, which reflectsiacreasing decline of the British Empire
and hence doubts concerning the opposition of peisar’ city versus an ‘inferior’ country.
The second one is a residual element, which ivel@éfirom an earlier stage of society, where
it can have been the dominant one, but is stilivacin the contemporary cultural
discoursé?’ In William Golding’s time, for example, the idegical city-country dichotomy
as prevalent in the late nineteenth century hasstlentirely diminished due to the decline of
the British Empire; nevertheless, as will be shotke, author still clings to these categories
to some extent. Although usually not explicitlyewstd to, Williams’s model will provide a
general background against which the historicabtigyment of the texts’ relation to existing

discourses is read throughout the study.

2.6. Corpus

In order to achieve the aim of giving a comprehensiverview of the development of the
Gothic-pastoral mode, the primary corpus compreeside range of texts from different
historical and literary periods, reaching from quify up to the late twentieth century.
Whereas the main focus within the English traditisron British texts, some works have
been produced by Irish, Polish and American writei@vever, this inclusion of authors with
different cultural backgrounds does not mean adbre@thin the coherence of the tradition.
After all, they have all been influenced by thetBh Gothic convention and/or have firm

roots within English culture. Although Charles Matuand Bram Stoker have Irish origins,

105 pid., 122.
106 Cf. Ibid., 123-124.
107 Cf. Ibid., 122-123.
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Melmoth the Wandere(1820) andDracula (1897) are usually regarded as classic texts
within the English Gothic canon. Joseph Conrad, whs originally born in Poland, lived in
England for most of his life; he has often evennbeerceived as one of the greatest writers in
English. Finally, the two Americans, H.P. Lovecrafid Stephen King, state themselves that
they have been heavily influenced by their Brijgbdecessors. In Lovecraft's case, these are
prevalently authors like Arthur Machen and Algerr&lackwood!® King names almost the
whole canon of Gothic writers as his sourt®s.

Since the general corpus of Gothic and pastoras teespectively is extremely large, a strict
selection had to be made, which was based on tl@ th@ses of this study. In general, the
texts under discussion have been chosen accomlititetcriterion whether they exhibit the
features allowing for an intersection between butides. For this reason, Virgilisclogues

will be treated at the beginning. Although pastovaliting originally goes back to
Theocritus’sldylls, it was the Roman author who first employed thelsgnents in a way
which turned into a tradition in European liter&tufhe second text which stands at the onset
of the analysis, Homer®dysseyis actually an epic poem and not pastoral irsthiet sense;
nevertheless, it has been chosen for the reasdnthbafirst manifestations of thiecus
conclusus which will be a central feature within many Gatipastoral texts¢can be found
here.

The subchapter “Gothic-Pastoral Precursors” corapriexts which, despite their occurrence
before the actual inception of the Gothic tradifi@onstitute a preliminary stage of this
mixed form; in fact, they already exhibit a comliioa of the pastoral context with evil or
monstrous elements. In Spensdrte Faerie Queendor instance, the bucolic enclave either
turns out to be a dangerous prison (cf. Acrasi@w@& of Bliss) or a fragile world, which is
eventually destroyed by savage bandits (cf. theopasinterlude in book VI). Likewise,
Milton’s Paradise Losteatures the disturbance of man’s original harmwitis nature by an
evil force from outside (Satan).

The texts of the subchapter “Early Gothic-Past@eturrences” have been selected because
they already display traits of the later Gothictpesl mode, the most prominent of which is
the dichotomy between pastoral/idyllic and antitpes/Gothic elements and the insistence

on the protagonist's weakness. Nevertheless, sivese aspects are still incomplete or have

1% |n Supernatural Horror in Literaturg Lovecraft praised the works of both authors highe even

considered Blackwood’s “The Willows” (1907) to beetbest weird tale in literature. Cf. H.P. Lovetraf
Supernatural Horror in LiteratureNew York: Dover Publications, 1973, 89-97.

109 Cf. Stephen KingDanse Macabrg1981]. New York: Gallery Books, 2010.
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only episodic character, the writings in which traocur are not yet treated within the main
part of this analysis. Althougffhe Mysteries of Udolphdor instance, centres on the
heroine’s vulnerability, which is seen as typichtorrent issues, her movement to the Gothic
country leaves her unharmedelmoth the Wandereon the other hand, includes all features
of the later Gothic-pastoral mode; however, these raerely confined to the Immalee
episode, which is one narration among many withértovel.

The criterion for the selection of tli@-de-siécletexts was whether they exhibit the traits of
this hybrid mode in such a uniform way that one spaak of the Gothic-pastoral romance
genre. To begin with, the pastoral city-countryhditomy is a central means to reflect on the
more general opposition between civilisation aneagary at that time. Moreover, the plot
always features the protagonist's movement to ansegy idyllic (or at least alluring)
country, which turns out to belacus conclususvith a Gothic monster figure at its centre.
The intruder’s weakness as exposed in comparistimetonore ‘savage’ threat he encounters
goes along with the insight into the vulnerabilifyhis supposedly ‘superior’ British Empire.
Nevertheless, the latter’s ideology is never comapfesubverted; instead, these texts use the
Virgilian opposition of two voices in order to camh and undermine it. In order to show the
two major tendencies which can be observed withimmgenre at that time, the novels will not
be treated chronologically but in two thematic greuWhereas H.G. Wells and Bram Stoker
place their Gothic-pastoral context into a diregfation to the contemporary image of a
Gothicised London, Rider Haggard and Joseph Counsadthe background of the African
wilderness to explore issues concerning British Babpean imperialism.

For the twentieth century, the analysis is subge¢tea major restriction: The phenomenon
can be found in such a wide range of texts and difeerent media (e.g. film) that not all of
them can be treatéd® For this reason, the study will concentrate solety textual
intersections of these modes. Furthermore, it willy trace — in Empson’s sense - some
‘versions’ of twentieth-century Gothic pastoral,ialhhave been selected for two reasons. On
the one hand, they continue features typical ofcthre situation at thétn de siéclan modal
form. On the other hand, they exhibit traits whaigue for a persistence of the Gothic and
the pastoral mode into postmodern times. To be moeeise, the texts in the two major
subchapters have been chosen with regard to hopcth@inue the city-country dichotomy

and hence also the distinction between the releagehories of civilisation and savagery. In

10 For an overview of further occurrences of theBopastoral mode which will not be treated withinis

analysis, cf. chapter 6.
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the texts of Machen, Blackwood and Lovecraft, thexean extreme widening of this
opposition, since the rural enclave is conceivedthe gateway to an alternative reality. In
Golding and King's texts, both concepts show anrecgdented closeness, as the country
merely appears as a mirror of the city; this gdes@gwith an increasing reduction of a whole
range of other features allowing for an overlapMeein both modes. Nevertheless, as has
been mentioned before, the feature of represestatilnerability can be found in all the texts
of this chapter, by which means the continuity othbmodes into postmodern times will
eventually be accounted for.
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3. From (Anti-)Pastoral to Gothic Pastoral: A Tradition

3.1. Ancient Origins
3.1.1. Ideal versus Reality: Virgil, Eclogues

Virgil's Eclogues which were written in 42 BC and probably publidheetween 38 and 39
BC,'! are the first pastoral texts which exhibit thetfieas allowing for an eventual overlap
with the Gothic mode. Among the most prominent omesthe dichotomy between
idyllic/pastoral and anti-pastoral elemeni#&s has been mentioned in the introductory
chapter, an oscillation between the pastoral idea an anti-pastoral component, which
disturbs the harmony of such an existence or revesathortcomings, has been typical of this
literary form since its beginnings. In Virgil's pmes, the latter aspect is represented by the
atrocities of a harsh reality as associated wighréader’'s own existence.

EcloguelV is one of the most famous ancient texts dealuitty this opposition. The poem
heralds the return of an idyllic time in the fut{eg the time when Pollio is consul) with the
birth of a mysterious bo¥}? who will keep company with gods and heroes and avler a
peaceful world (IV, 15-173*2 During his childhood, the earth and its inhabiawtll be in
perfect harmony with each other; this is illustcat®r example, by images of growing plants
of all kinds (17-19) or goats walking home withlfullders without anybody herding them
(21). When the boy becomes an adolescent, thisdraoms state will continue, although
traces of the previous depravity will remain (esgafaring, city walls; even a new journey of
the Argonauts and a new Trojan War will take plEde36]). After he reaches his manhood,
seafaring, commerce and agriculture will disappearing way to a world that provides
anything necessary for man without the requirenoéfabour (37-45).

11 cf. Simon Hornblower (ed.Dxford Classical Dictionary3 ed. Oxford: Oxford University Press, 1996,
s.v. “Virgil (Publius Vergilius Maro)”.

12 The identity of the child remains mysterious amas been the subject of controversy. Michael von

Albrecht rejects the view that it could be the etpd son of either Antonius or Pollio, arguing thze
child represents a whole new Roman generationddst€f. Michael von AlbrechtVergil: Bucolica —
Georgica — AeneisEine Einfiihrung Heidelberger Studienhefte zur Altertumswissenfich@ ed.
Heidelberg: Winter, 2007, 24.

Subsequent references to the following editian @red parenthetically by verse number within tiet:
Virgil. Opera ed. R.A.B. Mynors. Oxford Classical Texts. Oxfo@kford University Press, 1969.
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Despite this almost completely idyllic descripti@ome features of the text undermine a full
identification of the pastoral mode with the notiointhe Golden Age. The author makes it
unmistakably clear that this poem goes far beytedbiorders of the pastoral as established
by Theocritus and is hence of an experimental ratiready in the first line, he proclaims
his intention to sing about a somewhat loftier teeffpaulo maiora canamus” [1]) than was
associated with thédylls at that time. Moreover, the Golden Age represanssate that is
unattainable in the present time of the poem, wisctiefined by city walls, wars and hard
(agricultural) labour** it once existed in the past and will come backhia future, but is
currently lost and longed for in a melancholic wakierefore, the motif of the Golden Age is
established only to be simultaneously contrastetidaeader’'s own world, whose harshness
makes it impossible to live within such an idealtst Against the pastoral ideal, an anti-
pastoral component is set, which casts doubts @fetisibility of the idyllicism and harmony
portrayed.

This notion of a dichotomy between pastoral and@axtoral elements finds an even more
elaborate expression in the most influential tekhiw the collectionEcloguel. The poem
contrasts the fate of two shepherds, Tityrus antiddeus, whose farms have originally been
confiscated for the settlement of soldiers; howguelike Meliboeus, who has to leave his

lands, Tityrus can stay in his idyll. The poem tstar medias resvith this contrast (I, 1-5)*

M. Tityre, tu patulae recubans sub tegmine fagi
silvestrem tenui Musam meditaris avena;

nos patriae finis et dulcia linquimus arva.

nos patriam fugimus; tu, Tityre, lentus in umbra
formosam resonare doces Amaryllida silvas.

Meliboeus: Here you, Tityrus, lying beneath thedghaf a spreading beech, practise silvestric
poetry on your slim pipe; | have to leave the bosdef my native country and my dear lands.

I'm fleeing from my home land; you, Tityrus, camder in the shade and teach the woods to
resound ‘fair Amaryllis’.

The reason for Tityrus’s state of bliss is givertha following. The reader learns that he was
in the city of Rome, where he could buy his freedoom a powerful man, whom he refers to
as “deus” (‘god’ [5]) and later “iuvenis” (‘youngan’ [42]). On being asked who the “deus”

was, Tityrus evades a direct answer (19), butveiy likely that Octavian is meaht

14 Cf. LindenbaumChanging Landscape&3; Nancy LindheimThe Virgilian Pastoral Tradition: From the

Renaissance to the Modern ERittsburgh, Pa.: Duquesne University Press, 2005,

15 The translations in this chapter are mine uniissrwise stated.

116 Besides the equation of the emperor with a gaygisal in antiquity,deuscan also mean ‘guide’ or ‘life-

saver’, which emphasises the role of Octavian esé#viour of Tityrus here. Cf. von Albreckergil, 15.
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Whereas Tityrus will hence be able to live in ackof Golden Age within his idyllic lands,
Meliboeus can only bemoan the loss of his rurallaae; again, the pastoral ideal is
contrasted with an opposite view that longs foinaetwhen it was still attainabfé’ This
contrast gains particular emphasis when Melibogposes the life in the tranquillity of the
locus amoenudityrus will enjoy to that in externdbca horribilia which awaits himt*®
While the former will lie in the shade among “ha¥led springs” and “familiar streams”,
where the “sally hedge” will hum him “gently to e[@ (51-55), the latter will have to leave
the comfortable Italian countryside and go to “baing Africa, Scythia, the chalky spate of
the Oxus, even to Britain — that place completely aff from the whole world” (64-66Y:°
His own locus amoenusvill be lost for him after the intrusion by forcé&®m outside: A
“wicked soldier” will soon take possession of hasidl (70), and he will never be able to see
his once-happy flocks and green meadows again §y4-7

Landscape descriptions are not the focus of thenpagiich centres on the antithetical fates
of the shepherds; nevertheless, the dual qualitijesetting reflects the emotional conditions
of the two protagonists and hence provides a deitélackground for their respective
situations. As pointed out before, Tityrus’s bligsdtate is underlined by images of an idyllic
nature. The intrinsic connection of the landscdp teflects man’s emotional state is also
highlighted when Meliboeus empathises with Amasylivho, together with the local trees,
bushes and fountains, missed Tityrus during hisney to Rome (36). Such a portrayal of
man as a part of a natural context that revealsnhesr life is a typical feature of the ancient
pastoral in generaf® By contrast, Meliboeus’s state of unhappinessripteasised by images
of an anti-pastoral nature, where a peaceful Iifeharmony with the environment is
impossible. Here, the poem depicts the disturbahtiee harmony between man and the idyll
of the Roman countryside due to his expulsion &edsubsequent intrusion of soldiers from

outside!?!

17 Cf. LindenbaumChanging Landscaped.

18 Cf. von AlbrechtVergil, 16.

19 And yet, even Tityrus's landscape shows at tismesinti-pastoral quality, since the soil is alsmgtand

there are marsh films over the pasture land witld mushes (47-48). This partly undermines even the
idyllic portrayal of alocus amoenydmplying that Tityrus might have only been allali® keep his lands
because of their bad constitution. Cf. von Albrettargil, 16.

120 cf., for example, the natural environment thanéats the death of Daphnis idyll 1, which was the

model for Virgil's fifth Eclogue where the personified bushes cry: “Daphnis isod!'g(“ipsa sonant
arbusta: ‘deus ille, Menalca!™ [V, 64]).

121 sych a disruption of the rural environment byreppiations will again be mentioned EcloguelX; this

time, however, these events will not occur in tieife but have already taken place — Moeris teftsdas
that he has lost his land and is now on his waydme (1X, 2-6).
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The depiction of a shepherd and his land which imecthe victims of the forces belonging to
the more powerful world of politics and war suggetat Virgil's type of pastoral is not a
purely escapist mode celebrating simple virtuethéseclusion of an idealised environment.
As has been outlined previously, an oscillationweein both an escapism from and an
exploration of the city’s conditions is typical dis literary form. This tension between
retreating from and investigating current issuesmere elaborated in Virgil than in
Theocritus, since the former introduced the wofldaiual history within his fictiori??

The transformation of the Hellenistic pastoral fdoetomes particularly obvious Eclogue

Il. The poem takes Theocritus’s sixilyll with Polyphemus’s lamentation for Galatea as a
model in its portrayal of Corydon, an unhappy low&hereas in Theocritus, the hopelessness
of the lover’s situation is based on natural défeges like ugliness and beauty (a Cyclops
longing for a nymph), in Virgil, it is due to sotidifferences and questions of power (city
versus country; lord versus servant) typical ofthize}** The unhappy lover unsuccessfully
tries to convince the socially privileged and fdistus city-dweller Alexis, who is the
favourite of his master, of the advantages of staywith him in the countryside. His
attempts, however, end in resignation; as he sagsrtself (ll, 56-57):

Rusticus es, Corydon; nec mura curat Alexis,
nec, si muneribus certes, concedat lollas.

You're a bumpkin, Corydon! Neither does Alexis céeyour rural presents, nor would lollas
[Corydon’s master] allow me to give you presents.

The modifications oEcloguell hence show a shift from the depiction of a pymrescapist
sphere of myth to the inclusion of the actual, arlsrld of contemporary Rome, since it
reveals the actual class differences within curRomhan society.

The most prominent example of Virgil's new typepaistoral, however, is his firiclogue
Here, the author modified the Theocritean conventb a singing exchange between two
shepherds into a comment on the current politiealities'** After the battle of Philippi in 42
BC, Antony and Octavian, who had emerged victori@gseed that land in Northern Italy be

122 cf. Alpers,What is Pastoral?161.

123 Cf. von AlbrechtVergil, 39.

124 Coleman even comments that “there is little oéddritus in the poem; it is a boldly original anidtiy

wrought piece presenting in dramatic form the comfation between pastoral myth and contemporary
reality”. Virgil. Ecloguesed. Robert Coleman. Cambridge: Cambridge UnityeRsiess, 1977, 90-91.
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confiscated for the settlement of veterans. Amdrgsé areas was also Mantuan territory,
where Virgil had been born and brought'@p.

In this poem, the exploration of the current podticonditions is done with the help of the
two shepherds. In fact, the Roman world and itstips] in particular the expropriations, are
only relevant insofar as they affect the lives s herdsmen. The humble figures on which
this text centres are hence used to explore grdateres; the result is a tension between the
simplicity of the pastoral enclave and the compierf the topics under consideration. This
corresponds to Empson’s dictum that the “pastomatgss” consists of “putting the complex
into the simple™?®

As has been mentioned before, a particular stratiegypastoral uses in this respect is the
insistence on the characters’ vulnerability, whishconceived of as representing current
issues and human weakness in general. This naiarticularly elaborated i&cloguel.
After all, many people at that time could read ttloevn situation into the fate of Tityrus and
Meliboeus, one of whom has become the victim of dftermath of civil war, the other
fortunate because he has found a protector. Beslieegeneral feeling of being oppressed by
or dependent on more powerful forces one cannotralonan be regarded as an integral

constituent of being human. Accordingly, Alperswssg that

in their simplicity and wvulnerability, shepherdsttifigly represent those whose lives are

determined by the actions of powerful men or bynévend circumstances over which they have
no control. Even though they are among the leastepfol members of society, they are far from

alone in experiencing the dependency and victiriingiresented in this eclogte.

Virgil's new pastoral thus creates a space defimgdts opposition to the city, but where at
the same time issues relating to the larger waorldieneral can be explored by means of
representative vulnerability. The portrayal of fhestoral enclave serves to return an insight
relevant to the contemporary reader, who, in Gifoterms, ‘moves’ from his world to the
pastoral enclave and eventually ‘returns’ with avnewareness of his own situatitff.
Whereas in thdeclogues this notion of retreat and return is only imgdlioi so far as the

reader learns something in the portrayal of theeatt in other works like the epic or later

125 Cf. Virgil. Eclogues and Georgiced. R.D. Williams. London: Macmillan, 1979, 89.

126 EmpsonSome Version22.
127 Alpers,What is Pastoral?24.

128 Cf. Gifford, Pastoral 81-82.
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texts within English literature, there will be afenovement within the text; here, it will also
be the protagonist that moves from city to couatny vice versa.

Ecloguel finally ends in a sinister tone with the cominfavening. The shadows that are
slowly approaching from the mountains create amoos mood, which stands in contrast to
the peaceful atmosphere during the day (83). Therefthe shepherds seek the shelter of
Tityrus’s home. Night time can hence also be seearaanti-pastoral element which works
against the pastoral ideal, whose favourite timedsn'?® Not only does this day-night
contrast, which is a feature of seveEalogues=° reveal that the natural environment can be
dangerous at times; according to Ettin, the shadbatsencroach upon the rural enclave also
“bespeak the imposition of the uncertainties of deside world onto the enclosed space of
the pastoral poem and onto the pastoral world'etine exposing its fragility®* Tityrus can
offer Meliboeus temporary comfort by inviting himside his house for the night, but the
existing tension stemming from the contrary sitgi of both remain unresolved, with exile

waiting for Meliboeus. Commenting on the endindgzcfoguel, Charles Segal states that

despite the temporary effort toward calm and rést tensions between sadness and peace,
settledness and dispossession are unresolvedisResmised, true, but exile is no less pressing.
The morrow still awaits. This atmosphere of susfemsamid contraries, of rest amidst
disturbance, sets the tone for thelogues-*?

According to Alpers, the notion of suspension, ite ending in unresolved disparities, is
central to the definition of pastoral as mode, sint underlines the protagonist’s

powerlessness:

‘Suspension’ is a modal term, in that it directbflects the protagonist’s strength relative to his
world. The herdsman of pastoral poetry is concea®the opposite of the hero: he is able to live
with and sing out his dilemmas and pain, but hanable to act so as to resolve or overcome
them, or see them through to their éfid.

Considering that the situation Ecloguel is based on a real experience (Virgil's home land
was among the confiscated territory), the questonains to what extent the author included

his own, critical voice within the poem. Indeed, mest have found himself in a difficult

129 Cf. Ettin, Literature and the Pastorall36.
18011, v, IX and X.
131 Ettin, Literature and the PastoralL02.

132 Charles SegaRoetry and Myth in Ancient Pastoral: Essays on Ehitws and Virgil Princeton: Princeton

University Press, 1981, 277-278.
133 Alpers,What is Pastoral®9.
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position: On the one hand, he surely objected toitlea of land expropriations in the
Mantuan region; on the other hand, writing explpems criticising the official ideology of
the new emperor would have been too dangerous ifor kloreover, his own land was
probably later restored to him with the help of poful friends, who pleaded his case with
Octavian™* Therefore, he was also expected to show his gdatjtalthough he certainly
knew how exceptional his land restoration was. Aglathis background, it could be argued
that he consciously used the tension arising ftoensttuation of the two shepherds to express
his ambivalent attitude towards the contemporargtesy without running the risk of
exposing himself too much®> By opposing two views, one of which supports the
contemporary politics in Rome (Tityrus) while théher subverts it (Meliboeus), Virgil could
carefully comment upon contemporary events with@auing to take a firm stand in a ‘third
voice’*® The oscillation between pastoral and anti-pastelainents, the depiction of one
man who is able to live the pastoral ideal while thher is excluded from it, thus becomes a
powerful means of supporting while at the same ticaeefully criticising the current
conditions'®” The pastoral enclave is conceived of as a bomtgdpace, where a retreat into
an environment whose depiction simultaneously ecordiand subverts the order of the
larger, urban world of the current reader takesela

The coming of night with its falling shadows cannbe be perceived as symbolically
representing Virgil's intention to ‘obscure’ his owiews. At the same time, since it
expresses the uncertainties and dangers of thedeutrld, it must be understood as a
poetological statement of the author, expressirggimability to write poetry in difficult

times*® As for his shepherds, singing (i.e. writing poptrgn be dangerous in the face of a

134 cf. williams,adloc, 89.

135 The necessity for the author to be careful besoaiso obvious in his unwillingness to include aingct

references to Octavian; cf., for instance, Titysugteviously mentioned evasion on being asked ko t
‘god’ was that helped him (18-19).

Such an ambivalent attitude of the author towdngsexisting system is the main concern of theofasn
“two voices theory” by Adam Parry, who investigathe Aeneidunder this aspect. | would argue that in
Ecloguel, this ambivalent opposing of two voices is evearenelaborated, since a direct opposition of
them in the figures of two shepherds takes plapenuvhom the poem focuses. Cf. Adam Parry. “The
Two Voices of Virgil's Aeneid, in Virgil: A Collection of Critical Essaysed. Steele Commager.
Englewood-Cliffs, N.J.: Prentice-Hall, 1966, 107312

This would also speak against Marx’s thesis Thtrus allegorically represents Virgil; insteatietauthor
identifies himself with both shepherds alike, atlwgily partly. Cf. Marx,Machine in the Garder22; von
Albrecht, Vergil, 17.

For Alpers, the figure of the shepherd is herggrasentative both of all humans and the poet: “The
Virgilian formula is: the poet represents (himsad) a shepherd or shepherds”. Alp&#hat is Pastoral?
138.

136

137

138
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repressive, urban world impinging on a life of fieeressiort>® This becomes particularly
evident in the lasEclogue which closes the whole volume in a profoundlyister and

pessimistic tone (X, 75-77):

Surgamus; solet esse gravis cantatibus umbra,
[...]; nocent et frugibus umbrae.
Ite domum saturate, venit Hesperus, ite capellae.

Let's get up. The shade is bad for those who sing the shadows also spoil the crops. Go
home, my goats, now that you are saturated — egesiapproaching!

3.1.2. Deceptive Idylls: Homer,Odyssey

In ancient literature, the occurrence of featunemneually allowing for an intersection of the
pastoral with the Gothic is not only confined toadihpoems like Virgil'sEclogues instead,
they also appear in larger forms like the epidhiese cases, the dichotomy between pastoral
and anti-pastoral elements is of a specific sigaifce. The counterforce which impinges
upon or is opposed to the pastoral ideal can benitve complex world of heroes and wars
that stands in contrast to the simplicity of theafienclave. The pastoral retreat provides a
temporary comfort for the hero from his troubldsgonstitutes, in Ettin’s terms, a “pastoral
inset”, where “a pastoral place or experience is wgighin and distinguished from an
extensively portrayed unpastoral conteXf’,

An example of such an inset can be found in bodk&fIVirgil's Aeneid After the outbreak

of war in Italy in book VII, Aeneas finds in thettle village of Pallanteum, which is
surrounded by green hills and valleys, an idealssting. Here, he is received by a humble
society, led by the local king Euander, and prodidéth anything he needs in order to find a
short relief from the sorrows of the larger world.

The retreat into the idyllic context and the evahteturn is now literally undertaken by the
hero, who becomes a representative figure. Accghglithe insight gained is relevant both to

him and the contemporary reader. The simplicityhef rural enclave, for example, which is

139 In Ecloguel and IX, this inability to sing is directly linket the land expropriations; in both poems, there

is a shepherd (Meliboeus or Moeris) who cannot &ilsgsongs within hifocus amoenuanymore due to
the intrusion of forces from the outside world. @n AlbrechtVergil, 35; Williams,The Country and the
City, 16; Alpers,What is Pastoral?170-172.

140 Ettin, Literature and the Pastoral’5. | have left out the distinction between arpleit” and an “implicit”
inset here, since, according to Ettin himself, thiginction is not always clear-cut (cf. Ibid.,)8Cf. also
Poggioli’s concept of the “pastoral oasis” (PogygiGaten Flute 9-10).
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the site where the future Rome will be built, ipkoitly contrasted to the greatness of the

contemporary city (VIII, 97-101):

Sol medium caeli conscenderat igneus orbem
cum muros arcemque procul ac rara domorum
texta vident, quae nunc Romana potentia caelo
aequavit, tum res inopes Euandrus habebat.

The sun had climbed the middle of the sky, whely fd&neas and his companions] saw far
away walls, a castle, and scattered roofs of howgleish now Roman might has made equal to
the sky; at that time, Euander had his scant psgsesthere.

Moreover, before returning to the world of heroes avar at the end of the book, Aeneas
receives a shield from his mother Venus, from whieHearns about the glorious future that
will await Rome under the rule of Augustus (626-)728

In other epic occurrences, however, which will berenimportant to this analysis, the anti-
pastoral component working against the portraygtliecsm is represented by the dangers of
an untamed nature, where savage monsters lurk, Heralichotomy between the pastoral
ideal and its disturbance has been severely aggdivas a consequence, theus amoenus
remains merely a facade, whose overall purpose deteive the intruder into a dangerous
place which turns out to be a prison. In the follayy such an occurrence will be called a
locus conclusugenclosed place’).

This concept is mainly inspired by Owen Schur'saidé an “epidocus amoentiswhich he
distinguishes from a ‘purely’ “pastorébcus amoentisby “the ambivalent nature of the
retreat”}*! In contrast to the “trubbcus amoentis he states, “which is a good place, drawing
upon the simplicity of its setting and on the simmipy of the people and animals who live
within it”, the “epic locus amoentisis “deceptive and dangerous to those who erfér.
Unfortunately, the author, who only briefly mentorsuch an occurrence within his
introduction to the pastoral mode in Victorian dgire, does not give any further
information on how he precisely defines such aesdtr Building on Schur’s idea of a
deceptive idyll, I will therefore give a definitionf what | call alocus conclususillustrated

by examples from Homer®dyssey

141 Owen SchurVictorian Pastoral: Tennyson, Hardy, and the Subigr of Forms Columbus: Ohio State

University Press, 1989, 10.
142 |pid.
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Exemplary occurrences of tHecus conclususn Homer are Odysseus’s encounters with
Polyphemus (123-135) or Circe (139-13%}The setting is usually an enclosed space in the
form of an island, the exact position of which reclear; this mirrors the fact that the largely
unexplored Mediterranean Sea was still a sourcentmy myths about potential dangers at
Homer's time***

At first, Odysseus and his men are ignorant or dwalye a vague guess at the danger hidden
on the island, which appears idyllic to them. Asrdise bight of the Cyclopes’ country, for
example, there is an isle, which is untouched bykimmal or any livestock and which is

described as a typickdcus amoenus

In it [the island] there harbour uncounted wild tgoaNo trace of man scares these, nor do
hunters with dogs track them out, fighting theinvtarough the bush to explore the summits of
the hills. The herbage is not grazed down by flowksheep nor broken by any plough. Rather
the spot continues in solitude, wholly uncultivatedparadise for the bleating she-goats [...].
Anything would grow well there in season, in thdt snoist meadows behind the dykes of the
silvery sea: and its vine stocks would bear fore(23)

However, there is always also something odd allmuptace. The Cyclopes have no common
law but each of them lives according to his owrsulwhich shows them as residing in a kind
of Golden Age but also gives them a somewhat wild ancivilised character. Odysseus is
therefore warned by “some masterful instinct thaf [he] might have to do with a strange
fierce being of vast strength, knowing neither righr wrong, and ungovernable” (125). The
rural enclave is hence a place where people liveoae original life in accordance with
nature; this, however, also means a rather savagterce devoid of any laws as typical of
life within civilisation. In other words, Odysseasd his men are threatened by a monstrosity
which has developed in a context where the confaiidke civilised world are not valid. As
outlined previously, the portrayal of a rural enéavhich is idyllic but also savage and hence
stands in contrast to the more civilised, urbaresplis actually a typical pastoral theme and
usually subsumed under the nature/nurture oppaosiiue to its hostile and dangerous
character, théocus conclususan be seen as an extreme form of this contrast.

It is not before Odysseus and his men have pepdtddeply into the place that they find out
about its perilous nature, i.e. the monstrous guafiits inhabitant. On Polyphemus’s island,

for example, the Greeks are trapped in the Cyctogave after his return; likewise, only after

143 Subsequent references to the following transiadie cited parenthetically by page number withimtext:

Homer.The Odysseyrans. T.E. Lawrence. Oxford: Oxford UniversitseBs, 1991.

144 Cf. Ken Dowden.The Uses of Greek Mytholagypproaching the Ancient World Series. London:
Routledge, 1992, 132.

50



they have entered Circe’s house and eaten hermmmsood, which turns them into animals,
do they discover her true intentions. However, oty have found out about the sinister
guality of the place, they cannot get out anymotieeprison-like character is revealed.

At the centre of théocus conclusysthere is usually a monster, which has both huarah
inhuman traits. Polyphemus appears as a harmlepéisid, who tends a sheepflock and does
shepherdwork (e.g. milking [126]) in the beginningowever, besides having only one eye,
he even turns out to be a cannibal. Circe is anfidable goddess — though she spoke our
speech” (139). Moreover, the monster often hasamtaig and alluring qualities at first. The
sorceress has “comely braided hair”, is “singingefully” and “so heartily that the floor
resounds again” (144). She is a tempting, beautifobman, whom Odysseus’s men can
hardly resist. Once yielding to her charms, howgetieey find out that they are actually
dealing with a malevolent witch.

It is only the hero, clever and aided by the gods) is able to subjugate or at least outwit the
monster. Trapped in Polyphemus’s cave, Odysseusigearto flee by blinding the Cyclops
and tying himself and his men to his sheep’s undess When the hero is on his way to
Circe’s house to free his enchanted fellows, Hermt&sgvenes, giving him a magic herb for
his protection and advice to prevent him from fajlvictim to the sorceress’s charms.
Considering these aspects, it becomes obviousrttiae Homeric occurrences as referred to
above the terniocus amoenu8ovely place’ hardly applies. In some cases,ntyarefers to
the first, superficial impression of the place. ddser inspection, however, it turns out that
beneath the surface a monster lurks, which comtesitan extreme version of the anti-pastoral
component disturbing the idyllic and peaceful ratrasually associated with the pastoral
ideal*

Admittedly, this concept of thimcus conclususloes not fulfil all the definitional criteria of
pastoral literature as outlined in the introductohapter. Although there is, for instance, a
depiction of an idyllic context with a counterforagnich works against it, Alpers’s dictum
that the pastoral deals with vulnerable, weak pe@pliolated; after all, the hero exhibits a
great strength relative to the world. However, a$ lve demonstrated, in the Gothic novel,

the former hero becomes a weak figure like the Isbiefs of the pastoral. Moreover, the fact

145 Despite the terminological similarity, the contep thelocus conclusushould be seen as distinct from

that of thehortus conclusyswhereas the former appears idyllic from the al@dbut bears a dangerous
inhabitant at its centre, the latter concept fosume the Virgin, who resides within the protectpese of

a beautiful garden. For an overview of tha@tus conclusus European literature and the visual arts, see
Stanley StewarfThe Enclosed Garden: The Tradition and Image ireB®enth-Century Poetriviadison:
University of Wisconsin Press, 1966, chapter 1-4.
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that in thelocus conclusyghe anti-pastoral counterforce is represented imonstrous threat
will be useful for an analysis of its occurrencehivi the Gothic, which usually deals with
some kind of monster.

The further development of the pastoral mode aedctincept of théocus conclususvithin
English literature will be demonstrated in the daling tradition, which traces these concepts
from the Renaissance up to the late nineteenthuggnivhere there is finally a merger and
proliferation of both. With regard to the pastorgihecial emphasis will be placed on the
representation of the anti-pastoral counterforcesbyne evil or monstrous being; with
developments like the Gothicisation of this antsfeaal component or the transformation of

the hero figure into a weak character, the Gotlaistgral mode finally emerges.

3.2. Gothic-Pastoral Precursors

3.2.1. The Pastoral Romance

Up to the onset of the Gothic tradition in the éggmth century, there are several works
which combine typically idyllic pastoral elementsttwan anti-pastoral counterforce defined
by dangers, monstrosity and savagery. In Englisdraliure, these precursors of the later
Gothic-pastoral mode can be found from Renaisstimes onwards.

The pastorals of this period were often modelle@ratlassical Italian or Spanish works,
which in turn were based on the ancient predecgseuestigated previously. Whereas the
earliest texts by English authors, the eclogueslexander Barclay and Barnaby, were still
in Latin, the first English pastoral was Edmund i&@’sThe Shepheardes Calend&679).
The form of pastoral that was especially promingith regard to a combination of idyllic
and dangerous elements at that time, however, heapdstoral romance. Originally derived
from ancient pastoral texts like those written bhedcritus, Virgil and the epic occurrences
in Homer, it had been established as a fixed gégréongus in his noveDaphnis and
Chloe Having been taken up again and blended with eiesnaf the chivalric tradition by
Sannazaro in hidrcadia (1504) in the early Renaissance, it was continoedontinental
writers like Tasso, Montemayor, Gil Polo and Ceteanin England, it found expression in
the novels of Sidney, Greene and Lodge as welh #ise sixth book of Spensef$he Faerie
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Queeng1596)*° The pastoral romance tradition also influencedd®sance drama and can
be found in plays like Shakespearé&s You Like 11{1598), The Winter's Talg1609), and
The Tempegt1610-1).

Besides its episodic and melodramatic character,bisic plot stratagem of the pastoral
romance is one which was already prefigured imgbfidn Virgil's Ecloguesand more
explicitly in the ancient epic tradition: The prgtaist, either alone or within a group, leaves
the ordinary world of courtly and heroic actiontédke up residence in a rural setting, from
where he finally return§'’ This movement leads to a confrontation of two s#asof people,
courtly/urban and rurdf®® Whereas the country is often portrayed as an iskzhicontext,
which stands in contrast to the corruption and awpy of the court, it also has its clear
shortcomings and a barbaric character. This istalits distance from the civilised world and
its closeness to the borders of the wildernesse Hbe hero must fight against wild beasts,
thieves and brigands. In some cases, the bucolitoement even turns out to bel@us
conclususwith a monster figure representing the moral qaticin and savagery which is
opposed to the values of civilisation. A permarstay in the rural context can prove harmful
to the courtly intruder, who must leave before tlegative attributes of this environment can
influence him. Nevertheless, a contemporary sojesiroiten desirable, since the country is
the place where the protagonist gets a usefulhihgigwhere even the problems and discords

of the court are resolved.

3.2.2. Spenser,The Faerie Queeng¢1596)

Spenser’s epic poeifihe Faerie Queens a prominent example of this development, as it
contains both an instance ofaeus conclususnd the famous pastoral interlude in book VI,
which has been inspired by the romance traditiomek&as the former distracts the hero
completely from his responsibilities and must tieme be destroyed, the latter is an idyllic

and a dangerous place which at the same time m®ga hero for his further tasks.

146 Cf. David Young.The Heart's Forest: A Study of Shakespeare’s PabtBtays New Haven: Yale

University Press, 1972, 16.
¥ Cf. Ibid., 20.

148 cf. Marinelli, Pastoral 57.
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The locus conclususs represented by Acrasia’s Bower of Bliss at ém&l of book Il
Similarly to earlier manifestations of this motifigh influenced Spenser in this episdtfe,
the oscillation between pastoral and anti-pastelehents is transformed into an allegorical
tale describing the vices the hero and by implsatiny Christian man must resiat.The
garden, a place “where Pleasure dwelles in sendeafihts” (I, 12, 1) and marked by an
ominous abundance, is diametrically opposed tovihee of temperance, to which the
second book is dedicatét Already before the protagonists arrive on thenidlavhere the
Bower lies, this feature is anticipated, since@iryon and the Palmer must pass tGealf of
Greedinesse which “belches forth its superfluity” (I, 12,)3Besides, the perilous nature of
the place is already indicated by the obstacleg lla@e to pass, e.g. a flood of monsters or
alluring mermaids, who try to entice them (ll, 22-29). The garden itself, “a large and
spacious plaine” with a “fairy grassy ground” arall ‘the ornaments dfloraes pride” (ll,

12, 50), has traits of a classidatus amoenudlt is, however, also marked by a menacing
quality, since art seems to have overwhelmed therala resulting in an unhealthy idyll of
“lavish affluence”, where sensual delights are ‘f@alforth with plentifull dispence” (ll, 12,
42)}*2 The branches of the trees, which stretch out tiekisping armes” and the “embracing
vine, / Whose branches hanging downe, seemed iimeenhll passers by” (Il, 12, 54) even
give rise to an image of a Venus flytrap-like plaaich tries to lure the intruder into its
centre by promising sensual joys but imprisons bime he gives in. The pastoral motif of
being in harmony with the natural environment isdesubverted, as it means to yield to its
temptations and reject the Christian virtue of terapce.

The monster figure at the centre of tlasus conclususepresents the very union with this
location which is condemned in the text. Acrasia &a alluring quality, since, like Circe, she
has a sweet voice men can hardly resist and israely beautiful (Il, 12, 78). On the other
hand, there is also something monstrous abouftTierveil around her place is compared to

a spiderweb, and her lover, Verdant, referred toesssictim (I, 12, 77).

149 E.g. Alcina’s garden in Ariosto’®rlando Furioso(1516) or that of Armida in TassoBerusalemme

Liberata(1581).

150 Cf. M.M. Beard. “Pastoralism as a Statement olu¥aThe Faerie QueenBook VI". English Studies in
Africa 27.2 (1984): 77.

Subsequent references to the following editianaited parenthetically within the text: Edmund Sye.
The Faerie Queen@ 596], ed. Thomas P. Roche Jr. Penguin Cladsarxdon: Penguin, 1987.

152 Cf. Robert M. Durling. “The Bower of Bliss and iida’s Palace”Comparative Literatures.4 (1954):
345.
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Similarly to the ancient sorceress’s island, trasdgn is a place of seduction the hero must
by no means give in to. For Verdant, who, afterifigsex with Acrasia, is asleep when
Guyon finds him, it is already too late: Havingremdered to her charms, he has given up the
responsibilities associated with the notion of merfortitude, which is symbolised by his
weapons that are hung up on a tree. Spenser heemilgemns this act: “O horrible
enchantment, that him so did blend” (ll, 12, 80heTsojourn in this context, which is
strongly opposed to the civilised world of Christigalues, not only results in weakness and
effemination but also in the degradation to theagavy of an animal: In the tradition of
Circe, Acrasia turns her victims into beasts.

Like Odysseus, the hero, Guyon, and his comparttms,Palmer, are depicted as strong.
Here, this strength is framed in a specifically i€ain allegorical context: Representing the
virtues of knighthood and Christian temperancey tresist all the temptations within the
garden and defeat Acrasia, who appears as helpless they cast a net over her. As the lust
represented by the Bower of Bliss cannot merelyrreasked and rejected but must be fully
rooted out to become ineffective, they finally degtthe place and return unharmed to the
larger world. According to Greenblatt, who interggréhis scene against the background of his
theory of subversion and containmeAtrasia’s garden, representing an integral pathe
intruders, subverts the dominant order they repteSéhus, he regards the reason why the
intruders destroy it in such a decisive way in rthettempt to re-establish this ordét.
Besides, he notes, the whole episode can even dik ag an early exercise of British
imperialistic power against its cultural and idegp&al other*>*

In the pastoral interlude in book VI, the rural kxwe at first appears to be more idyllic and
peaceful than Acrasia’s deceptive bower, whose ousrand artificial quality it lacks; at a
closer look, however, it is not only a fragile lalso a dangerous environment, where the
strength of the hero is needed. At the beginningaoto 9, Calidore, during his pursuit of the
Blatant Beast, comes across a pastoral inset, wdtepherds tend their flocks inl@cus
amoenus The confrontation of two classes of people, dglneroic and rural, leads to the
opposition of both ways of living. When Calidoreimwited by the old shepherd Meliboee
into his humble lodging for the night, the latteraiges the simplicity of thevita

contemplativan the country:

133 Cf. GreenblattSelf-Fashioning 173-174.For a contrary opinion, see Paul Strauss. “Allegang the

Bower of Bliss”.The Ben Jonson Journal: Literary Contexts in the AfElizabeth, James and Charl&s
(1995): 67-68.

154 Cf. GreenblattSelf-Fashioning173-174.
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How much (sayd he) more happie is the state,

In which ye father here doe dwell at ease,
Leading a life so free and fortunate,

From the tempest of these worldly seas,

Which tosse the rest in daungerous disease®(MB)

This life of otium and innocence is contrasted with th&a activaof heroic deeds and the
vicissitudes of a courtly existence. Meliboee, wims himself at the court as a youth, only
found the utmost vanity there and an environmemored from the more natural condition
provided in the country, to which he finally retiragain (VI, 9, 24-25). He now rejects all
things connected to the rivalries of the courtliiese (e.g. glory and envy), which only cause
hatred among humanity; instead, he prefers the Igitypand humbleness of a rural
existence. Calidore appreciates the life of tralfiguand contentment among the shepherds;
nevertheless, he represents the morally inferi@ &f the court, since he brings, albeit
unintentionally, its jealousy and competitivenest ithe pastoral world, particularly with
regard to his rival for Pastorella, Coridbh.

The hero’s love for the shepherdess, however, igiglsl one of the dangers of this retreat,
which are similar to those posed by Acrasia’s bowee Verdant, Calidore runs the risk of
rejecting his worldly tasks by living a shephertifs. Being distracted by his affection, he
forgets about his real mission, i.e. the pursuithef Blatant Beast. He therefore symbolically
sheds his “bright armes” in favour of the “sheplsaweed” and “hooke” (IV, 11, 36).
Spenser disapproves of such a behaviour by congphnin to the culpable Paris (IV, 11, 36).
For the hero, the stay in the pastoral contexthearce only be a temporary one and a return
to the larger world is necessary.

Another danger of this bucolic context lies inviesy distance from the civilised world and its
constraints. Accordingly, it contains not only imeat shepherds leading a life of a more
natural simplicity but also wild animals, e.g. anj which attacks Pastorella. Moreover, it
harbours savage, lawless people, i.e. bandits agdnals, who kidnap the shepherdess, Kkill
Meliboee and destroy the pastoral world. The rerallave appears to be extremely fragile,
an ideal existence that cannot survive when medsagainst the dangers and atrocities from
outside; its inhabitants are mere victims, whosegtessness needs support by the hero
from the courtly world, who finally frees the sheptless and takes her away from the
devastated idyll.

155 cf. Beard, “Value”, 88.
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Despite this pessimistic image of a frail enviromtet is nevertheless the place where the
intruder gains an insight which is important fos lfurther quest. Whereas initially, Calidore
appears with the typical attributes of a superfic@urtier, whose “kind courtesies” (VI, 11,
34) fail to impress the innocent Pastorella, anéy after taking off his armour and adopting a
shepherd’s guise as well as responsibilities thdtrally impresses her. In the rural world, in
particular through his love for the shepherdessid@ee finally learns about the real nature of
courtesy, the virtue which the sixth book is dedaiz"°

Spenser hence implies that true courtesy cannéi® in the superficialities and intrigues
of the court but only in the country. At the sarmed, however, the rural context lacks the
strength and activeness typical of the sphere awitieleeds and is dependent on an outsider
who embodies these attributes. Since no clear qr@emete to either court or country is given, a
via mediais perceived as the best solution, consistindgpénacceptance of one’s duties in the
larger world but preserving the values of the pastenclave as a state withitf. This
support of and subversion of the dominant valueasa®ciated with the court which takes
place in the bucolic world can be regarded to Ispecific Renaissance continuation of the
Virgilian opposition of two voices.

3.2.3. ShakespeareThe Tempes{1611)

Dealing with a group of people stranded on an unknsland, where they are threatened by
various dangers and encounter a monster figurekeSpaare’sThe Tempeshalso stands in
the tradition of thelocus conclususas well as the pastoral romance. The setting ef th
enclosed bucolic environment and the plot, whidtuees the retreat of several courtiers and
their eventual return, is used to explore and fynsdlve some problems of the courtly world.
After the arrival of Alonso and his men on the iglathe tension between idyllic and anti-
pastoral elements, expressed in the courtiersmifft views of the natural context, is used to
characterise thedt® For Gonzalo, who is an idealistic old man, therisl contains the

paradisal landscape of a Golden Age, with “evenghadvantageous to life” (Il, 1, 50) and

1% Cf. Ibid., 84.
137 Cf. Ibid., 82.
1% Cf. Young,Heart's Forest 185-186.
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where the green grass looks “lush and lusty” (1153)**° In his utopian vision, he imagines

himself as the ruler of an equal society basedataral innocence and simplicity:

All things in common nature should produce
Without sweat or endeavour. Treason, felony,
Sword, pike, knife, gun, or need of any engine
Would I not have, but nature should bring forth
Of it own kind all foison, all abundance

To feed my innocent people. (I, 1, 157-162)

The pastoral ideal he brings forth is immediateétijculed by Sebastian and Antonio, who
represent the depravity and intrigues of the cdtot.them, the island is not a place where a
perfect society free from vicissitudes is possiblg rather provides a suitable ground for
their plot against Alonso; they merely transfer to@irt’s corruption to the pastoral enclave,
which they hence do not see abeus amoenusvith green meadows but as a place full of
“docks” and “mallows” instead (II, 1, 1425° Seen from the perspective of Alonso’s men,
the Golden Age appears as a mere ideal at beshpassible dream in the face of a depraved
court’s realities®* Accordingly, they are unable to touch and constineefood associated
with the Golden Age in the form of a banquet in BctThe reason for this is one of the
deeds related to their wickedness, i.e. Alonsolgrpetion of Prospero’s throne. The latter
therefore tells Ariel to withdraw the food as a @inment (111, 2, 19-109).

The only exception to this depiction of a courtlgnd which is either hopelessly idealistic or
already fallen is the image of youthful innocenseesatablished by Ferdinand and Miranda’s
love for each other. Ferdinand’s honesty and olmedido Prospero’s demands, e.g. sexual
reticence before marriage (IV, 1, 1-31) or his wghess to do any work for his mistress,
stand in contrast to the lies and intrigues of abi@rs like Alonso, Sebastian or Antonio.
Disguised as Ceres, Ariel hence equates the lowmisn with a Golden-Age-like fertility
(Iv, 1, 110-117). Accordingly, the play contraste trepresentatives from a courtly world

who due to their depravity cannot attain the inmoeeof an ideal past anymore with those

159 Subsequent references to the following editioe aited parenthetically within the text: William

ShakespeareThe Tempesf1610-11], ed. Stanley Wells. The Oxford Shakesped@xford: Oxford
University Press, 1987.

0 This metaphor of an “unweeded garden” is alsal iisédamletto refer to the corruption of the state (Cf.

Shakespearéjamletl, 2, 134-135).

Against Bond’s view that the play is in fact mastoral because of its emphasis on the unattéiiyadi

the Golden Age, | would hence argue that it beldoghis mode, since it contains the dichotomy leetv
pastoral and anti-pastoral elements as typicdi@tadition since antiquity. Cf. Ronald B. Bondabour,

Ease, andhe Tempesis Pastoral RomanceJournal of English and Germanic Philolo@y (1978): 331-
332.
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who can in fact — albeit only temporarily - livethin or at least dream of it. On the island,
these different notions are held in tension agagash other.

Since the representatives of the courtly world pegtially characterised by depravity,
attributing the notion of the monster figure tosthocus conclususs difficult. On a
superficial level, it is clearly represented by iGah, who has unhuman qualities due to his
ancestry, in particular his mother Sycorax, anthé&efore referred to as “fish” (ll, 2, 36) or
son of the devil (I, 2, 319); moreover, he oncedrio rape Miranda and in the course of the
play even wants to kill Prospero. However, Calilsaplan to murder his master appears
merely as a mirror of Antonio and Sebastian’s pigdinst Alonso. Thus, the dangers posed
by the monster figure can, in the Empsonian sdmseegared as a simplified version of the
more complex intrigues going on at the court, ofcktthe island appears as a microcosm.
Moreover, the question remains whether Calibarvisas a result of his absence from the
civilised world and its restrictions or was madebsoProspero, who invaded his island and
claimed it for himself, thereby enslaving him. Frws perspective, the supposedly civilised
man, who encroached upon his previously undistugbastence in harmony with nature, is
the real monster figure. Therefore, like Virgil'sehboeus, Caliban appears to be the helpless
victim of his native lands’ occupation.

With this dual depiction of an indigenous inhabitas both monster and victiihe Tempest
blends contemporary views of the natives in the N&arld, in particular such as were
outlined in Montaigne’s essa@f Cannibals(1575). In this treatise, they were either seen as
virtuous peasants unspoilt by corruption and livingunion with nature or savage devil-
worshippers, dangerous because uncultivated byatmas of the civilised world®? Since the
play deals with the subjugation of a native by rigresentative of a more ‘civilised’ nation,

it is not surprising that it has been read as ary eaxample of a text that criticises
colonialism*®

The pastoral tension between nature and nurtueegtlestion whether to give preference to
the ‘civilised’ world of the court or a more ‘saw@ature, is hence expressed in the unclear
ascription of the monster figure to either categdilye strategy employed in this respect is
again the Virgilian opposition of two voices. Inctathe evil character at the centre of the

locus conclusust first appears to be the vicious other who ipoged to the life within

162 cf. KermodeEnglish Pastoral Poetry40.

183 For an overview of such readings, see Ina Schébe). Shakespeare-Handbuch: Die Zeit - der Mensch -

das Werk - die NachweB" ed. Stuttgart: Kréner, 2009, 683-687.
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civilisation; at a closer look, however, he funaosomerely as a mirror of the larger world’s
depravity, by which he is simultaneously even widsied.

Besides the question whether the life in a moragawontext or in the civilised world results
in an evil nature, the play also deals with thebfgm of unrestrained potency within the
hands of one person in an environment where the tdwivilisation do not hold (Prospero).
For this purpose, the courtly figures are depriottheir worldly power by the initial tempest
and turn into the weak figures typical of the pestoProspero, on the other hand, fills the
resulting vacancy, becoming the ruler of the island its inhabitant®* Enjoying absolute
supremacy over his enemies, he experiences a krbggveen his urge to carry out his
revenge and his inner need to be merciful. In these of the play, he decides for the latter:
He is taught humility, compassion and self-knowkdghich leads to his insight that “the
rarer action is / In virtue than in vengeance” (Y 27-28). As a consequence, he lays down
his magical powers in his famous soliloquy (V, 3;5¥) and forgives Alonso.
Accordingly, The Tempegtresents a pastoral context where the intruderbath threatened
by a kind of danger but where at the same time th&n potential for evil is explored. The
movement of retreat and return is on the whole @thi@l one, since by the reversal of
worldly power structures the injustice resultingnfr courtly crimes is for the most part
undone. Although with Sebastian and Antonio’s metiarthe court the play indicates that the
intrigues and depravity associated with it cannetentirely annihilated, Prospero has his
dukedom restored to him and intends to retire téaiMiHe has been taught a lesson in
compassion and forgiveness, which he takes bad¢khint both to the fictional world outside
and to that of the audience, which he directly aedskes in his final speech: “As you from

crimes would pardoned be, / Let your indulgencersefree” (V, 1, 337-338°°

3.2.4. Milton, Paradise Los{1667)

Whereas authors like Spenser and Shakespeare dsaas@ group of courtiers into an

enclosed pastoral space and explored the queshiether a union with this environment was

still possible, in Milton’sParadise Lostemphasis is placed on the irreversible loss af’'sna

164 Cf. Young,Heart's Forest 162-163.

185 According to Gifford, this is an appeal to bo#imes | to be lenient towards the plot’s being bagssh a

benign use of magic and to the audience, whicheminded that it is complicit in the crimes of
colonisation they have just witnessed on stagen footh, it demands compassion and guilt. Cf. Giffor
Pastoral 92.
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original state within nature. For the human chama;tthe movement which takes place is
hence not into the bucolic enclave anymore but ootyof it with the external intrusion being
confined to the forces of evil. The pastol@us amoenyswhich had already before been
used to express fundamental Christian values, v¢ faly merged with the concept of the
biblical Garden Eden. Here, Adam and Eve, allegbffigures representative of humanity in
general, are tempted by Satan, the force of ewhil&ly to The Tempestthe country is
conceived of as a testing ground, where a moraicehtakes place; and even though the
wrong choice is made, resulting in the expulsiamfrparadise, there is still some hope for a
fallen humanity.

Milton places the pastoral city-country dichotomytoi a specifically Christian context.
Before the Fall, Satan is depicted as an urbamitdefleequently opposed to Adam and Eve’s
innocent life in paradise, the place he is goingctorupt irretrievably. In book IX, for
instance, he is referred to as “one who long inubmys city pent, / where houses thick and
sewers annoy the air” (IX, 445-448¥.In contrast, the nature Eve inhabits is charaszerby
“the smell of grain, or tedded grass, or kine, dairy, each rural sight, each rural sound” (1X,
450-451)*°7

This idyllic garden is contrasted not only with thiees of a depraved city but also with the
surrounding wilderness, from which it is protectgda wall (IV, 172-177); this corresponds
to Marx’s thesis that the pastoral context occupiesddle ground between a depraved urban
world on the one hand and an untamed nature onttiee’®® Besides being referred to as a
wicked city-dweller, Satan is also associated \ilig dangers of a dangerous natural world:
During his first invasion of paradise, he is congghto a “prowling wolf, / Whom hunger
drives to seek new haunt for prey, [...]” and “lear the fence with ease into the fold” (1V,
183-184; 187).

Similarly to Virgil's Ecloguesnight is not only a time when rest is soughtdlab means the
confrontation of the rural enclave with the dangarshe outside world — both of the larger,
urban world and the wilderness; accordingly, Satam) represents both, comes during the
coming of evening when he enters the garden fofihés temptation of Eve in book 1X°

186 subsequent references to the following editiom @ited parenthetically within the text: John Miito

Paradise Losf1674], ed. John Leonard. Penguin Classics. LonBemguin, 2000.

Cf. U.C. Knoepflmacher. “The Novel between CitydaCountry”, inThe Victorian City: Images and
Realities Vol. 2, eds. H.J. Dyos and Michael Wolff. Londé&toutledge & Kegan Paul, 1973, 517-518.

188 Cf. Marx,Machine in the Garder22.
169 Cf. John R. Knott, Jr. “The Pastoral DayParadise Lost Modern Language Quarterlg9 (1968): 173.
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Moreover, evening is the time when Adam and Eveshavieave paradise for good to start
their lives in a world of uncertainties and petfl$The Fall itself, however, occurs at full
daylight, during the peaceful hour of noon; by tlesersal of the traditional opposition,
Milton wanted to make this act appear more dramatic emphasise that Eve sins
consciously:™

As long as they are still in paradise, man’s fpatents are described as being in a kind of
Golden Age, a state of prelapsarian innocence aitgt with nature which differs from the
contemporary reader’s postlapsarian existence.uktsEapproach, for instance, the flowers
“sprung / And toucht by their fair tendance gladigew” (VIll, 46-47). Furthermore, being
without shame of each other, both walk around nalBd contrast, the current reader’s
world, where this harmony has been disrupted, cdy laring forth “mere shows of seeming
pure” (IV, 316), which do not even come close tig thriginal state.

Despite this image of mankind within an idealisetvimnment which differs from the
reader’s own reality, there is evidence that Adauh Bve in some respects are also typical of
a fallen world. Their portrayal is thus used to lexp more complex issues in Empson’s or
Alpers’s sense. This representativeness becomasusbwhen Milton refers to them as “the
only two of mankind, but in them / The whole inchad race” (IX, 415-416). Like
postlapsarian man, for instance, Adam and Eve hawdo physical work in a garden that
continually grows and tends toward disortférMoreover, Milton states that they already
have sexual intercourse even before the Fall; bpgdthis, he comments on an earlier
exegetical debate on prelapsarian sexual love aticises — among other things — the early
Catholic banning of physical love from paradi&e.

The Garden Eden is hence not merely an idyllictere which is threatened by an external
evil but already contains many features of the ewmpiorary world. This inclusion of
elements associated with a fallen existence alguiegpto its temptations, which are
symbolised by the snake and the Tree of Life. AShe Tempesthe pastoral context is a
testing ground, where a moral choice must be miadihnis case, however, man yields to the
seductive powers of evil, which shows his genemkmess concerning temptation as well as

his propensity to sin.

170 Cf. Ibid., 180-182.
11 Cf. Ibid., 174-175.
172 Cf. LindenbaumChanging Landscape456-157.
173 Cf. Ibid., 158-165.
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After the Fall, Adam and Eve become ashamed of e#wobr, covering themselves to hide
their nudity (I1X, 158). The loss of innocence gbesd in hand with a passing of the former
unity with nature, which, as in the ancient padtdaments its bereavement:

Earth felt the wound, and Nature from her seat
Sighing through all her works gave signs of woe,
That all was lost. (I1X, 782-784)

In the world resulting from the Fall, the formeablelessness and purity cannot be regained
anymore. The main consequence of the expulsion ffergarden is the creation of cities,
which are regarded as the result of the pride aamity causing fallen men to live an
inconsistent and purposeless existence. In book Xatalogue of earthly cities, ranging from
the exotic “Cambalu” and “Samarchand” to Rome dmdrhythical EI Dorado, vainly sought
by many explorers of the New World, is given to neanthe fallen Adam that “nobler sights”
are in store for those willing to live an introspee existence (XI, 385-414). Moreover, this
urban world is also linked to mutual enmities, W@tk 638-682) and all kinds of secular sins
like “jollity and game, / [...] luxury and riot, feaand dance, / Marrying and prostituting, as
befell, / Rape or adultery” (XI, 714-717). The desdants of Adam will emulate Satan, who
has been referred to as an urbanite before.

Despite the pessimism conveyed by the image ofruxaaities and felonies, there is still
hope for mankind. Although in a fallen world, theginal purity of an innocent country life
cannot be achieved again, it is suggested thadaraan nevertheless become a state of
mind by cultivating it and resisting the alluremendf the Earthly City. In his final
exhortation, Michael tells Adam not to raise hinisdlove God or give in to the temptations
offered by worldly vanities; instead, he shoulceli@n introspective existence of moderation

in accord with Christian virtues:

[...] only add

Deeds to thy knowledge answerable, add faith,
Add virtue, patience, temperance, add love,
By name to be called charity, the soul

Of all the rest: then wilt thou not be loath

To leave this Paradise, but shall possess

A paradise within thee, happier far. (XIl, 58373
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3.2.5. Graveyard Poets

In the texts analysed so far, the bucolic enviromimi@ spite of its dual depiction as idealised
and anti-pastoral/threatening, was — if not as lesséy depraved as Acrasia’s Bower -
mostly a salutary place. Here, an insight was ghthat was helpful for the intruder and by
implication also for the reader or the audienceth@ country, the conflicts of the larger
world were finally resolved. Aia mediabetween a city/court which was the embodiment of
civilisation but also of corruption on the one har a rural context epitomising a natural
goodness but also vulnerability and savagery onother was often regarded as the best
solution. And even in cases where a return to #tgpal idyll had become impossible, it
could nevertheless still be regained as a stateird.

With the tradition of the Graveyard poets in thghéeenth century, a shift can be observed.
The countryside becomes a place for solitary coplation, a retreat into the self, which
prepares the Romantic emphasis on subjectivityandtionality’’* At the same time, the
Gothicisation of the anti-pastoral component startse rural enclave is still idealised but
also combined with images of graveyards, ruinstldaad decay. By placing emphasis on
the darkness of night, these poems metaphoricallyest the light of reason as associated
with an increasingly enlightened world. In additialealing with themes like human finitude
and afterlife, they transgress and question nesicias ideas of rational understanding and
knowledge' ™

Besides Edward Young'slight Thoughtg1742) and Robert Blair's “The Grave” (1751),
Thomas Gray’s “Elegy Written in a Country Churchfaf1750) is a paradigmatic text of
Graveyard poetry. The poem uses the setting ofpecally English country churchyard,
whose tranquillity and peacefulness it opposesh® ‘imadding crowd’s ignoble strife”
(73)}"® This can be seen as a reaction to an increasibgnisation, in particular the
anonymity and senselessness often associated wighrex-growing city in the course of the

eighteenth century/’

174 Cf. Peter Krahé. “Approach and Read’: Grategy aus sozial- und mentalitatsgeschichtlicher Sicht”.

Germanisch-Romanische MonatsschBt4 (1995): 390.
175 Cf. Botting,Gothig 32.

176 Subsequent references to the following editiom cited parenthetically within the text: Thomasa@r

“Elegy Written in a Country Churchyard” [1750], The Poems of Thomas Gray, William Collins, Oliver
Goldsmith ed. Roger Lonsdale. London: Longman, 1969, 10B-14

7 Cf. Krahé, “Approach and Read", 396.
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Despite this typical opposition of a rural existerand the world of urban affairs, there are
some significant modifications in the traditionaslined previously. Whereas the preceding
texts contrasted an idyllic mood during the dayhwiite uncertainties and dangers of the night
or ended in the onset of darkness, Gray's poeneplds particular emphasis on the coming
of evening, with which it opens. This creates anasphere of Gothic twilight, which sets the
tone for the speaker’s contemplation of death amchg Furthermore, in earlier texts, the
countryman invited the protagonist into his hunbldging for the night, thereby establishing
a sense of mutual comfort and community. Gray'sugloman, however, who seeks the
shelter of home, leaves the speaker alone in thanéss of the meadows, which conveys a
feeling of isolation and loneliness (3-4). In thignquil environment, where “solemn stillness
holds” (6), traditional images of the graveyard ased, with elms, yews and grassy turf
covering the graves (13-14). Here, the speakewelslihis thoughts about the mortal and
transitory character of all earthly things.

Besides finding expression in the typical city-coyrdichotomy, the contrast between rural
simplicity and urban refinement has also been toansed into a comment on the class
opposition between rich and poor. The speaker bamttee ot of the “rude forefathers of the
hamlet” (16), who lie interred in their graves, angposes their current state of death to their
previously simple and happy but also laborious|raxéstence (17-28). He empathises with
the lowly peasants, whose potentials could not dmised because of their low social
standing and lack of education: To them, “knowleflgg her ample page / Rich with the
spoils of time did ne’er unroll” (49-50). In congtato the rich, who leave behind outward
signs of wealth and fame like expensive tombstonesnuments or memoirs after their
death, the poor die fameless, passing on nothibtheu “short and simple annals” (32).

At the same time, the speaker highlights thathaligs connected to the urban world of the
upper class, e.g. power, splendour or prosperi®y3@®, are mere vanities and do not count
anymore after death, which acts as the great mveilhe paths of glory lead but to the
grave” (36). The injunctions on human finitude &ence used for the purpose of moral
instruction, as a warning to those relying meredysecular superficialitieS? In death, which
will come for everyone sooner or later, the diffese between the upper and lower ranks is
annihilated, with the former also becoming weakufeg which cannot escape their fate

either.

178 Cf. Ibid., 34.
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With its gloomy depiction of a Gothic country, Gegiard poetry hence does not only run
counter to contemporary notions of reason and ptpbut paradoxically also supports
them. In fact, the images of graves, ruins andseg@re not merely celebrated for their own
sake but also serve to convey a moral lesson. Sigotle likeness of all human beings — be
they refined urbanites or simple peasants, famausopalities or unknown people — after
their departure from life, these poems utter wagsito the godless and demand religious
faith in order to guarantee the ascension of tmils to heavel!? Thus, the pastoral tension
of subverting and conforming to contemporary naias established by Virgil is from now
on also used in a Gothic context. In this casefwlmevoices are represented by pro- and anti-
Enlightenment ideas respectively.

In the here and now, however, equality betweerughger, urban and the lower, rural classes
remains an impossibility. In spite of his empathgsiwith the village community, the
intruding figure, who has a different social rankdaprobably comes from the city,
nevertheless does not become a part of it, aslwasaise in the previous texts, but remains an
outsider:®® The final image that he offers of himself at tmel ®f the poem is therefore still
one of isolation and alienation: Changing the pectpe, he imagines a “kindred spirit”
(probably another visitor from the city) arrivingthe country and enquiring from a “hoary-
headed swain” (96-97) the way he lived and dfédhe peasant evokes the image taus
amoenuswvith a “nodding beech” (101) and a brook (104)eventhe speaker used to sojourn
but which was empty one day (109-112). This indisdhat he died a lonely death.

Thus, the retreat into the country results, aschipof the pastoral tradition, in an insight.
However, this insight is not linked to a higher dition of happiness but rather to
melancholy and sadness, since the speaker leaons @ie transitory character of all earthly
things. The idea that in death everyone is equadsgihe speaker some consolation but also
conveys a sense of inevitable loss to him. Moreaber withdrawal to the rural enclave does
not lead to a new synthesis or sense of communityelmphasises the speaker’s seclusion
and loneliness. In this respect, the Graveyardspoetupy an intermediate position between
the earlier pastoral texts, where the movementéocbuntryside had positive consequences,
and the later Gothic-pastoral tradition, which easingly emphasises the devastating effects

of this process.

179 f. Ibid., 33.

180 cf. Suvir Kaul. “Thomas Graglegy Written in a Country Church Ydrdn A Companion to Eighteenth-
Century Poetryed. Christine Gerrard. Malden, MA: Blackwell, Z)@82.

181 Cf. Ibid., 287.
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3.3. Early Gothic-Pastoral Occurrences

3.3.1. The Formation of the Gothic-Pastoral Mode

From the late eighteenth century on, the traditbportraying a pastoral environment which
is peaceful and tranquil but also conveys a sehsmamger and mortality due to images of
ruins, death and decay is continued within the fafhthe novel. In these texts, the anti-
pastoral component opposed to the pastoral ideasisvas the case in Graveyard poetry,
filled with Gothic elements. This gives rise toettreme dichotomy between pastoral/idyllic
and anti-pastoral/Gothic features or even leadant@mphasis on the latter. Whereas the
Gothic novel as such has its origins in the midyegnth century with WalpoleBhe Castle

of Otranto(1764), it is not before the 1790s that pastonal &othic elements are combined
in fictional form. At the beginning of this develmgnt stand Ann Radcliffe’s texts, which are
then followed by writers like Mary Shelley, CharlMaturin and Emily Brorit

The blending of both modes in the novel of thattiisi not surprising. In fact, the early texts
of the Gothic tradition, like the type of pastoesd established by Virgil, can be seen as
resulting from a historical context which bears ifocdl instability and an uncertainty
concerning current valué® In Virgil's time, this uncertainty was constitutely the
precarious political situation in the aftermath a¥il war. At the close of the eighteenth
century, it resulted from the horrible consequenoésthe French Revolution or the
dissatisfaction with an increasingly industrialisedban world; as a consequence, literature
flourished which dealt with the retreat into a prdightened past and a displaced rural
context.

This does not mean, however, that the elementsciassd with the pastoral ideal in the
depiction of the Gothic country, in particular tidgllicism of its landscapes or the simplicity
of its inhabitants, can provide much comfort; nortdey serve as a desired refuge from the
troubles of the larger world. Instead, the antitpasd/Gothic traits, which co-exist with these
idealised features, make the rural retreat dangesince they embody everything barbaric or
savage which stands in contrast to the classicadlidf rationality and Enlightenment.
According to Punter and Byron, Gothic literaturemeato be associated with anything

medieval or the opposite of classical at that time:

182 Cf. RobertsEcogothic 41-46.
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Whereas the classical was well ordered, the Gotlés chaotic; whereas the classical was
simple and pure, Gothic was ornate and convolumdtEreas the classics offered a world of
clear rules and limits, Gothic represented exceslsexaggeration, the product of the wild and
the uncivilized, a world that constantly tendedterflow cultural boundarie®?

The dangers associated with the ruined castlesdysiimountains and feudal counts which
can be found in the Gothic country imply that thase no nostalgic elements associated with
a Romanticised past. Rather, they embody concresesfof aspects threatening the
contemporary enlightened culture and social strectAmong these are, for instance, the
social upheavals subsequent to the French Revoldiochanges in the relation of the
sexes?!

Besides the aggravation of the opposition betwdgltia/pastoral and anti-pastoral elements
by the Gothicisation of the latter, there is alsoeaacerbation of the other features allowing
for an overlap between the Gothic and the pastoadle. First of all, the city-country
opposition is now increasingly equated with the leodichotomy between civilisation and
barbarism. The rural retreat is the context whdue to its distance from the civilised city,
the savagery associated with a Gothic past canlwelf Here, the supposedly cultivated city-
dweller is made evil and/or unleashes his more gavsde. Moreover, the movement
between city and country as well as the answer#& question whether there can be a
synthesis between both ways of living at times aé/@ severe pessimism. Emphasis is in
some cases either placed on the devastating carseepl the retreat into the rural
environment has or the inability of a fallen huntgno return to a state of pastoral harmony
in a world of Gothic terrors. A sinister image osicaally also arises from the insight to be
gained in the countryside, which can be linkedvib As far as their negotiation of dominant
discourses is concerned, the authors at times gntipdostrategy of opposing two voices, the
result of which is a tension between conflictingiows. Regarding their attitude, these texts
concentrate on man’s (or, often, woman’s) weakmes®lation to his (her) environment,
which is now seen as representative of the afordored anxieties.

However, the Gothicisation of these pastoral eldmenstill not a general feature of all the
texts under consideration or is not fully elabadatet: In Radcliffe’sThe Mysteries of
Udolphg the journey to a sinister country of Gothic danget#l leaves the heroine

unharmed, finally enabling her to come back toinheocent existence within a pastoral idyill.

18 punter and Byrorhe Gothic7.

184 Bhalla therefore states that “the rural landsdapehe Gothic novel is neither separate from livedlity

nor free from social reason; it is a part of thenptex political, economic and moral history deterimg
the agrarian arrangements of the age”. Bh@ltographers of Hell21-22.
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Although in Bron&’s Wuthering Heightsthe notion is already expressed that the rural
enclave is the place where man’s inherent beastleashed, the withdrawal into this context
does not necessarily go hand in hand with a negiédsson for the urban intruder; after all,
Lockwood eventually departs for the city withoutvimg understood this fundamentally
negative insight. Even though the pessimism rel&tetthe retreat-return movement is fully
elaborated in Maturin’8lelmoth the Wandereand Shelley’$=rankensteinin these writings,
the Gothic-pastoral elements are generally resttith certain episodes and cannot be applied
to the respective novel as a whole. Thus, it caargeed that in the following texts, which
exhibit an incomplete or restricted repertoire edttires typical of the later Gothic-pastoral

mode, this hybrid form is still at an initial, pratare stage.

3.3.2. Radcliffe, The Mysteries of Udolph¢1794)

Dealing with a figure growing up in the seclusidraa idyllic countryside, her movement to
the larger world of evils and subsequent returheopastoral existence, Ann Radcliff@ke
Mysteries of Udolphds the first Gothic novel to employ the pastorada. In fact, the author
makes it clear that she is indebted to severabpalsivriters, from whose works she quotes
frequently throughout the teXt>

The difference between city and country which tbeeh establishes is typical of the pastoral
tradition. Whereas Emily and her family lead a mangthentic life of innocence and
simplicity in harmony with an idealised nature a Valle€, people from the city are
frequently described as vain and superficial. Integst to the honest affections as offered by
Emily’s father, for instance, after his death, hent, Madame Cheron, does not even try to
console her niece; instead, she distresses hermewes by her concerns what society could
possibly think of her relation to Valancourt (105012 The city-dweller is also described as
being alienated from nature: Whereas during tleirrjey to Italy, Emily feels comforted by
watching the sublime Alps, her aunt wants to leee“horrid mountains” (162) behind and

proceed to Venice, a city surrounded by water aoich fivhere the mountains cannot be seen.

185 Among them are, for instance, James Thomson, iVégid, Milton and Alexander Pope. Cf. Roberts,

Ecogothic 28-29.

Subsequent references to the following editian @ted parenthetically by page number within tivet:t
Ann Radcliffe. The Mysteries of Udolph§l794], ed. Jaqueline Howard. Penguin Classics.dban
Penguin, 2001.

186
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In general, the novel takes up the Romantic noti@t contemplating the idyllicism of a
pastoral nature as well as the sublimity of landsesdike the Alps can be salutary and give
the subject new spiritS’ This stands in contrast to the later Gothic-pastwadition, where
images of an idealised nature will be mainly usadtiie purpose of deception. When Emily
has to leave La Vallée, on her last evening shereiihe natural environment in front of the
chateau and feels revived afterwards (109-110)pdrticular the sublime encounter calls
forth the knowledge that the world is ordered supreme being and thus consoles her, since

she is reassured of a benevolent univétse:

Her thoughts rose again to the sublime subject lshé contemplated; the same divine
complacency stole over her heart, and [...] inspiiepe and confidence and resignation to the
will of the Deity, whose works filled her mind witidoration. (110)

The sublime, however, is not only a source of awgpiring comfort but at times already

represents the anti-pastoral or Gothic counterfdrosatening the life of a pastoral existence.
This becomes particularly obvious in Radcliffe’sndacape descriptions, where the co-
occurence of sublime and pastoral/picturesque elesr@eates a sense of both comfort but
also impending danger. The opening of the noval,ifigtance, portrays the chateau of

Emily’s family in terms of a bucolic idyll which Ivders on the Pyrenees:

From its [the chateau’s] windows were seen thegoaktandscapes of Guienne and Gascony,
stretching along the river, gay with luxuriant weamhd vines, and plantations of olives. To the
south, the view was bounded by the majestic Pysenébose summits, veiled in clouds, or
exhibiting awful forms [...] were sometimes barfer] and sometimes frowned with forest of
gloomy pine, that swept downwards to their bases€&htremendous precipices were contrasted
by the soft green of the pastures and woods thag hpon their skirts; among whose flocks, and
herds, and simple cottages, the eye, after hadalga the cliffs above, delighted to repose. (5)

On the one hand, an image of a safe and harmoragristence within a typicalocus

amoenuss given; here, Emily and her family are describsdeading a life in the protected

187 Cf. Benjamin A. Brabon. “Surveying Ann Radcliffe’Gothic Landscapes'Literature Compass3.4
(2006): 842.

188 In this respect, Radcliffe is a closer followdrShaftesbury, Thomson and Rousseau, who assdbiate
improving effects of contemplating nature with fhet that the subject becomes aware of a benevgteht
and the excellence of his creation. Cf. JoachineRiLandschaft: Zur Funktion des Asthetischen in der
modernen Gesellschafinster: Aschendorff, 1963, 21-25; Marlis Lemb&vglfonder.Ann Radcliffes
Beitrag zur englischen Rousseau-Rezeption im Zaitder Franzésischen RevolutioDiss. Heidelberg,
1989; Thomas Kullmann. “Nature and PsychologWieimoth the Wandereand Wuthering Height5 in
Exhibited by Candlelight: Sources and Developméntthe Gothic Tradition eds. Peter Davidson and
Jane Stevenson. Amsterdam: Rodopi, 1995, 99-108. Sdiutary side of the natural environment also
speaks against Bhalla's argument that Emily “fretjiyereturns to scenes of nature without discowgrin
there a healing power. [...] It should be clear byvrtbat the Gothic pastoral denies all possibilitiés
healing”. BhallaCartographers of Hell37-38.
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sphere of a pastoral inset, where they spend “mtsmafinitely more delightful than any
passed amid the brilliant and tumulous scenesattigatourted by the world” (8). On the other
hand, the presence of the mountains in the backgrbas a similar function to the coming of
evening in Virgil'sEclogues Corresponding to the sublimity and terror Mont®castle later
evokes in the protagonist, they symbolise the idpenthreat posed by the more powerful,
Gothic forces from the larger world, which will cpel Emily to leave her native lands.

The anti-pastoral counterforce threatening thel rexestence can now also embody concrete
anxieties as were prevalent at Radcliffe’s timeteAfeaving the secure world of La Vallée,
Emily soon journeys to Italy, where she finds alrape which is both pastoral and sublime;

at some places, however, it is also devastatetidogftermath of civil war:

Over the beautiful plains of this country the deatiens of war were frequently visible. Where
the lands had not suffered to lie uncultivatedytivere often tracked with the steps of the spoiler;
the vines were torn from the branches that had atgg them, the olives trampled upon the
ground, and even the groves of mulberry trees tesh thewn by the enemy to light fires that
destroyed the hamlets and villages of their owr@64-165)

The image of a ruineldcus amoenysievoid of its original inhabitants, is reminiscethe
images of a countryside spoiled by soldiers as eddky Meliboeus irEcloguel. As in
Virgil's poem, this destruction is linked to contparary fears of social unrests and political
instability: Whereas in the ancient text, theserde@efer to the civil wars out of which
Octavian eventually emerged victorious, in theye&obthic novel, they are associated with
the horrors following the onset of the French Ratioh. After all, Radcliffe, who sets the
plot in 1584, wrote her novel during the Reign efrbr (1793-1794), whose images of blood
and violence caused widespread panic throughouEthepean monarchié&’ The strife-
torn landscape hence not only evokes images ofageafeudal past but is also intended to
remind the reader that this dark age could eas#yirn and threaten the fabric of
contemporary society, as exemplified by the ‘badaevents in contemporary France.
Similarly, the medieval ruins in the Gothic countgll forth images of an earlier period full
of political instability, as David Durant notes: f& ruined castles and abbeys are graphic
symbols of the disintegration of a stable civiliaat.*

These aspects are concentrated in the depictidoofoni’s castle, which is a Gothic version

of alocus conclususHere, the author takes up the previous notiothefcountry as a place

189 Cf. RobertsEcogothic 44.

1% David Durant. “Ann Radcliffe and the Conservati@ethic”. Studies in English Literature 1500-1980
(1982): 523.
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which is dangerous due to its distance from thdig@d, urban world and gives it a Gothic
shape, thereby alluding to current anxieties ancedainties. Similarly to La Vallée, the
surroundings of thifocus conclususare defined by the co-occurrence of pastoral abtirse
elements. In this case, however, the former apmearely deceptive while the latter
completely function as an anti-pastoral/Gothic detfiorce symbolising the danger
associated with the place. On her way to the caBieily at times perceives “pastoral
scenes” with “herds and flocks [...] and the shegsdittle cabin [...] [,which] presented a
sweet picture of repose” (215). Additionally, trendlscape consists of “tremendous crags,
impending over the road, where no vestige of hutgawir even of vegetation, appeared
except here and there the trunk and scathed brdrafhan oak” (215). A sense of peril is
also evoked by the approaching darkness of evenihigh makes it increasingly impossible
for Emily to view the surrounding nature (215-218he climax of this scene is her first view
of the castle, whose “gloomy grandeur” as well as“vast, ancient and dreary” features
(216) corresponds to the surrounding sublime laapis@nd also evokes feelings of awe and
terror in Emily.

Although Montoni, who is the monster figure of the€us conclusysis not a supernatural
being anymore, he is still characterised by a coatimn of ‘high’ and ‘low’ elements.
Whereas in Venice, he appears to be a rich cottet, the party’s arrival at the castle, he
more and more turns out to be a sinister villdie, ¢aptain of a horde of bandits, who plunder
and devastate the adjacent countryside. In thisents he represents the fears of a more
feudal and savage power structure which reachestlvet present. With regard to his threats
to Emily and her aunt, particularly his attemptsgain their estates in France, he also
embodies an overpowering patriarch who terrorisedémale heroin&?

The notion of a patriarchal threat is particulastyiking in the depiction of the figure which
enters this enclosed space. In contrast to theanepic, it is not a strong hero anymore who
encounters the monstrous danger without problentsdisplays a degree of weakness as
typical of the pastoral. This feebleness is exgiiailepicted as characteristic of the female
sex. After all, this figure is represented by thetlic heroine, who cannot escape her
imprisonment within the castle by herself but netbdssupport of more powerful men (she is
later rescued by Ludovico and Du Mont). Emphasibésefore placed on the inability of the
female to rejoin the natural environment again:héitgh from her window, Emily sees

“images of pastoral beauty” behind which “the brdmdast of the mountains” (230) can be

191 Cf. Botting,Gothic, 89.
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seen, she can only lament her imprisonment withim ¢astlé®® This insistence on the
intruder's weakness is representative in Alpergsse, since it reflects contemporary
(particularly female) ideas about the relation teswthe sexe's:

Despite the heroine’s powerlessness, her journty time Gothic country does not prove
harmful to her. After being expelled from her natlands and moving to the city, from where
she then embarks to Montoni’s castle, Emily finattgnages to safely return to her pastoral
idyll, eventually reclaiming her estates in La é&ll As has been stated before, this reveals
that Radcliffe’s novel still constitutes a prematwersion of the later Gothic-pastoral mode,
where the retreat-return movement will always hdeastating effects on the protagonist.
However, the threats lurking in the depths of ttadidn country are not completely opposed
to the heroine’s supposedly safe bucolic worldffecontrary, even here, Gothic places can
be found, which are in quality similar to the vilis castle. Besides De Vilefort's chateau
with its hidden secrets, the novel portrays then€necountryside in general as idyllic and
Gothic alike. For this purpose, the typical padtarantrast between day and night is
frequently deployed. Whereas the region is peadefile daytime, emphasis is placed on the
danger of being outside during the night, sincettheeller runs the risk of falling into the
hands of savage bandits. When the Count de Vilefort instance, gets lost during his
journey through the Pyrenées, he seeks sheltem wicawatchtower; its inhabitants at first
seem harmless hunters but soon turn out to be dausyeillains threatening his lifé” This
conception of a country which is ideally suited foavelling during the day but is
transformed into a place of Gothic dangers at nights the border separating Emily’s
pastoral existence and Montoni’s country. It implibat a clear distinction between good and
evil (as something external) is not possiifeTo be more precise, it reflects doubts regarding
the idea that the horrors as represented by teenzth of the French Revolution are only to

192 This inability of the female to go outside due her confinement by a vicious male is emphasised

throughout Radcliffe’'s work. Adeline imhe Romance of the Forgd$br instance, is locked away in a
convent by her uncle and therefore “excluded framdheerful intercourse of society — from the pdeas
view of nature”. Ann RadcliffeThe Italian [1797], ed. Frederick Garber. Oxford World's Classi
Oxford: Oxford University Press, 1998, 46.

Roberts argues that the contrast between Emitg finally manages to escape, and her aunt, whe die
within the castle, shows a progression in womeigjhts for freedom; | would argue against this, sinc
Emily does not flee from the castle by her own nsebnt needs the help of more powerful men. Cf.
Roberts Ecogothic 66.

193

1% This notion is also expressed in Matthew Lewislse Monk(1796). On his way to Strasbourg, Don

Raymond spends the night at the lodging of a pedaanily which appears harmless at first but thadche
of which soon tries to murder him. Cf. Matthew Lewihe Monk[1796], ed. Howard Anderson. Oxford
World's Classics. Oxford: Oxford University Pre95;128.

195 Cf. Botting,Gothig, 71.
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be found somewhere else; after all, the novel sstggaot even the most idyllic and sheltered
existence can guarantee complete safety from suelities.

This idea of a merely seeming return to a formatesof stablity also refers to the notion that
a woman'’s place is at home and under patriarchaira@lp symbolised by the final image of
Emily living in her sheltered bucolic environmewfter fleeing from the power of one
patriarch (Montoni), she comes under the authasitthe next one (Valancourt) through
marriage. Thus, with the happy image of a pasteradtence the female protagonist can
eventually enjoy, the novel also seems to closh thi¢é reassertion of traditional stereotypes
of women'®® However, some degree of ambiguity remains. Aftetttee heroine only comes
back to her idyllic world in La Vallée after havilgen granted a high degree of freedom and
having frequently wandered outdoors. According tdtieg, the novel therefore suggests that
a woman'’s place is both inside and outside, whieeeetvils she encounters could even be
more enjoyable than her confinement at hdM&aradoxically, the encounter with evil even
seems to be important for Emily’s development; beeaof the dangers she comes upon in
the depraved city as well as the Gothic countrg, Islarns to value her life at La Vallée, to
which she longs to return throughout her absenbés ihsecurity concerning the female’s
place is supported by the fact that Emily’s idyltountry also contains Gothic elements,
which are in quality similar to those of Montoncastle.

The Mysteries of Udolphleence ends with the return to an ordered pastarsiemce which
corresponds to a whole range of dominant contempm@ions. At the same time, however,
this order is undermined, with the novel closingam insecurity concerning its boundaries.
Thus, like Virgil's Eclogues Ann Radcliffe’s novel does not end happily in thaive
restoration of a pastoral way of life but preseraestate of tension; in this case, however, this
notion has been Gothicised, since it not only mfleincertainties but also specific anxieties

concerning the return of a more barbaric pastisay of the time.

1% cf. Brabon, “Gothic Landscapes”, 843; Donna HwilaGothic and Gender: An IntroductiorOxford:
Blackwell Publishing, 2004, 76.

197 Cf. Botting,Gothig, 70.
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3.3.3. Shelley,Frankenstein(1818)

Whereas Radcliffe’s version of Gothic pastoral stimplied with the idea that a retreat into
nature can be salutary and enabled its protagtmssdfely return to her pastoral world, in the
course of the nineteenth century, this positiveaamotncreasingly vanishes, giving way to
pessimism. In the Gothic novels of this time, theight gained in the country has often
horrible consequences for the intruder. Moreovepleasis is placed on the fact that a return
to paradise is impossible in a world of Gothic gicéhe borders between an external evil and
the innocent existence it threatens are even niame previously blurred. It is not only the
bandits or feudal counts anymore that turn the tgsile Gothic but also the simple
peasants themselves, who at first correspond tpdktoral ideal of innocent people but turn
out to contain the propensity to viciousness wififriThis deterioration in the depiction of
the countryside is often linked to larger issu&s khe exploitation of the lower classes and
the unfair distribution of property.

In Mary Shelley’sFrankenstein these ideas are exemplified in the episode inchwhihe
monster meets the De Lacey family. After his ‘Biiththe city of Geneva and the vehement
rejection by his creator, he tries to gain admia&aimto one of the surrounding cottages in the
country; due to his repulsive appearance, howdweiscares the local peasants, who chase
him with severe violence. On reaching the De Lackygsse, he therefore decides to hide in
an adjacent hovel, from where he can watch thelyaimiobserved and decide upon a plan of
being received into their home.

The creature is overwhelmed by the scenes of dammedtection and harmony he
contemplates in the following; he loves particifatie music played by the old man, who
tries to comfort his poverty- and grief-strickemiity by this means. The image presented is
hence one similar to that of Virgil's shepherds, simple peasants who come together for
mutual comfort and musical entertainment. Like fisyand Meliboeus, the De Laceys are
also shown as powerless with regard to the foréabenlarger world. Once a rich family,
they were obliged to go into exile when Felix restua Turkish merchant who was
wrongfully accused of a crime but who then deceilisdsaviour, leaving him and his family

dispossessed and in poverty.

1% This contradicts Bhalla’s thesis that “the nodeles not contain an example of a good community”

(Bhalla, Cartographers of HeJl27). Rather, an image of a good community withotent peasants is
established at first, which is then increasinglg\varted.
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The De Laceys’ disastrous situation, resulting fribra unfair treatment by the economical
and political system, is regarded to be represestatf the actual conditions at Mary
Shelley’s time. In fact, it must be seen within theler tendency of the novel to deal with
images of rural poverty throughout Europe. The aigig of Frankenstein’s narration, for
example, features Beaufort, a merchant from Geneta, due to misfortune, is forced to
live in “poverty and oblivion” (33) in the countrige*® he depends on the unskilled labour
of his daughter Caroline, who “earn[s] a pittancarsely sufficient to support life” (34). For
the author, this fate is typical of poor people whave to survive in rural regions;
corresponding to historical accounts of the timear, description of human misery can hence
be seen as an attack on the leading political anda@nical classes’ indifference towards the
peasants’ atrocious living conditioffS. Accordingly, the anti-pastoral counterforce
threatening a peaceful existence is associatedthmtisconsequences of agrarian exploitation.
This notion becomes also obvious in the traditiomalge of a landscape turned anti-pastoral
as a result of the current political situation. ISeg to complete his task of creating a female
partner for his monster, Frankenstein withdrawghOrkney Islands. The scenery he finds
there is described as a devastabeds amoenus

The soil was barren, scarcely affording pastureafdew miserable cows, and oatmeal for its
inhabitants, which consisted of five persons, whgsent and scraggy limbs gave token to their
miserable fare. Vegetables and bread, when theylgad in such luxuries, and even fresh
water, was to be procured from the mainland, whiek about five miles distant. (168)

Whereas the portrayal of a bucolic environment Ispoby anti-pastoral forces was used by
Ann Radcliffe to reveal anxieties concerning thieame of a feudal, savage past, in this case,
emphasis lies on the decay of the region throughenpp, which stigmatises the cruel
conditions of the people in rural areds.

The link between the deplorable state of the cquiivellers and the larger theme of social
exploitation is particularly prominent in the Dedey episode. Hiding in the hovel, the
monster overhears Felix reading from VolneRains of Empire$1796), an essay on the

199 Subsequent references to the following editian cited parenthetically by page number within tet:t

Mary ShelleyFrankensteirj1818], ed. Maurice Hindle. Penguin Classics. Lamd®enguin, 2003.

20 commenting on the conditions in the countrysitéhe late eighteenth century, for instance, EradiGie

states that there were “rural slums of horror napassed by the rookeries of London. The touching
picture of country people living in neat and pretigtched cottages far from the sins and slumbetity

is easily dispelled by a closer look at the prettytages”. Enid GauldieCruel Habitations: History of
Working Class Housing, 1780-1918ndon: Allen & U, 1974, 21. Cf. Bhall&artographers of Hejl24.

201 cf. Bhalla,Cartographers of Hel26.
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philosophy of history. From this book, he learnowb“the strange system of human
society”, consisting of the “division of propertgf immense wealth and squalid poverty”
(122). He furthermore discovers that the curremiadcstructure is the result of the unfair
distribution of luxury and wealth at the price bktlower classes’ miserable situation; this
system is also enforced through civil laws andgrelis sanctions, whose cruelty is disguised
under the veil of benevolené¥ Felix and his family, who are themselves the wistiof this
unjust society and its corrupt legal practicesyveehe creature as a living example of
Volney's theses.

The scenes of mutual affection and images of inmoeavhich the monster observes in the
house of the De Laceys, for whose miserable Iseé&ms to feel pity, finally encourage him
to make himself known to them. However, even thegeres, who have so far been
portrayed as vulnerable and sympathetic peasargsfually treat him with extreme hostility
and violence. Although they have been excluded fsoiwiety by unfair means, they do the
same to the intruder, against whose horrible appearthey are prejudiced. Ironically, they
do this shortly after the image of the charity tgiof traditional pastoral shepherds has been
established again: The blind grandfather assuresttbonster that, since his “friendly and
amiable” family (136) is also excluded from socjdtg should not despair at being admitted.
When Felix enters, however, he violently beatsdieature, which appears as a mere victim
that clings to the old man’s knees, and eventuddgs (137). As a consequence of his ill
treatment by the family, he finally declares “el@sting war against the species” (138); his
contact with the simple peasants has not givenainew sense of community or provided
him with new spirits but on the contrary even aggtad his feeling of being an outsider:
“My protectors had departed, and had broken the lomkt that held me to the world” (140).
The movement to the country and the eventual ratuhence informed with a new sense of
pessimism. Previously, the retreat had mostly p@sitonsequences or at least left the
protagonist unharmed; in many cases, it even eddbgintruder to come back with a useful
insight or served to solve the conflicts of thegi&arworld. In Shelley’s novel, however, this
process leads to horrible results: The insight egim the rural context is a fatal one, since
the intruder learns not only about the injusticesofiety but also that not even its humblest
and most innocent members will accept him. As asequence, he is not integrated into this
society but, assured that he will forever be arsidet, even turns violent against it. The
sojourn in the countryside hence results, contiaye previous pastoral tradition, not in the

202 cf. |bid., 27-28.
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mitigation or amelioration but rather aggravatidnooe’s evil traits. Despite being initially
depicted in a sympathetic way, the peasants camach the intruder a more natural and
original way of living anymore; instead, it appe#rat they have internalised the cruelty and
atrocities with which they have themselves beeatéak in an unjust system. This extremely
negative view of the retreat-return movement wadld central feature of all Gothic-pastoral
texts from the late nineteenth century on.

However, some degree of ambivalence remains, asthaler is in this case not a human
city-dweller but a monster, which makes the De lyateeaction understandable to some
extent. Moreover, it is not entirely clear whethiez creature has been made evil by society or
if it is inherently wicked. After all, the whole Eopde is told from his own perspective.
Moreover, his extremely cruel deeds, e.g. the muodl&Vilhelm, Henry and Elizabeth, and
the fact that Frankenstein describes his countenascexhibiting the “utmost degree of
malice and treachery” (171) seem to argue for &erent malice. In fact, this discrepancy
between the statements and the actions of the sroastwell as his emotional involvement
in the narrated events is a typical feature of lisioke narratiorf>>

Pessimism also arises from the question whethestogl return is possible. In a reference
to Milton’s Adam when he is expelled from parad{$nd now, with the world before me”
[141]), the monster leaves the cottage, enterireg‘fdlen’ world of humanity®* Unlike
Adam, however, who walks “hand in hand” with EY&the monster is rather an isolated
figure like Satan; being an outcast from paradmever, he will wreak havoc on humanity,

of whose blissful state he is jealous:

He [Adam] had come forth from the hands of God &egué creature, happy and prosperous,
guarded by the especial care of his Creator; he all@sved to converse with, and acquire
knowledge from, beings of a superior nature: bua$ wretched, helpless, and alone. Many times
| considered Satan as the fitter emblem of my dandi for often, like him, when | viewed the
bliss of my protectors, the bitter gall of envyeasithin me. (132)

In fact, it is difficult to speak of a fall hereinse there was no initial state of peaceful
harmony with a rural existence the monster coujdyerin contrast to the Miltonic Adam or
the Radcliffean Emily, the novel does not descthee creature’s growing up in a pastoral

idyll to which he then tries to return. Insteadeldy places special emphasis on the fact that

203 cf. Neumann and Nunning\arrative Fiction 98-99; Shlomith Rimmon-KenarNarrative Fiction.

Contemporary Poetidd 983]. 2 ed. London: Methuen, 2002, 100.

Cf. Milton, Paradise LosiIl, 646-647: “The world was all before them, whkdo choose / Their place of
rest, and Providence their guide”.

205 pid., 648.
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from the very beginning he is accepted nowherdéncountry, whose inhabitants appear as
amiable shepherds at first but treat him with sevesstility. Moreover, he is already at his
birth the result of a process which is explicitlpposed to an innocent state of union with
nature. Working on his creation, Frankenstein dessrhis lonely confinement within his

laboratory and his subsequent alienation from #taral environment outside:

Winter, spring, and summer passed away during fagues; but | did not watch the blossom or
the expanding leaves — sights which before alwaglslgd me supreme delight — so deeply was |
engrossed in my occupation. (57)

If a union with nature takes place at all that t@nassociated with the monster’s original
existence, it is rather one that is linked to neiidark side and the exploration of its hidden

mysteries:

The moon gazed on my midnight labours, while, witirelaxed and breathless eagerness, |
pursued nature to her hiding-places. Who shall emecthe horrors of my secret toil as | dabbed
among the unhallowed damps of the grave or tortthiediving animal to animate the lifeless
clay? (55)

Unlike Adam, the creature is therefore not the ltestia return to a peaceful nature but
comes from a scientist’s pursuit of its sinisteriid aspects. However, it is not only the
monster but also his creator that is unable to engyy a state of bliss in the here and now
again; after all, Frankenstein’s creation destr@y$is hopes of regaining happiness, finally
rendering him the same outcast. The notion emetigats man himself, by an excessive
pursuit of scientific knowledge and penetrating weeply into nature’s secrets, actively
makes his re-entry into paradise impossible. Tdesiwill be in the focus of several Gothic-
pastoral texts at thfin de siécle

3.3.4. Maturin, Melmoth the Wandere(1820)

Maturin’s Melmoth the Wanderemwhich has often been regarded as one of theglasit
works within the initial period of Gothic fictiomgturns to classic elements like graveyards,
ruined monasteries or the threat by a feudal paststablished by writers like Walpole,

Radcliffe and Lewig® with its depiction of religious persecution, degd convents and

206 Cf. Botting,Gothic 106.
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cruel spiritual authorities, it thereby places gatar emphasis on the theme of anti-
Catholicism. As inFrankenstein the depiction of the country and the retreatfretu
movement reveals a severe pessimism. However, dfi@czpastoral mode still has a mainly
episodic character. The story of Immalee, in wtilas hybrid form can be found, is part of
the more complex assortment of various narratilasacteristic of the novel. In this episode,
features of the previous Christian tradition haeerbtaken up in the portrayal of a natural
paradise with an innocent inhabitant, her tempaltip an external figure and her subsequent
movement to an urban world of sins. On the othedh#he author has significantly modified
this well-established pattern: Here, the encounitéhe female character, who has lived alone
in paradise without a male counterpart so far, lagdtempter results in marriage. This ‘love
plot’” was actually a typical feature of Spensenwl &hakespeare’s pastoral, in which the
urban/courtly intruder finally wedded the beautifill he found in the country. However, in
Maturin’s novel, the wedding has fatal consequenEesering a union with the agent of the
devil, the bride eventually meets her death.

With Immalee’s island, the novel features a pastoset, placed within the narration of and
opposed to an extremely sinister urban context. “Theian’s Tale”, which describes the
events on the isle, is embedded in the “Spanidrdle”, in which Alonzo di Moncada relates
his escape from the powers of a depraved convehthenprison of the Inquisition in Madrid.
This is a truly Gothic city, characterised by thiesdlution of the family structure and a
church whose representatives are thoroughly degramnd sadistic: After being consigned to
a monastic life by his parents, who were easilywowed to do this by the vicious director,
the Spaniard experiences a life of pain and torairéhe convent, where the cruelty and
sadism of his fellow monks almost drive him mads Hight is unsuccessful, resulting in his
brother's death and his imprisonment within the nchars of the Inquisition. After he
manages to break out by a fortunate coincidence fftison is on fire), he hides in the
basement of a Jewish household, where he findsnderground passageway leading to
Adonijah, a cabbalistic Jew. The latter asks hssten to translate an old manuscript written
in Spanish, which contains the story of Immalee.

The unknown island and the life of Immalee, a mandiehe wealthy Aliaga family from
Madrid who was lost as a child during a voyagehm Indian Ocean, stand in stark contrast to
Moncada’s extremely hostile and vicious urban wofllde image of an innocent and childish

existence in union with the environment oloaus amoenuss established, where, as in the
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ancient pastoral tradition, a personified natufleecés and responds to the emotional state of

its inhabitant®’

The sun and the shade — the flowers and foliagee—tamarinds and figs that prolonged her
youthful existence — the water that she drank, woind at the beautiful being who seemed to
drink whenever she did — the peacocks, who sprattheir rich and radiant plumage the moment
they beheld her — and the loxia, who perched onshewulder and hand as she walked, and
answered her sweet voice with imitative chirpingall-these were her friends, and she knew none
but these. (280)

This context appears to be devoid of evil, sinerthive Immalee is “not conscious of fear,
for nothing of that world she lived in had ever t®ia hostile appearance to her” (280). The
description of a life in a Golden Age within an lity pastoral environment hence seems to
imply that there are untouched places free fromilth@f the larger world at first. However,
it soon turns out that even on this isle, which fladg remained unknown to the Europeans”
(272) and is far distant in the Indian Ocean, tits@ssociated with Europe, in particular the
Catholic Church, cannot be escaped. The placdrisded by Melmoth, who represents these
evils and spoils its purity.

In fact, Melmoth, who “experienced a sensation likat of his master when he visited
paradise” (285) and wears European garments (281gssociated with both Satan and a
depraved Europ®? The portrayal of Immalee, on the other hand, whedon imbued with
the knowledge of a fallen world and must leave state of innocence forever, evokes the
image of Eve. Moreover, in her description as aeahhabitant who is closer to nature and
is later unable to adapt to the life in the Eurapegy, she also represents the figure of the
colonist. Since her existence is ruined by the aggmtative of a European imperial power,
who introduces her to the evils outside, the ergpmsode can be read as a stigmatisation of
colonial practises.

The world of “suffering, guilt and care” (285) thempter shows his victim, stands — among
other things - in the tradition d?Paradise Lostwith its concentration on the vices of the
earthly city. Similarly to Milton’s epic poem, théoetid air, artificial heat, unnatural habits,
and impracticable exercise” of the European cityldoa contrast to Immalee’s natural

existence, where fragrant flowers can be found 30e urban environment is also defined

27 Subsequent references to the following editian @ited parenthetically by page number within tet:t

Charles MaturinMelmoth the Wandereil820], ed. Douglas Grant. Oxford World's Classi®xford:
Oxford University Press, 1986.

208 paradoxically, Melmoth, who spoils Immalee’s inant existence by showing her a world of evil alesi

assumes the role of not only Milton’s Satan bub dle archangel Michael, who shows Adam the larger
world of vanities and evils at the endRdradise LostCf. Milton, Paradise LosKI, 370 — XII, 649.
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by extreme class divisions, resulting in povertyd astarvation on the one hand versus
superfluity and luxury on the other (302).

Besides employing this typical pastoral city-coynulichotomy, Melmoth places his
catalogue of evils into the larger theme of religidoigotry, which he extends to the major

world religions:

On one point they all agree — that of making theligion a torment — the religion of some
prompting them to torture ourselves, and the refighf some prompting them to torture others.
(290)

As an example, he lets Immalee see various scaneslia, which is, like Europe, presented
as a place of Gothic horrors. This sudden shifiesEpective to the Asian Continent is not as
surprising as it might seem at first. After alltioos like Indian barbarism and cruelty were
often equated with the Catholic Church at Maturitirse. As Rudd argues, both Hinduism
and Catholicism were associated with superstitigmestcraft and image worship in the
British popular imagination during the early nireieéh century®® The hideous scenes
Immalee encounters are hence of a similar qualith¢ horrors which had been described in
the “Spaniard’s Tale” as typical of Catholic ingtibons before. Among such scenes is, for
instance, the procession of a Juggernaut, and @&dmp willingly throw themselves or their
infants beneath it, leaving behind a landscape arfeb and skeletons (293); the link to
Catholicism is made explicit in the narrator’'s coemnthat the worshippers place as much
faith in their rites “as the Catholic votarist doeshe penance of St Bruno, or the exoculation
of St Lucia, or the martyrdom of St Ursula and leéeven thousand virgins” (293
However, religious torture is not merely confinedHinduism: On seeing a mosque in front
of which Turkish men are treating the nearby Himdia hostile way, Immalee learns that
Islam expects of its devotees “to hate all who db worship as they do” (295). Being a
melting-pot of spiritual corruption, India and g&senes of Gothic horror generally reveal the
awful consequences of blind faith and religiousetiyuas were often related to Catholic
institutions at that tim&"*

The only religion which seems devoid of this hastils Christianity, which teaches people to
be “mild, benevolent, and tolerant” towards otheettfs and to worship God with “pure hearts

209 cf. Andrew Rudd. “India as Gothic Horror: MatusiMelmoth the Wandereand Images of Juggernaut in

Early Nineteenth-Century Missionary Writing”, New Readings in the Literature of British India, c.
1780-1947 ed. Shafquat Towheed. Stuttgart: Ibidem, 2007545

210 f. Ibid., 58-509.
211 Cf. Ibid., 58.

82



and crimeless hands” (296-297). As a consequenuralee decides that “Christ shall be my
god, and | will be a Christian!” (297). This hohesnbracing of the Christian belief by a
being representing an original purity as typicatied pastoral ideal highlights that at least in
theory this religion rejects the violence and hdtiesociated with other forms of faith.
However, this does not mean, as was the case toriV&ltext, that paradise can be regained
if one follows the essentials of Christian religion this world of Catholic horrors, where
humanity appears to be hopelessly lost, a pastetain is not even possible as an internal
state of mind. Melmoth reveals to his victim that even this ideal religion is free from
enmity: “All agree that the language of the bodke[Bible] is, ‘Love one another,” while
they all translate that language, ‘Hate one an&tl@07).%** While Immalee is subsequently
compared to Eve tasting from the tree of knowle(B§¥8) and loses her original unity with
her natural environment, it is clear that she waler be able to retrieve her former state of
innocence. After her return to Madrid, she leaha& Melmoth’s words concerning the larger
world, especially such as relate to religious bigotvere true. Not only does she bemoan the
artificiality of a life consisting in one’s submies to outward ceremony and social
expectations; she also finds out that achievingaegise of the mind by accepting the
Christian doctrine of universal love is impossibiiea context of Catholic hypocrisy. As her

mother says,

it is in vain that | tell her that true religion msists in hearing mass — in going to confessiom — i
performing penance — in observing the fasts andlsvig in undergoing mortification and
abstinence — in believing all that the holy chutedches — and hating, detesting, abhorring, and
execrating. (332-333)

The artificial character of this world and the depty of Catholicism eventually drive
Immalee into the hands of the devil's agent, whdma paradoxically associates with her

former life of innocence in paradise she longstann to:

| loved you because you were ffist, - the sole link between the human world and mari..]
because your image is mixed in my imagination &lththe glories of nature — because your voice,
when | heard it first, was something in accordanith the murmur of the ocean, and the music of
the stars. (375)

It is hence implied that the world of urban deptawhere Immalee originally was born

cannot be escaped in the long run, with her pdstiythbeing only a temporary refuge. Even

22 cf. Jack Null. “Structure and Theme lifelmoth the Wanderér Papers on Language and Literatut8

(1977): 143-144.
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worse, the monotony and naiveté of her existentd@mihis idealised context seems to have
driven her into the arms of Melmoth, who taught therjoys of human compafy? The anti-
pastoral counterforce as represented by the Gethig of the world outside is too powerful
to enable the heroine to escape.

Similarly to Spenser's and Shakespeare’s pasterdb,t where a marriage between the
courtly/urban intruder and the innocent countryl takes place, Immalee finally enters a
union with Melmoth. In this case, however, theuder is so depraved that nothing good can
be gained from the synthesis; on the contraryad tatal consequences. After becoming the
“bride of the grave” (374) in an uncanny marriagerse within the nocturnal terrors of a
ruined monastery, Immalee/lsidora eventually givieth to an “infant demon” (524) and dies
with him in the prison of the Inquisition. An imagé severe pessimism and inescapability
arises, since the individual is safe from evil hertin the city nor in the country. The
innocence and harmony associated with paradise careeived of as powerless in
comparison to the forces of a world shaped so tigitky by immorality and wickedness.

A sense of hopelessness is also called forth beffleets the sojourn in the rural enclave has
on the evil intruder from the city. Although Melnég original intention is to seduce the
daughter of nature, it initially seems that his posvare temporarily suspended in her society,
and he even “ceased to regard her as a victim”)(20&er presence, he is partly transformed
back into his former self, forgetting about hiserals a tempter figure for a while: “He [...]
thought that for a moment he was not the Cain efrtforal world, and that the brand was
effaced” (299¥** However, the positive results the movement in® bhcolic context has
are only short-lived. Already in the next sententes stated that he returns to his former
plans, feeling “the gnawing of the worm that negliexs, and the scorching of the fire that is
never to be quenched” (299). The sins as repraséytéhe figure of the devil’'s agent are too
severe to allow any kind of escape into an idedls®vironment, which will sooner or later
inevitably be spoiled. This notion that the stayte pastoral context cannot mitigate or

ameliorate the evil traits of the urbanite anymzar be also found in the next novel.

23 According to Bhalla, Immalee “discovers too lgtat her fantasy life on the remote Indian islainele

from the conflicts and divisions of the real wortéyrries within it the threat of imaginative stityiland the
destruction of the self”. Bhall&artographers of Hel36.

24 Cf. Mona Korte.Die Uneinholbarkeit des Verfolgten. Der Ewige Judeder literarischen Phantastik

Frankfurt: Campus Verlag, 2000, 225-226.
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3.3.5. Bron&, Wuthering Heights(1847)

In Victorian times, a domestication of the Gothiodwr takes place. Whereas previously, wild
landscapes, medieval castles or the Catholic Churete among the major sources of
anxiety, these are now constituted by a more tefaéimmework within the urban or domestic
sphere’'® The Gothic villain is no feudal count, monstrousirly or supernatural tempter
figure anymore but a human subject, which is areetsfhat places special emphasis on the
origins of evil within the human condition or itecal context. The employment of realist
elements also applies to the concept of naturectwhas lost its transcendental powers. It
does not have any reviving effects anymore buteratbveals a general indifference towards
man, who, with the emergence of Darwinism, is leo&fhis central position within the
universe®'® Accordingly, in contrast to the previous traditidhe idyllic elements associated
with the pastoral ideal cannot even have at leastngoorarily positive influence on the
urbanite in the literature of the time. In the raeses where they appear at all, they are used
in an ironic way, mocking the naive assumptionthefhuman subject, which falsely expects
to find an idealised context with happy peopletiftiNevertheless, the natural environment
is often not completely cut off from the human wiois it can still serve to mirror or respond
to emotional states as typical of the pastoraliticad Moreover, the country as such still
appeals to authors who are dissatisfied with tisgogitedness of an ever-growing city and
doubtful about the course civilisation is takingdr Rhese writers, the rural enclave still
constitutes a suitable place to examine humanraffar from the chaotic conditions of an
ever-expanding metropolf&® A prominent example of this development within Bethic

tradition is Emily Brond’s Wuthering Heights

215 Cf. Botting,Gothic 123.

218 cf. Knoepflmacher, “Novel”, 523.

27 In fact, this is part of a wider tendency withitictorian literature. In the chapter sarcasticadiytitled

“Arcadian simplicity” of Thackeray’'sVanity Fair, for instance, the narrator mocks the reader’s
expectations that the “simplicity” and “sweet ruplrity” of the “honest folks at the Hall” must “sly
show the advantage of a country life over a towa” ¢William ThackerayVanity Fair: A Novel without a
Hero [1848], ed. John Sutherland. The World's Classfesford: Oxford University Press, 1983, 113).
Likewise, the lush landscape of the countrysidelamdy’s Tess of the D’Urbervillesr Eliot's Adam Bede
hides the same anxieties that growing men and wameaunter in the city. In the latter novel, astyer
who beholds “the joyous nature” would be deceivgdtd seeming calmness, unaware “that behind the
apple-blossoms, or among the golden corn, or utideshrouding boughs of the wood, there might be a
human heart beating heavily with anguish” (GeortjetEAdam Bedd1859], ed. Stephen Gill. Penguin
Classics. London: Penguin, 1980, 363-364).

218 Cf. Knoepflmacher, “Novel”, 524-525.
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Already in the beginning, the novel uses the pastdeal in an ironic way. Mr Lockwood,
who has rented Thrushcross Grange in Northern Bdglar the purpose of recuperation,
visits his new landlord Heathcliff. The happy arehpeful peasants living in union with an
idyllic environment he originally expected quicklyurn out to be a naively romantic
assumption of himi*® The society he encounters at the Heights is ritaraily [...] with an
amiable lady presiding over home and heart” (13)exiremely hostile towards each other
and the newcoméf® Although Heathcliff, for instance, is described bgckwood as a
gentleman at first, he refuses to offer him a rdonthe night, which parodies the traditional
pastoral situation in which the countryman invitdse city-dweller into his house.
Furthermore, Heathcliff's constant swearing stamdsontrast to the urbanite’s politeness.

After Lockwood’s disillusionment is complete, henically comments that

this is certainly a beautiful country! In all Ength | do not believe that | could have fixed on a
situation so completely removed from the stir ofisty. A perfect misanthropist's Heaven [...].

®3)

Despite the reduction of these idyllic pastoral ifsoto a merely ironic usage and the
emphasis on a rather anti-pastoral environmentctumtry nevertheless serves to explore
aspects relating to the larger world. For this psg the novel concentrates — among other
things - on the figures of Catherine and Heathclifie particular strategy employed in this
respect is the emphasis on these characters’ weskeepressed in their inability to change
the rigid social strictures of the time. Initiallgpth are described as rather wild and close to
the natural environment, into which they often ggcitom the confinements of the Heights
together. After Catherine’s accident and her statha Linton family, she more and more
assumes the manners of a lady in terms of behgwoluication and appearance; Heathcliff,
on the other hand, keeps his rude looks and eweass gip his education. As a result, they
increasingly alienate themselves from each othbigchwfinally leads to Catherine’s marriage
with Edgar Linton. The situation of both is regatdas resulting from current social
expectations. Although they love each other, Catkdnas to marry another man because of
his social standing. This reveals the contemposénation of women, who were forced to
wed someone not because of love but for materilsacietal reasons. The gypsy foundling

219 Cf. Luke Spencer.Wuthering Heightss a Version of PastoraBront Society Transactior23.1 (1998):

47-48.

Subsequent references to the following editian @ted parenthetically by page number within tiet:t
Emily Bronté.Wuthering Height§1847], ed. Pauline Nestor. Penguin Classics. Lan@nguin, 2003.
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Heathcliff, on the other hand, does not have a @han ascend the social ladder in this
prejudiced and rigid class structure.

Notwithstanding its portrayal of weak characterfiose powerlessness against the current
social strictures is representative of currentardj the novel also subverts these dominant
ideas of the time to some extent. This particulapplies to the concept of femininity. Like
Radcliffe’s heroines, Bro#éts women at times challenge the notion that th&ce is in the
house and under patriarchal control. Catherine, iwhaitially depicted as frequently playing
outdoors with Heathcliff, longs for a reunion witke natural environment after her marriage.
However, she is only granted this freedom in destbsequent to which she haunts the male
characters as a ghost from outside. When Lockwaodonfronted with her during his
nocturnal stay at the Heights, for instance, shatsvéo come in through the window (25).
According to Roberts, this blurring of the outsidside distinction reverses the traditional
power structure between male and fenfald=or the younger Catherine, even greater liberty
than by such violent means is possible. With héusad to marry Hareton, she escapes
patriarchal submission, thus becoming the ownethef Heights herself. Since she is not
confined to the household under masculine dominasiee has more freedom to wander
outside, which symbolises a greater degree of fermipower’??

Although nature is generally associated with tieedlom from social constraints, it rarely has
any reviving effects anymore as was still at Igmstially the case in Maturin’s novel. On the
contrary, emphasis is often placed on immediatenhas a result of the exposure to open
nature. Lockwood, for instance, suffers from illsedter walking from Wuthering Heights to
Thrushcross Grange. Moreover, Catherine is bitiea dog when she is outside. And even if
the natural environment gets more pleasant withathent of spring, this still does not have
any positive consequences for the physical stateeoindividual. Edgar Linton, for instance,
after being sick all winter long, “gathered no retakngth” from wandering outside although
“spring advanced” (257).

Nevertheless, the natural context is not completatyoff from human concerns; at times, it
still reflects the emotional state of its inhabtsaas typical of the pastoral tradition. At one
point, for instance, it dramatises the society-ghivconflicts between Catherine and
Heathcliff, who cannot marry because of their dédfe social classes. After Catherine has

explained to Nelly that she can never marry Hedthsince, although she loves him, they

221 Cf. RobertsEcogothig 89-90.

222 |n Roberts’s view, this greater freedom showsreggession of women’s rights from the older to the

younger Catherine’s generation. Cf. Ibid., 112-113.
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would be beggars (82), the weather mirrors tharfgelof Heathcliff, who only overheard the
part concerning the impossibility of their unioit Wasa very dark evening for summer: the
clouds appeared inclined to thunder [...]; the apphing rain would be certain to bring him
home without further trouble” (84-85). Similarlythe growling thunder, and the great drops
that began to plash around her” reflect Catheriristate of agitation which permitted no
repose” (85) after she has heard that Heathclgfroa away.

As in the previous texts, the retreat into the ¢guand the eventual return does not lead to a
new synthesis anymore and can even prove harmfulthéo intruder. Similarly to
Frankensteinthe notion is expressed that the rural societgasdhe intruder vicious instead
of integrating him in its community. Unlike Shellsynovel, however, which dealt with the
dubious narration of a monstekVuthering Heightsclearly portrays the intruder’s
development into a villain as a consequence of tléatment by the countrypeopfé.
Although Heathcliff, a foundling from the city ofiterpool, is frequently compared to the
devil (e.g. 36; 39), this characterisation is alsadyased, as it is done from Hindley's
perspective. Moreover, he is from the beginningterd with mistrust and hostility, especially
by Hindley, who is jealous of his father’'s affectidor the orphan (38) and who hence
tyrannises him after Mr Earnshaw’s death. When kgt has been unjustly locked up by
Hindley, he swears revenge, and Nelly hencefortiice® something diabolical about him
(66). He finally develops into a sinister villanwho, after becoming the master of the Gothic
castle of Wuthering Heights, terrorises the Lintand the Earnshaws.

However, it is not only the gypsy that unleashesahvil side in the rural enclave but also the
supposedly ‘civilised’ English visitor from the it Lockwood’s initial superiority and
politeness, which seem to stand in contrast to hdtifits savage behaviour, are quickly
revealed to be a facade, hiding a person which dmesdiffer from the countryman’s
roughness in the slightest. In fact, his visiontloé elder Catherine appearing at her old
chamber window and begging to be allowed in duiwgy night at the Heights could be
interpreted as the confrontation with the irratioimstincts he has so far suppresé&dis
cruel repulsion of the child who wants to come haihestrates, according to Freud, the
mixture of sadism and sexuality typical of the emmed civilised maff> This is an

anticipation of a central feature of the Gothictpesd mode at thdéin de siecle where the

23 Cf. Ibid.,80; Kullmann, “Nature and Psychology”, 103-104.
224 Cf. Knoepflmacher, “Novel”, 524.

22> Cf. Sigmund FreudCivilization and Its Discontentfl930], trans. and ed. James Strachey. New York:

Norton, 1989, 66.
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country is regarded as the place where man’s cts@htraits he has renounced due to his life
in the city are liberated.

In contrast to the later Gothic-pastoral traditibowever, this unleashing of the beast does
not go along with a devastating insight for thg-citveller yet. After all, Lockwood regards
the whole episode in which he meets the ghost e nightmare without any deeper
meaning. In general, he fails to understand that davagery he encountered during his
sojourn in the countryside is actually also a mdrhimself. In the late nineteenth century,
which will constitute the focus of the following apter, this will change: Here, the retreat
into the pastoral context always results in theaoie’s insight that the idea of the ‘civilised’
world is an artificial construct, which hides theast within itself. Far from oscillating
between the real and the dream, these novels dégidavage side in man as a silent truth
which can hardly be negated. As a consequencectf swiscovery, the urbanite is forever
unable to rejoin his life in the city again. Negoitng fundamental anxieties and uncertainties
related to the concept of civilisation, the Gothastoral mode will play a fundamental role

within the texts of that time.
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4. Gothic Pastoral in the Late Nineteenth Century

4.1. The Emergence of the Gothic-Pastoral Romance

In the course of the nineteenth century, an idec&dransformation of the literary concept
of city and country can be observed. In the Empiction, it turns into a dichotomy between
the capital as a symbol of western civilisation #melchaotic, barbaric world of the colonies.
The nature-nurture opposition, i.e. the contrastvben urban sophistication/depravity and
rural roughness/simplicity, becomes the ideologigpposition of a superior, enlightened
British race on the one hand and the inferior, gavgeople found in the colonies on the
other. The city-intruder is now represented by thieite man, who goes out into the
wilderness to fight evil forceS?° He is also the coloniser, who brings the lightieflisation
into the darkness. The country-dweller becomesrdiogally and morally inferior colonist,
who is seen as a half-beast that is further dowrettolutionary ladder and thus nearer to the
animals. The activity of colonisation is celebratesda heroic action, an altruistic service to
help the primitive natives, who are not only regar@s evil but also as ‘children’ in need of
‘parental guidance’. In Rudyard Kipling’s “The Wé&iMan’s Burden” (1899), for instance,
the coloniser is opposed to the “new-caught, sytleoples, / half devil and half child” he
must now lead?’

However, this ideological dichotomy was more andrenquestioned towards tHen de
siecle This was the result of uncertainties and anxgetiennected to the rapid social and
economic changes as well as the erosion of traditisleas and values during that time.

The Empire, which had expanded earlier in the agntmas increasingly breaking apart. Not
only did the British lose their overseas marketsré was also growing international
competition due to the economic rise of Germany thedUnited States. Besides, unrests in
the colonies, where the natives rebelled agaimst tdtcupants and demanded independence,

increased, eventually culminating in the Boer \W&99-1902f%

226 Cf. Raimund Schaffner. “Imperialismus und Litemaim englischerFin de siéclg in Fin de Siécleeds.

Monika Fludernik and Ariane HumlLIR 29. Trier: Wissenschaftlicher Verlag Trier, 20824-340.

227 Rudyard Kipling. “The White Man’s Burden” [1899h Rudyard Kipling: The Complete Verdeondon:
Kyle Cathie, 1990, 261-262.

Cf. Roland Carter and John McRad&e Routledge History of Literature in English: m and Ireland
2" ed. London: Routledge, 2001, 319.
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Doubts emerged concerning the old Victorian bel@fsl values, particularly those of a
religious nature. This was among other things au¢hé publication of Charles Darwin’s
famous worksThe Origins of Specied859) andThe Descent of Mal871), which had
destroyed the anthropocentric worldview as propdsgdChristianity and hence deprived
man of his divine origins. According to this influel theory, human beings were a species
like any other, which had developed merely by ckar®ince natural history was seen to
progress randomly and towards no particular climaxmanity might revert to a more
primitive state agaifi® Fears grew that the British themselves could becdegenerate or
that those who were not the fittest would multigBuch anxieties interacted with and were
aggravated by the increasingly visible decline loé tEmpire as well as the perceived
corruption of the metropolis. In his influential dloDegenerationEntartung] (1892), Max
Nordau argued that, with the climax of human pregrbeing reached, everything would
deteriorate from now on — be it the once powerfohpite, the morals of society, or
civilisation itself?*°

Pessimism also arose from general feelings assdcuaith life in the capital. Whereas the
population of London had been at about two milliwhen Queen Victoria ascended the
throne in 1837, it had risen to 6,5 million by tiree of her death in 1901. As a consequence
of the accelerating urbanisation, the sense ob@ll community had more and more given
way to the individual feeling of anonymity in a graented urban conte&t' Besides, a range
of social ills and scandals linked the inhabitasftthe metropolis to immorality and seemed
to render it a dangerous place.

With the emergence of such wide-ranging fears amgkemainties, it is not surprising that
literature flourished in which the ideological ditbmy between a ‘civilised’ city and a
‘savage’ country is increasingly doubted. Apartfrthose novels which portray a Gothicised
London, where the same savagery as associatedheitbolonies can be fourtf a certain
group of texts, which will be the focus of this pker, directly concentrates on the country to

negotiate these fears in displaced form. For thip@se, they use features as typical of the

229 Cf. Ibid.
230 cf. Max NordauEntartung[1892], Vol. 1. 2° ed. Berlin: Duncker, 1893.

1 Cf. Carter, McRae and BradbuHjistory, 319.

%32 prominent examples in this respect are Robeunis Stevenson'The Strange Case of Dr Jekyll and Mr

Hyde (1895) or Oscar Wilde'She Picture of Dorian Gray1891). Bram Stoker'®racula (1897) deals
with both a Gothic city and country; since this lgges, however, focuses only on the portrayal @& th
country (where nevertheless, as will be shown,noftarticularly urban fears of the time are negetiat
the depiction of London iBraculawill be neglected.
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tradition outlined so far and modify them in orderadapt them to the anxieties prevalent at
the time.

In contrast to the previous writings, however, thethic-pastoral elements do not play a
minor role or have only episodic character anynirteoccupy a central position within these
novels. Moreover, there is not only an internalciure, i.e. a set of conventionalised features
and a certain attitude, but also an external oeeaifixed plot arrangement, which is derived
from the pastoral romance. Since the co-existehem external and an internal structure was
defined by Fowler as typical of genr&sone can argue that the modal tradition as outlined
so far turns into a uniform genre. In the followiribis will be referred to as th@othic-
pastoral romance

As typical of the pastoral romance tradition, thisralways a movement from city to country
and an eventual return in these texts. As has peerted out before, the former is now
regarded as an emblem for ‘civilisation’ whereas khatter embodies the ‘savagery’ which
seems to be opposed to it at first. The movemeitdsn both contexts goes along with an
insight for the intruder, who is now a representatf the Empire and its ideology. However,
since this insight is linked to contemporary anegtconcerning the artificial nature of this
ideological city-country contrast, it always hatafaconsequences. Besides, all of these texts
make use of a transformed version of liheus conclususAs in the ancient epic, the idyllic
elements of the pastoral tradition serve as a ffageale to deceive the intruding urbanite into
the centre of the place, where a dangerous moffigi@re lurks that represents a more
savage/anti-pastoral nature. Unlike Home@slyssey which dealt with a strong hero
encountering this monstrous other, these textsirmomtthe depiction of a ‘weak’ intruder
figure as established by Ann Radcliffe. In thessesa however, this figure is for the most
part represented by the male representative opposedly ‘superior’ Empire, which mirrors
general fears resulting from the increasing vigipibf imperial vulnerability. Moreover, the
tradition as established by Shakespeaféis Tempesivhere a clear distinction between the
intruder and the monster figure was not possitdenow continued and placed into the
context of specifically late nineteenth-century réeaof degeneration. As far as their
negotiation of the dominant discourse of a ‘supédy is concerned, these texts are not
merely subversive; instead, they often maintainiaiNan ambivalence by opposing two

voices, which confirm and undermine this discouespectively>*

233 Cf. Fowler Kinds of Literature 76; chapter 2.2.2.

24 Some features of the Gothic-pastoral romance fenemady been described by Patrick Brantlinger as

typical of a genre he calls the “imperial Gothidhis term includes any Gothic text dealing with the
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Whereas the four authors who will constitute theuiof the following chapter all negotiate
imperial and post-Darwinist anxieties in their resjive way, they can be divided into two
groups. The first one (Wells, Stoker) uses a paktmntext which stands in a direct relation
to the contemporary notion of a Gothicised Londol #he associated fears of imperial
decline. The second one (Haggard, Conrad) poraysal environment that is also placed in
a dialectical relation to an urban context, whighhowever, not merely London anymore; in
these texts, worries concerning both the notioa afivilised’ city and of British/European
imperialism in general are displaced into the edtod the African wilderness.

4.2. The Country of Dreadful Night

4.2.1. London at the Fin de Siecle

Before analysing the first group of novels, whidage their Gothic-pastoral context in a
direct relation to the late-nineteenth century tdpa brief overview of the dominant image
of a Gothicised London as typical of the contemppfritish imagination shall be given

first. Against this background, the features of tBethic-pastoral romance within H.G.
Wells's The Island of Dr Moreay1896), The Time Maching1895) and Bram Stoker’s

Dracula (1897) will then be investigated.

Whereas in 1802, William Wordsworth in his “Line®r@posed upon Westminster Bridge”
refers to London with the words “Earth has not aimg to show more fair: [...] / A sight so

touching in its majesty [...] / all bright and glitieg in the smokeless aif*> James Thomson

presents a different vision of the metropolis irh&TCity of Dreadful Night(1874): Here,

London is a place where “Myriads of habitants areresleeping / Or dead, or fled from

encounter of the supposedly ‘civilised’ man and ‘Ba&vage’ colonist in the contact zones of the ighit
Empire, in the process of which imperial anxietiescerning a possible link between both are neigaotia
The Gothic-pastoral romance, however, is a morepcehensive genre, which displays Brantlinger's
features but also the elements as outlined indhépter. Whereas the blurring of the oppositiowbeh
the ‘civilised’ city and the ‘savage’ country oretlopposition of two voices could be seen as typitdhe
“imperial Gothic” as well, aspects like the dichotp between idyllic and Gothic features, tloeus
conclususor the insistence on representative vulnerabgiybeyond Brantlinger's genre. For this reason,
it makes sense to introduce a new term for the egevirich displays all of these features. Cf. Patrick
Brantlinger.Rule of Darkness: British Literature and Imperiatis 1830-1914lIthaca: Cornell University
Press, 1988, chapter 8.

William Wordsworth. “Lines Composed upon WestnémsBridge” [1802], inSelected Poemsed.
Walford Davies. London: Everyman, 1975, 116.
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nameless pestilencé® This pessimistic view resulted from the large nembf social ills
which were connected to the capital in the popuolard at that time. Besides, it anticipated
the public scandals of the 1880s that increasilagiyto a Gothicised image of the city, which
for many had become an uncontrollable and threagespace.

In the first volume of hid.ife and Labour of the People in Lond¢1889), Charles Booth,
investigating the poverty in London, argued that thpid expansion and the consequent
overpopulation of the metropolis had resulted icriais of housing for the poor, who were
forced either onto the streets or to the more umsgvlocations of the cit§?’ Consequently,
vice and crime proliferated in the poorest dissricituated largely in the East End, where
people lived under the most atrocious conditidfid.ate nineteenth-century London was a
city of contradictions: While the East End, beings@ciated with poverty, crime and
prostitution, was seen as a symbol of the city’sahdecline, the West End was regarded as
the more ‘fashionable’ and affluent home of thevipgged society. Due to the physical
proximity of both areas, fears emerged that thet [Emsl’s ‘depravity’ could spread and
threaten the inhabitants of the West End.

However, it was not the threat of the working akasbut rather their exploitation by the rich
that gave rise to a major public scandal in 1883n his sensational revelation of East-End
child prostitution inThe Maiden Tribute of Modern Babyl¢h885), W. T. Stead exposed
how members of the upper and wealthy middle classgglarly ‘bought’ child virgins for
sexual enjoyment. Transgressing class boundariegdtdge in paedophilic pleasures, these
ranks were now also connected to depravity. Theganaf the bourgeois male leading a
respectable life by day while pursuing nefariousvées at night became a prominent figure
in the public mind. It is probably no coincident@att Robert Louis Stevensorilfie Strange
Case of Dr Jekyll and Mr Hyde.886) appeared some months after the publicaticheo
Maiden Tribute

The novel was used by the press for a Gothicisguctien of the Ripper murders in the
autumn of 1888. While Whitechapel, the setting loé killings, was referred to as an

236 James Thomson. “The City of Dreadful Night” [1§7# The Penguin Book of Victorian Verssl. Daniel
Karlin. London: Penguin, 1997, 550.

#37  Cf. Charles BoothLife and Labour of the People in Londdsol. 1. London: Macmillan, 1892.

238 Cf. Linda DrydenThe Modern Gothic and Literary Doubles: Stevendtfiide, and WellsBasingstoke:
Palgrave Macmillan, 2003, 52-56.

39 Cf. Ibid., 51-52.
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“immoral landscape of light and darkned&*a gloomy labyrinth with hidden evils, the

Ripper himself, whose true identity has never bemrealed, prompted a whole range of
suspects: First of all, preying on East-End prowt#, he represented the figure of the vile
West-End aristocrat as exposed by Maiden Tribute Moreover, he seemed to possess
anatomical knowledge, suggesting that he was somet¢lated to the medical profession; an

image of the “mad docto?! arose, which, according to Walkowitz, reflected

popular fears of surgeons, gynaecologists, vaamisativisectors, and dissectors as violators of
[...] the innocent bodies of women, children, andaals, that had found considerable expression
in a range of popular health and antimedical cagnsaof the 1870s and 188Y5.

As far as the brutality of the murders is concerrteed Ripper was often referred to as a
degenerate “half-beadt® of the type found in the colonies, which was iadiiee of
contemporary xenophobia. The Jews, who, fleeingpthgroms of Eastern Europe, usually
entered London through the east, whose docks aihdayatermini were international
entrepdtsfor many immigrants, were among the main suspacthat time*** Finally, the
idea of a ‘working-class Jack’ suggested that thpp& was the personification of an
evolutionary drawback, a monster which had beeateceby the conditions of the slums. His
emergence was thus seen as a “metaphor for thgeseéfated decline of civilisatioR*®
Consequently, the aspects previously mentioned gaeeto growing anxieties concerning
the metropolis, in particular its role as the he#Hrta supposedly superior British Empire.
During this time, doubts emerged about the ideckgbpposition of London, centre of the
‘civilised’ world, and the ‘barbarity’ of the colags, since features of the latter could be
observed within the capital. Authors like H.G. V8elind Bram Stoker directly deal with

these uncertainties by displacing them into Gogiaistoral contexts.

240 Judith R. WalkowitzCity of Dreadful Delight: Narratives of Sexual Dangn Late-Victorian London

Women in Culture and Society. Chicago: UniversitfCbicago Press, 1992, 193.

241 Andrew SmithVictorian Demons: Medicine, Masculinity and the iotat theFin de Siécle. Manchester:

Manchester University Press, 2004, 79-83.
242 \Walkowitz, Delight, 199.
243 Smith,Demons 70.
244 cf. Walkowitz, Delight, 26.
245 Smith,Demons 70.
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4.2.2. Wells, The Island of Dr Moreau(1896) andThe Time Maching(1895)

H.G. Wells is one of the most promineiim-de-siécleauthors to employ features of the
tradition outlined so far and create his own vearseb the Gothic-pastoral romance. The
Island of Dr Moread'® and The Time Maching&"’ he uses the enclosed natural enclave in
order to negotiate particular fears regarding ah{ésted London and its position as the heart
of a ‘superior’ British Empire.

In general, the displacement of contemporary issmesfictional place, from where they can
be better scrutinised, is one of the main interstithe author pursues within his fiction. In an
interview he gave at the time when he publisiéd, the author revealed the major

development which was taking place in his writings:

It is singular enough how fiction is widening iggritory. It has become mouthpiece for science,
philosophy and art[...] The world may have been often enough desdriliéhe intricacies of
human conduct may even approach exhaustion. Buhtfteern fanciful method takes the novelist
to anew point of viewStand aside buat little space from the ordinary line of observatiand the
relative position of all things changes. There iseav proportion established. You have the world
under a totally different aspect. There is praofitveell as novelty in thehange of viewThat is, in
some small way, what | aim at in my bodk&(my emphasis)

According to Wells, his texts should not only conrminen current developments, be they of a
scientific or philosophical nature, but also expldhe “intricacies of human conduct”, in
other words the human condition. This should beed@nlittle space from the ordinary line
of observation”, by which he means a shift of tlaerative perspective. While ifiM, where
the protagonist travels to the year 802,701, thi& & temporal, inIM, which features the
journey of the city-dweller to a fictional islanddhis eventual returma, spatial displacement
is deployed.

Besides dealing with the urbanite’s movement tpacs removed from but at the same time
close to the current world of the reader and hisn&yal return, these texts take up many
other features of the earlier Gothic-pastoral tradi A very prominent one is the dichotomy
between pastoral and anti-pastoral/Gothic elemé&ssritics have pointed out, the idealised

spots of nature reveal an underlying escapist tapdor the flight from an increasingly

245 Erom now on abbreviated Hd.

247 From now on abbreviated @M.

248 Reprinted in D.C. Smith. “A Chat with the Authoirthe Time Machine”The Wellsiar20 (1997): 6.
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industrialised, fast-moving urban world to the ava purity of an unspoiled environmefit.
However, the rural retreat only appears idyllidiist sight; in fact, as in many previous texts,
it quickly turns out that behind the seeming Areadisimplicity sinister dangers lurk,
rendering it a hostile setting. Emphasis is alsacgdl on the protagonist’s weakness as
revealed in his attempt to deal with the monstrbusat he encounters, which is seen as
representative in Alpers’s sense. In the followirigwill be demonstrated how Wells has
modified those and other elements of the Gothitgpak convention as outlined so far in
order to adapt them to their particular late niaath-century background. As it will turn out,
both novels reveal a severe pessimism as typicttheotime. Since this pessimism is even
more elaborated imM, it will, despite its publication shortly befohil, be treated afterwards

in this analysis.

In IM, the Gothic-pastoral environment is a fictiondamsl with a Circe-like figure at its
centre. Accordingly, the model of thacus conclususan be applied to describe this natural
retreat. Whereas in some respects the novel follhdeatures of the ancient model very
closely, in others there are significant differesycehich are placed into a specifio-de-
siéclecontext.

Similarly to Homer, the exact position of Moreaiste is unknown. Although his nephew
assumes that it is “Noble’s Isle” (5)° he cannot be absolutely sure whether the pladly rea
exists or if it is merely a fantasy of his unclehavis “supposed demented” (5); he thus
concludes that “this narrative is without confirinatin its most essential particular” (5)-
Moreover, Prendick, the protagonist, knows neitlikere he is nor where he is going after
he has been rescued by thecacuanhaHe merely learns that he is travelling to a nasel
island somewhere in the Pacific (12).

Prendick soon has reason to guess that somethhilgddas hidden on this isle. The captain
refers to it as an “infernal island” (16), and Mgoinery speaks of a secret he does not want

to reveal but which is the cause for his life asoatcast (20). Furthermore, Montgomery’s

249 cf. Michael Matzer and Hans-Peter Burth. “Dasledhte Gewissen der Zukunft: Die Wissenschaft bei
Herbert George Wells'Inklings 12 (1994): 189.

Subsequent references to the following editian @ted parenthetically by page number within tiet:t
H.G. Wells.The Island of Dr Morea(i1896], ed. Patrick Parrinder. Penguin Classicsidam: Penguin,
2005.

This must be also seen in the wider context ah&grefaces, in which the author traditionallgtdinces
himself from the story by asserting that he hasiéba text whose validity he cannot guarantee. Gfacle

Walpole.The Castle of Otrantfil764], ed. Michael Gamer. Penguin Classics. Londenguin, 2001, 5-
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attendant, who is a “misshapen man” and moves Yaitimal swiftness” (13), reminds the
protagonist of the “forgotten horrors of [his] atlbod” (20); he also seems to be the reason
for the anger of the captain, who calls him a “tfe\1i6).

Although Prendick’s unease even increases when detstmore of these creatures, some
aspects of the island appear familiar and inviahgrst sight. Once landed, he is taken to a
habitation which to his surprise is strikingly ‘Hisp':?*> He finds an apartment “not
uncomfortably furnished” with a bookshelf contaigiteditions of Latin and Greek classics”
(32) and is served coffee and vegetables on a33)y An impression of a typically English
and civilised environment is given, which should kenaPrendick more comfortable.
However, he once again feels uneasy due to theg&raccurrences he cannot account for,
e.g. M’Ling’s ears, which are pointed and furry 33

The newcomer soon discovers the island’s perilouslity, which is hidden behind the
deceptive facade of an idealised nature. Havingthef house, he first encounters a place

whose idyllic scenery creates an atmosphere ofepaad tranquillity:

The place was a pleasant one. The rivulet was hidigethe luxuriant vegetation of the banks,
save at one point, where | caught a triangulartpatdts glittering water. On the further side ixsa
through a bluish haze a tangle of trees and cregpad above these again the luminous blue of
the sky. (39)

This depiction of a peaceful natural retreat, whiolhtes those who enter to rest for a while,
is the classic description of a pastdoadus amoenusHowever, shortly afterwards, Prendick
discovers the anti-pastoral/Gothic character ofplaee. He is appalled at discovering a half-
beast, which is watching him curiously. After hestiaund the dead body of a rabbit it has
devoured (39-41), his perception of the environnaranges into that of a dark jungle with
skulking dangers, which stands in contrast to tleeipus image of an idyll: “Every shadow
became something more than a shadow, became arsljrénery rustle became a retreat.
Invisible things seemed watching me” (41). His ifeglof terror, aggravated by the sight of
more half-beasts and the increasing darkness,lyficalminates into sheer panic: He is
chased by the Leopard Man through the nocturnajl@jnvhere “every dark form in the
dimness had its ominous quality, its peculiar sstjga of alert watchfulness” (45).

Despite the horror the protagonist experiencesisafitst encounter with the Beast People
and his panic in the gloomy jungle, he soon finds that the real monster of thigcus

conclususis the figure of Moreau, whose cruelty is illusg@tby his brutal vivisection of

2 Cf. J.R. Hammond.The Island of Doctor MorealA Swiftian Parable”The Wellsiarl6 (1993): 38-39.
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animals. Similarly to Circe, he rules over thensland has the ability to give new shapes to
creatures; however, there are three important réifiees between him and Homer’s
sorceress.

Firstly, the monster is no supernatural creaturgrame. Instead, similarly to Radcliffe’s
Montoni, it is represented by a human being. Intte@ to the Gothic villain inThe
Mysteries of Udolphohowever, it is not a figure which has always divie a more savage
nature away from the civilised world. On the contrdike Prospero, Satan and Melmoth,
Moreau comes from the city, now the emblem of i@ation’, and intrudes into the island,
thereby spoiling its innocence. Telling Prendick #tory of his first experiments, the doctor
remembers “the green stillness of the empty ocdamutaus though it was yesterday. The
place seemed waiting for me” (75). However, thecpeat this unspoilt paradise was quickly
destroyed after his arrival. Besides a failed expent with a sheep (75) and a gorilla (76-
77), Moreau made a “limbless thing with a horribdee” that “lurked in the woods [...],
doing mischief to all it came across” and killee tdanakas (77). From that time on, the
island, populated with grotesque half-beasts, batlits former purity.

Secondly, the monster is represented by a doctwow,igvdriven by a cold intellectual passion
and lacks any sense of ethical responsibility (Therefore, he achieves the transformation
not by magical but painfully surgical means, whichphasises his cruelty?

Thirdly, Moreau reverses the direction of the tfanmation. Whereas Circe turns
Odysseus’s men into animals, the doctor tries amsfiorm animals into human beings.
Seeing the vivisected puma for the first time, Hrekis scared due to his false assumption
that he is transforming a human being into an ah(B51). However, the doctor soon after
explains to him that the half-beasts on the islarel “humanized animals — triumphs of
vivisection” (71).

Another striking difference can be found in thetpyal of the character entering tloeus
conclusus Unlike Homer’s clever and strong hero, who alwéiggls a way of handling a
seemingly hopeless situation, Prendick is preseasedieak and hence rather stands in the
tradition of Radcliffe’s Gothic heroine. Not onlyeés he start weeping while going to the
island (25) and become hysterical after being adhdgethe Leopard Man (48-49) but also
lacks any practical sense, which is illustratedHgyfact that he fails to build a raft in order to
escape from the island (124-125). Moreover, dukisodeficient authority he is unable to
establish himself as a ruler over the Beast Peaptebecomes a fellow with a mere “pre-

23 Cf. Pascale Krumm.The Island of Dr Moreauor the Case of DevolutionFoundation28.75 (1999): 53.
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eminence among them” (121). It is suggested that wWeakness is the result of his
detachment from a working life. Prendick is theetygd respectable gentleman who does not
have to work for a living. Although he tells Montgery that he went to university, he did so
not out of necessity but because of boredom: ‘d twin [...] how | had taken to natural
history as a relief from the dullness of my condibte independence” (11).

As has been outlined above, this Gothic-pastoratiremment is the place where
contemporary issues concerning the capital arecexgl In fact, the latter never seems to be
far away from the islant® Montgomery, for example, frequently refers to foisner life in

the city, which he misses. Standing on deck ofipeeacuanhavith Prendick, he talks about
London “in a tone of half-painful reminiscence” Jl&hd wants to know as much as possible
about the changes since his disappearance. Thagprost remarks that “he talked like a
man who had loved his life there, and had beenenlgdand irrevocably cut off from it”
(18). However, the depiction of the country asoaus conclususaand the modifications
previously mentioned show that the issues which explored are related to anxieties
associated with a Gothicised London. Hearing thimfplayell of the vivisected puma,
Montgomery comments: “I'm damned [...] if this plaenot as bad as Gower Street — with
its cats™ (49).

The fact that the monster is not a supernaturaigoanymore but a doctor who comes from
the city reflects fears that the metropolis itdefl become a breeding-ground for depraved
criminals. Moreau represents the evils associatéd avGothic capital and transfers them to
the country. When the protagonist remembers theéodoo connection with the headline

“The Moreau Horrors™, where a “prominent and nmexr$til physiologist” was discovered to
conduct experiments involving the mutilation ofraals (34), this obviously alludes to the
Whitechapel murders, where one of the main suspeassthe figure of the ‘mad doctdr®

In contemporary press accounts, the image of astated animal was often used to refer to
the victims’ mutilated bodies. The female puma iartigular evokes the picture of a
prostitute killed by the Rippér?

Another significant aspect is Prendick’s portragéla helpless middle-class gentleman,
which must be seen in the context of a class-dd/aed geographically bifurcated London.

On the one hand, his inability to cope with thegtas on the island represents worries of the

254 Cf. Dryden,Doubles 168-169.
25 Cf. Ibid., 167.
26 cf. Walkowitz,Delight, 193.
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upper and middle ranks that they could become éegbé to their detachment from physical
work and would consequently be overthrown by thengter working classes. On the other
hand, it points toward the fear that the membeth@de classes, particularly those inhabiting
the West End, could be influenced by the depravitthe East End, which was the home of
many working-class members.

Apart from that, metropolitan anxieties are refecin the pastoral opposition between day
and night which the novel exhibits. As has alredmben demonstrated in the case of
Prendick’s first exploration of the island, noonéinon the island can be quite idyllic;
however, similarly to Virgil'sEcloguesthe coming of evening has a dangerous and ominous
quality. Whereas in the traditional pastoral, tkelp connected to the darkness of night were
only implicitly alluded to, in Wells’s novel, thispposition is even aggravated, since the
natural retreat turns into an explicitly threatenanvironment. The habits of the half-beasts,
for instance, are strongly suggestive of the naauactivities connected to a Gothicised

metropolis. Montgomery tells Prendick:

The Law [...] became oddly weakened at nightfall;t ttheen the animal was at its strongest; a
spirit of adventure sprang up in them at dusk, tlweuld dare things they never seemed to dream
about by day. (81)

Like the perception of contemporary London as a&direg-ground for nocturnal crimes and
vices, Wells’s island becomes a “Country of DreadNight”, where the islanders use the
cover of night to escape the restrictions imposedhem by the Law. One of these vices is
suggested by the “Fox-Bear Woman'’s vulpine, sHitye”, which is “strangely human in its
speculative cunning” (84). Dryden suggests thah@iok’s odd feeling of having met her
before “in some city by-way” (84) alludes to EasteE prostitutior™>’ Moreover, the
protagonist’s persecution by the Leopard Man in dlaekness of the jungle would have
reminded the Victorian reader of the capital’s imams a gloomy labyrinth, which was
haunted by criminals like Jack the Ripper. The taat the half-beasts’ habits resemble those
of the metropolitan inhabitants reflects urban getirat the Londoners could also have a
‘beast within’ and possibly be subject to regressio

Besides being employed for the investigation ofenir urban conditions, Wells’s island, as
mentioned before, is also the setting where issegarding the Empire are explored. There
are, in fact, several aspects of the novel thagesigthe plausibility of a reading along the

lines of imperial language.

%7 Cf. Dryden,Doubles 169.
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Moreau and Montgomery can be seen as the colonisesscame from the city eleven years
ago (19) and entered the jungle, trying to impasem@er onto the perceived ‘chaos’. The
doctor in particular embodies the figure of the t@hman, as he is frequently associated with
the colour white. When he explains the purposdefisland to Prendick, for instance, he has
a “cigar [...] in his white dexterous-looking fingérand “the light of the swinging lamp”
falls “on his white hair” (715>

Likewise, the image of the islanders is similarthe ideological perception of the ‘odd’
natives found in the colonié®’ They are frequently described with the colour blgeg. 13,
20, 54) or brown (27), live in dens made of “intesen heaps of sea-mat, palm fans and
reeds” (57), and can hardly speak English (55-B&suming them to be human at first,
Prendick notes that they are “human beings with dttangest air about them of some
familiar animal” and thus bear “the unmistakablerknaf the beast” (42); this reflects
contemporary views that the colonists were, contpdre the Europeans, closer to the
animals. Besides, an image of the dark wildernedils the untamed savage who poses a
threat to the civilised man arises when Prendidhesed by the Leopard Man (43-47).
However, the ideological opposition of the ‘barbanative and the ‘cultivated’ white man is
guestioned in the course of the novel. On the @ hthe colonisers not only employ the
islanders as slaves (26-29) or servants (33) lmat tny to maintain their established order
with guns (62) and whips (66). On the other hanhdass already been demonstrated that
Moreau, who brutally tortures the half-beasts,his teal monster of thiecus conclusus
Alluding to existing imperial practices, Wells gtiess the ideological opposition of a
‘civilised’ city and a ‘savage’ country by showirigat it is civilisation itself which produces
the monsters it feels threatened by. By portrayhreg rural context as the place where the
white man unleashes his own inherent bestialitg, nlovel reflects contemporary doubts
about the moral and racial superiority of the BHtEmpire and stigmatises the cruelty of the
colonisers towards the natives.

Additionally, the text echoes fears resulting fréme perceived decline of the Empire. With
the portrayal of a helpless middle-class gentlemaoyies are reflected that industrialised
cultures like the British could become weak andethegate due to the division of labour and

class in comparison to — according to current etgpecal views - more self-reliant,

28 cf. Hammond, “Parable”, 36.
29 Cf. Dryden,Doubles 164.
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‘primitive’ people like the colonist&>’ Furthermore, doubts concerning the Empire’s stfeng
are highlighted in Moreau’s inability to imposeauvilised’ order onto the creatures and the
fact that he and Montgomery are eventually killgdrem. Together with the destruction of
the habitation (111), which has been describedtrdsngly ‘English’, this symbolises the
collapse of the Empire.

With the portrayal of a dangerous island which edib® existing anxieties, the author
pursues didactic intentio&' For this purpose, he makes use of the traditipastoral motif

of retreat and return: The intruding urbanite (anith him the reader) is taught a lesson about
human nature and will then return to the city. Hegre since the pastoral context has been
Gothicised, this lesson ultimately turns out toel&remely pessimistic and therefore harmful
to the city-dweller, whose vulnerability, as thevabsuggests, is representative of humanity
in general.

In fact, the insight Prendick and the reader gaitinked to another aspect typical of the
pastoral tradition. Like the pastoral romanidé,features the confrontation of two classes of
people: Whereas the urban, ‘educated’ class i®septed by the three Londoners, the rural,
‘uneducated’ class consists of the Beast People, inlabit the island. As in Shakespeare’s
The Tempesta blurring between both classes takes place,hwhas now been adapted to
current post-Darwinist ideas of degeneration. TheldvPrendick enters reveals a striking
uncertainty regarding the boundaries between hurmaadsanimals. To a large extent, this is
the result of Moreau’s transformations. By revaysthe direction of Homer's Circe, the
doctor creates humanised animals, which possestsi¢ted) linguistic abilities, live in dens,
have a kind of ‘law’ and marry (79), thus exhibgian alarming proximity to human beings.
Likewise, the protagonist learns that the men @nistand have many bestial tr&it8.This
has already been demonstrated for Moreau, whotrerarly cruel in his experiments and
does not care “about the ethics of that matter).(Psendick, shocked at the inhumanity of
the doctor's experiments with the puma, is appatlest Moreau is “so irresponsible, so
utterly careless” and takes pity on the island@gs.(

Furthermore, Montgomery has been on the isle vhth Beast People too long and thus
acquired bestial traits himself. The protagonisteeadhat “he had come to regard them as

almost normal human beings” (83). This becomes alsyi for example, in Montgomery’s

260 ¢f. Botting,Gothic, 137.
21 Cf. Hammond, “Parable”, 30-33.
%2 Cf. Dryden,Doubles 54.
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close relation to M’Ling (83) or in the night prelieg his death, when he drinks with the
Beast People as if they were actual human companib@6-112). Consequently, he is
unable to return to the city again, as the protegofinally realises: “I felt that for
Montgomery there was no help; that he was in thatt akin to these Beast People, unfitted
for human kindred” (109).

Even Prendick shows traits of an intrinsic ‘beast.first sight, he seems to be the most
civilised character in the book. Unlike Montgomewho has “an ugly temper” (16) and
drinks a lot (36-38; 100-112), he characterisesskifmas a “mild-tempered man” (17), who
never drinks (30). In contrast to Moreau, he alas & sense of ethical responsibility, which
becomes obvious in his killing of the Leopard M&om,whom he feels pity when he thinks of
the fate he would otherwise undergo in Moreau’suter chamber (94). However, even
before his arrival on the island, he considers taiism as an alternative to starving to death
in the lifeboat with the other two men and is delefl when they drown after a fight (9).
Furthermore, he lives with the Beast People ana eapts to their ways after the death of
Moreau and Montgomery. As a result, he shows sifiegression: His eyes get “a strange
brightness, a swift alertness of movement” (12énjlar to those of an animal.

The humanisation of animals and the animalisatidnhomans hence results in an
approximation of both species, thereby blurring theditional distinctions between the
‘higher’ city-dweller and the ‘lower’ countryman.h&refore, Prendick increasingly doubts
the boundaries between the ‘civilised’ and the &gpl. He even starts suspecting that the
beast is inherent to every human being. This isjrfstance, implied by his reaction at his

first encounter with a half-beast:

I had never beheld such a repulsive and extraagfiage before, and yet — if the contradiction is
credible — | experienced at the same time an oddinfe that in some way had already
encountered exactly the features and gesturesthamazed me. (14)

The strange combination of repulsion and familjaRrendick feels reveals that the Beast
People represent an integral part of himself tiealhds so far repressed. In fact, they embody
what Freud called “the uncanny”, something “thatnigeality nothing new or foreign, but
something familiar and old-established in the mthdt has been estranged only by the
process of repressioR®® Thus, the protagonist experiences not only a gedamiliarity

with but also a dislike of the islanders, whichdaanot explain.

%3 Sigmund Freud. “The Uncanny” [1919], @pllected PapersVol. 4, ed. and trans. Joan Riviere [et al.].

New York: Basic Books, 1959, 394; cf. Hurley, “Bsh Gothic Fiction”, 198.
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Prendick finally learns that civilisation is meredy artificial construct, which is unable to
suppress the ‘beast within’. Not only do the haabts circumvent the restrictions of the
Law at night but they also regress without Moreantsrference, as he explains to him: “As
soon as my hand is taken from them the beast béginseep back, begins to assert itself
again” (78). Accordingly, the protagonist witnest&air reversal after Moreau’s death.
Having learned the lesson that man is, after athing more than an animal and having
partly assumed bestial traits himself, Prendiclk &#lscomes incapable of joining life in the
city again. Once returned, he avoids the companyfcivilised’ fellow-beings, in whom

he cannot help suspecting the beast:

I could not persuade myself that the men and wohraet were not also another, still passably
human, Beast People, animals half-wrought intootltsvard image of human souls; and that they
would presently begin to revert, to show first théstial mark and then that. (130)

Whereas on the island, the habits of the BeastIPeeminded him of the Londoners, it is

now the latter that remind him of the half-beasts:

I would go out into the streets to fight my delusi@and prowling women would mew after me,
furtive craving men glance jealously at me, wealemvorkers go coughing by me with tired eyes
and eager paces like wounded deer dripping blolodp@ople, bent and dull, pass murmuring to
themselves and all unheeding a ragged tail of gipbhildren. (131)

Unable to distinguish the metropolitan crowds frahe Beast People, the protagonist
becomes an outcast and takes refuge in the Engtishtryside; although he cannot find
complete redemption there, he is neverthelesst gts& by the peace and tranquillity of the
rural seclusion (131). The novel's ending, howeverextremely pessimistic, since it is
implied that Prendick will probably never find tirsist in human nature again.

Consequently, the movement from city to country tredreturn does not lead to a solution.
Neither does nature have redemptive powers anymmrés there at least a temporary relief
from life’s troubles. On the contrary, as in theyous Gothic tradition, these troubles are
Gothicised, so that the urban intruder, having ant&red his own anxieties in monstrous
displacements, sees them even aggravated. Ther#fier@xposure to the country and the
insight gained there has fatal consequences fourth@nite. On the one hand, Moreau and
Montgomery die on the island; on the other hanén@ick, having explored man’s bestial
and primitive nature, is incapable of rejoininglih the city again and becomes an outcast
from the civilised world. This mirrors a generalspenism, resulting from doubts about the
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racial superiority of the British Empire and thentan species in general, which were

informed by the influence of Darwinist ideas.

In TM, Wells also makes use of the Gothic-pastoral ram@am order to negotiate
contemporary fears in displaced form. However, thid shows some striking differences in
the portrayal of the rural retreat, which revealsegen greater pessimism.

After his journey to the year 802,701, the Timevetker is surprised not to encounter a city
technologically much further advanced than Victoriaandon as he had originally expected
but an Arcadian landscape exhibiting the features tbocus amoenusin this world of
“beautiful bushes and flowers, a long-neglected yetdveedless garden” (26} the Eloi, in
their child-like innocence, seem to live in a kimidGolden Age at first sight: Amid the green
hills of the area which used to be London, theyeappo enjoy a life of original simplicity in
accordance with nature without having to work offesing from any kind of disease. The
Time Traveller initially assumes that these besefitust be the result of technological,
scientific and social improvements (32).

However, it soon turns out that the protagonisssumptions concerning the world of the
future are wrong. Immediately after his arrival, dleeady notes that there is something odd
about this idealised environment. Having encouxiténe feeble Eloi, who possess restricted
physical and mental abilities, he comes to the lkusien that he witnesses the “sunset of
mankind” (31). He believes that the adaption of haoity to its perfect surroundings has
rendered bodily and intellectual powers obsoletee motion of childhood innocence usually
connected to a pastoral Golden Age is hence coupldd strong undertones of unease.
Instead of presenting the human race in a prelspsatate of bliss as was the case, for
instance, inParadise LostTM paradoxically portrays this time stage as a pps#ddan and
devolutionary existence. Highlighting the dark ursille of technical and scientific
developments, the novel undermines the Victorialieb& constant progress. The very
advancements of civilisation which have eventuedigulted in this pastoral idyll have at the
same time led to the regression of its inhabitemtshild-like creatures. Therefore, instead of
evoking feelings of longing for a simplified past was the case in the classic pastoral
tradition, this depiction of a Golden Age insteamhjares up fears concerning the future of

the race, i.e. that humanity could regress to eempamitive state.

%4 subsequent references to the following editian @ted parenthetically by page number within tiet:t

H.G. Wells.The Time Machinfl895], ed. Patrick Parrinder. Penguin Classicsidon: Penguin, 2005.
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In fact, the notion of an idealised environmenta$ only combined with odd undertones but
instead soon turns out to be completely illusionagain, the establishment of the pastoral
ideal serves as a mere fagcade to deceive the ertrwmhcerning the Gothic nature of the
place. In spite of gaining confidence in his newimmment at first, the Time Traveller
realises that he is entrapped in a dangelmtiss conclusuafter the stealing of his machine.
On bumping into one of the Morlocks in the darkndss concludes that “Man had not
remained one species but differentiated into tvabitt animals” (46): Whereas the English
upper classes, having developed into the helplessiBhabit the pastoral landscapes of the
upper world, the former working classes, now regmésd by the Morlocks, live in an
industrial underworld. The traditional pastoral ihof flock-tending is Gothicised, since the
Eloi are the cattle which serves as food for thelbtiks’ carnivorous appetites: “These Eloi
were mere fatted cattle, which the ant-like Mor®gkeserved and preyed upon — probably
saw to the breeding of” (62).

Like Moreau’s island, the Gothic-pastoral contek{T® and the modifications of tHecus
conclususserve to echo existing discourses linked to thegamaf a Gothicised London. In
particular, urban fears of the upper and middlé&sasoncerning the division of the city into
East and West End are reflected. The portrayaktgléss and childlike creatures, who serve
as the livestock for the physically stronger Mokecexpresses anxieties that they could
become feeble due to their detachment from physwcek and thus be overthrown by the
stronger workers. Whereas IiNl, this idea was merely suggested,Tid, the defeat of the
former upper ranks has already occur@dntrary to the usual scheme of the rich West-End
aristocrat exploiting the people of the East Ehé, Morlocks reverse the roles of exploiter
and exploited, thereby exacting a terrible reveiogéheir former abuse by these clas¥8s.
Furthermore, the pastoral day-night opposition @shigised in order to negotiate the horrors
connected to a “City of Dreadful Night”. Despitepa@aring idyllic and peaceful in the
daytime, during the hours of darkness, the Londbthe future becomes a hunting-ground
for the Morlocks, who ascend to the upper worldider to devour the helpless Eloi. In fact,
this contrast is even more elaborated thatMinsince the Morlocks are nocturnal creatures,
who avoid any kind of light and live in an underWoof eternal gloom. In these “deadly

secret chambers harbouring grisly evidence of hudissection and consumption beyond

25 Cf. Dryden,Doubles 154.
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imagining”, the physical mutilation of human bodiesokes awful images of the Ripper
murderer slicing up human bodies in the darkned®ntion’s East Ené’®

As in IM, the depiction of the pastoral environment al$ovad for an imperial reading. The
Eloi and the Morlocks represent the ‘savage’ tribdsch are seen as further down on the
evolutionary scale. This becomes apparent in teguignt comparison of the Eloi with
children who are in need of parental guidance (24g.28), or the attribution of inhuman
(e.g. 55) and ape-like qualities (e.g. 44) to therlbcks. The Time Traveller, on the other
hand, assumes the role of the imperial explorerp wéh regarded as superior to their
‘primitive’ existence. When he is among the Eloi the first time, for instance, he regards
himself as “a schoolmaster amidst children” (28hiclki is an archetypical motif in the
imperial romancé®’ Seen in this light, the Morlocks’ preying on thieitcould be also read
as the vengeance the colonial subjects wreak anftnener oppressors. The depiction of the
latter as helpless children would then invoke comterary fears that the British could
become weak in comparison with more ‘barbaric’ st

One of the most striking aspects within the nokielyever, is the mingling of the human and
the monster figure, which reveals an attitude evene pessimistic than M. While in the
latter text, the evolutionary connection betweea Htalf-beasts and the human beings is
merely suggested, M, it is made explicit that the monsters of tlisus conclususave
developed directly from the lower classes of latetian London: The monsters and the
intruder figure originally belong tmne species. Likewise, the ideological city-country
paradigm is not only blurred but — at least in gapgical terms - completely broken down:
Whereas M, the country is a fictional island removed in gp&®m Britain’s capital, in
TM there is no spatial but only a temporal shifttlees Gothicised country directly results
from a chain of specifically urban developmentserBifiore, the text suggests that the very
heart of the British Empire could someday be subjeaegression and thus revert to the
‘inferior’ state of the colonies.

This blurring of the boundaries between the supgigseivilised man and the beast also
applies to the intruder figure. At first, as in theevious text, the person entering tbheus
conclususis presented as weak; this becomes obvious iTilme Traveller's many false

assumptions about the world of the future andritgal inability to cope with the loss of his

26 bid., 159-160.

%7 Cf. Paul A. Cantor and Peter Hufnagel. “The Emif the Future: Imperialism and Modernism in H.G.

Wells”. Studies in the Nov&8.1 (2006): 38-39.
28 Cf. Ibid., 43.

108



machine. However, unlike Prendick, who remains ptese throughout the novel, the
protagonist of TM eventually manages to emerge victorious from théld with the
Morlocks; moreover, he finds a way of returninghte time on his own accord without being
dependant on mere chance. And yet, since he doéshame any tools from his
technologically more advanced time, he has to madee of the most archaic weapons, a
mace (67) and fire (75-77), in order to defeat bisemies. Moreover, he becomes
increasingly violent in the course of the storyghesembling the Morlocks in his behaviour.
During his eight days in the future, the Time TiHeremore and more shows signs of
regressiorf>® Not only does his outward appearance change, bimtienps and his shoulders
hunch as a result of his exhaustion and woundddbatalso his behaviour begins to display
atavistic traits. This becomes clear, for exampiehis mad raving in the night after his
machine has been stolen (36); besides, he exhibitsrst for murder” (67) when he speaks
about his longing to kill the Morlocks after gaigirhis mace at the Palace of Green
Porcelain. Therefore, albéltM portrays a protagonist who gains more physicahgfth and
manages to defeat the monsters threatening him, pitdcess is informed with an even
stronger undertone of pessimism; after all, it meplthat the Time Traveller is only
successful because he adopts the characteristibes® primitive creatures.

Consequently, the novel suggests that in ordelgiat fagainst the ‘savage’ forces which
threaten the ‘civilised’ world, it must paradoxigahssume the traits associated with them.
Otherwise, it will be subjugated by these forced bacome extremely helpless, eventually
regressing to an Eloi-like state. However, as hesnbdemonstrated, the adoption of the
savage will also lead to a kind of regression, ltegpin the condition of the MorlockSM
thus evokes ultimate feelings of hopelessness.,Hieeeintruder as well as the reader gains
the insight that humanity will inevitably relapse the evolutionary scale — the only question

is whether it will follow the way of the Eloi or & of the Morlock$/® Having learned this

29 Cf. Terry W. Thompson. “I Determined to Descen®evolution in The Time Machirfe CEA 63.3

(2001): 13-22.

This dilemma is also invoked in Wells's early ghstory “Aepyornis Island” (1894), which explores
man’s strength relative to the world in the Gotpastoral retreat of a desert island. Stranded aldtiea
young specimen of the prehistoric Aepyornis bifte protagonist is extremely pleased at having some
company at first. However, after growing to its kidire, the bird finally turns hostile towards higman
surrogate parent and a struggle for territory betwisoth species arises. Although humanity finaligsw
the contest, man’s superior position in the natarder is questioned, since an approximation beaivtkee
human and the animal world takes place in the eowfsthe struggle: Whereas the monster figure
increasingly exhibits traits of a human intelligenthe protagonist, who sleeps on palm-trees am tu
more and more violent towards his enemy, displaatial features. Cf. H.G. Wells. “Aepyornis Island”
[1894], inThe Complete Short Stories of H.G. Welld. John Hammond. London: J.M. Dent, 1998, 54-
62.

270

109



lesson, the Time Traveller, like Prendick, is ueatd rejoin life in his former existence in
Victorian London and doomed to the state of amelesutcast.

Wells’s version of the Gothic-pastoral romance leedisplays a high degree of ambivalence
towards the civilised values as associated withcibe whereas on the one hand, they are
clearly preferred to the country’s savagery, thaynot survive against the latter’s strength in
the long run. This support and similar subversibideas relating to the Empire’s capital can
be seen as a specific late nineteenth-centuryragation of the Virgilian opposition of two
conflicting voices, one of which tries to hold anthe image of a ‘superior’ city while the
other underlines its fragility and feeblenesssluaifeature which is even more elaborated in

the next novel.

4.2.3. Stoker, Dracula (1897)

Bram Stoker is the secorfih-de-siécleauthor who directly links his portrayal of a rural
environment among other things to current ideasaated with the capital. He thereby
focuses on fears of foreign invasion in his ownsi@r of the Gothic-pastoral romance. In
Dracula, there are two environments which can be refetoeds Gothic pastoral: In his
portrayal of Transylvania, the author makes, siryildo Wells in IM, use of a spatial
displacement, this time to Eastern Europe; in tseof Whitby, a seaside resort in Northern
England where Lucy and Mina retire before theimpked marriages, the Gothic country is
depicted as dangerously close to the capital, wiichn aspect that will turn out to be
significant.

Stoker's novel opens with the journey of Jonathaarkdr to Dracula’s castle in
Transylvania. In the beginning, the typical padta@nfrontation between the ‘educated’
city-dweller and the ‘uneducated’ countrymen isduse establish the ideological opposition
between city and country when the solicitor givedepiction of a ‘backward’ east which
stands in contrast to the reader’s perception ‘afaern’ west. Not only does he complain
about the unreliability of timetables (1-2) but &lso encounters superstitious peasants (4-
5).2’* Moreover, he travels into a region where fouradiht nationalities have settled down,

among whom the Slovaks are supposed to be the lmadsaric ones (3). This conception of

21 sybsequent references to the following editian @ted parenthetically by page number within tiet:t

Bram Stoker.Dracula [1897], ed. Maud Ellmann. Oxford World’'s Classi€xford: Oxford University
Press, 1998.
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eastern chaos, superstition, cultural diversity ladbarism represents the exact antithesis of
Jonathan’s (and the Victorian reader’s) perceptibmestern order, racial purity, progress,
reason and civilisatioff? Due to his trust in this opposition, the soliciierunwilling to
believe the ruralists’ superstitious rites andsctiem “ridiculous” (5). His perspective is that
of a tourist, who keeps a comfortable distancevaryhing around him, which is in his view
simply a diverting spectacfé® Perceiving the “barbarian” Slovaks, for example,magines
them as “an Oriental band of brigands” performing the stage” (3).

Despite the strangeness of the country Harker tsage its landscape exhibits at times also
elements associated withl@acus amoenysvhich makes him feel more comfortable. When
he reaches the so-called “Mittel-Land” (7), fortarsce, he encounters the typical kind of

idealised pastoral scenery which can be alreadydau ancient literature:

Before us lay a green sloping land full of foreatsl woods, with here and there steep hills,
crowned with clumps of trees or with farmhouses [.There was everywhere a bewildering
mass of fruit blossom — apple, plum, pear, cheangl as we drove by | could see the green grass
under the trees spangled with the fallen petald) (6

However, it soon turns out that there is somethitig about this Arcadian idyllicism. This is
already indicated by the closeness of this id@pot with sublime mountains, which creates

an ominous mood:

Beyond the green swelling hills of the Mittel Larase mighty slopes of forest up to the lofty
steeps of the Carpathians themselves. Right ahdfiefs they towered, with the afternoon sun
falling upon them and bringing out all the gloriazedours of this beautiful range, deep blue and
purple in the shadows of the peaks, green and brehere grass and rock mingled, and an
endless perspective of jagged rock and pointedscrély) these were themselves lost in the
distance, where the snowy peaks rose gradually. (7)

The coexistence of pastoral and sublime elementthendescription of the surrounding
landscape was already a typical feature of Ann Kéals Gothic-pastoral contexts. It
suggests that despite the harmless impressiomwbhcountry with simple and superstitious
peasants which Harker has in the beginning, tteeadso a threatening and perilous aspect to
it. In fact, the solicitor soon loses the detachgiude of a tourist, since he is about to enter a
dangerous place. In Dracula’s castle, he will bet les a prisoner and has to fear for his life.

Accordingly, this rural context shares many feadugh alocus conclusus

272 Cf. Stephen D. Arata. “The Occidental TourBracula and the Anxiety of Reverse Colonisation”, in
Dracula, ed. Glennis Byron. New Casebooks Series. BasikgsMacmillan Press, 1999, 131.

213 Cf. Ibid., 132.
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First of all, the exact position of the castle mckear. Jonathan, unable to place it precisely on
the map, only knows that it is “in the midst of Garpathian mountains; one of the wildest
and least known portions of Europe” (1), which athe suggests its perilous character. The
ominous quality of the place becomes also obviauthé Gothicisation of the pastoral day-
night opposition. Leaving the bucolic landscaped antering the mountains, Harker notes
how “the sun sank lower and lower behind us, thedsivs of the evening began to creep
around us” (7). The sublime terrors inspired by @arpathians are combined with the
horrific quality of a Gothic night on his journeRuring his approach to the castle, while the
“falling sunset threw into strange relief the ghlilst clouds” (8), his imprisonment is
already anticipated by the increasing geograpmeatowing. He has the feeling that “the
pine woods [...] seemed in the darkness to be cladovgn upon us” (8) and “the mountains
seemed to come nearer to us on each side” (9)d&gshe grows decidedly uneasy due to
the panic of his fellow passengers (10) and theanimg experiences he cannot account for
(10-14). In Dracula’s coach, he appears to beitoatlabyrinth of darkness, since he cannot
help suspecting that he is “simply going over amdrdhe same ground again” (11). When he
finally reaches the “vast ruined castle, from whbksek windows came no ray of light” (14),
his horror is complete (15).

Once he enters, however, his fears are dissipateiirsa The Count, who speaks an
“excellent English” (15) and is very polite as waB hospitable, makes Harker feel more
comfortable (16). Moreover, the solicitor not ordiscovers a huge collection of English
books (19) on the following day but even finds Ddac‘lying on the sofa, [...] reading an
English Bradshaw’s Guide” (22). Whereas in the begig of the novel, the traditional
pastoral confrontation between the urban, ‘soptastd’ class and the rural, ‘uneducated’
class is used in order to establish the ideologlzdiotomy between a ‘civilised’ western city
and a ‘barbaric’ Eastern country typical of the Hmapfiction and Orientalist travel
narratives, this contrast is now blurred: In theddhe of this strange and uncanny place,
Jonathan suddenly finds a very educated and ctdtivigentleman with a remarkable interest
in British culture?™

However, it gradually turns out that Dracula’s aga@ce is only a facade: Harker, having
cut himself while shaving, is appalled to see tloaif@ grab his throat in a “demoniac fury”
(26). After finding out that he is a prisoner, tdicitor’'s fears of being in the hands of a
monster are confirmed when he sees his host crgwlaown the castle walls like a lizard

214 Cf. Ibid., 132-133.
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(34). This is a typical feature of the monsterhalocus conclususwhich at first sight looks
familiar and has enticing qualities but soon reseatd true nature when the hero is already
trapped. Likewise, the three ladies at the cas#ealluring and enchanting but then turn out
to be monsters as well. Like Homer’'s Circe, theg beautiful women, whose “silvery,
musical laugh”, which sounds like the “intoleraltiagling sweetness of water-glasses” (37),
men can hardly resist. Despite yielding to theirahs at first, Harker notes that one of them
“licked their lips like an animal” (38); furthermey after the Count has interrupted the
women'’s seduction, the solicitor is terrified wHensees them preying on a little child (39).
Similarly to Wells’s novels, the person entering tbcus conclususs presented as rather
weak. Showing signs of a ‘female’ helplessnessatham is actually even placed into the
position of Ann Radcliffe’s heroinég In fact, there is a striking likeness between teark
and Gothic heroines like Emily. The scene when ygr@aches the castle, for instance, is
very similar to Radcliffe’s description of Emilyarrival at Montoni’s castle: In both cases,
there are features like the interchange of sublimel pastoral elements, the slowly
approaching shadows of the night, and the finahtsigf a castle exhibiting an awful
grandeur’’® Moreover, like the protagonist addolphqg the solicitor, once he is trapped
within the place, looks out of a window to a paatdandscape and sublime mountdiffsin
addition to “a sea of green tree-tops, with ocaaally a deep rift where there is a chasm”
and “silver threads where the rivers wind in deepygs through the forests” (26), Jonathan
notices that the castle is at the verge of a vestipce, where “a stone falling from the
window would fall a thousand feet without touchiagything” (26). His general effeminacy
is also highlighted by the fact that he would halreost been “raped” by the vampire-ladies
had not Dracula interfered, or that he sits dowh starts crying after finding out that he is a
prisoner (45).

Stoker’s country is thus a place which on the csmedhcorresponds to contemporary readers’
perceptions of a ‘backward’ east with harmless aetssliving in a kind of pastoral context;
on the other hand, it is a dangerous environmehgrevthe boundaries between conceptions
of the ‘civilised’ and the ‘savage’ are blurred &ynalevolent monster in order to deceive the

intruding urbanite, who is imprisoned and threatemath his death. As was the case in

275 Cf. Stephan Schaffrath. “Order-versus-Chaos DOimimy in Bram Stoker'®racula’. Extrapolation43.1
(2002): 104; Arne Williams.Dracula: Si(g)ns of The FatherTexas Studies in Literature and Language
33 (1991): 448.

276 Cf. Radcliffe,Udolphq 214-217.
277 Cf. RobertsEcogothi¢ 17.
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Wells's novels, the the depiction of the rural ewel as alocus conclususand its
modifications serves to explore issues concernirgysocial community, in particular late
nineteenth-century London and the Em§ite.

First of all, fears of the capital’'s and the Emjsireulnerability are invoked. The cultural
diversity of Transylvania, which Dracula calls “thirlpool of European races” (28) and
which lies in Eastern Europe, alludes to the coptmary image of the East End, which was
the home of many foreigners. This questions theasgd ‘purity’ of the British race by
reminding the reader that ethnic diversity can daenfl within the heart of the metropolis;
moreover, it shows existing fears that the citylddae overrun by immigrants. The Count in
particular represents anxieties of depravity ambpdobia connected to the East End, which
was seen as a breeding-ground for criminals like Ripper and the entry for many
immigrants to the British capital, e.g. the J&\sIn fact, Dracula has several features that
correspond to the stereotypical characteristias &dw, e.g. his parasitism, his “aquiline, [...]
thin nose” (17) and his link with money as wellgadd throughout the novel (47; 3085,
Furthermore, the depiction of a helpless middlsslmember contains the disturbing idea
that those ranks could become weak in comparisahedower classes or that the British
race in general had become feebler than the strologists. In this respect, the opposition of
Jonathan and Dracula is particularly striking: émtrast to the intruding urbanite, the Count
is frequently presented as extremely vigorous. Hnt®ing him for the first time, for
instance, Harker, noting how he takes his arm “gnip of steel” concludes that “his strength
must have been prodigious” (10). Moreover, the vieenpgombines the blood of more
primitive, warlike races in his person (18-£8).

Besides the primitive warlord, Dracula embodies dtevistic other, the half-beast found in
the colonies. He has, for example, pointed earsy knd sharp nails, hairy palms (18) and
extraordinarily long, sharp and canine teeth (Z&).the same time, it has already been
pointed out that he is actually very ‘English’ witegard to his appearance as well as his
behaviour. Similarly tdM andTM, this merger of the refined and the barbaric ia tigure
mirrors general anxieties of degeneration, trigddrg the increasingly perceived decline of

the Empire on the one hand and the influence oividést ideas on the other.

218 Cf. Smith,Demons 141.
219 Cf. Dryden,Doubles 47.
20 cf. Schaffrath, “Chaos”, 103.

81 Cf. Arata, “Colonisation”, 135.
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Moreover, the combination of ‘high’ and ‘low’ elems in one person alludes to urban
scandals like the publication of tiMaiden Tribute the Ripper murders as well as those
including homosexual acts, e.g. the Cleveland Steandal or the Oscar Wilde tridfs.
The figure of Dracula in particular embodies doudt®ut the respectability of the middle
and upper classes, which in the aftermath of teeardals were linked to depravity. Like the
typical West-End villain, Dracula commits his crisnat night, which corresponds to an
image of a Gothicised London as a suitable placadoturnal double-lives. The fact that the
aforementioned scandals in some cases involved $exunal acts is taken up by the
homoerotic traits which characterise the Count: dldy does he interfere furiously with the
words “This man belongs to me” (39) when the vampadies are about to start their
penetration of Harker during the rape scene; hel eeplies to their provocation “You
yourself never loved, you never love!” with the wser“Yes, | too can love” in “a soft
whisper” while looking at Jonathan’s face “attesti’ (39).2®® The characterisation of the
bestial other with features of a British upper-slgentleman indicates that the ideological
boundaries between city and country are an adlficonstruct. Similarly to Wells’s novels,
Dracula, despite its portrayal of a rural retreat thatkweery different from contemporary
London at first sight, suggests that it is nevdets® the city itself which produces the
monsters it fears.

Finally, Stoker's Gothic-pastoral context is thaqd where general uncertainties about the
relation of the sexes are invoked. In this respeet,depiction of the hero figure entering the
locus conclususas passive and effeminate is significant, pamidulin the scene during
which he encounters the three vampire ladies. is thse, the Victorian roles of male
activeness and female passiveness are reversadtinggsalmost in the ‘rape’ of the
masculine figure: Whereas the solicitor is the tha “waited — waited with a beating heart”
(38) for the penetration by the women bending duer, the latter, who have already been
described as human and unhuman alike, take thewdhda “deliberative voluptuousness”

(38)2%4 This monstrous depiction of an unrestrained sétyuisl characteristic of all female

%2 The Cleveland Street Scandal (1889-1890) invobreds-class liaisons between telegraph boys ngitid
supplement their income, and members of the arstgdn a homosexual brothel. But even before that,
large number of homosexual scandals raised theicpabiention and finally led to the passage of the
Criminal Law Amendment A¢1885); outlawing every homosexual act between awlgross indecency’,
it marked a decisive turn for the situation of haexuals and provided the legal conditions for Oscar
Wilde’s finally being charged and sent to prisonli®95. Cf. Joseph Bristow (ed$exual Sameness:
Textual Differences in Lesbian and Gay Writihgndon: Routledge, 1992, 49.

283 Cf. Craft, “Gender and Inversion”, 110.
284 Cf. Ibid.
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vampires in the novel. It evokes specifically mdiseu fears of the New Woman, who
critically questioned the Victorian two-sex modabancreasingly tried to enter traditionally
male domains, e.g. the learned professf8hs.

Dracula, however, is not confined to the urbanite’s joyrt@ the country and his exposure
to a monstrous representation of the troubling etsp&ithin late-Victorian society. Instead, a
reversal of the pastoral motif of retreat and metamnd hence also of the confrontation of two
different classes takes place: Besides Harker'sement to Transylvania and his eventual
escape, the text transplants the evil ruralist theometropolis, where he intends to create a

new race of vampires out of its inhabitants. Logka the sleeping Count, Harker notes:

This was the being | was helping to transfer todam where, perhaps for centuries to come, he
might, amongst its teeming millions, satiate hist lior blood, and create a new and ever widening
circle of semi-demons to batten on the helplesk). (5

In fact, Dracula’s journey to London can be seenthas counterpart of Harker's trip to
Transylvania. The depiction of the Count as an Bhgjentleman, who studied nearly every
aspect of British society and planned his voyagg earefully, corresponds to the solicitor’s
preparation of his trip, who went to the British 8&wm in order to get some foreknowledge
of the country (1-2). The novel hence inverts teaal concept of the Empire Fiction, where
the white man from the ‘superior’ city enters thférior’ country, by placing the urban
context into the position of being invaded by thmurmry-dweller. As Arata points out,
Dracula is a “narrative of reverse colonisatiof¥. Being placed in the position of the
colonists, whose nation is first studied intengnaahd then attacked by a monster, the British
can see their own imperial practices mirrored backnonstrous form. This serves as a
response to feelings of cultural guilt concernihgitt treatment of the colonists. Moreover,
Dracula’s infiltration of England and his supplertagion of the English with a race of
vampires embodies fears that the ‘civilised’ wodduld be overrun by more ‘savage’
forces?®’

The place where the Count enters England to simrhfiltration of the British capital is the

seaside resort Whitby. Similarly to Transylvanilag tarea combines features traditionally

285 Cf. Kathleen L. Spencer. “Purity and Dang@tacula, the Urban Gothic, and the Late Victorian

Degeneracy CrisisS'ELH 59.1 (1992): 225.

26 Cf. Arata, “Colonisation”, 120.

287 Cf. Ibid., 120-121. For an analysis of the wap&ia pursues his vicious intentions once he Isimdon,

cf. Gill Davies. “London inDracula; Dracula in London”Literary London: Interdisciplinary Studies in
the Representation of Londor2.1 (2004). 07.07.2011. <http://www.literarylondory/london-
journal/march2004/davies.html>.
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associated with both the pastoral and the Gothie description in Mina’s journal at first

looks like the kind of idyllic landscape typical afocus amoenus

This is a lovely place. The little river, the Esuins through a deep valley, which broadens out as
it comes near the harbour. A great viaduct runess;rwith high piers, through which the view
seems, somehow, farther away than it really is. Vidiley is beautifully green, and it is so steep
that when you are on the high land on either swle Ipok right across it, unless you are near
enough to see down. (62)

However, next to this “lovely place” (in fact thigefal translation ofocus amoenys Gothic
elements can be found, such as a church with adttaigeyard, full of tombstones” (62) and,
most importantly, the ruin of Whitby Abbey. Already this point, these features are linked
to notions like degeneration and foreign invasi@n the one hand, Whitby Abbey
constitutes the scene of Walter Scott’'s poem “Manhi(1808). It deals with the nun
Constance de Beverley, who breaks her vow in amldollow a treacherous lover; in the
end, she is punished with being bricked up alivehendungeons of the abbey. According to
the legend, the ghost of this woman is at timdsssen behind one of the windows in the
form of a white figure. This can already be regdrtie anticipate the fate of Lucy, who will
be raped by a ‘treacherous lover and, becauseioshbsequent degeneration, be killed by
the vampire hunters.

On the other hand, it is stated that the ruin ofitthifhAbbey was already “sacked by the
Danes” (62). This foreshadows Dracula’s invasionBatain and evokes the image of a
vulnerable Empire by reminding the reader that &ngJ despite its long period of safety
from external attacks, had nevertheless once h#ged to them. The fact that Whitby, and
by implication England, is particularly susceptilbean assault from outside is emphasised
by the occurrence of Gothic elements within thedtmape; after all, these features, which
were initially described as being typical of regices remote as Transylvania, can even be
found in the heart of the British Empire. Accordinghe Count, in the form of a dog, enters
Whitby through the churchyard when he arrives (98-7

Whereas before, the region’s Gothicism had onlynbeeplicitly alluded to in Mina’'s
description of the decayed buildings and the chyaah the place turns explicitly
Gothic/anti-pastoral upon Dracula’s arrival. Withetapproach of his ship, the weather
changes: Suddenly, the formerly idyllic and sunmngce turns stormy and cloudy (75).
Besides, masses of sea-fog create a gloomy ancamatmosphere (77). Although the sky
clears up and the days become bright again aféeCtunt’s entering of England’s coast, the

former atmosphere of peace and tranquillity canmetrestored anymore. The pastoral
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context is now a place where strange incidentsrodouexample the murder of Mr Swales,
who has “a look of fear and horror” (87) on hisdadter being found. Moreover, the pastoral
day-night opposition is Gothicised, since at nigtite countryside, in particular the
churchyard, becomes a menacing environment.

The dangerous quality of the rural context becoipagicularly obvious in Lucy’s case,
whose nocturnal exposure to it has fatal consegseMaking up in the middle of the night,
Mina, on noticing that Lucy is not in her room,\Jea the house in search for her. Whereas
during the day, she could enjoy the beautiful vahan idyllic landscape, during the hours of
darkness, she becomes the witness of a horribideinic After a cloud has passed, the full
moon reveals a “half-reclining figure, snowy whi{@0), on Lucy’s favourite seat as well as
“something dark” that “bent over it”, of which Mir@nnot say “whether man or beast” (90).
Having approached the scene, she also sees “a fetéeand red, gleaming eyes” (90)
vanishing into the nocturnal obscurity. Althoughyohinted at, it is clear that she has just
witnessed Lucy’s rape by the Count.

At first, it appears that the bucolic context hlas same healing powers as, for instance, in
the pastoral romance tradition, since Lucy seenmat@ returned with renewed spirits. Mina
is surprised to see that the next morning she loolsh healthier than before (92). On the
following day, she is even glad to observe thaltHal old gaiety of manner seemed to have
come back” (93). However, it is implicitly made atethat in fact the very opposite has taken
place: Not only does Mina note the marks on Ludlyteat (92) but she is also worried about
her increased sleep-walking as well as her pale(83s After entering a pastoral context
which has turned Gothic, Lucy is doomed forevarcaishe will soon become a vampire. As
in IM andTM, this rural retreat does not reunite the intrugliéh society or have any salutary
effects. On the contrary, it causes her degeneraina renders her a dangerous outcast from
civilisation.

In this context, the question arises what insigirt be gained by the reader from Lucy’s
movement into this Gothic-pastoral environment ded return. A hint is given by the
comparison of Lucy with the female protagonist @ot®s poem, who is, like Stoker’'s
character, referred to as a “white lady” (62). ldguation with a nun who broke her vow of
celibacy for a lover and was subsequently punigteedonstrates that the issues explored in
this rural setting are related to contemporary iloes concerning sexuality and propriety.
According to Spencer, Lucy is, similarly to the @guportrayed as sexually degenerate in
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terms of late-Victorian concepts of moralffff.In her view, this is indicated by the fact that
in her letters to Mina which precede the Whitbysegdee, she not only boasts about having
had “THREE proposals in one day” (56) but also egpes her wish to marry all three of
them in the often-quoted sentence “Why can't thetyal girl marry three men, or as many as
want her, and save all this trouble?” (59). Morgpgle points out that sleep-walking was “a
habit traditionally associated with sexual loosstiés Victorian times>® Hence, it can be
argued that Lucy is punished for her wish to traesg the boundaries of late nineteenth-
century ideas of sexual decency. Since the ruraect has turned Gothic, Lucy even returns
with her flaws in an intensified form instead ofrmecured from them. In the further course
of the novel, she exhibits an increasingly ‘monssfsexual appetite. In the night before she
fully becomes one of the undead, for instance voeaciousness equals that of the ladies in
Dracula’s castle (161). Another example is the sckefore she is killed by the vampire
hunters, during which her “sweetness was turneddammantine, heartless cruelty, and the
purity to voluptuous wantonness” (211). Posing gose threat to the stability of late-
Victorian sexual morality, she must be killed by ticrew of Light’ for the purification of
the country.

So far, it has become obvious that the Gothic-pakenvironments iDracula have many
similarities to those in Wells’s novels: Despiteithinclusion of idyllic features, they are
thoroughly sinister places, where contemporary wsrconcerning the morals of British
society and a Gothicised capital are investigatée. fact that these settings have no healing
powers but exacerbate the worst fears of the teweals a similarly pessimistic mood typical
of thefin de siecleIn one respect, however, this pessimism is evereralaborated than in
IM and TM, which must be seen withidracula’'s concentration on the concept of “reverse
colonisation”. As has been demonstrated, althoughs/¥ texts explore the conditions of the
metropolis and the Empire, the Gothic-pastoral exinis in both cases remote from London,
since it is either removed in space or time. Irk8ts novel, however, the distance between
the ‘inferior’ country and the ‘superior’ city h&&en consciously narrowed. Whereas in the
Transylvania episode, the rural retreat is stilbgraphically far removed, in the case of
Whitby, it is dangerously close to the capitalcbontrast to Prendick, who could at least still
find some comfort in the English countryside aténe oflM, the British women iDracula

cannot even recover within the rustic landscapehefr home country anymore, as the

288 Cf. Spencer, “Crisis”, 209-210.
89 bid., 210.
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monsters threatening civilisation already lurk &h€Fhe fact that a rural area in England has
turned Gothic intensifies current fears of foreigmasion by demonstrating that the country
is already in the process of becoming the horiibdthic-pastoral place which Wells’s Time
Traveller encountered in a still distant futureisltmade clear that a part of late-nineteenth
century Britain has already been Gothicised, ahérgtare to follow. This is also underlined
by the aforementioned fact that the landscape deduGothic traits even before Dracula’s
arrival, which suggests that Britain, containing tlevil’ elements associated with the
foreigner, is particularly susceptible to an astshylsuch a figure.

Thus, despite the novel’s insistence on the foregs of the intruder who must be expelled,
it also reveals the silent truth that he actualiybedies a part of the culture he plans to
invade. Like Virgil's Eclogues Stoker's text can be regarded to combine two reont
voices: Whereas the first one confirms the offiad¢ology of a ‘superior’ Empire, the
second one undermines it by using the depictiom @lastoral retreat which contains the
Gothic elements typical of the ‘inferior’ coloni€Bhis oscillation between the establishment
and subversion of the current imperial doctrinednees even more obvious at the close of
the novel, where another movement of retreat anarrdetween London and Transylvania
takes place.

Similarly to IM, Dracula reflects current fears concerning the potentiabkmess of the
upper and middle class&€8. This has previously been demonstrated for therdigof
Jonathan, who appears powerless during his imprisohat Castle Dracula. The other men
in the novel are also described as rather weak:rgdsevan Helsing and Seward fail to save
Lucy’s life, Arthur breaks down into hysterical sotwice after her death (167-168; 229-
231). The Count, in contrast, is described as yamhvigorous (e.g. 263; 264) once he is in
London (172). Initially, he succeeds in his planspyead his influence over the metropolis
and create a new race of vampires, which is ilédstt by his victimisation of Lucy and
Mina. Throughout the book, the middle-class men aganto overcome their helplessness
and finally emerge victorious over the Count, whathfirst sight makes the novel appear
more optimistic than the ones previously analygdter his return from the country, Harker
initially shows symptoms similar to Wells’s Prerklior Time Traveller: Not only does he
suffer from “brain fever” (104), but he also haseavous breakdown on seeing the Count in
the centre of London (171-173). His experiencelBratula’s castle were so horrible that he
tries to suppress any memory of them (104).

20 cf. Arata, “Colonisation”, 126-127.
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However, the solicitor does not suffer the same &t Lucy or display the same resignation
as Wells’s protagonists do. Instead, he managesdocome his trauma by going through it
again and by accepting the existence of the moi$8#-188)*°* His diary, which gives a
detailed documentation of his stay at the castiaJly helps the group to defeat the Count. In
the end, Harker does not show a ‘female’ helpless@a@ymore but seems to have gained a
new ‘masculine’ strength: Mina describes his “imjmstity and the manifest singleness of his
purpose” and his “strength that seemed incredie&n he finally kills the Count (376). It
hence seems that his retreat into the Gothic-palsemvironment of Transylvania and his
encounter with Dracula has even given him new vigau last® Likewise, the other
bourgeois males also manage to triumph over themkwess. Working as a group, they
overcome the disjointedness of the city by puttiogether the pieces of information they
receive. Consequently, they trace the places ofGbent’'s boxes, which results in his
expulsion. The intruder is eventually killed in tbheuntry by the union of men, who have
regained their ‘male’ strength, and the former ijpan between a ‘civilised’ city and a
‘savage’ country appears to be re-establighiad.

Despite this overt happy ending, there are covessimistic undertones. Like Wells’s Time
Traveller, the vampire hunters get increasinglylant and irrational throughout the novel.
Not only do they break into houses (145-146; 298)abso kill Lucy by driving a stake into
her heart (216). Towards the end of the novelrthes of the weak intruder and the more
powerful but also savage monster are reversedChhumt, being referred to as a child (302)
and a creature that needs to be pitied (308), appesathe quarry, which is pursued by
“hunters of wild beasts” (307), who cannot waitkith him. Moreover, in spite of being
related to modernity and progress, the vampire drantise tools like garlic, crucifixes and
wafers, which are connected to a superstitious pagight the un-deatf* This seems to be
the central paradox of the novel. In order to defea intruder from the ‘barbaric’ country,

the city-dwellers have to become more savage agrely gain new strengtfi> Similarly to

In his psychoanalytical reading of the text, MBEennan compares Jonathan to a patient, who Iedhés
facing and acknowledging his terrible experiencdth whe help of Van Helsing, who functions as the
therapist. Matthew C. Brennaimhe Gothic Psyche: Disintegration and Growth in &taenth-Century
English Literature Studies in English and American Literature, Liisgias, and Culture. Columbia:
Camden House, 1997, 123-125.

292 Cf. Smith,Demons 143.

293 Cf. Schaffrath, “Chaos”, 106.
2% Cf. Ibid., 108.

2% Cf. Smith,Demons 146.
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IM and TM, this suggests that the ‘bestial’ is in fact pafrthe ‘civilised’?%° Its rejection
results in an Eloi-like weakness, which is illugdg by the initial image of an effeminate
bourgeois masculinity.

Moreover, it is suggested that the monsters atl€Bstcula, despite representing a horrible
other, symbolise man’s bestial and primitive trdits has so far suppressed. Dracula, for
instance, seems to embody Harker's monstrous doulblieh becomes obvious in the fact
that Dracula leaves the castle in his clothes ¥4§urthermore, the strange familiarity and
repulsion Harker experiences while almost beingised by the vampire-ladies suggests that
the women represent the “uncanny” and thus embaigyt animalistic drives that are a part

of him:2%8

| seemed somehow to know her face, and to know @hnection with some dreamy fear, but |
could not recollect at the moment how or where. [There was something about them that made
me uneasy, some longing and at the same time seatydfear. (37)

Linking the ‘civilised’ man to depraved sexual desi and bestial attributes, the novel
displays a post-Darwinist pessimism by implyingttilaese traits are intrinsic to every
human being.

In conclusionDracula questions the whole opposition of a modern, pregjve and rational
west and a chaotic, superstitious and barbaric aastestablished in the beginning.
Paradoxically, the novel defends but at the same Guestions central aspects related to
western civilisation — be it Enlightenment, indiadtsation, urbanisation, progress or science
— by enacting several movements between city anghtog in the course of these
movements, the evil ruralist, who at first sighffetis from this world, actually turns out to be
an integral part of it. This feature of conformitg while at the same time subverting
contemporary notions without giving a clear redolutin the end has been typical of the
pastoral mode since VirgilEcloguesand has also been used in the Gothic traditiom fite
beginnings. It is now placed in a specifically laieeteenth-century context as a particular
strategy to negotiate prevalent concerns of the.tim the following group of texts, this
tension will be even further elaborated as a cenlesice to utter the respective author’s

ambivalent attitude towards the current system.

2% Cf. Sara Martin. “Meeting the Civilised Barbari@ram Stoker'sDracula and Joseph Conradieart of

Darkness. Miscelanea?2 (2000): 106-107.
297 Cf. Arata, “Colonisation”, 131.

2% Cf. Smith,Demons 143.
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4.3. Dangerous Freedom: Africa as Gothic-Pastoral Space

4.3.1. The Dark Continent

After investigating the way Wells and Stoker creaté&Country of Dreadful Night” in order
to negotiate fears regarding a Gothicised capitdl its position as the heart of a declining
Empire, the focus will now be placed on two nowelsch still oppose their Gothic-pastoral
context to the city. In these cases, however, dlterl category does not exclusively refer to
London anymore but can mean any other British @nekuropean urban location. The
country, on the other hand, now denotes a fixedjggahical situation, since the figure of the
intruding urbanite is always transplanted intowhielerness of Africa.

The concentration on the setting of the Dark Camtinn many novels in the late nineteenth
century is not surprising; after all, public atient was increasingly focused on this space
when the European powers had begun their famousari8ie for Africa’ in the 1890s. In
these texts, the external exploration by white nexiglorers and their encounter with native
races as well as the dangers they have to endwenceived of as an internal journey into
the heart of darkness of both the adventurers amdpe in general, which maps its own
political desires and anxieties onto these regfohBor this purpose, the Dark Continent is
often depicted as a mysteriously feminised spa@nryiMorton Stanley, one of the most
famous explorers of the time, referred to himselhis bookin Darkest Africa(1890) as an
intrepid man who “marched, tore, ploughed, andhisiway for one hundred and sixty days
through this inner womb of the true tropical fote$P However, this female body is also
regarded to be dangerous: After sleeping for a lomeg, it will take vengeance upon its
penetrators once it is woken up. This ambivalepia®n of a gendered rural setting served
to echo current changes within British society @nb, e.g. the increasing questioning of the
Victorian two-sex model and the emergence of thes Méoman figure as outlined before.

A similar notion of an environment as both invitiagd dangerous can be found in the image
of a Gothic-pastoral Africa: On the one hand, tlekDContinent becomes a place where the
male explorer can flee from the confinements ofeatrictive urban existence into the

freedom of the natural setting and where he enessinhoble savages’ living a more

29 cf. Brantlinger,Darkness 246; Richard F. PattesorKihg Solomon’s Minesimperialism and Narrative

Structure”.Journal of Narrative Techniqug (1978): 112.

Quoted in William Booth.In Darkest England and the Way O{i890]. London: International
Headquarters of the Salvation Army, 1986, 6.
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‘original’ life. On the other hand, it is a threaieg, anti-pastoral environment due to its very
distance from the ‘civilised’ world, which is oftetescribed in Gothic images of an untamed
nature and devilish natives. Although the advemsuneanage to overcome these dangers and
return to the city, this movement goes along withharible insight, which is now
metaphorically referred to as a veiled ‘truth’ tishbuld better not be uncovered. This takes
up Puttenham’s idea that pastoral literature seasea ‘veil’ to explore current issues and
gives it a Gothic shap®' The notion of the Dark Continent as an idyllicqaahat turns out
to be a terrifying environment resulted from cutrdavelopments in the African colonies.
Among them were, for instance, the political ursesibsequent to the first Kaffir Wars, the
Zulu War and the first Boer War, where Britain hadsuffer bitter losses and was forced to
the retrocession of the Transva¥l.

Dealing with the retreat of a group of white malglerers into a seemingly idealised but
perilous Africa and their eventual return, in th®gess of which current British fears are
negotiated, H. Rider Haggard’'s nov8he (1887) is a paradigmatic text of this African
Gothic-pastoral romance. Joseph Conratkart of Darknes¢1899), on the other hand, still
features the typical pastoral retreat-return moverbetween the European city and the Dark
Continent. However, the novel rejects any idylllereents and instead presents the rural
context in profoundly sinister tones, which paradaly still encompasses a strange
fascination for the intruder. Besides, Conrad w&léime scope by dealing not only with
British anxieties but with those of the Europeapémal powers in general.

As writers of Empire Fiction, both Haggard and Gahwere even more than Wells or Stoker
in a situation similar to Virgil in ancient time¥Vhile they officially had to conform to the
doctrines of imperialism, they were neither blirmthe ongoing decline of the Empire’s
power nor to the injustice committed in the colenids a result, they had an ambiguous
attitude towards the official ideology, in whichethstill believed to some extent but whose
shortcomings they could hardly negate. As will endnstrated in the following, the use of a
Gothic-pastoral space is, similarly to tBelogues a useful means for both authors to give
voice to their ambivalent feelings towards the entrsystem. After all, they employ it as a
device to confirmand subvert it without running the risk of exposing niselves too much.
Therefore, while the two novels use images derivien the imperial city-country

dichotomy, they also deal with the explorers’ diseny of a ‘truth’, which subverts their

301 Cf. chapter 2.2.1.4.

302 Cf. Rebecca StotThe Fabrication of the Late-VictoriaRemme FatateThe Kiss of DeathHampshire:

Macmillan, 1992, 89.
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false assumptions of the ‘superior white man emtexing the ‘lower’ countryman.
Although both writers suggest that this insightiierly devastating, Conrad tries to offer a
way how to deal with it.

4.3.2. Haggard, She(1887)

H. Rider Haggard'Sheexpresses the typical pastoral city-country dichot in terms of an
opposition between a ‘confining’ urban and an ‘Gpemal environment. Whereas the latter
is, similarly to the previous texts, portrayed asidyllic but also as a ‘savage’ and ‘wild’
space, the former is in this case representedyntiteblabyrinthine and unobservable London
but by the small town of Cambridge. This place &irced not only by the cosiness and
security of its rooms but also by strict rules ardulations, which are only exceptionally
relaxed (22)% In this typically ‘English’ setting, people lead @ntemplative life of
research, where experiences are only gained indsateed way. On opening the box at Leo’s
twenty-fifth birthday, for instance, the protagdsi¢earn about the history of Leo’s family,
the killing of Kallikrates by a mysterious Africaqueen and the quest that must be
undertaken with the help of various artefacts amcldhents (24-50).

The use of a university town instead of Britaingpital for the concept of the city has several
reasons. First of all, although the image of a @atbd London was already widespread at
the time of the novel’s publication, Haggard’s painyiintention was not to explore concerns
related to the late nineteenth-century metropdRather, as one of the most prominent
writers of the imperial romance, he aimed at crgpta space where more general issues
regarding the British Empire and its relation te ttolonies could be investigated. For this
reason, there was no need for him to adhere tdodetion of the capital. Second, the
employment of a specifically academic setting isoavenient device in order to set the
novel’s plot in motion: Since the documents thetggonists find are partly written in ancient
Greek, a translation and interpretation by somesitie a scholarly background as provided
by Cambridge is necessary (24-50). Third, Haggartsciously wanted to create a contrast
between the protected sphere of a small town liei@idge and the dangers of the African

wilderness. In fact, his version of the Gothic-past romance reveals what happens if one

303 Subsequent references to the following editi@ncited parenthetically by page number within #w:tH.

Rider HaggardShe: A History of Adventurd887]. The Modern Library Classics. New York: Mud
Library, 2002.
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leaves the safety of this place and penetratesdéaply into the depths of nature, which
contains some terrifying ‘truths’.

Indeed, the world of scholarly detachment and &guis as embodied by Cambridge stands
in stark contrast to the rest of the novel, whieegrotagonists travel through the open space
of the African wilderness and gain authentic, filahd experiences. The opening pages of
the journey in chapter IV convey the mood of anapst longing for the flight from the
confinements of the town to the beauty and puritgrounspoiled nature. Holly, the narrator,

enthusiastically comments that

gone are the quiet college rooms [...] and the famiiolumes on the shelves, and in their place
there rises a vision of the great calm ocean glegrm shaded silver lights beneath the beams of
an African full moon. A gentle breeze fills the kugail of our dhow, and draws us through the
water that ripples musically against her sides) (51

Nature is thus attributed a liberalising and tralgjng force, which offers an escape from
the narrowness of a theoretical academic life. Lidarker during his journey to
Transylvania, the four protagonists at first haw#etached attitude towards the country they
are travelling to and their quest in general. Lfeo,instance, merely hopes that he will “get
some first-class shooting” (49).

However, the narrator soon learns how wrong hebut his assumption of a peaceful
nature, since the latter turns out to be extremelstile and dangerous. Having fallen asleep,
the protagonists are surprised by a violent seanst@/hereas shortly before, the night was
still described as “lovely” (54), the sky has sudgeurned “dark as pitch” (54). The sea,
which was calm and tranquil previously, not onlyalsehuge breakers now, which threaten
the steamer and the crew (54-55); it is also pdiiednn Gothic terms as “a shrieking sea of
foam, out of which the billows rose [...] like awgng ghosts from their ocean grave” (8%).
Being confronted with the prospect of immediatetlldeecause of the overpowering forces
of an aggressive nature, Holly does not preferghigronment to his cosy Cambridge rooms
anymore but suddenly misses them: “As for mysedf [beo’s] reference to chapel made me
reflect, with a sort of sick longing, on my comfaste rooms at Cambridge. Why had | been

such a fool as to leave them?” (58).

304 As Peter Paul Schnierer notes, already at thist jibe demonisation of Africa seems to influenbe t

protagonists: “The wind and the storm wreaths &edsheets of stinging spray blinded and bewildeusyd
but through it all we worked like demons with théddwexhilaration of despair, for even despair can
exhilarate” (56). Cf. Peter Paul Schniefentdamonisierung und Verteufelung. Studien zur f@#ltengs-
und Funktionsgeschichte des Diabolischen in delliscigen Literatur seit der Renaissanc&udien zur
englischen Philologi€l ibingen: Max Niemeyer, 2005, 125.
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Whereas initially, there was the pastoral desirdHe flight from the city to the freedom of a
more natural setting, there is suddenly the londorga return to a safe urban context like
Cambridge again after the anti-pastoral/Gothic iyaf this deceptively idyllic environment
has been revealed. Although the sea soon quietems dgain, the protagonists’ former faith
in this scenic landscape cannot be re-establishgth@re. The narrator comments on the

coming of dawn that

it was a beautiful sight, and yet a sad one, perligrause of its excess of beauty. [...] The sun
that rose to-day for us had set last night for ®igh of our fellow-voyagers! — had set
everlastingly for eighteen whom we knew! (59-60)

Thus, already at this point, the romanticised idiean idealised African continent suited for
more or less harmless adventures has been undermine

During the further course of the journey, the pasdtconfrontation between ‘higher’ and
‘lower’ figures is, similarly toDracula, used to establish the dichotomy between the
‘civilised’ city-dweller and the ‘savage’ countryma Being carried in a litter to the
habitations of the Amahagger, Holly notes that destheir beautiful faces, there is also
something evil about them, which is “almost uncammyts intensity” (78). When Billali is
about to drown in a pool, the contrast between tibathen natives and the Christian
Englishman becomes patrticularly obvious; whereasféhmer do not help the old man, the
latter, shouting “out of the way, you brutes!” (32Bnmediately jumps into the water and
saves him. This description of backward savages, avd “half devil, half child” and in need
of ‘parental’ guidance in Kipling’s sené® refers to contemporary ideological ideas
concerning the ‘evil’ colonists.

However, the characterisation of both the protagfjsnand the Amahagger society also
implies that this dichotomy might be only an adidi construct which falls short of reality.
Whereas Leo, for instance, is constantly descraseelxtremely beautiful, his golden curls (3)
and his comparison to a Greek god (4), probablyllap@add foreign elements to his
supposed Englishness. Holly is hence keen to enggh#sat his ward “is one of the most

English-looking men | ever saw” and “has nothinglu supple form or slippery manner of

305 Cf. chapter 4.1.
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the modern Greek about him” (210), which servedlitote his racial otherness to some
extent3®®

While Leo is only implicitly characterised with nd&nglish elements, Holly is portrayed
with traits which explicitly give him an appearantcaditionally attributed to the colonist:
Seeing a man who is “short, rather bow-legged’hwitnusually long arms” and “hair” that
“grew down his forehead”, the narrator of the iduotory chapter comes to the conclusion
that “he reminded me forcibly of a gorilla” (4). @be features are not merely confined to his
appearance but are also expressed in his behadouing the hot-potting scene, Holly is
“mad with rage, and that awful lust of battle whiefll creep into the hearts of the most
civilised of us when blows are flying, and life addath tremble on turn (103)”. This again
suggests that the country is the place where thpasedly civilised man unleashes his more
barbaric side.

The obliteration of the demarcation line between ulbanite and the country-dweller is also
apparent in the portrayal of the Amahagger; hdre,narrator at times tries to weaken the
racist image provided by counting them, for insegnamong the cultured nations of the

world:3%’

As all civilized nations appear to accept it asaxom that ceremony is the touchstone of
morality, there is, even according to our customsthing immoral about this Amahagger
custom, seeing that the interchange of the emtamaseers to our ceremony of marriage, which,
as we know, justifies most things. (82-83)

This passage should not be regarded to be the imataegroof that, as Sandison argues,
Haggard was a cultural relativiS¢ After all, it has been demonstrated previouslyt the
adheres to the racially prejudiced terminology loé tEmpire Fiction to a large extent.
Nevertheless, it reveals that he also had his datdricerning the latter’s truthfulness. Thus,
it can be argued that the strategy he uses to &xgms ambivalent attitude is not the
complete subversion of the contemporary ideologthar, he employs the typical Gothic-
pastoral opposition of two voices, one conformim@md the other undermining it.

306 Cf. Tamar Heller. “The Unbearable Hybridity ofrRale Sexuality: Racial Ambiguity and the Gothic in

Rider Haggard’'sShé, in Horrifying Sex: Essays on Sexual Difference in @othterature ed. Ruth
Bienstock Anolik. Jefferson, N.C.: McFarland & @§07, 58.

307 Cf. SchniererEntdamonisierungl24-125.

308 Cf. Alan SandisoriThe Wheel of Empire: A Study of the Imperial Ideadme Late Nineteenth and Early

Twentieth-Century Fiction_ondon: Macmillan, 1967, 31.
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The landscape that the explorers traverse, withaip®rous marches and stagnant canals, has
been described by Gilbert and Gubar as a “Freugfenhalepaysage moralise®*® Similarly

to the eroticised setting dKing Solomon’s Mineswhere mountains named “Sheba’s
Breasts®*!° belong to a symbolic female body waiting for peaon by the white explorers,
the protagonists oBheare carried through ancient birth canals and aKyralefile” into a
womb-like, “vast cup of earth” (80). Despite thtuahg image conveyed by this depiction of

a sexualised Africa, already King Solomon’s Minegt became obvious that there is also a
perilous side to it; after all, Allan Quatermainceeves the map from a descendant of
Silvestre, who starved to death beside the “nipple*Sheba’s breasts’' According to
Rebecca Stott,

such an extraordinary motif — death from starvabieside the primary source of sustenance, the

breast — sensitises the reader to the harshness @ity of this African landscape (body). Itis a
312

land that refuses to nurture and refuses sustertamoan®
This paradox of portraying an inviting female lacaise on the one hand but revealing its
dangers and harmfulness on the other is also adygeature ofShe Although the
countryside is, as outlined above, highly erotidjgbe adventurers also have to pass through
a “death-breeding swamp” (68), where the stencthefrivers is so awful that they must
swallow medicine in order to avoid getting sick; thieir way to She, Leo and Job even get
fever from their exposure to the smell of the masc{iL22). This dual depiction of the setting
as alluring and repulsive is an anticipation of -8lmm-must-be-obeyed, who is an extremely
beautiful woman that turns out to be an evil mangigure with malevolent intentions.
Besides, the overpowering vastness of this femingintryside and the negative effects it
has on the male explorers anticipates their weakimesomparison to the omnipotent queen.
Apart from deploying a dangerously gendered settthg novel takes up the Radcliffean
opposition of idealised elements traditionally assted with the pastoral on the one hand
and the Gothic or sublime on the other. After trawey a hostile nature with swamps and
stagnant marches, for instance, Holly is pleaseshtmunter an environment reminiscent of a

classiclocus amoenus

309 sandra Gilbert and Susan GubBo Man’s Land: The Place of the Woman Writer in fheentieth
Century Sexchanges, Vol. 2. New Haven: Yale Universitgs8r 1989, 13.

30 H. Rider HaggardKing Solomon’s Mine§1885]. The Modern Library Classics. New York: Tkiedern
Library, 2002, 20.

311 pid.
312 stott,Fabrication, 93.
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Before us was a vast cup of earth from four tonsibes in extent, and moulded to the shape of a
Roman amphitheatre. The sides of this great cupe wecky, and clothed with bush, but its
centre was of the richest meadow land, studded siitble trees of magnificent growth, and
watered by meandering brooks. On this rich plaargd herds of goats and cattle, but | saw no
sheep. (80)

This existence of a pastoral space enclosed ircleyrearth cup, which is in the midst of
impassable swamps, is, in Ettin’s terms, a “pabioset”, i.e. a pastoral context surrounded
by a non-pastoral orié® Here, the Amahagger, a rural society, live a life bucolic
simplicity, which should convey a harmless atmosphélowever, this inset, although
initially offering the protagonists temporary comtfand relief from their journey, also
provokes feelings of unease: After all, it is ie tiniddle of a vast and extinct volcano crater,
which is an element that is nearer to the notiorthef sublime and hence gives this rural
refuge also a perilous aspect. Moreover, it costagveral Gothic features. During their first
night, for instance, the protagonists are appadlefinding out that their sleeping places used
to be sepulchres for the dead. In this Gothic grid@ly even has a nightmare of being
buried alive (88). The open barbarism and cruedtegosed in the nocturnal ritual during
which the Amahagger try to place a hot pot on Maddshhead (100-101) is also a typical
element of the Gothic.

The residence of She-who-must-be-obeyed is destchipea combination of the pastoral and
the sublime/the Gothic as well: Holly at first sessidyllic landscape, which he describes as
follows: “A most beautiful view broke upon our gaZgeneath us was a rich stretch of
country, verdant with grass and lovely with folisayed flowers” (126). At the same time, he
notes a “huge and extraordinary mountain”, the stadpvhich

seemed to be round, [...] but [...] it proved difficuti estimate its exact size, which was
enormous. [...] Anything more grand and imposing tii@nsight presented by this great natural
castle, starting in solitary grandeur from the lenfethe plain, | never saw, and suppose | never
shall. Its very solitude added to its majesty, amdowering cliffs seemed to kiss the sky. (126)

Holly’s reaction to the vastness of this naturatcpcle is typical of a sublime encounter:
Not only is he unable to describe in words whapéeceives but he is also “awed [...] by the
intensity of its lonesome and most solemn greatn@29). After entering this mountain, the
protagonists are led through the darkness of wegawhich are reminiscent of a Gothic
labyrinth. Here, Holly, blindfolded, only noticesow “the litter turned a corner, then

another” and that “the turns were continuous, ande [...] most bewildering” (131). On

313 Cf. Ettin, Literature and the Pastoral’5; chapter 3.1.2.
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leaving the caverns, the protagonists are surpasédding a pastoral landscape again, i.e. a
cultivated plain, suited for herds of cattle andtgo which temporarily creates a harmless
atmosphere (132). Having eventually arrived at Shabitation, the Englishmen, after being
given rooms and clothes, feel comfortable at {it85). However, they soon discover that the
place where they receive their meal was once nigt amefectory but also “an embalming-
room for the Priests of the Dead” (136). Moreovikese caves used to be and are still used
as vast catacombs. During his first night, Hollgvierses the subterranean passages of this
place to watch She’s passionate cursing of heft amd runs the risk of getting lost in its
darkness after his light has been extinguished)(162

This closeness of elements traditionally assigmethé pastoral on the one hand and the
Gothic or sublime on the other has been typicathaf hybrid mode before. In Haggard's
novel, however, it is not confined to single ocences anymore. Instead, as has become
obvious, there is a constant interchange of thasgrary features. This creates a steady
tension between ease and unease, alluding to teptile quality of this rural context and
anticipating its dangerous character. Moreoveris i means to persistently deceive the
intruding urbanite: In the fashion of a Chinese-Bgstem, he is constantly lured deeper into
this Gothic-pastoral environment and gradually ulsviss horrible character, until he has
eventually reached its hedtt.

Ayesha, who is at the centre of this place, is ri@nster figure of thidocus conclusus
Similarly to Stoker’s count, she is an ambiguogsifié in racial terms. On the one hand, she
fulfils Holly’s expectations of meeting a “savagtisty queen” (139): Not only does she lack
any sense of ethical responsibility and appearblarta keep her passions at bay, e.g. in her
treatment of Ustane or the punishment of thoseoresple for the hot-potting ritual; she also
supervises a grotesque ceremony where mummiesiarecdand infernal songs are sung. On
the other hand, she is portrayed as extremelyliegd’: Haggard frequently emphasises the
whiteness of her skin and her pure Arabic, whiclksher off from the ‘bastard’ version the
Amahagger speak, as well as her education andritedtskills. The fact that in the middle
of this ‘barbaric’ space a racially ambiguous figuran be found reflects, similarly to
Dracula, doubts about the ideological city-country opgosit

Moreover, she is described ateenme fatalén the tradition of Homer’s Circe. Although she

does not transform humans into animals in thedliteense, she nevertheless has the power of

34 The centrality of the place where Ayesha livesypressed in the nankr, which is similar to English

core and Latincor ‘heart’; this notion was also taken over by Jos€uinrad in the title oHeart of
Darkness Cf. SchniererEntdamonisierungl22.
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degrading them into an animal-like state. WherbasAmahagger are supposed to crawl in
her presence, the Englishmen, who refuse to dpahesgiven names like “the Baboon”, “the
Lion” and “the Pig”>!® She is also a beautiful woman no man can resié wimultaneously
exhibiting monstrous traits, which are now exprdsseGothic and sublime features. During
his first meeting, for instance, Holly notes hetraardinary beauty, accompanied by the
“softest and yet most silvery voice” (142). At tlsame time, there is also something
formidable about her: The narrator experiencesbéirma sensation of terror which he cannot
account for (141; 142) and refers to her appearan€&othic terms as “a corpse in grave-
clothes” (142), which moves “with a certain snalke-lgrace” (143§'°

In Haggard’s novel, the monster figure’s charastdion as alluring and terrifying alike must
be seen in connection with the portrayal of theaurding landscapes. Not only does her
description as both sexually attractive and dangeomrrespond to the image of a feminised
African wilderness the protagonists initially trased. It also matches up with the
combination of pastoral and sublime or Gothic eletsiewhich confronted the intruder, who
progressively unveiled the truth about this plaggh a permanent sense of deception and
menace. After the white men’s arrival at the cenfrthislocus conclusughe final unveiling
occurs when the queen literally withdraws her vamild reveals herself to them. The
aforementioned combination of beautiful and subl@mthic traits she thereby exhibits
stands in a metonymic relation to the dichotomyveen pastoral/idyllic and Gothic/sublime
features typical of the African countrysitig.

Besides her Gothic appearance as outlined befbeeclbseness of sublime and beautiful
elements is particularly striking. Holly, exposedl & degree of beauty which appears
“celestial” to him, at the same time notes thatehe also an evil quality about it (156). His

further comments reveal the sublime nature of kjgegence®®

But beautiful surpassingly beautiful as were all these, heellogss did not lie in them. It lay
rather, if it can be said to have any abiding hoime, visiblemajesty in animperial grace in a

315 According to Gilbert and Gubar, the colonisensinaalism is also emphasised by their consummatfon o

meat, while Ayesha is a strict vegetarian. Cf. &itland Gubarilo Man’s Lang 15.

316 Because of this hybrid portrayal of a woman theas an aura of beauty and morbidity/viciousnessiabo

her, Gilbert and Gubar perceive her as a crossatyden Venus and Persephone, as a destroyer and a
preserver. Cf. Ibid., 15-17.

Indeed, as Roberts notes, the category of thatifidacorresponds to the idyllic sceneries as eisded
with pastoral landscapes. Cf. RobeHEspgothi¢ 17.

317

318 Cf. Andrew Libby. “Revisiting the Sublime: TerbWomen and the Aesthetics of Misogyny in H. Rider

Haggard'sKing Solomon’s MineandShé. The CEA Critic67.1 (2004): 9.
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godlike stamp of softenegower|...]. Never before had | guessed whegtauty made sublime
could be. (156; my emphasis)

Interestingly, in Ayesha’s case, not only a clossnef both the beautiful and the sublime
seems to be typical; there is even a complete datidm of the distinction between these
categories, since it is stated that “beauty” is dmaublime”. This is insofar remarkable as
both categories have been traditionally perceivede distinct. Moreover, the beautiful,
relating mainly to domestic affections like loveentlerness and pity, has usually been
ascribed to the female while the sublime has been sis a male category, associated with
notions like fortitude, strength and independetice.

Combining feminine and masculine elements in orregreand thus blurring the traditional
Victorian distinction between the sexes, Ayeshalmmseen as a monstrous representation of
the New Woman, which reflects particularly male iatigs of the time. In addition, the
metonymic link between her beautiful and sublimehBoappearance with a Gothic-pastoral
Africa subverts imperial fantasies of penetrating Dark Continent by revealing its dangers
for the British adventurer. Reflecting anxietiesigected to unrests in the colonies, where
Britain suffered many lossé$’ the novel undermines the image of Africa as afii@glace
containing harmless country-dwellers which can &slg submitted by the superior urbanite.
Fears of the Empire’s and a more general male vesskare also evoked in the depiction of
the intruding ‘hero’. In Haggard’s novel, the figuof Homer's Odysseus, who united traits
like cleverness, masculinity and extraordinaryrggth within one person, has been split up.
He is now represented by two characters that ameplsnentary in several respetds:
Whereas Leo, with his golden curls, embodies thesit ideal of beauty known since Greek
antiquity, Holly is described as extraordinarilylyy@nd deformed. On the other hand, it is
stated that Leo is only of average intelligenceesghs Holly’'s cleverness and education is
frequently emphasised throughout the book. As engirevious novels, this imperfection of
the urban intruders reflects doubts about the ssggbdflawlessness’ of the British race.
Besides, it is again implicitly indicated that tlsavage’ is a trait not only integral to the

supposedly ‘civilised’ man but also necessary fsrdurvival in a Darwinian world of eating

319 ¢f. Edmund BurkeA Philosophical Enquiry into the Origin of our Ideaf the Sublime and the Beautiful

[1757]. Oxford World’s Classics. Oxford: Oxford Weirsity Press, 2008, 103.

320 Cf. Stott,Fabrication, 89.

%21 westerweel even suggests that they might be asaGothic doppelgangers. Cf. Bart Westerweel. “An

Immense Snake Uncoiled”: H. Rider Haggard’'s He&markness and Imperial Gothic”, EBxhibited by
Candlelight: Sources and Developments in the Golnaalition, eds. Peter Davidson and Jane Stevenson.
Amsterdam: Rodopi, 1995, 260.
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and being eaten: While Leo shows signs of weakiresbe African jungle at times, e.g.
when he is unable to shoot a buck (68) or gets sloky, who is referred to as an atavist, is
the one that appears most able to deal with thegetanof this environment. This is
reminiscent of the Wellsian split of the human rate two types of degenerates, the Eloi
and the Morlocks. It conveys a similar mood of pessn by silently suggesting the
inevitability of this devolutionary process.

Whereas during their journey, at least some pastiaingth is attributed to the protagonists,
they are depicted as totally helpless in theimaptis to deal with She-who-must-be-obeyed.
During his first meeting with Ayesha, for instan¢#glly initially refuses to crawl on his
knees because, as an Englishman, he feels supetltis supposedly ‘savage’ woman. This
corresponds to the ideological depiction of thetquas$ confrontation between the ‘superior’
urbanite and the ‘inferior’ country-dweller. Howeyeshortly afterwards this situation is
subverted; having been reduced to nothing more tteustate of an animal by “this modern
Circe” (160), he tells her on his knees “that | slopped her as never a woman was
worshipped, and that | would give my immortal stmimarry her” (191). Leo’s humiliation
by the African queen is even worse: Although ‘ereghgto Ustane according to the
Amahagger custom, he swears his undying love foesAg next to the dead body of his
fiancée right after watching her being killed byeSfhe queen even manages to threaten the
long-established bonds between the white men: Habnfounded by her supernatural
charms, gets jealous of Ayesha’s love for Leo, winms out to be her reincarnated lover
Kallikrates (226-7).

The modification of the hero and the monster fighence indicates that, similarly to
Dracula, where Jonathan Harker was depicted as feeblgpasslve while being confronted
by the powerful vampire ladies, the roles betwden‘active’ man and the ‘passive’ woman
have been reversed 8he In a Gothicised version of a hybrid other blugrithe distinctions
between notions like the ‘refined’ and the ‘barbaadr the ‘male’ and the ‘female’, Ayesha
threatens the manhood as well as the superiorittyeoEnglish imperial explorers.

The notion of a powerful threat to the British Enepi is particularly emphasised in the
modifications of the retreat-return movement. Samyl to Dracula, the novel presents a
frightening version of the country-dweller plannitay invade the civilised world, which —
considering the weakness of its representativggpeas to be an easy task: “But we have a
gueen already,’ interrupted Leo hastily. ‘It is ghty it is naught,” said Ayesha,; ‘she can be

overthrown.” (251-2). In contrast to Stoker’'s ngveowever, the invasion is not enacted, as

Ayesha is eventually destroyed by the Pillar oeLBY reversing the process of lengthening

134



her life, it brings about her diminution in a kiofl devolutionary process. Ayesha’s and, by
implication, the New Woman’s as well as the coltgiatavist nature are at last exposed in
this reverse development, at the end of which theérly powerful queen is “no larger than
a monkey” (292) and “swept back into nothingne293). By enacting the destruction of the
monstrous female other, the novel finally seemsetmnstitute traditional Victorian ideas of
femininity and hence also of the distinction betwelee sexes. Moreover, with the spatial
distance of the Gothic-pastoral context from tharhef the British Empire being retained,
Haggard’'s novel appears to be more successful Bmaaula in its re-establishment of the
boundaries between the ‘cultivated’ city and themjitive’ country at first.

However, there is still a strong undertone of passn here. Despite the reconstitution of the
categories necessary for the ideological systenthefBritish Empire to legitimise and
perpetuate itself, the movement to the Dark Continoves fatal to the protagonists. It
results either in death (in Job’s case) or in aility to live a former life of tranquillity and
scholarly detachment in Cambridge again. The reitnéa the rural context of Africa has no
healing powers but makes the urbanites even lgssous; not only do they look much older
and weaker (294; 305) but, haunted by their menobrghe, will be forever unable to love
another woman again. Moreover, it is explicitly raadlear that She-who-must-be-obeyed is
only temporarily banished: Having predicted henntehin her last words to Leo (292), she
returns in the sequélyesha: The Return of SKE905) in Asia, where she reattempts her
planned invasion of the West. The novel thus suggdst the dangerous other lurking
within the depths of the African continent is nasiy expelled once it has been woken up by
the representatives of imperialism. This probalihtshat Haggard’'s own experience with
continually returning native resistance like theeBaprising®??

Accordingly, the retreat-return movement again sead an insight which shatters the
intruder’'s ideas concerning his own, ‘civilised’ tdb In Haggard’'s novel, this insight
consists of a ‘truth’ which one should better niscdver and is therefore frequently referred
to metaphorically as ‘veiled’. Leo already antiggmthis on his way to She, when, looking at
the stars, he says: “Truth is veiled, because wiédaoo more look upon her glory than we
can upon the sun. It would destroy us. Full knog&eds not for man” (119). The novel
enacts this very idea: After gradually uncoverihg hature of this place, which is hidden
behind the idyllic fagcade of nature, Holly and Liwally arrive at the centre and unveil
Ayesha’s ‘true’ beauty and sublimity; having fallerctim to her terrible charms, Holly

322 Cf. Stott,Fabrication, 124.
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curses “the fatal curiosity that is ever promptingdraw the veil from woman [...]! It is the
cause of half — ay, and more than half, of our antshes” (160). While irShe this ‘truth’ is
before its discovery merely hinted at by the ocence of sublime or Gothic features within
an otherwise deceptively idealised bucolic landecapConrad’dHeart of Darknesssuch an
opposition has been entirely given up; the resla iprofoundly sinister depiction of the

natural context, which is depicted as undoubtediyrght from the beginning.

4.3.3. Conrad, Heart of Darknesg1899)

Joseph Conrad’s classic novella, which has beeriljigafluenced by Haggard’She®?
belongs to the genre of the African Gothic-pastopatance in so far as it is concerned with
the penetration of the Dark Continent by white nedplorers. The scenes Marlow withesses
during his journey are, however, much more po$ied and subversive than in Haggard’s
story. The text is largely based on what Conrad daving his six months’ employment in
King Leopold II's Congo reserve in 1890 and palyiakcorded in hisCongo Diary Its
emergence must be seen in the context of the eategrocities and violent acts that were
committed against the Africans during that timesuteng in the decimation of the native
population by perhaps as many as six million petffl&ppalled by the shocking conditions
he found in the African colonies, Conrad wrote iprapaganda letter to Roger Casement: “It
is an extraordinary thing that the conscience ofope which seventy years ago [...] put
down the slave trade on humanitarian grounds tsietthe Congo state todai?®

This atmosphere of hopelessness and inhumanitythteaduthor was confronted with during
his stay in Africa is reflected in the way he cousts the natural context iHeart of
Darkness’?® In this story of Marlow’s expedition into the Addan wilderness, where he
encounters the fallen European Kurtz, the dichotobgtween pastoral and anti-

pastoral/Gothic elements as typical of this hybmdde breaks down in favour of the latter.

32 Cf. Murray Pittock. “Rider Haggard artdeart of Darkness Conradiana: A Journal of Joseph Conrad

Studies19.3 (1987): 206-208; Evelyn J. Hinz. “Rider Hags She An Archetypical ‘History of
Adventure™. Studies in the Novdl (1972): 416-431; Westerweel, “Snake”, 255-270.

Cf. Brantlinger,Darkness 257; Edmund D. MoreHistory of the Congo Reform Movemeatls. W.R.
Louis and Jean Stengers. Oxford: Clarendon Pré&8, 7.

324

325 Quoted in Edmund D. MoreKing Leopold’s Rule in AfricaWestport, Conn.: Negro University Press,

1970, 351-352.

326 From now on abbreviated Bi.
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The result is a dark environment totally devoicany comforting features, thus conveying an
atmosphere of extreme pessimism without makingofisey beautiful elements anymore for
the purpose of deceiving the urban intruder. Patiadtly, however, this context still has the
same irresistible attraction on the city-dwellenebhpreviously originated in the idyllic traits
associated with the pastoral ideal.

Despite his clear aversion to the European cru@tyAfrica, Conrad’s general attitude
towards the ideological foundations of imperialias exposed itD is contradictory and
has been the subject of intense debate up to alyisha this context, criticism during the last
decades has often been based on Chinua Achebessisamacusation of the novel’s raciém
and the question whether such a strong statemdds e or not. While some accounts
have taken a relatively firm stand for either sitfeothers have emphasised the novel's
ambiguous nature, linking its incorporation of opipg notions to its proto-modernist,
impressionist stylé?® In the following, a reading will be provided whigiaces this use of
contradictory elements into the tradition of theelanineteenth-century Gothic-pastoral
romance tradition as outlined so far. As it wiltriwout, the tension the text establishes is a
very conservative trait and can ultimately be tcaback to Virgil'sEclogues Whereas this
feature was used by dih-de-siécleauthors to some extent, in Conrad’s novel, it ceatral
device for the author to express his ambivalertudt towards the current system. Thus, it
can be argued that the novepresents an endpoint in the development of teeniaeteenth-
century Gothic-pastoral romance and a climax & biyibrid mode in general.

The first ambiguous trait of the text is the poyadaof the opposition between city and
country. Throughout the story, there is a contirsuoscillation between an establishment of

the dichotomy as typical of the Empire fiction aadblurring of it. This uncertainty

327 Cf. Chinua Achebe. “An Image of Africa: Racism @onrad’sHeart of Darkness The Massachusetts

Reviewl8 (1977): 782-794.

Among the numerous critics who argue against Aehévo of the most prominent ones are Cedric Watts
and Hunt Hawkins. Cf. Cedric Watts. “A Bloody Rsti About Achebe’s View of ConradYearbook of
English Studied.3 (1983): 196-209; Hunt HawkinsHe&art of Darknessand Racism”, in Joseph Conrad.
Heart of Darknes$1899], ed. Paul B. Armstrong. A Norton Critical iEdn. 4th ed. New York: W.W.
Norton & Co., 2006, 365-375. For arguments in favoluAchebe see, for instance, Susan L. Blake and
Eugene B. Redmond. Cf. Susan L. Blake. “RacismthadClassics: Teachirtdeart of Darkness College
Language Association Journ@b (1982): 396-404; Eugene B. Redmond. “RacisnRealism? Literary
Apartheid, or Poetic Licence? Conrad’s Burdelire Nigger of the ‘Narcisstisin Joseph ConradThe
Nigger of the “Narcissus’ed. Robert Kimbrough. New York: Norton, 1979, 358

328

329 Cf. lan Watt, who attributes the novel's ambigsimature to both its impressionist and symboligestaind

Frederic Jameson, who claims that Conrad'’s fictioachizophrenic in so far as it shows a symptamnati
split between a highly developed but essentiallylolo impressionism and the reified, mass-culture
tendencies of romance conventions. Cf. lan W&dhrad in the Nineteenth Centuigerkeley: University
of California Press, 1979, 168-200; Fredric Jame$be Political Unconscious: Narrative as a Socially
Symbolic Actlthaca: Cornell University Press, 1981, 206-280.

137



concerning the boundaries between both conceptalheasdy been shown to be a general
feature of the Gothic-pastoral mode at that tinmeHD, however, this is not something
suggested silently anymore but very explicitly eegsed right from the start. In his use of a
dark/light symbolism, for instance, Conrad is kéerconfirm but at the same time to refute
any clear opposition in which ‘white’ stands foretfcivilised’ city and ‘black’ for the
‘savage’ colonies® Although, for instance, in the initial scene tteniinous estuary” of the
Thames in London is set against the “brooding gfbofrthe surrounding environment, the
narrator also states that “a mournful gloom [ishdaling motionless over the biggest, and
greatest, town on earth” (3} Furthermore, the novel's opening conveys an atimergpof
serenity and ennobles the past of the British Eepyr mentioning the fact that the Thames
carried many famous men and ships who broughtighe of culture into the gloomy jungle
(4-5). Nevertheless, Marlow immediately afterwatdters his famous sentence “And this
also [...] has been one of the dark places of thth'e&s), which shows the temporal and
spatial closeness of both categories.

The subversion of the imperial city-country oppiositis continued by depicting the notion
of a ‘dark’ nature as the more original conditiavhich “was here yesterday”, while the
‘light’ of civilisation is presented as merely aitker” (6), which will soon vyield to the
surrounding gloom again. Marlow reminds his listsnéhat London was also once not the
centre but “the very end of the world” (6) and watonised by a more ‘enlightened’ Roman
Empire. This reverses the image of the Englishhas light-bearers’ of civilisation and
reminds the reader that all powerful empires vatbrser or later vanish. It is hence suggested
that it is just a question of time until London Miecome a place of barbarism again.
Besides these clear references to current anxietieserning the possible downfall of the
‘superior’ capital HD confines the negotiation of these issues notedBthtish Empire with
London at its centre; instead, it introduces a nwide-ranging concept of the unspecified
European city, which suggests that European imigrian general is an artificial construct.
After his arrival at the Belgian city, which is f@bly Brussels, Marlow has the impression
of being in a “whitened sepulchre” (9), where a ddesilence” prevails (10). Here,

anonymous and undead figures, who are metonymicatjuced to “a white-haired

330 Cf. Phil Joffe. “Africa and Joseph ConraHieart of Darkness The ‘Bloody Racist’ (?) as Demystifier of

Imperialism”, in Conrad’s Literary Career ed. Keith Carabine [et al.]. Lublin: Curie-Skladska
University Press, 1992, 83.

Subsequent references to the following editian @ted parenthetically by page number within tivet:t
Joseph ConradHeart of Darknes$1899], ed. Paul B. Armstrong. A Norton Critical iion. 4" ed. New
York: W.W. Norton & Co., 2006.
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secretarial head” and “a skinny forefinger” (1®elin a kind of vast tomb. In the middle of
this place the Company’s office can be found, where women, who are “uncanny and
faithful”, guard the “door of Darkness” (11). Nohlg does the lack of individuality imply
that this could be any urban environment in Eurap@jso suggests the emptiness of the
category of ‘civilisation’ by conveying the imagé a city that is hollowed out and dark
inside. Although Marlow, after entering the Africanlderness, has the impression of being
“buried in a vast grave full of unspeakable setr@g), this refers to any capital associated
with the European imperial powers as well, whichstrhe seen as an extreme blurring of the
city-country contrast.

Nevertheless, the novel's subversion of the ideoldgoremises European imperialism is
based on is ambiguous here, since the belief in‘divdising’ mission is not given up
completely. Marlow does not perceive it as somethiad per seas long as there is an
benevolent plan behind it, which is “not a sentitaépretence but an idea; and an unselfish
belief in the idea” (7). This seems to be partisitlg case at least as far as British imperialism
is concerned: Looking at the red patches on a mapshop window, he is glad because “one
knows that some real work is done there” (30).

Concerning the pastoral confrontation of ‘highemdalower’ figures,HD also contains a
stronger oscillation between conforming to versuisverting the existing ideology than the
previous novels. On the one hand, the depictiothefAfrican natives as savages who are
further down the evolutionary scale correspondsdotemporary ideas. On board of the
steamer, for example, Marlow compares the Europeahs are “at the end of countless
ages”, with the colonists, who “still belonged te tbeginnings of time” (40). On the other
hand, this stereotypical portrayal is strongly undeed. In contrast to the European agents
and traders, for instance, whom Marlow ironicalgnres “the pilgrims” and who display an
unrestrained voraciousness in their greed for ivander the pretence of pursuing a
supposedly benign mission, the cannibals on tharste exhibit a restraint in one of their
most basic desires, i.e. to eat (41-42). MoreoZenrad seems at times keen to present the
world of the Africans as the context where mar Btiés a more original life in accordance
with nature and which stands in contrast to thauabgmptiness of life in the “sepulchral
city”. Although the Africans have *“faces like gretmie masks”, for instance, they
nevertheless have “bone, muscle, a wild vitality,jrdense energy of movement that was as

natural and true as the surf along the coast. Twayed no excuse for being there” (3%).

332 Cf. Hawkins, “Racism”, 371.
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Besides, the appearance of Kurtz's African mistredso seems to be “the image of [the
wilderness’s] tenebrous and passionate soul” (§@)yds in contrast to the portrayal of his
Intended, who leads an existence of moderatiorchadtity in a sarcophagus-like building in
a funereal urban context. At one point, Conrad extérbutes a certain degree of humanity to

the Africans:

They howled and leaped and spun and made horrab fdmut what thrilled you was just the
thought of their humanity — like yours — the thoughyour remote kinship with this wild and
passionate uproar. Ugly. Yes, it was ugly enougih,ifoyou were man enough you would admit
to yourself that there was in you just the fainteste of a response to the terrible frankness of
that noise, a dim suspicion of there being a mepmirit which you — you so remote from the
night of the first ages — could comprehend. (36)

This passage clearly blurs the ideological boumdabetween the ‘superior’ city-dweller and
the ‘inferior’ countryman by linking both figures ievolutionary terms. On the other hand,
however, even this acknowledgement of a “remoteshipi remains highly ambiguous.
Instead of resisting contemporary prejudices towahdricans, the novel rather seems to
confirm them, since the thought of a common angesgipears to Marlow merely as “ugly”.
This was one of the major reasons why Achebe adoisarad of being a “bloody racist®
Despite the image of life in the natural contexitlas more authentic and original state of
mankind, this is nevertheless not a pastoral Goldge, where everything is in joyful
accordance, but rather a Dark Age, the union witicivreveals man’s bestial side. Similarly
to the previous novels, the rural setting is trecelwhere man unleashes the more primitive
instincts he has so far suppressed because afénis the city. This is mostly illustrated in
the case of the depraved Europeans, especiallyz Kwtio lives as a ruler over primitive
tribes and exhibits an alarming degree of cruelty.

In HD, however, the image of the Golden Age is not eweed as an empty category for
deceptive purposes anymore. In general, the naaeksl any beautiful/pastoral elements
which could convey at least a temporary atmospbéffalse tranquillity. Instead, nature is
consistently depicted as a dangerous, primevaéfavbich has extremely negative effects on
the intruding urbanite. The African coast, for exdenis described by Marlow as

smiling, frowning, insipid, or savage, and alwaystenwith an air of whispering — come in and
find out. This one was almost featureless, aslifistthe making, with an aspect of monotonous
grimness. (13)

333 Cf. Achebe, “Image”, 788. In a revised later @msof his essay, Achebe somewhat softened this

expression into “thoroughgoing racist”. Chinua Alsee“An Image of Africa: Racism in Conradieart
of Darknes$ in Hopes and Impediments: Selected Essigsv York: Doubleday Anchor, 1990, 11.
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Besides this formlessness and monotony in the tiepiof the coastal structure, it is also
associated with a mood of extreme hopelessnesmasily. Marlow comments on its rivers,
“‘whose banks were rotting into mud, whose watensckened into slime, invaded the
contorted mangroves that seemed to writhe at ukdnextremity of an impotent despair”
(14).This portrayal stands in contrast to the pseuddiidgescription of the coast where the
protagonists ofShearrive and which at least initially has a trantpuilg effect on them.
Rather, it is made unmistakably clear from the beigig that this is a hostile environment,
which will not provide the intruder with renewedirggs but rather with an idea of
senselessness. McCarthy therefore calls this gettthorrific anti-pastoral of despait®?

The complete association of nature with an anttggaBGothic pessimism becomes also
obvious when the intruder reaches the first humamtation. Unlike inShe where Leo and
Holly, coming across the home of the Amahaggerereadt a deceptively harmless pastoral
inset, Marlow, after reaching the Outer Statiorcoemters a “grove of death” (19). The shade
of the trees, which is in the pastoral traditiomally a place of temporary comfort, where
shepherds come together for recreative purposeswshe spot where the workers go to die
(17). Moreover, the bucolic motif of peaceful traiility is subverted, since “the mournful
stillness of the grove, where not a breath stirred,a leaf moved” (16-17) has an ominous
quality. Consequently, despite the novel's use rafitional pastoral elements in the
description of the natural environment, these a@duo aggravate the sense of pessimism
conveyed by the African wilderness, which renddns fplace entirely anti-pastoral and
Gothic.

However, in the case of the “grove of death”, naigrnot anti-pastorgler selike the sinister
image of the coast that Marlow encounters initiaBymilarly toIM, it is suggested that the
European, the “flabby, pretending, weak-eyed deti& rapacious and pitiless folly” (16),

spoiled this context, where the inhabitants usdi/éoin accordance with nature:

Brought from all the recesses of the coast inhallegality of time contracts, lost in uncongenial
surroundings, fed on unfamiliar food, they sickeneetame inefficient, and were then allowed
to crawl away and rest. (17)

Like the previous novelddD hence not only portrays a natural setting thagjaserally
hostile towards the white male intruders; it alskd this image to the cruelty of imperial

exploitation by highlighting its consequences fog hatives.

334 Jeffrey Mathes McCarthy. “A Choice of Nightmate$he Ecology ofHeart of Darkness Modern
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With the overall lack of any idyllic elements, tkas also a breaking down of the traditional
day-night opposition typical of the Virgilian pasab In the previous novels, the coming of
night was associated with Gothic dangers and hetmad in contrast to the (seemingly)
peaceful mood of daylight. IRD, however, Marlow travels into the “night of firages”

(36), a place of eternal darkness and shadowshith environment of black monotony,
nightfall only aggravates the gloomy atmosphere ihalready in the daytime an inherent

feature of this retreat:

The dusk came gliding into it long before the sad Bet. The current ran smooth and swift, but a
dumb immobility sat on the banks. The living treleshed together by the creepers and every
living bush of the undergrowth, might have beenngeal into stone, even the slenderest twig, to
the lightest leaf. It was sleep — it seemed unaétlike a state of trance. Not the faintest sound
could be heard. You looked on amazed and begansjgest yourself of being deaf — then the

night came suddenly and struck you blind as wa$) (

The monotony characteristic of the natural setittngven stronger in the hours of darkness,
where Marlow feels blinded by the surrounding glod@uasides, it is extended from the mere
visual to the aural sense, since at night, absaslilteess prevails.

In contrast to the previodm-de-sieclenovels, not even before the actual voyage to thié Da
Continent starts the deceptive image of a pleasamtronment is established anymore.
Intruder figures like Leo and Holly, as long asytheere still in the city, had at least a falsely
idealised image of an idyllic Africa in mind, whiamnly after their arrival there turned out to
be illusionary. INrHD, however, even prior to the protagonist’s jourrieis openly indicated
that this is a hostile environment, where man’dibkesature is fully unleashed. Besides the
story of Marlow’s predecessor Freshsleven, who leeh killed in a fight with the natives
because he “started to hammer the chief of thagellwith a stick” (9), the doctor at the
Company'’s office says that he never sees the pemgdén who go to the Congo and is
interested in certain “changes [that] take placade’ them (11). Moreover, there is also a
clear anticipation of the generally sinister ch&gnof this rural retreat: When Marlow looks
at an African map before his journey, the Congoeapp to him as an “immense snake
uncoiled” (6). The river is described as overpongrin comparison to the male explorer:
“And as | looked at the map of it in a shop-windib\fiascinated me as a snake would a bird —
a silly little bird” (8).

Although the novel’'s beginning explicitly anticigat that the country is thoroughly evil
without making use of any deceptively idyllic elam® there is interestingly still the

traditional longing for the withdrawal into the oedl context as was formerly associated with
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the pastoral ideal; after all, Marlow states th#ie" snake had charmed me” (8). This
attraction he feels towards entering an openly Batinvironment is astonishing. Besides
youthful foolishness, it must be seen in connectiath a particular modification of the
prison-like character of thecus conclususwhich is the endpoint of a wider tendency of all
the novels analysed in this chapter. In contrasth® texts treated before, no violent
(threatening monsters), geographic (island, castntains) or deceptive (pastoral/beautiful
elements) means are necessary anymore to entramrging urbanite; the evil quality of a
gloomy nature itself seems to be alluring, so thatcity-dweller will come by himself and
become the new monster figure. The longer he stattss “heart of darkness”, the more it
will reveal the ‘truth’ about him, i.e. the emptsse of his supposed racial and moral
superiority.

In general, a shift from a merely physical to deatpsychological prison can be observed in
the Gothic-pastoral romance of tfie de sieclewhich reaches its climax in Conrad’s novel.
Whereas in the case of protagonists like Prendluk, Time Traveller or Jonathan Harker,
there was an emphasis on the mainly physical ctearat the prison they had entered (e.g.
island, castle, stealing of the time machine),Sine Leo and Holly were trapped both
physically (in the tomb-like lodgings of She, swmded by dangerous marshes) and
psychologically (by their attraction to Ayesha).HiD, this internalisation of the prison-like
character has progressed even further. Besides semaining physical traits, e.g. the
portrayal of the surrounding nature as an enclosmgy (35), the main emphasis is clearly
put on the psychological aspects. The novel sugdkat the longer you stay in this place, the
less easy it will become for you to get away onryoan accord, since you lose the will to
return to the ‘civilised’ world. Conrad’s text pk particular stress on the alluring quality of
this environment for the European intruders, siitcevokes a familiar and not entirely
unpleasant response in them; Marlow, for instameges that “yet it was not altogether
depressing, that feeling” (35). Whereas the praiajoonly feels a slight pull of the
wilderness, in the case of Kurtz, who has beeménet for a very long time, it is already too
late. Because he has given in to the spell ofuhgle, it has become a prison for him, which
he cannot get out of by himself anymore. Marlownsathat he had suddenly decided by

choice to return to his outpost in the wildernedthiough his task was already finished there:

It was a distinct glimpse: the dugout, four padgllgavages, and the lone white man turning his
back suddenly on the headquarters, on relief, onghts of home perhaps, setting his face
towards the depths of the wilderness, towards miste and desolate station. (32)
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While in the traditional pastoral romance, at leatgmporary stay in the natural environment
was salutary for the intrudefiD presents the closeness to nature in general astisioigp that

— despite representing man’s more original stdtas- devastating effects on the individual.
Kurtz’s union with the wilderness denotes an exgandpoint of this exposure, since it is

described as an intimate relation:

The wilderness had patted him on the head, anddehavas like a ball — an ivory ball; it caressed
him and — lo! — he had withered; it had taken Hiowed him, embraced him, got into his veins,
consumed his flesh, and sealed his soul to itslowte inconceivable ceremonies of some devilish
initiation. He was its spoiled and pampered favteur(i48)

Whereas the other Europeans have all been expostte tpower of the wilderness to a
certain extent, he is the only one who has reaehezhl unity with it; as a consequence, he
has developed into the monster figure of tbisus conclususAccordingly, Conrad’s novel
not only conveys without any doubt the idea that shivagery of a Dark Age is the more
‘original’ condition of nature surrounding the ‘@ker” of civilisation; it also suggests that
this darkness is so alluring that no deceptivelyllic pastoral elements or material
constraints are necessary anymore to keep thedartriaway from his supposedly
‘enlightened’ world®*® Thus, although the dichotomy between pastoral adi-
pastoral/Gothic features completely breaks dowtthéndepiction of the natural environment,
it can be argued that it is preserved as a statmind, i.e. the attraction this context still
exerts on the intruding urbanite.

The author makes it clear that the figure of Kustzepresentative of European imperialism
in general, since Marlow states in an often-quastaatence that “all Europe contributed to the
making of Kurtz” (49)**° Moreover, he started out as an extremely idealigérson, an
“emissary of pity, science and progress” (25). Hesveit is also stated that after his intimate
union with the wilderness, which “had whisperechtm things about himself which he did

not know” (57-58), it turned out that he was “hellat the core” (58), and a greedy person,

3% This notion is also underlined by the fact th#tthe scenes of inhumanity Marlow encounters are

accompanied by images of a personified nature weggms to know this ‘truth’. After complaining abou
the pilgrims’ pretentiousness and their greed fary, for instance, Marlow describes the wilderness
around him as follows: “And outside, the silent deiiness surrounding this cleared speck on the earth
struck me as something great and invincible, lik# er truth” (23). The natural environment is henc
described as an overpowering force that knows maea’ character, i.e. his inherent primitivismoN
matter how the Europeans struggle to evolve froar tnimal ancestors, the darkness of nature hais be
there before them and will still exist after theimpires have perished again; it can therefore vjiast
“patiently for the passing away of this fantastigasion” (23).

3¢ Cf. Henryk Zins. “Joseph Conrad and the Condeimnabf Colonialism in Africa at the End of the

Nineteenth Century’Africana Bulletind8 (2000): 72; 76.
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who “open[s] his mouth wide — it gave him a weirdigracious aspect as though he had
wanted to swallow all the air, all the earth, &k tmen before him” (59). Not only does this
blur the post-Darwinian distinction between thegher’ coloniser and the ‘lower’ colonist
and thus stigmatise the greediness of the Europé@aakso reveals the emptiness of their
false ideology.

The dangers of such a pretentious ideology, iniqudar its abuse of language for
propagandistic and manipulative purposes, is hganhphasised by the way this monster
figure is depicted as alluring and fascinating @libespite being clearly portrayed as the
fallen European who has ‘gone native’ and adopted@e customs, Kurtz is an extremely
fascinating figure, able to carry his listeners alg the mere power of his words. His report
for the International Society for the Suppressibisavage Customs, for instance, which for
Marlow conveys the image of an “exotic Immensitiecuby an august Benevolence”, also
contains the phrase “Exterminate all the bruteSD)( His murderous intentions, which are
embedded in a propagandistic masterpiece, revaghthtypifies many Europeans who went
to Africa and practised genocide under the ved dlumanitarian mission; besides, he can be
perceived as an anticipation of the dictator figuéthe twentieth century (e.g. Hitler, Stalin
and Mussolini), who, despite their political elogue and exertion of a dangerous
fascination, were also responsible for the deafthmany innocent peopf&’ As Kurtz’'s
alleged cousin comments after his death: “He wdwdde been a splendid leader of an
extreme party. [...] Any party” (72). Marlow’s fas@tion with him thus not only represents
the general attraction to evil but also the paléictascination these political leaders exerted
on the common man. Whereas the protagonist isatidl to reflect on this process and hence
stays alert to the dangers of this manipulatiorgppee like the young Russian at Kurtz's
outpost represent those who are most easily matguibnd will follow their leader blindly;
accordingly, his unreflected devotion to Kurtz agmgeto Marlow as “the most dangerous
thing in every way he [the Russian] had come umofas’ (55).

Considering the fact that Marlow is the hero figwfethis locus conclusysa paradoxical
image emerges. As Michael P. Jones has pointedheuthas certainly several features
traditionally associated with this concépt:Like Odysseus, he is clever, inventive and able

to defend his boat against attacks from outsidk witletermination that the rather weak anti-

%7 cf. Brantlinger,Darkness 268; Frederick R. Karl. “Conrad Pioneers New Thenand Methods®, in

Readings on Heart of Darknesd. Clarice Swisher. San Diego, CA: Greenhaves®r1999, 69.

Cf. Michael P. Jones. “Marlow’s Character is 8dito His Task”, irReadings on Heart of Darknesd.
Clarice Swisher. San Diego, CA: Greenhaven Pré$9,198.
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heroes of Wells, Stoker, and Haggard often lackiedweer, he displays a sensitive awareness
towards the real character of his employer’s ‘@uilg’ mission; this becomes obvious, for
instance, in his ironical comment on the faithlgskgyrims’ or his remark that he does not
know anything about the “fate of the less valuadfemals” on receiving news that the
donkeys of the “Eldorado Expedition” are dead (38)general, his moral consciousness,
which expresses itself in his ability to distaneeself from the scenes he encounters and to
judge them from a perspective which is somewhasideatthe ideological dogmas of the
society he comes from, clearly marks him off ag@h

On the other hand, Marlow does not completely eefie common stereotypes of Africans as
typical of the nineteenth century but at times euses them in his description of the natives
he encounters; during his approach to Kurtz’'s ostipdor example, he evokes the

contemporary image of the savage African who s aonstant stage of frenzy:

But suddenly, as we struggled round a bend, thenddiwbe a glimpse of rush walls, of peaked
glass-roofs, a burst of yells, a whirl of black iy a mass of hands clapping, of feet stamping,
of bodies swaying, of eyes rolling, under the drawfpheavy and motionless foliage. The
steamer toiled along slowly on the edge of a bk incomprehensible frenzy. The prehistoric
man was cursing on us, praying to us, welcoming who could tell? (35)

Furthermore, his irresistible attraction to Kurembnstrates not only the ease with which he
can be manipulated by the rhetoric of a leadingrégof European imperialism but also his
general proximity to the darkness of nature. Thugrpyal of the hero’s vulnerability and his
closeness to the monster figure can be conceived oépresentative in Alpers’s sense; after
all, it suggests that Kurtz’s sinister traits amsides embody everyone’s secret wishes.

As is typical of the Gothic-pastoral romance, toerdry is the place where the city-dweller
gets an insight into his supposedly superior caltwhose representatives turn out to contain
the seeds of evil within. Similarly to Haggar®$e this insight is depicted as a ‘truth’ one
should better not discover and is hence referreabtweiled’. When Kurtz utters his famous
words “The horror! The horror!”, Marlow has the irepsion that “a veil had been rent” (69).
The exploration of this ‘truth’ is again seen asffdor the intruding urbanite; whereas Kurtz
dies shortly after his last words, Marlow is, semiy to figures like Prendick or Jonathan
Harker, unable to join his former life of blissfighorance in the city again, the artificial

character of which he has exposed:

339 Cf. Karl, “Themes”, 66.
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| found myself back in the sepulchral city resegtihe sight of people hurrying through the
streets to filch a little money from each other,d@vour their infamous cookery, to gulp their
unwholesome beer, to dream their insignificant sifig dreams. [...] They were intruders whose
knowledge of life was to me an irritating presebeeause | felt so sure they could not possibly
know the things | knew. Their bearing, which wasy the bearing of commonplace individuals
going about their business in the assurance ofepedafety, was offensive to me like the
outrageous flauntings of folly in the face of a ganit is unable to comprehend. (70-71)

Having learned the lesson that the surrounding dvofl nature is uncaring, unethical and
hostile as well as that life is merely “the mystes arrangement of merciless logic for a
futile purpose” (69), Marlow finds an urban existenwhose “perfect safety” (71) is based
on a lie, offensive. The fact that the darknessheountered in the African wilderness is
everywhere, in particular in the allegedly culvegitcity, is emphasised by the image of a
haunting wilderness in the final scene of the nowéstening to the words of Kurtz's
Intended, who reveals her ignorance of the ‘troghsaying that “no one knew him so well as
I'”, Marlow notes that the room is growing darkeitiwa “triumphant darkness” (75).

Despite the clear pessimism which is conveyed Isyléist scene, the novel’s attitude towards
Marlow’s insight and the way it should be dealthwitemains ambivalent. Although he
complains about the ignorance of the people indig the protagonist lies to Kurtz's
Intended, sparing her the real nature of “the hdrrbhis aspect must surely be seen in the
context of his opinion that the truth about ciali®n should be generally kept from women,
whose urban life in a state of ignorance he sedsliss (48). More importantly, it is also
another lesson he learned in the rural retreatvamdh clearly marks him off from Kurtz:
Whereas the latter willingly committed himself tas hmore bestial nature once he had
discovered it, the protagonist, despite feelinggh# of the wilderness too, also learns that
the notions connected to the civilised world mudéspite their artificial character,
nevertheless be kept alive through positive actf8riThis maturation of the hero figure
reveals its inner strength and must be seen asral wiotory; standing in contrast to the
weakness of Haggard’'s protagonists, who were ateplpowerless after their discovery in
the country, it is a factor that works against gemeral mood of pessimism which pervades
the novel.

ConsequentlyHD, despite its very clear portrayal of a dark ant-pastoral nature that is
conceived of as the more ‘original’ state into whitumanity will sooner or later relapse,
ends highly ambiguously. On the one hand, thei@difcharacter of the ideological system
of European imperialism is revealed and the pregeshess of its supposedly humanitarian

340 Cf. Joffe, “Demystifier”, 88.
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practices heavily stigmatised; on the other hahd, ltes that build the foundation of its
shared values and norms are nevertheless seeressargy, since they are still preferable to
the darkness of the African wilderness. The retistat the Gothic-pastoral context and the
return to the city serves the purpose of explothgreal character of contemporary society;
however, in spite of giving a clear solution comieg how to merge this insight with
existing notions or what conclusions are to be dréwm it, the novel leaves both positions,
i.e. the lie and the truth, unresolved and ends state of tension. This must be seen in the
larger context of the text’'s ambiguous nature, Whitore openly than the previous novels
confirms but at the same time blurs the boundabesveen notions connected to the
‘civilised’ city and the ‘savage’ country.

In the past, this ambiguity gave rise to many disans, particularly the question whether
Conrad’s novel can be regarded as racist or aastrapro-imperialist or anti-imperialist
etc3*! As has been mentioned before, several scholaa ti solve this riddle by attributing
the ambiguous style of the novel to its impressionor proto-modernistff as well as to the
ambivalent attitude of an author with a Polish lggokind towards the system of British
imperialism®*® However, the exploration of contemporary issuea imatural retreat and the
depiction of contrary positions - one supporting tturrent system, the other refuting it,
without resolving the existing tensions betweerhbois in fact a very conservative feature
and has been typical of the pastoral mode sincérfteEclogue As in Virgil's text, where
the system under Octavian is praised but at thesdane criticised by the portrayal of one
shepherd who has been fortunate and one who hasdig@ssessed, in Conrad’s novella,
the ideological foundations of his time are conédnbut also undermined without a clear
positioning of the author himself. This featurealso typical of the Gothic mode, which on
the one hand verifies existing notions but on tlleeohand transgresses them, eventually
leaving their boundaries unclear. Whereas thisdensas been established by all texts of the
Gothic-pastoral romance of tHa de siecleto a certain extent, iRD, it is most clearly
elaborated, which has given rise to the many dgouns concerning its ambiguous nature in
the past. Thus, it is impossible to make the stategrthateither Achebeor his opponents are
right in their claims. Instead of a very stronggedent, a careful approach should be chosen

towards Conrad’s novella, which neither establishetear-cut system of values and morals

31 Cf. Achebe, “Image” and the discussion that fata in his wake, which has been outlined at the

beginning of this subchapter.

342 cf. Watt,Conrad JamesonPolitical Unconscious219.

343 Cf. Hawkins, “Racism”, 372.
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nor completely contradicts it; rather, the textates a Gothic-pastoral environment in order
to consciously combine a whole range of antithétigaws of dominant ideas, thereby

reflecting uncertainties and anxieties concernirartideological foundations.
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5. Some Versions of Twentieth-Century Gothic Pastoral

5.1. Diffusion and Transformation

In the twentieth century, there is a broad diffusid the Gothic. Not only does it emerge in a
wide range of genres, e.g. science fiction, theeatiwre novel, romantic fiction or horror
writing; it also reaches beyond the medium of tradal literature, now also appearing in
forms like the graphic novel or film. At the samme, a transformation of conventional
features usually assigned to this form takes platesreas, for instance, there are still long-
established stock figures like the vampire, the sthmus threat is also represented by
psychopaths, extraterrestrials and supernaturaations>** With its wide dissemination and
modification, particularly in the second half ofethwentieth century, the question has
surfaced if it makes still sense to speak of a Batilode or whether the limits of this form
have been reached once and fofgll.

A similar situation can be observed for the pastdiany critics have stated its dispersal into
a variety of different forms, e.g. “Freudian paatgr‘the pastoral of childhood”, “proletarian
pastoral” or even “urban pastoral”, resulting ofteran inflationary use of the terifl® as a
consequence of the enormous spread and alteratitime cconventional repertoire usually
associated with this mode, some have even decltratkath, suggesting a “post-pastoral”
phase for the twentieth century and beydHd.

Since both the Gothic and the pastoral develop antaultiplicity of manifestations, it is not
surprising that the combination of these forms ajg®ads into several directions. In fact, the
uniform genre of the Gothic-pastoral romance ascaof the late nineteenth century now
branches out into various modal forms again. Awglas diverse as Arthur Machen, Algernon
Blackwood, H.P. Lovecraft, William Golding or StegghKing, who will constitute the focus
of the following chapter, take up features typioélthe late nineteenth-century tradition;

among them are, for instance, dichotomies betwaadydlic versus a Gothic environment or

344 Cf. Botting,Gothic 13.

35 Cf. Warwick, “Feeling Gothicky?”; Botting, “Candypthic”. For a comprehensive account of this qoesti

see chapter 6.

346 Cf. LoughreypPastoral Mode8; Gifford, Pastoral 4.

347 Cf. Gifford, Pastoral 146-174; Barrell and BulPastoral Verse432. For a comprehensive account of this

guestion, see chapter 6.
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the ‘civilised’ city versus the ‘savage’ countryhet motif of thelocus conclususthe
insistence on representative vulnerability or tellishment of a tension between contrary
voices. However, there is no necessity for all éhfesitures to be employed within a uniform
and coherent way anymore; instead, they can bemires absent to different degrees in these
texts. Besides, particularly in postmodern timesanyn of these elements are often
increasingly modified up to the point where it ablde argued that it becomes doubtful
whether they can still be assigned to the Gothgtgral mode at all.

The subsequent analysis will trace the developnoérihis hybrid mode in the twentieth
century in a selected body of texts written by df@ementioned authors. For this purpose, it
will proceed chronologically in order to highligtite change of this form with regard to the
shifting cultural contexts up to the end of thetoeyr moreover, the texts have been selected
and ordered with regard to the question in howafgrogression can be demonstrated that
finally reaches the margins of this form. Againste tbackground of the manifold
diversification of the Gothic-pastoral mode aftee late nineteenth century, it is impossible
to give a comprehensive overview of all its devatepts at that time. Instead, it is only
possible to trace several versions of Gothic paktarich continue the previous tradition in
their respective way*® Therefore, the following chapter has been divihta two parts, each

of which traces a specific version of this mixednio The major difference between both
sections lies in the respective authors’ modifmatiof the typical pastoral city-country
dichotomy (which, as outlined in the introductorhapter, corresponds to the Gothic
opposition of civilisation versus nature/savageig)the fiction of Machen, Blackwood and
Lovecraft, this contrast has been widened in aremé way in order to negotiate fears of the
unspeakable and man’s marginal position withinuherse. In Golding’s and King'’s texts,
on the other hand, there is an increasing apprdiomaf both categories up to the point
where the distinction eventually completely bredksvn. This modification of the nature-
nurture opposition goes along with an extreme faansation and decrease of a whole range
of other features usually ascribed to both modesvév¥er, as will be demonstrated in the
following, this does not mean that the Gothic amel pastoral become obsolete in the course
of the twentieth century. Instead, since some bakiments remain stable in all the texts
under consideration, it will eventually be argukdttone can speak of a continuation (albeit

in a highly modified form).

348 For further examples of Gothic-pastoral occuresnia the twentieth century and beyond which haenb

neglected in this analysis, see chapter 6.
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5.2. Gothic Pastoral and the Terror of the Unspeakable

5.2.1. The Country as a World Beyond

Apart from the development of the Gothic-pastoralde throughout théin de siécleas
demonstrated in chapter 3, another tendency startsystallise during that time, which
reaches into the early twentieth century. In treitron of a group of texts, the natural
context is still characterised by the typical datibn between pastoral and Gothic/anti-
pastoral elements in order to veil a horrible frutwhich serves the negotiation of
contemporary fears concerning the ‘civilised’” worttbwever, this dichotomy is now further
expanded to a new extreme: The idyllic landscapésedocus amoenuserve to deceive the
ordinary observer from perceiving a hidden mongtyashich is, in contrast to figures like
Dracula or Ayesha, not an earthly entity anymoré the representative of an alternative
reality. The world which lies behind the beautigdeneries of an untouched nature is
inhabited by powerful beings, which are much olttemn and far from benevolent towards
humanity; they are either indifferent with regaal an irrelevant human race or pursue
malevolent intentions. The idealised descriptiongoéen landscapes is therefore insofar
deceptive as it masks the fact that the real waelgbnd the visible reality is either chaotic or,
due to its vastness, incomprehensible to humamgband the tools they have at hand (e.g.
language, science).

This expansion of the discrepancy between pastordl anti-pastoral elements goes along
with an extreme widening of the opposition betweiy and country. Whereas the former is
still conceived of as an emblem for the civilisedrld, the latter is now regarded as a
gateway to an existence far removed from anythatgted to human culture. The movement
from the city two this rural enclave not only leadsthe insight into the nothingness of the
concept of ‘civilisation’ - it even highlights thasignificance of the human existence from a
cosmic perspective.

The main focus of this subchapter will be placedttom fiction of H.P. Lovecraft, whose
Gothicised countrysides are the most prominent @ksnof this tendency. Beforehand,
Arthur Machen’s and Algernon Blackwood’s version @bthic pastoral, which highly
influenced Lovecraft, will be briefly outlined irrder to demonstrate the development from
the late nineteenth century onwards. Whereas thaeioauthors still write from a British
background to reflect anxieties typical of the labeeteenth and early twentieth century, the

latter transposes these issues into a specifidatligrican setting.
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The question which will be of particular importarinehis respect is the following: Does the
tremendous divergence between city and countryclwigoes along with the extreme
externalisation of the monster found within theatucontext, also mean that the typical
Gothic-pastoral tension between evil as somethoth lexternal and internal breaks down?
After all, this tension was one of the major featuof the Gothic-pastoral mode at flrede

siecle where the barbaric countryman the ‘superior’ -cityeller encountered always at the
same time turned out to represent an integralgddrim. With the excessive separation of the
country’s savagery from anything related to the ldv@as mankind knows it, one should
actually expect that this oscillation does not ea&rsymore. However, as it will turn out, the
evil other can even in those instances never bg $eparated from the urban intruder who

encounters it.

5.2.2. Machen, “The Great God Pan” (1894)

Arthur Machen’s “The Great God Pan”, which was jgh#d at thdin de siecleoccupies an
intermediate position in terms of the tendency noseid previously: On the one hand, it still
exhibits features typical of the Gothic-pastoranemce but on the other hand also reveals
traits associated with the notion of the countryttesentry to an otherworldly existence. In
his laboratory in the idyllic Welsh countryside, Raymond conducts a scientific experiment
with the street child Mary; after a surgical intemiion into her brain, she is able to see the
Great God Pan, as a result of which she is immelglidtriven mad. Several years afterwards,
a mysterious woman named Helen Vaughan arriveoimdan, where she is responsible for
the suicides of several gentlemen and the devastafitheir existence. As it turns out in the
end, she is the child of Mary, who had been impageph by the Great God Pan during the
dreadful experiment.

Machen’s novella is a typical Gothic-pastoral tekthe late nineteenth century for several
reasons. First of all, there is the notion thatithdicism of the pastoralocus amoenugust

serves as a facade to veil a horrible ‘truth’. AsRRiymond explain&*®

Look about you, Clarke. You see the mountain, afiddilowing after hill, as wave on wave,
you see the woods and orchards, the fields ofegra, and the meadows reaching to the reed-

39 subsequent references to the following editian @ted parenthetically by page number within tiet:t

Arthur Machen. “The Great God Pan” [1894],Tihe Three Impostors and Other Stories: The BestdVei
Tales of Arthur MacherVol. 1, ed. S.T. Joshi. Call of Cthulhu Fictidtayward: Chaosium, 2007, 1-51.
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beds by the river. [...] But | tell you that all tleethings [...] are but dreams and shadows; the
shadows that hide the real world from our eyes. (2)

The exploration of this ‘truth’ proves fatal, sinttels linked to contemporary anxieties of
degeneration: Mary, after her encounter with Pargriven mad and dies. Her child is not
subjected to the restraints of the civilised waaltd poses a danger to the male society of
London; particularly the fact that the gentlemerowelommit suicide after a visit to her house
have stayed there until late at night would hawabably led the Victorian reader to conclude
that this degeneration is of a sexual nature.

The fact that the murders in the city are committgda person who was created by a
woman’s union with the natural environment revehs idea that nature and hence the life
principle itself is evil>® But not only is evil seen as the more originalditon; mankind’s
relation to the dark side of nature is depictedeagemely close, since Mary can be
impregnated by the natural godhead and only “ahsligsion in the grey matter” (2) of the
brain is sufficient to make human beings see Pae. dnly way for the civilised world to
keep this vicious side at bay is by its rigid regsien; the notion of civilisation is hence
regarded as an artificial category based on theun@ation of man’s more savage
condition>*

Finally, the tool to open the gateway to the harof nature is science, which must be seen
particularly in the tradition of Wells’s rural retts. Similarly tdM, the novella undermines
current beliefs in scientific progress and its Wiemay purposes for humanity by
demonstrating the dangers of a science which e&aseld from any ethical purpose and only
used out of mere curiosity; this is epitomised bhyRaymond’s experiment on Mary and its
horrific outcome®?

On the other hand, Machen'’s text also containst@maevhich is yet only emerging at tlfie

de siecleand which will occupy a more dominant positionBlackwood’s and Lovecraft’s
fiction: The Gothic-pastoral context is perceiveddthe gateway to an existence beyond the
visible reality, where horrible, other-worldly bgm lurk which resist any human attempt at
categorisation. In fact, this is not a world remotespace or time anymore but rather an

alternative reality, entirely removed from the meas and rules of the human sphere.

30 Cf. S.T. Joshi, “Introduction”, iThe Three Impostors and Other Stories: The Bestdiles of Arthur
Machen Vol. 1, ed. S.T. Joshi. Call of Cthulhu Fictidtayward: Chaosium, 2007, xii.

%1 Cf. Punter and Byrofi;he Gothi¢ 146.

%2 Cf. Christine Ferguson. “Decadence as Scienffidfillment”. Publications of the Modern Language

Association of Americal7.3 (2002): 474-476.
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This notion becomes particularly obvious in thetraymal of the monster. In the novella, this
figure is the representative of an older, terrivkald; the plot is hence referred to as “an old
story, an old mystery played in our day, and in diondon streets instead of amidst the
vineyards and olive gardens” (43). Machen taketha@ncient figure of Pan, the rural god of
shepherds and flocks, to symbolise the evil powérsature: “The ancients knew what lifting
the veil means. They called it seeing the great Bad” (2)*** Despite the clear imagery
invoked in the reader’'s mind by employing the triagial representation of an ancient deity
(e.g. hindquarters, horns of a goat), the monssrlbst a clear shape by which the human
characters are able to describe it. While withgsddr Raymond’s preparations for his
experiment, Clark dozes off and dreams of an idgjot of nature which he used to visit as a
child. Behind the fagade of a pastolatus amoenuyscharacterised by “beech trees”, the
“trickle of water dropping from a limestone rockhd the “dark shadows of the ilex”, he
suddenly sees the old godhead (6). He refersds ffa presence, that was neither man nor
beast, neither the living nor the dead, but alhgkimingled, the form of all things but devoid
of any form” (6). The blurring of categories likeuman’ and ‘beast’ or ‘life’ and ‘death’ has
led Punter to the conclusion that Pan must, siiyitar Dracula and Moreau, be regarded as
symbolising the consequences of breaking existibgas®>* While this is undoubtedly true,
Machen’s god represents more than a figure linkethé transgression of the values and
morals associated with late-Victorian society.Ha aforementioned paradoxical description,
he is neither of these categories but at the sameedll of them and has the form of all things
but is also referred to as formless. This conttadjcportrayal is against the physical laws of
the human sciences; it reveals that the monster mpresents not only an other that is
opposed to the notion of ‘civilisation’ but an edimensional being which stands in
contrast to humanity in general and the world asgyeed by it. This widens the gap between
the ‘enlightened’ city-dweller and the ‘savage’ ntyman by rendering the latter the
representative of a more powerful, alternative texise. Besides, instead of conveying an
atmosphere of relief due to the expanding of thétadce, the novel rather aggravates the
fears connected to the threat posed by the ewldigAfter all, it emphasises the inability of
humanity and its tools, in particular science, tmlerstand and thus combat the monster by

which it is threatened.

%3 This awkward use of images relating to an ltal@us amoenuas typical of the ancient pastoral within

the Welsh countryside can be found throughout theysit shows that the author consciously plades t
portrayal of his rural retreat within the classastoral tradition.

354 Cf. PunterLiterature of Terror 264.
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Consequently, the retreat into the pastoral coréaxts to the insight that the universe is dark
and chaotic, with forces that are indifferent amsthe towards humanity. Alpers’s dictum
that the pastoral explores the relation of humainityelation to its environment is Gothicised
in a cosmic perspective, since human concerns emealed to be utterly insignificant in

comparison to the omnipotence of these forces. ,TGleske remarks that “if such a case
were possible, our earth would be a nightmare”),(13

However, the process of linking the monster figtwethe unspeakable by revealing the
failure of human language to assign clear categaigeit is not completed yet. In fact,

Machen still makes use of some of the traditionzgery associated with the ancient god:

The little boy who sees Helen V. with Pan in thecft refers to him as a “strange naked
man’” (11) and panics after seeing the Roman statwefaun or satyr (12). The story hence
represents an initial stage of portraying the Gogastoral retreat as the gateway to the ‘real’
world beyond; it depicts a monster figure which, Spite of exhibiting signs of extra-
dimensionality, still has an ‘earthly’ degree ofypltality.

Moreover, despite the greater distance betweermitester and the human race, there is
paradoxically also a certain closeness of bothiespeés has been mentioned before, only a
slight surgical intervention is necessary to enabdnkind to see the monstrosities within
nature; besides, even miscegenation is possibteeth as will be demonstrated in the
following, notwithstanding all attempts at an ertieeexternalisation, the evil menace hidden

within the facade of nature can never be fully saiga from humanity.

5.2.3. Blackwood, “The Willows” (1907)

The concept of externality has further progressefligernon Blackwood’s fiction. His texts

are often based on the idea that there are squtt m hitherto largely untouched places of
nature where primeval beings have survived, whrehextremely powerful and threaten the
human intruder’s life. In the rural retreat, th@a@tion line between the earthly world and
the alternative reality has become thin, which g/wthe urbanite runs the risk of getting lost
in the other dimension. In contrast to Machen, hareBlackwood portrays the forces
behind the facade of his green landscapes not @asraly hostile but rather indifferent

towards his human characters, who could be wipecabany moment by them and whose
unimportance is thus emphasised more strongly. M@ the beings threatening mankind

have even more lost shape; unlike Machen’s Parny ttenot even be referred to
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symbolically anymore and are characterised by & kliggree of vagueness. These aspects
become particularly obvious in Blackwood’s most ars short story, “The Willows”.

On their canoe trip on the Danube between VienmhBudapest, the nameless protagonist
and his fellow enter a “region of singular lonebseand devastation” ($J° Although its
landscape exhibits a more ‘original’ nature withuadlant vegetation, in particular a large
number of willows, it has not the complete quatifyalocus amoenusThe willows are of a
“bewildering beauty” and never “attain the digniy trees” but “remain humble bushes”
instead (1). Coupled with the image of an imperfdgtl is an uncanny atmosphere, as the
trees’ continual shifting somehow suggests that re alive (1).

The form of the river in this ominous area appéare a continuation of the classic Gothic
labyrinth. After Pressburg, the Danube branchesimot three arms, which only reunite a
hundred kilometres later; here, the intruder canegsily lost or even starve once the wrong
side channel is taken (5). Structures like thesechvpose - due to their unobservability - a
serious risk to the explorer, must surely be seirwthe general tendency of Blackwood’s
fiction to convey the dangers of being exposech®dastness of open natdré However,
this does not mean, as Punter argues, that theractimpletely rejects traditional Gothic
concepts like claustrophobi®. Instead, he combines both: In the midst of thiggtic maze,
the protagonists decide to spend their night orsland, where they are soon trapped within a
locus conclususAfter their first night, during which the narratbas the feeling of seeing
horrible monster figures in the willow bushes, tlfieg out that the steering paddle is missing
and the bottom of their canoe has been torn (2&gether with the fact that the isle is getting
constantly smaller because of erosion by the heawyent of the Danube, this creates a
persistently increasing atmosphere of claustroghahd terror.

The major threat on this island, however, arises [Fom its prison-like character and
proceeding geological diminution than from a mamss$r presence. Similarly to the previous
text, the traits associated with the evil foundhis locus conclususeveals that the traditional
city-country dichotomy has been tremendously widerghe pastoral context is not only
conceived of as remote from the civilised, urbanleyat is also defined by a large distance

35 Subsequent references to the following editian @ited parenthetically by page number within tet:t

Algernon Blackwood. “The Willows” [1907], iBest Ghost Stories of Algernon Blackwobldw York:
Dover Publications, 1973, 1-52.

This idea is articulated in several other storiggten by Blackwood. The most prominent examdes
“A Haunted Island” (1899), “The Wendigo” (1910), lf& Man whom the Trees loved” (1912) and “The
Man who found out” (1921).

357 Cf. PunterLiterature of Terror 330-331.
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from the human sphere in general, since here,garbrings from another dimension can be

found:

We had ‘strayed’, as the Swede put it, into songéoreor some set of conditions where the risks
were great, yet unintelligible to us; where thenfrers of some unknown world lay close about

us. It was a spot held by the dwellers in someragace, a sort of peep-hole whence they could
spy upon the earth, themselves, unseen, a poinevthe veil had worn a little thin. (37)

In Blackwood'’s story, the attribution of an unedythhysicality to the monster is even more
elaborated than in “The Great God Pan”. Having ame or a clear shape anymore by which
human beings can refer to it, the menace remairegae presence. In fact, the only visible
embodiment of this entity are the willow busheswinich, however, only the effects of an
extraterrestrial invasion can be observed. Aftekimgup at night, the protagonist notes that
“the tops of the bushes opposite, with their mounagery of leaves, made shapes against the
sky”, which are of an indeterminate nature and farfiseries of monstrous outlines” (17). In
his final confrontation with this being, he peremvsomething that is neither human nor
animal, but “as large as several animals groupgdtier, like horses, two or three, moving
slowly” (45).

At first, it appears that Blackwood continues trelition of Machen’s Pan by ascribing the
supernatural powers of this figure to its status asral deity. During his uncanny encounter,
the narrator considers going down on his kneesvaghipping this creature (19); besides,
his companion mentions that they both might ses/@a aacrifice to the local gods (35; 37-
38). However, this notion is soon refuted when3eede guesses the otherworldly nature of

the menace:

You think [...] it is the spirit of the elements, ahthought perhaps it was the old gods. But |
tell you now it is —neither. These would be comprehensible entities, for theye relations with
men, depending upon them for worship or sacrifidegreas these beings who are now about us
have absolutely nothing to do with mankind, anid inere chance that their space happens just
at this spot to touch our own. (41)

The almost complete lack of an earthly corporeadityl the inability of man to provide a
rational explanation for this sinister threat gilie motif of thelocus conclusus new quality

of fearful uncertainty. Previously, the evil natwkthe place was ‘unveiled’ to the intruder
once he discovered the monster’s real charactetrendinister intentions it pursued. In this
case, however, the protagonist is, apart from sslight indications of his fellow, left in the

dark concerning the precise constitution of thd #éwy are confronted with, which even
enhances the atmosphere of anxious apprehensiofacinthis anticipates an important
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aspect of the works written by H.P. Lovecraft, wtlaimed that the horror story’s most
effective device is to create fear of the unkndwh.

The insecurity concerning the monster’'s exact ataristics is even enhanced by being
placed within a psychological framework. For a lotugne, the narrator doubts if the
supernatural events really happen or whether theyust the result of his imagination; this
becomes obvious, for example, when he is unsutteeifwillow bushes are really closing in
on him and his fellow (15). After his attempts iding rational explanations have become
increasingly absurd, it more and more turns outtthemenace is real.

The psychological aspects of this monstrous thaieatalso important for another reason. In
accordance with its largely metaphysical nature,danger it poses is less a material than a
mental one: “As the final result of our long sojourere, we should be carried over the border
and deprived of what we called ‘our lives’, yetgntal, not physical, processes” (37). This
idea corresponds to Blackwood’s general philosapiderlying his horror fiction. According
to him, when the cosmic forces lurking within natwand the human individual encounter
each other, a link between both is establisheddmtain “faculties” every man possesses;
these “register beyond the normal gamut of seelmgring, feeling” and create an

“expansion of consciousnes&® In a correspondence with Peter Penzoldt, he wrote:

My fundamental interest, | suppose, is signs ambfgrof other powers that lie hidden in us all;
the extension, in other words, of human faculty. rBany of my stories, therefore, deal with
extension of consciousness; speculative and imaginareatment of possibilities outside our
normal range of consciousness. [...] Also, all tredens in our universe iigtural; under Law;
but an extension of our so limited normal consai@ss can reveal new, extra-ordinary powers
etc., and the word "supernatural® seems the bestl ¥ay treating these in fiction. | believe it
possible for our consciousness to change and grad,that with this change we may become
aware of a new universé’

Although he does not describe the resulting statee@mhtened awareness or its origins in
greater detail, it is obvious that it has an exebndangerous side: Not only does it enable
man to see the horrific monsters hidden behindgtieen landscapes but it simultaneously
allows these beings to assault his mind. Thudrongly emphasises the vulnerability of the
human species, which can be even threatened framnwiThis notion finds particular

expression in “The Willows”. Being confronted with mental invasion, the human

38 Cf. Lovecraft Supernatural Horroy 12.

39 Algernon Blackwood. “Introduction” [1938], iBest Ghost Stories of Algernon Blackwobtw York:

Dover Publications, 1973, xiv.

30 Quoted in Peter Penzoldthe Supernatural in FictiarNew York: Humanities Press, 1965, 229.
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protagonists appear to be tremendously powerlessamas passive, as they can do nothing
apart from trying to shut their minds against It's‘not a physical condition we can escape
from by running away [...] we must sit tight and W&d89). At the same time, the intrinsic
connection between man and the forces of the wevezveals that the separation between
both by means of an excessive externalisationcenmplete; instead, like Machen, the author
continues the tradition of the Gothic-pastoral raoeby depicting a monstrous other which
nevertheless seems to be linked to the human race.

Confronted with the overwhelming strength of thmity and unable to describe it in words,
the narrator is touched with a sense of awe (QmRhis reaction, it could be concluded that
he has a sublime encounter. However, this incigems far beyond a traditional sublime
experience. The protagonist comments on this bypemimg his own situation to a subliminal

one:

Mountains overawe and oceans terrify, while the terysof great forests exercises a spell
peculiarly its own. But all these, at one pointamother, somewhernk on intimately with
human life and human experiendehey stircomprehensibleeven if alarming, emotions. They
tend on the whole to exalt.

With this multitude of willows, however, it was sething far different, | felt. [...] A sense of
awe awakened, true, but of awe touched somewhera vggue terror. Their serried ranks,
growing everywhere darker about me as the shadewpahed, moving furiously yet softly in
the wind, woke in me the curious and unwelcome sestiygn that we had trespassed here upon
the borders of amlien world a world where we were intruders, a world where were not
wanted or invited to remain — where vea grave riskperhaps! (8; my emphasis)

This passage shows why the conventional categasesbed to the (Burkean) sublime do
not hold anymore: Although the situation triggeeelings of awe in the narrator, whose
language fails to describe them properly, this dossstem from the insight that the world is
ordered by a divine being, which has a benevol&nt for humanity. Instead, it is caused by
the emerging understanding that a confrontatiorh vait creature takes place which has
nothing to do with human conceptions of the unigeEven worse, the encounter emphasises
man’s insignificance and deprives him of his foripeassumed privileged position in the
cosmos. In a traditional subliminal experiencerehs the essential step of the sublime turn.
During this process, the subject, after perceiuimgy overpowering forces of nature, returns
with a reformulated sense of integrity and sees hiignanity as well as its culture
d?Gl

reaffirme This was the case, for instance, in Radcliffedh® Mysteries of Udolphaevhere

Emily could often gain new strength after watchithg Alpine or Apennine mountains.

%1 Cf. Vivian Ralickas. “Cosmic Horror’ and the Qat®n of the Sublime in LovecraftJournal of the

Fantastic in the Art48.3 (2007): 365.
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Blackwood'’s story, however, lacks such a salutagtire. Here, the human self, after facing
a more potent natural force, stays fragmented, iédbelief systems are irreversibly
shattered. Ralickas therefore argues that situmtldk@ these must be rather assigned to
Kristeva’s notion of the abject; according to hére defiling of the subject’s “clean and
proper body?®? resulting from the process of abjection forms ihsis for the destruction of
subjective integrity which takes place during thenfcontation with the horrors of the
cosmos’® Whereas both the sublime and the abject encoontmwhelm the experiencing
subject and give rise to feelings of terror, therfer reasserts its culture and humanity while

the latter

subverts it by reminding us not only that we aeparable from that nature we seek to dominate,
but that our culture, from which our idea of magteriginates, is simply a fiction, a story we tell
ourselves to anchor our identiti&s.

Accordingly, Blackwood’s rural retreat offers thesight into a ‘truth’ which not only

devastates the intruder’'s conceptions of his se@di world but even of ordinary reality as
well as the position of his own race within it. Kmedge of this truth, even if it just consists
of a short glimpse, can already prove fatal, whhvhy the narrator tries to stick to his

rational account of the strange events:

An explanation of some kind was an absolute netge$gst as some working explanation of the
universe is necessary — however absurd — to thgitegs of every individual, who seeks to do
his duty in the world and face the problems of I{f8)

As a consequence of this emerging insight, theusnjin the pastoral enclave results in a
yearning for an urban context which is still in agance with human concepts and
explanations. The narrator's evocation of the séreé London does not serve anymore to
call to his mind the rules and restrictions vatidhe civilised world as was the case atfthe
de siécleinstead, the city now embodies the ordinarinesslaws valid in the human world

as such:

| chanced to look down at my sand-shoe — the sertised for the canoe — and something to do
with the hole at the toe suddenly recalled to neeltbndon shop where | had bought them, the
difficulty the man had in fitting me, and other aliés of the uninteresting but practical operation.

%2 Julia KristevaPowers of Horror: An Essay on Abjectiamans. Leon S. Roudiez. New York: Columbia

University Press, 1982, 72.
33 Cf. Ralickas, “Sublime”, 388.
%4 Ibid., 389.
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At once, in its train, followed a wholesome view tife modern sceptical world | was
accustomed to move in at home. (43-44)

The lesson the intruder finally learns concernsoms insignificance, which is conceived of
as being representative of humanity in general.edeer, his inability to provide a valid
explanation for the supernatural events highlights meaninglessness of all developments
resulting from the progress of the human race skmghtenment times; most of all, this
applies to anything connected to the investigatibthe world by means of rationality (e.qg.
science).

In contrast to Machen, however, not a scientisttaadctive research are necessary anymore
to discover the hidden secrets of nature; instdaeke are disclosed rather by chance to a
couple of harmless tourists, whose only mistakes camping on the dangerous island. In
addition, the horrible entities behind the veiltioé natural landscapes are not understood as
inherently hostile but just indifferent towards rkand, which appears completely irrelevant;
once disturbed, however, they can easily releasie ttemendous powers and destroy the

human explorer:

There are forces close here that could kill a leérelephants in a second as easily as you or |
could squash a fly. Our only chance is to keepego#lsf still. Our insignificance perhaps may
save us. (39-40%°

The fact that every ordinary person like the protagt and his fellow could accidentally
become the prey of forces much larger and morenpoéweals a deeply pessimistic attitude
underlying Blackwood’s story. It conveys the imagfea human race which could - due its
great vulnerability - at any moment become the ptigp beings able to interfere at will with
its concerns. Alpers’s definition of the pastorabda in terms of its exploration of man’s
weakness in relation to his environment is evenentban in Machen Gothicised here; since
the notion of ‘environment’ is extended to the wehahiverse, all “earthly affairs, the rise and
fall of nations, the destinies of empires, the fait@rmies and continents, are [...] as dust in
the balance” (40-41).

%5 This idea of powerful forces which are hiddenhiitthe depths of an untouched nature and arefémeift

towards humanity but will wreak havoc once distarlbvederlies several of Blackwood's stories. In “The
Wendigo” (1910), for instance, a group of adventpenetrates the Canadian wilderness; in the eairs
this expedition, the French Canadian Défago isuwapgt by the Wendigo, a primeval beast “that had
survived somehow the advance of humanity [..] and Bmerged terrifically, betraying a scale of life
monstrous and immature”. Algernon Blackwood. “Theeligo” [1910], inBest Ghost Stories of
Algernon BlackwoodNew York: Dover Publications, 1973, 205.
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5.2.4. Lovecraft, “The Colour out of Space” (1927) and “The Dunwich Horror” (1929)

Whereas the preceding two subchapters dealt wittenarof a British background, in the
following, emphasis will be placed on an Americarthar. Despite this shift of the socio-
cultural context, it still makes sense to treat lodvPhilips Lovecraft's fiction within the
previous tradition. After all, he was in generajraat admirer of Anglo-Saxon language and
culture; particularly the English eighteenth ceptwas an epoch he nostalgically regarded as
a kind of Golden Agé® Besides, he was heavily influenced by Gothic asthige Machen
and Blackwood, from whom he took up many featuresteansposed them into an American
setting.

For this reason, the texts belonging to Lovecraftiythos” group>®” which will constitute
the focus of this chapter, exhibit a merger of wfberent backgrounds: On the one hand,
they use the rural landscapes of New England aait fittional communities (Arkham,
Innsmouth, Dunwich, etc.) in order to reflect tygllg American fear§®® On the other hand,
like their British predecessors, they portray th@hg-pastoral context as the gateway to an
alternative reality in order to mirror more geneaakieties regarding man’s position within
the universé® In fact, Lovecraft took over the idea that thermos was once inhabited by
beings much greater and more powerful than humawityereas he continued the tradition of
assigning extra-dimensional traits to these estitie was also influenced by Lord Dunsany,
whose gods of Pegana constituted the backgrounthéocreation of an artificial pantheon of
otherworldly ‘gods’ (e.g. Yog-Sothoth, Cthulhu, Nighotep)®°

366 Cf. PunterLiterature of Terror 283-284.

%7 The term was coined independently by S.T. JasthiZonald R. Burleson; it refers to the storiesiliting

the features as described in the following, e.g.ube of a fictional New England setting or thesiesice
on the principle otosmicism In particular with regard to their location, teesarrations differ from the
“Dreamcycle” stories, which are placed in the sblech“Dreamland”. Cf. S.T. JoshH.P. Lovecraft
Mercer Island, WA: Starmont House, 1982; DonaldBRrleson. “The Lovecraft Mythos”, iBurvey of
Science Fiction LiteratureVol. 3, ed. Frank N. Magill. Englewood Cliffs, NSalem Press, 1284—8. For
an analysis of pastoral elements within the “Dregte’ stories, see Oliver Plaschikéerlorene Arkadien:
Das pastorale Motiv in der englischen und amerikahen fantastischen Literatur - H.P. Lovecraft, &am
Branch Cabell, Mervyn Peake, Wiliam Gibsomiss. Heidelberg: 2009. <http://www.ub.uni-
heidelberg.de/archiv/10106>.

Cf. Alan Lloyd-Smith. “Nineteenth-Century Amerit&othic”, inA Companion to the Gothied. David
Punter. Malden: Blackwell Publishing, 2001, 109.

39 Cf. Lovecraft, Supernatural Horror 89-97; S.T. Joshi and David E. Schultxkn H.P. Lovecraft
EncyclopediaWestport, Connecticut: Greenwood Press, 2001, 20.

368

370 Cf. Lovecraft, Supernatural Horror 98-100; —-. “Some Notes on a Nonentity”, in HLRwecraft.

Miscellaneous Writingsed.S.T. Joshi. Sauk City: Arkham House, 1995, 561.
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The resulting “Cthulhu Mytho$*! is based on the assumption that these beingsrhaedaat
and ruled over the earth in prehistoric times;cae point, however, they had been forced to

give up their reign, which they would someday recla

All my stories, unconnected as they may be, aredas the fundamental lore or legend that
this world was inhabited at one time by anotheerato, in practising black magic, lost their

foothold and were expelled, yet live on outsidegrexeady to take possession of this earth
372

again:
With regard to man’s insignificant position withihe larger scheme of the universe and the
futility of all human achievements, Lovecraft'stian can be perceived as the climax of the
early twentieth-century development as outlinedfao After all, he even developed a
distinctive principle in this respect, which he sutmed under the teroosmicismHe defined

it as follows:

Now all my tales are based on the fundamental methiat common human laws and interests
and emotions have no validity or significance ie tbosmos-at-large. [...] To achieve the
essence of reaxternality whether of time or space or dimension, one mosiet that such
things as organic life, good and evil, love andehand all such local attributes afnegligible
and temporary race called mankiriaave any essence at #fi(my emphasis)

The writer from Providence hence carries on thaitican of highlighting the meaninglessness
of the human existence and the progress of thexaseseby distilling those ideas into his
intended effect of “externality”; similarly to thprevious texts, the term emphasises the
omnipotence of cosmic monster figures in comparigb@ “negligible” humanity, whose
existence is only “temporary”. In “At the Mountailo$ Madness” (1936), one of his most
famous stories, it even turns out that life ontedsds been created accidentally by the Old
Ones as “jest or mistaké™ As in Blackwood's fiction, the meaninglessnesghef human
existence as revealed during the confrontation thighvastness of these otherworldly powers
does not allow for a sublime experience anymorekimgathe cultural affirmation and

The term was first recognised and elaborated bguat Derleth in 1937. Cf. August Derleth. “Lovdtra
Outsider” [1937], in Lovecraft Remembergded. Peter Cannon. Sauk City, Wis.: Arkham House
Publishers, 1998, 410-414.

Quoted from Colin WilsornThe Strength to Dream: Literature and the ImagioatiLondon: V. Gollancz,
1962, 26.

37 H.P. LovecraftSelected Lettersvol. 2, eds. August Derleth and Donald WandreiulSCity: Arkham
House, 1965, 150.

H.P. Lovecraft'At the Mountains of Madness” [1936], iihe Whisperer in Darkness: Collected Stories,
Vol. 1. Tales of Mystery & the Supernaturdfare: Wordsworth Editions Ltd., 2007, 295.
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reassurance concomitant to a sublime turn impassglch an experience must again be
rather attributed to the notion of the abj&ct.

The literary technique the author makes use ofduoeae the effect of “externality” is
referred to by Berruti as the “vagueness of thenGod error hint”>’® The term designates
Lovecraft's constant allusions to an ulterior rgaldifferent from the phenomena of the
visible world, the knowledge of which shatters nsawonception of his own existence
without ever clearly confirming this ‘truth’. Thigrinciple is in accordance with his
philosophy of horror fiction, which is based on thetion that “the oldest and strongest
emotion of mankind is fear, and the oldest andngfest kind of fear is fear of the
unknown”3"’

In the face of a such a pessimistic worldview aposed in Lovecraft'©euvre it is not
surprising that as far as its pastoralism concertieduse of positive elements has been given
up to a large extent. This particularly refershe guestion whether a return to an idealised
existence within a Golden Age is possible. The tr@igg of “The Call of Cthulhu” (1928),
which reveals one of the basic ideas underlyindibi®n, is programmatic in this regard. It
represents the dark mirror of the pastoral ideadidyverting the prophesy of man’s salvation

as described in Virgil's fourtkclogue

The most merciful thing in the world, | think, iset inability of the human mind to correlate all
its contents. We live on a placid island of igna&in the midst of black seas of infinity, and it
was not meant that we should voyage far. The segfc.] have hitherto harmed us little, but
someday the piecing together of dissociated knaydedill open up such terrifying vistas of

reality, and of our frightful position therein, thae shall either go mad from the revelation or
flee from the deadly light into the peace and sadét new dark ag&®

As is typical of the pastoral tradition, the tootsnnected to the city and civilisation are seen
as intrinsically bad, since they have alienated rintam a supposedly wholesome state of
being in accordance with nature. However, the tgtage which preceded this existence is
not a Golden Age of bliss but a Dark Age. The osdfety it harbours is the fact that

37> Cf. Vivian Ralickas, who convincingly refutes Bal. Nelson’s and Bradley A. Will's arguments foe t

existence of the Burkean or Kantian sublime in layaé'’s fiction. Cf. Ralickas, “Sublime”; Dale J.
Nelson. “Lovecraft and the Burkean Sublimebvecraft Studie®4 (1991): 2-5; Bradley A. Will. “H.P.
Lovecraft and the Semiotic Kantian SublimEXtrapolation43.1 (2002): 7-21.

376 Cf. Massimo Berruti. “H.P. Lovecraft and the Amamy of the Nothingness: The Cthulhu Mythos”.
Semiotical50.1-4 (2004): 364.

Lovecraft,Supernatural Horror 12.

378 H.P. Lovecraft. “The Call of Cthulhu” [1928], ilfthe Best of H.P. Lovecraft: Bloodcurdling Tales of
Horror and the MacabreNew York: Ballantine Books, 1982, 72.
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humanity lives in a condition of ignorance, fromietit increasingly turns away with the
progress of the sciences until either a new Dark Agthe devastation of the whole race
follows. Thus, whereas the ancient poem heralded dbming of a new Golden Age,
characterised by man’s reunion with nature, Lovsrarediction does not even contain the
slightest hope of salvation. Even worse, it suggdst humanity will either turn to madness
due to the insight into its cosmic irrelevance andéturn to a new state of darkness. This
mood of hopelessness must be seen in the contéxtvetraft's negative attitude towards the
sciences; in his view, they had deprived man ofskié-confidence and belief in his central
position in the universe but nevertheless remainesmprehensible to ordinary peoplé.

The author’s scepticism towards the trust in thastant progress of the sciences and
civilisation in general can be particularly obsehwe his conception of the country, which is
a pastoral counter-world depicting an earlier, ipdstrial time stagé&® Moreover, its
opposition to the notion of the city reflects Loxe#t's general aversion to urban life, in
particular New York City, where he lived from 192826%! Since the rural environment
turns out to be rather sinister at its core witkights that prove harmful to the intruder, a
pessimism concerning the escapist longing for ligatfinto nature is revealed. After all, it is
— due to its distance from the modern world — ofiso conceived of as the place which is
closer to the savagery and darkness associatedhgittbosmic forces threatening humanity.
In the following, the analysis will centre on Lovaft's portrayal of the Gothic-pastoral
retreat in two of the best-known short stories fritv ‘Cthulhu Mythos’. While “The Colour
out of Space” (1927) deals with the devastatiothefcountryside by a meteorite carrying a
strange extraterrestrial being along, “The Dunwidtrror” (1929) focuses on a family’s

conjuration of Yog-Sothoth, a primeval being thatihts the rural community of Dunwich.

In “The Colour out of Space”, a surveyor is semt ithe rural area of Massachusetts, which is
supposed to serve as a new water reservoir fdidti@nal town of Arkham. As Joshi states,

the real Quabbin reservoir is the setting for tteeys which places this community within an

379 Cf. PlaschkaArkadien 71; Roger Caillois. “Das Bild des Phantastischéom Marchen bis zur Science
Fiction”, in Phaicon 1ed. Rein A. Zondergeld. Frankfurt a.M.: Insel Mgr 1974, 80.

Wilson states that “he hated modern civilizatiparticularly its confident belief in progress asaence”.
Wilson, Dream 8. Houellebecq formulates this a bit more dragliic “Absolute hatred of the world in
general, aggravated by an aversion to the moderld\woparticular. This summarizes Lovecraft’s tatie
fairly accurately”. Michel Houellebecdd.P. Lovecraft: Against the World, Against L{f£991], trans.
Dorna Khazeni. London: Weidenfeld & Nicolson, 2068,

381 Cf. PunterLiterature of Terror 283.
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authentic New England conteXt This tension between real and imaginary elementhé
portrayal of the rural retreat is a typical featofdboth the Gothic and the pastoral tradition.
As has been pointed out in the introductory chagieth employ artificial traits which are
nevertheless in some way always linked to the readen world. In the course of the story,
the unrealistic traits increase subsequent to mmgact of the meteorite and its dreadful
consequences.

Against the background of the tradition investigas® far, it can be argued that the story
establishes a tension not only between categoikesréal and unreal but also between
pastoral and anti-pastoral/Gothic. Initially, tlextt portrays the countryside west of Arkham
as a spot of untouched nature with “valleys witegl@&oods that no axe has ever cut” and
“dark narrow glens where the trees slope fantdbticand where thin brooklets trickle
without ever having caught the glint of sunlight9g)** However, instead of conveying an
atmosphere of bucolic peacefulness and tranquitligre is something wrong with this place,
which “is not good for imagination, and does nangrrestful dreams at night” (193). The
landscape is also characterised by oddness, sinedrées grew too thickly, and their trunks
were too big for any New England wood” (194). ThaSted heath” is the climactic centre
of this anti-pastoral setting, since there is ngetation at all and only a “fine grey dust or
ash” between sickly trees and dead trunks (194).

Similarly to Virgil’s first Eclogue the text describes a landscape that has beestded by
the intrusion of more powerful forces from a largarld against which the inhabitants of the
country are completely helpless. In Lovecraft'srgtdhese forces are not more potent men

from the city anymore but extraterrestrial beintpss results in an unearthly and surrealistic
quality of the anti-pastoral elementsUpon everything was a haze of restlessness and

oppression; a touch of the unreal and the grotesatpud some vital element of perspective or
chiaroscuro were awry” (194). Indeed, as the narragrns from Amni Pierce, the impact of
a meteorite is responsible for the atrocious stathe natural environment, which gradually
deteriorated in the aftermath until everything waad.

At the beginning of Amni’s story, the surroundinga of the Gardner farm, which will turn

into the blasted heath, is described as a kinldafs amoenusThat was the house which

32 Cf. S.T. Joshi. “Explanatory Notes”, ifhe Call of Cthulhu and Other Weird Storiesi. S.T. Joshi.
London: Penguin, 2002, 399; Rebecca Janicker. “Nagland Narratives: Space and Place in the Fiction
of H.P. Lovecraft” Extrapolation48 (2006): 57-58.

Subsequent references to the following editian @ted parenthetically by page number within tiet:t
H.P. Lovecraft. “The Colour out of Space” [192°#,Tihe Best of H.P. Lovecraft: Bloodcurdling Tales of
Horror and the MacabreNew York: Ballantine Books, 1982, 193-217.
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stood where the blasted heath was to come — timewhite Gardner house amidst its fertile
gardens and orchards” (196). This portrayal of dealised setting conveys an image of a
simple, pastoral life in close proximity to an onigl nature. After the meteorite’s impact,
however, the idyllicism and harmony associated whtk spot is quickly subverted. The anti-
pastoral component within the region by and largerdases, eventually replacing all
elements representing this ideal lifestyle. Notyaslthe harvest poisoned but the condition
of all animals and plants worsens. For the Gardammily, their life in close proximity to
nature leads to a deterioration in terms of thhyspcal and mental health. The hostile being
which arrives with this rock quickly turns theirfa into alocus conclusuysat whose centre,
the well, it hides.

As is typical of the monster figure, it has an atlg quality for the human characters and
more and more gains influence over them. Despieothvious bad effects the Gothicised
surroundings have on the family, its members nbeéts exhibit a “stolid resignation” and
cannot leave the place anymore (204); even wotsey keep drinking water from the
poisoned well and eat the sickly food from the lbats. The monstrous being even makes
Nahum’s sons jump into the well in order to suckitHives out. As their father remarks
shortly before his death: “It beats down your mand then gets ye...[...] draws ye...ye
know summ’at’'s comin’ but tain’t no use...” (208). the further progress of the story,
everything organic — be it the plants, animalgwen humans — finally dies.

In accordance with the previous Gothic-pastoralitien, the portrayal of a rural context and
its disturbance by a force from without is repréatwe of specific anxieties. In this case, it
can be linked to fears associated particularly i history of early American settlement.
Leo Marx states that the natural environment of New World provoked ambivalent
feelings: On the one hand, it was associated with fteedom of being able to live a
harmonious existence in unison with the fertilitydaseemingly infinite resources of an
untouched nature; on the other hand, life on tlatier was also dangerous, as it was
connected with an untamed wilderness, extreme teahpes and the encounter with the
indigenous people, who were often perceived aavage’ threat:

In a sense, America wdsoth Eden and a howling desert [...]. The infinite resesrof the
virgin land really did make credible [...] the andielleam of an abundant and harmonious life
for all. Yet, at the same time, the savages, thnitléss space, and the violent climate of the
country did threaten to engulf the new civilisatih

34 Marx, Machine in the Gardem3-44.
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Thus, in Marx’s view, the dichotomy between idylétiements and their opposite was often
employed to express the discrepancies betweemthge of America as a pastoral idyll and
the anti-pastoral reality of the frontier experieft In Lovecraft's text, these images
associated with the dangers and harshness of tlezidéan wilderness are Gothicised in order
to give shape to the fears regarding man’s ingbibt cope with it. As Oakes states, the
deterioration of the natural environment as expaee€he Colour out of Space” not only
reflects contrary feelings towards life in the sopgdly idyllic New World but eventually
even subverts the pastoral ideal completely; inetid, the Gardner family’s dream to lead a
simple existence away from the life in the cityasealed to be impossible in the face of their
extremely malevolent and hostile surroundiffijs.

However, the author severely aggravates this I@tgbéished contrast between idyll and
disturbance. After all, he adds features to histrpgal of the anti-pastoral/Gothic
counterforce which stand within the tradition ofttears like Machen and Blackwood and
must be seen in the context of hi®smicism As mentioned before, the increasing
deterioration of the land, which will eventuallystdt in the “blasted heath”, is not attributed
to the forces lurking within the wilderness butato invasion from outer space. Therefore, in
the description of the meteorite and the conseqeet its impact for the environment,
specific emphasis is placed on the unearthliness drovecraft's terms, the “externality” of
the threat. The rock, whose material cannot be daum earth (198), quickly turns the rural
context into an unearthly setting: Besides thellacémals’ outer appearance, which has a
bizarre quality, something seems to be wrong whin plants, who by and large attain the
same strange colour as the meteorite (199-201). ddumess of the vegetation gains a
particularly uncanny quality in the depiction oétlrees around the Gardner farm, which, like
Blackwood’s willows, sway even if there is no wi(@D1)3®’

In accordance with Lovecraft's “vagueness of thesi@ia-terror hint” technique outlined
previously, the monster figure is an extraterrabtbeing whose precise nature cannot be
understood by the human characters (and by impicaihe reader). Similarly to “The Great
God Pan” and “The Willows”, it is also defined byigh degree of indistinctness. As Nahum
says, “the way it's made an’ the way it works alike no way o’ God’s world. It's some’at

from beyond” (211). Therefore, even when the famibtices the apparent menace lurking

385 Cf. Ibid.; Janicker, “Space and Place”, 60.

36 Cf. David A. OakesScience and Destabilization in the Modern AmeriGothic: Lovecraft, Matheson

and King Westport, CT: Greenwood Press, 2000, 40; Janit&pace and Place”, 60-61.
37 Cf. Blackwood, “The Willows”, 1.
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underneath their soil, they are unable to desdtidbexact constitution. Mrs Gardner, for
instance, has the feeling that “something was takemy — she was being drained of
something — something was fastening itself on hat bught not be” (202-203), but cannot
account for its origins. In fact, one of the fewits that still link it to earlier monster figures
like Dracula is its vampiric quality, as it suckeetlife out of the vegetation and the humans
(208-209). The only aspect by which it is actuailible is its colour, which comes out of the
well and spreads throughout the farm during thétn§g08). Still, even this quality is linked
to the unspeakable, since it is not of the chrarrsggectrum known to man.

In the face of such powerful forces, the simple ntogman, like Virgil's Tityrus and
Meliboeus, is presented as absolutely powerlessoingly, the Gardner farm, together
with its surroundings, eventually perishes untilthiog is left but the “blasted heath”.
However, it is not only the country-dweller whoasnceived of as helpless and unable to
change his dreadful destiny; it is also the mamftbe city and by implication the civilised
world of scientific progress which is unable to front this monstrous invasion. During the
first signs of damage after the meteorite impdut, dity-dwellers are still represented within
a traditional city-country opposition as more ‘sigpicated’ urbanites, who look down on the
‘superstitious’ peasants. When Nahum Gardner ptegba unearthly blossoms of saxifrage
grown at his farm to the editor of tli&azette he writes a “humorous article about [...] the
dark fears of rustics” (201). Immediately afterwgrtdowever, the narrator concludes that “it
was a mistake of Nahum'’s to tell a stolid city maoout the way the great, overgrown
mourning-cloak butterflies behaved in connectiothvihe saxifrages”, which hints at the real
nature of this cosmic terror (201). Moreover, whiea situation at the farm finally escalates
and the signs of extraterrestrial threat cannatdgated anymore, Nahum sadly realises that
it is no use “telling the city people in Arkham wlaughed at everything” (206). Similarly to
the late nineteenth century, the city-country ojitpms is hence established but at the same
time blurred: The self-perception of the city-dweelas more superior and refined turns out to
be a state of mere ignorance after the ‘truth’ Wwhaan be found in the rural context has been
disclosed.

Lovecraft's text predominantly highlights the iredfiveness of the urbanite’s tools, in
particular such as relate to the field of sciera® revealed during his encounter with the
malignant being. Indeed, specific emphasis is plame the association of the city-dweller
with the academic world of scientific progress: ekftll, the only people from the city who
take an interest in the strange occurrences atGdwelner farm are the professors from

Miskatonic University. Their inability to providerational explanation for the consistency of
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the meteorite’s material or its devastating efféotsthe environment (196-198) and the fact
that they eventually flee from the life-sucking @mal themselves (210-215) must be seen
against the background of Lovecraft's scepticalweed the sciences; according to him, these
would be totally useless when confronted with thweés of cosmic terror. This pessimism is
also underlined by the story’s ending: Although teetraterrestrial threat is gone, it
nevertheless seems to have left some of its essminded, which is why the land has never
recovered properly. Even worse, at the time theatar hears the story, the local inhabitants
keep telling the story that the blasted heath gtilws each year. The people in the city, on
the other hand, have returned to their former sihignorance, discarding the strange events
told by the country people as “queer” tales (216).

In “The Colour out of Space”, all human beings —ethier from the city or the country — are
hence revealed to be totally weak in comparisothéeomonsters of the cosmos. One could
even argue that humanity as a whole is put intdrémitional position of the feeble country-
dweller, who, being not confronted with a human adntomnipotent extraterrestrial threat,
appears to be absolutely unimportant. Whereas ithedweller is presented as being in a
blissful condition of unawareness and the peasampierceived of as the one who at times
comes closer to the ‘truth’, the menace posed leycibsmic terror is seen as constantly
present for both.

While this thoroughly negative mood associated hi insight in the country stands in the
tradition of Machen’s and Blackwood’s Gothic-pastaretreats, Lovecraft's version of the
sinister country exhibits a significant differende. the previous texts, either the active
pursuit of the scientist or the journey into thetts of untouched nature far away from the
civilised world was necessary for the discoveryhaf horrible ‘truth’. In other words, despite
underlining man’s weakness, these stories nevedbetonveyed the image of an urban
world that would remain safe as long as its repriegiwes would not penetrate too far into
the secrets of nature. In this case, the entryhefhiorrible being into the human world still
occurs in the countryside. The people who firstoeimter the monster figures, however, are
no scientists or daring adventurers anymore, winpuce up their doom by transgressing the
borders of the enlightened world; instead, they tmanless farmers, whose confrontation
with the cosmic terror is just accidental. Thisweys the image of a human race that, even if
it does not actively seek to transgress its linatet, can still fall victim to these monstrosities
at any time. The fact that they come from the skgneunderlines the notion of a world where
anyone can always be the prey of extraterrestmaddion. Accordingly, the withdrawal into

the Gothic-pastoral context not only disturbs ttegrator’'s rational understanding of the
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world but he is henceforth also scared of anythilgted to the firmament, e.g. the stars at
night (196).

As far as the retreat-return movement is conceremther deeply pessimistic feature
characteristic of Lovecraft's version of Gothic fmmal becomes obvious. The monstrous
secrets hidden within the countryside are so hieriibat not even a direct encounter with
them is necessary anymore to return to the urbafdwma state of devastation. Instead, the
mere hint at them already proves damaging: Aftertaé narrator only gains his insight
concerning the ‘truth’ lurking in the country, i.mankind’s marginal role within a cosmic
scheme, merely in a mediated way, as he only bsteAmni Pierce’s recount of the events.
This horror of gaining knowledge in a second-haahion is even more emphasised in “The
Call of Cthulhu”. Here, no ‘physical’ retreat-retumovement is made by the protagonist;
instead, he remains in his supposedly safe acadewonid of research and pieces together
certain accounts of people who went to the Gotbientry (i.e. inspector Legrasse; captain
Johanson). The results, however, are still the sas@n the previous Gothic-pastoral
tradition: After reading about the insights gaitgdthese people, the narrator’'s worldview is
irreversibly destroyed®

So far, the analysis of the Lovecraftian Gothictped mode has given rise to a pessimistic
image not only of the people who encounter the cosnonstrosities but also of humanity in
general; after all, it can at any time fall preyetdraterrestrial forces or gain the devastating
knowledge of the threat posed by these entitiegebheer, mere allusions to the real nature of
these monsters suffice to shatter man’s conceptbigs own world as well as his position
therein. Hence, it seems that the process of eadisimy the monster figure and describing
mankind’s insignificance has reached its climaxwdeer, the human race in Lovecraft's
fictional universe, in particular his countrymeng aot just passive and innocent farmers who
are accidentally confronted with the horrors froeydnd. Even in this story, which deals
with the terrible fate of a rustic family, this sightly indicated. In fact, the surrounding
countryside of the Gardner farm exhibits alreadipiteethe arrival of the meteorite a few evil
traits: Not only had it been the scene of witchls; but the devil is supposed to appear at
times on a small island in the Miskatonic, wherstrange stone altar can be found (196).
These factors suggest that while on the one hamgbldce is inviting because of its idyllic
quality, it is nevertheless also dangerous as peags to be particularly susceptible to the
invasion by evil powers. After all, some of the gmats seem to have been involved in

388 Cf. Lovecraft, “The Call of Cthulhu”, 72-73.
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sinister acts and cooperated with these monsteherdds this idea is very silently conveyed
in this text, in others, it is explicitly expresseétere, the country people actually are not only
openly characterised as close to evil but evermgittéo help it gain entry into the human

world. The concept of the monster in Lovecraft’stseis hence not only something external
but also, similar to thdin de sieclg a threat from within; a prominent example of this

phenomenon is the second story to be discussethwiiis subchapter.

Like “The Colour out of Space”, “The Dunwich Hortaspens with the description of an
environment which is defined by its richness of etatjon and untouched nature but at the
same time appears odd and therefore anti-pastothis In this “lonely and curious
country”, the trees have an unnatural size andwild weeds, brambles, and grasses attain a
luxuriance not often found in settled regions” whihe “planted fields appear singularly few
and barren” (98J%° The climax of this uncanny atmosphere are thes kithd mountains,
whose unnaturalness is connected to tradition&laen devilish imagery: Not only are they
“too rounded and symmetrical to give a sense offodnand naturalness” but most of them
are even crowned with “queer circles of stone Ellg99). At the centre of this location is
Dunwich, a typically Gothic village with deserteduses, an atmosphere of decay and a
hostile odour in its village street (99).

Similarly to the previous story, the sinister qtyabf this setting is attributed to the invasion
of external entities, which are of an indistincality and cannot be measured by means of
scientific rationality: “Noises from the hills cantied to be reported from year to year, and
still form a puzzle to geologists and physiogragh€t00). However, there is a significant
difference regarding the means by which evil gangy into the human world. Whereas
beforehand, innocent farmers became the randonmacif a cosmic presence, in this case,
it has been conjured up by the local inhabitantee $tory centres on the Whateley family,
who successfully attempts to help one of these tnauns beings to invade the earth and
wreak havoc in the region. This act of seeking am#n with otherworldly powers has a
long history in Dunwich, since it is stated thateady the Indians performed unholy rites to
call the shadows from the hills (100).

Lovecraft’s fiction therefore not only portrays plelss farmers whose life in union with an

unspoiled nature is disturbed by the unwanted siruof powerful beings; instead, it also

39 Subsequent references to the following editian @ted parenthetically by page number within tiet:t
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173



conveys the notion that the people in the counteyad times more primitive and savage than
those in the city and hence closer to the evil pevierking within the wilderness. This idea
is already expressed by the general charactemsatidhe local inhabitants. After a long
period of isolation, they “have come to form a réoemselves, with the well-defined mental
and physical stigmata of degeneration and imbrggdib00). Moreover, because of their
absence from the norms and values of the civiliwedd, they are associated with “half-
hidden murders, incests, and deeds of almost urad@meiolence and perversity” (100). The
conception of the ruralist as a degenerate figunehvis further down on the evolutionary
scale continues, in particular with regard to itan®inist undertones, the predominantly
negative image of the country as typitial de siéclelt stands in stark contrast to the “The
Colour out of Space”, where, apart from some adhisito an involvement in evil matters, the
country-dweller was on the whole conceived of dmianless figure. The contrary image of
the peasant in both stories probably reflects Lmafés ambivalent attitude towards the
countryside, which he preferred to the city but sdnmhabitants often did not conform to his
ideal of man as educated and upper-cl&sBesides, it must be seen in the context of his
general association of moral superiority and ietllwith more ‘cultivated’ and ‘rational’
white Anglo-Saxon Protestants, from whose stateyedeviation he perceived as inferiot.

The history of this place and the degenerationsofdsidents paves the way for the story that
follows. By showing one of the worst acts humawciy commit in the Lovecraftian universe,
it reveals the author’s anxieties of the racialeothilrhe reader learns about an instance of
interbreeding between the human and the extrataalesace in the story of Wilbur
Whateley. He is the more human of the twins borbseguent to the union of Lavinia
Whateley and Yog-Sothoth, a powerful being tryingenter the human world in order to
destroy mankind and reclaim its former reign.

In the case of the Whateleys, the Gothic-pastaribn that the closer to nature - and thus the
more distant from the cultured context of the citpeople are the more abnormal and
depraved they can become has reached a new exthohenly is the strong connection
between the natural environment and the family syireéd by the structure of their house,
whose rear end leads into the hills in which thensti@us powers hide (104); it is even

implied that Lavinia was impregnated by Yog-Sothdtiring one of her lonely walks in

390 Cf. S.T. JoshiThe Weird TaleAustin: University of Texas Press, 1990, 223.
391 Cf. Ibid.

174



these hills, which is an idea Lovecraft took oweni “The Great God Pari®? In contrast to
Machen’s Helen Vaughan, however, Wilbur has no tieduraits but is referred to as a
severe case of degeneration, which is linked tareamalous physical development: Besides
his unnatural speed of growing up, his speech fi@sutlevelop rapidly and at an early life
stage. His half-unearthly origin is particularlyoprinent in his outer appearance and the
language he uses. During his encounter at therjilmaMiskatonic University, Dr Armitage

describes him as follows:

The bent, goatish giant before him seemed likesfi@vn of another planet or dimension; like
something only partly of mankind, and linked toddayulfs of essence and entity that stretch
like titan phantasms beyond all spheres of forad matter, space and time. Presently Wilbur
raised his head and began speaking in the strargenant fashion which hinted at sound-
producing organs unlike the run of mankind’s. (111)

The result of miscegenation is even more unsetifintge case of Wilbur’'s twin, who comes
closer to his father with regard to his uneartldsdn contrast to his more human brother, he
remains invisible to ordinary human beings and oabe described in earthly terms, since he
appears to unite many shapes within himself (B¢ most striking aspect in this regard is
the threat he poses to the community of Dunwichickvime terrorises and some of whose
members he even Kills. His immense powers and desfility towards the human characters
are an anticipation of Yog-Sothoth, against whomgeoreleased, mankind would probably
be absolutely powerless.

Besides the typical insistence on human vulnetgdilom a cosmic perspective as conveyed
by the immense strength of Wilbur’s brother, thetaition of such a negative connotation to
this instance of racial intermating is striking.ciin be regarded to result from particularly
Lovecraftian anxieties of foreign infiltration. fact, the author was born during the third and
final great wave of immigration to the United Statas the result of which around 15 million
Eastern Europeans arrivéd.During his brief stay in New York City, his hatétbe foreign
population, which had already before been very ewrkeached its peak, since he blamed
them for his inability to find gainful employmefit: The supposed threat of an external
element which is able to assimilate into one’s @whure by miscegenation reflects fears that

America could be overrun by immigrants and that'pheity’ of Lovecraft's beloved Anglo-
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Saxon race could be spoiled. Particularly the flaat Wilbur tries to open the gate for Yog-
Sothoth conveys the image of the ‘dangerous’ had&d, who, after gaining firm foothold in
the ‘civilised’ world, would try to pave the wayrfmore people from abroad.

As in the preceding text, the people opposing tbhenmic threat from without are the
representatives of the American educated, scientifiban, upper-middle class world. After
learning about the horrible being terrorising thenl@ich community, Professor Rice, Dr
Armitage and Dr Morgan from Miskatonic Universitg ¢p Dunwich to fight the monster in
the mountains. Despite their victory, which stamdsontrast to the scholars’ powerlessness
in “The Colour out of Space”, the ending is famfr@ptimistic. The invasion by the monster
figure has, similarly to the meteorite, left an igastoral landscape of decay, with a
vegetation that “never came right again” (134)sltlear that the Old Ones are still waiting
for their resurrection and their return to eartimdtmation, which will undoubtedly take place
one day. Besides, the suspicion remains that thestaocould only be defeated because of
its partly human qualities (being Lavinia Whatekegbn), which emphasises man’s weakness
even more distinctly. The final triumph appeargé¢f@re as insignificant as mankind’s role in
the universe.

However, the greatest sense of pessimism is codvaye¢he image of man’s relation to evil
that the story evokes: As has been outlined befatall members of the human species are
opposed to the monstrous beings trying to invadedastroy their existence; instead, some
of them actively help them to achieve their vici@iss, thereby turning against their own
species. This notion of evil ruralists who coopenaith the horrible forces of the cosmos and
even go to such lengths as spoiling the ‘purity’ tbéir own race occurs in several of
Lovecraft's stories. Whereas “The Dunwich Horrodhtains only a single family entering a
union with evil, “The Shadow over Innsmouth” (1923@)picts a whole community which has
miscegenated with the race of the Old Ones, gigdigh-frog-like beings from the sea.
Captain Obed made a deal with these creaturesxdhaage for human sacrifices and
interracial mating, the inhabitants of Innsmouthrevpromised to always catch fish in their
waters to boost the local economy. The foreignusitm of the place, resulting from the
citizens’ moral depravity, is not only linked toetllecay and desolation of the houses but
again to an anti-pastoral quality of the landscapesounding the town. The environment,
which was once “fertile and thickly-settled”, hasried into a place of infertility and
devastation simultaneously with the “Innsmouth emtt of 1846”, the time around which
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the cross-breedings beg&n.For the protagonist, the whole community turns wube a
locus conclusudull of half-human monsters that threaten him witis life because he
discovers their awful secret. However, the escape tthe rural enclave does not give him
any safety either. Rather, his worst anxieties amefirmed, as he discovers that his own
family line can be traced back to Innsmouth (hiangifather was Captain Obed Marsh) and
that he actually is one of these half-breeds. Bverse, he finally accepts this monstrous part
of himself and announces his plans to return tortlashadowed Innsmoutf?° in order to
join his relatives in the se&’

Evil in Lovecraft therefore poses, despite its exte othering in terms of a cosmic terror,
also a threat from within; especially the countwyetier, who is perceived as more primitive
and hence closer to the evils of nature, often sgaedisposed for the collaboration with the
irrational, monstrous forces. This conception dheeat that occurs from both outside and
inside is also mirrored in the surrounding landssapf Lovecraft's communities, which
show the consequences of external invasion andhadteegeneration by their deterioration
from idyllic, fertile loci amoeniinto anti-pastoral wastelands. The latter aspedtrba seen
as a Gothicised continuation of the landscape tiepievithin the ancient pastoral tradition,
where the state of the surrounding environmentecedld the inner condition of its

inhabitants.

In conclusion, it has become increasingly obvidwe the extreme widening of the distance
between city and country as well as the concomitention of externalising the monster
figure is not unproblematic. In Machen, Blackwoatld ovecraft, the person entering the
Gothic-pastoral retreat always finds a horriblee#itrwhich at first, due to its unearthly
guality, seems to have absolutely nothing in commith humanity. A closer look, however,
often reveals that mankind is in one way or theeptimked to these monsters — be it through
the possibility of miscegenation, the possessionserfisory faculties which establish a
connection to these otherworldly beings or evenvitieto collaborate with them and hence
work against one’s own species. Thus, despite #t@mpts at an extreme distancing of the

3% H.P. Lovecraft. “The Shadow over Innsmouth” [1P38 The Best of H.P. Lovecraft: Bloodcurdling Tales
of Horror and the MacabreNew York: Ballantine Books, 1982, 272.

3% bid., 317.

397 According to Eduardo Garcia Augustin, the whaleration of the protagonists’ journey into a daogesr

place, where he is threatened by an external musisty hence turns out to be an attempt of coming t
terms with the fact that this monster is in factiategral part of himself. Cf. Eduardo Garcia Augus
“Travelling into the Shadow of InnsmouttBritish and American Studi€s) (2004): 26.
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evil country from the ‘cultivated’, urban world,| @f these authors paradoxically at the same
time suggest that such a simple black-and-whitesiipn is not possible. Instead, their texts
use Gothic and pastoral motifs in order to contithestradition of showing a menace from
outside that at the same time is somehow linkethan’s own dark condition. On the one
hand, this must be seen as a continuation of thative post-Darwinist image of the human
condition prevalent at thin de siecle on the other hand, this takes up the typical ®eth
pastoral oscillation between two voices, one ofchlsupports the idea of a ‘civilised’ world
while the other heavily undermines this notion byring its allegedly well-demarcated
borders.

5.3. Gothic-Pastoral Limits

5.3.1. The Country as a World Within

In the early twentieth-century occurrences of thethi-pastoral mode as analysed
previously, there was an extreme widening of thg-@buntry dichotomy; this went along

with a tremendous - but nonetheless incompletderealisation of the monster found within
the rural environment. The texts within the follogi chapter, which deals with the
continuation of this mixed mode up into postmodemmes, display precisely the opposite
tendency. Here, central concepts formerly relatedtite urban and the rural context
respectively exhibit an unprecedented closenesss particularly refers to notions like

‘civilisation’ and ‘savagery’. Since the image bkt‘cultivated’ city is often either reduced to
an ironic usage or not established at all, the rahtsetting is, particularly as far as its
barbarism is concerned, right from the beginningicted to be merely a microcosm of the
larger world. This development, in turn, gives risea tremendous internalisation of the
monstrous threat hidden within the country. The igmant being the urban intruder is
confronted with is now either an imaginary projentof his own, inner monster, which does
not exist outside of him. In other cases, wheitially exists as a physical entity, it is not
presented as the uncanny other but only appeabg tine outer mirror of man’s inherent
demons.

In the subsequent chapter, the development opthesimodern version of Gothic pastoral will
be exemplarily analysed with the help of two aushdn his famous novelord of the Flies

(1954), William Golding continues the tradition dhe Gothic-pastoral romance by
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transposing the representatives of the British Eenjpito a ‘savage’ context. Although many
features of the previous genre have been severdlyced, the writer still uses some of them
in an altered form or at least maintains the teatoigy of the late nineteenth century to some
degree. Stephen King, on the other hand, emplqysalyLovecraftian principles like that of
cosmicismand places the monsters invading the country amtmgy things into the tradition
of the American horror movie of the 1960s and 7@shis fiction, the aforementioned
commodification of the city-country dichotomy andettension between contrary notions
often goes along with a whole range of transforamastiand reductions of other Gothic-
pastoral features.

Against the background of such an extreme degreehahge within the repertoire of the
Gothic-pastoral convention, it can be argued thatlimits of this hybrid mode have been
reached, particularly with regard to King's ruraiction. Nevertheless, as will be
demonstrated in the following, it does not makessetd assume a general obsolescence of
this form in the late twentieth century. This isintya due to the fact that its attitude, i.e. the
insistence on representative vulnerability, hasmb@eserved - even in those texts in which
all conventional features allowing for an overlagtviieen the Gothic and the pastoral have

been given up to a large extent.

5.3.2. Golding, Lord of the Flies(1954)

Of all the texts to be analysed in this chapter)isiin Golding’sLord of the Fliesconstitutes
the most obvious continuation of the Gothic-padtocenance. With its depiction of an
enclosed natural environment which stands in aedi@ relation to the larger world of
politics and society, the novel explores basic fjoes concerning the human condition as
well as fundamental concepts connected to thesBrEEmpire and the notion of ‘civilisation’
in general. For this purpose, it employs the tyjpp=storal retreat-return movement, which
goes along with a devastating insight for the imrgdentruder. At the same time, it represents
a deviation from a core situation typical of thie de siécle which is mainly due to the
changed context in which Golding wrote his novel.

The economy and influence of the Empire had suffenremensely during the two World
Wars. The ideological superiority of its represémés as claimed earlier was now

increasingly undermined by nationalist movementhécolonies and a general anti-colonial

179



feeling, resulting in the process of decolonisafiirMoreover, the darkness of man’s heart,
which had been anticipated in tfia-de-siecleand early-twentieth-century texts, had now
become clearly visible not only in the African welthess but also in the middle of Europe,
epitomised by the extreme cruelties committed byiNzermany and the states involved in
the Second World War. To make things even worseetiding of the war did not completely
restore the desired peace; with the dropping ofatbenic bomb on Hiroshima and Nagasaki
in 1945 as well as the beginning of the Cold Wae, world had moved into the nuclear age,
where the total annihilation of the human race d¢dwppen at any mometit.

Despite the fact that the dark side of humanity ecbme apparent in recent history and was
still palpable in the present menace of an atorpacalypse, according to Golding, western
society was suppressing the knowledge that this aectisally something integral to every
man. One of his main intentions was to demonstiia@edangers of assuming evil to be
something external and blaming the ‘others’ instefaalccepting that it is in fact part of being

human:

Lord of the Flieswas simply what it seemed sensible for me to waiter the war, when
everybody was thanking God they weren't Nazis. Addseen enough and thought enough to
realize that every single one of us could be Npzik Nazi Germany was a particular kind of
boil which burst in 1939. That was only the samedkof inflamed spot we all of us suffer
from, and so | took English boys and said, ‘LookisTcould be you.’ This is really what the
book comes t6%°

The context of the novel seems to be ideally suibedhe emergence of the Gothic, which,
according to Hogle, “exists [...] to raise the pbgity that all ‘abnormalities’ we would
divorce from ourselves are a part of ourselvesd avhich uses monstrous images to
negotiate these issues in displaced fothiNeverthelesd,ord of the Fliess traditionally not
mentioned within the ‘classic’ canon of the Gottredition, which is probably due to its lack
of typical Gothic stock features (e.g. decayeddings, ghosts, dungeons, etc.).

However, it could be argued that Golding’s textlies some conventional traits usually
ascribed to this mode, albeit in a somewhat matliftem. The sinister jungle, for instance,

with its density of enclosing creepers and busbesld be seen as a modern continuation of

3% Cf. Stefan Hawlin. “The Savages in the Forestcdenising William Golding”. Critical Survey 7.2

(1995): 125.

39 Cf. Carter, McRae and BradbuBistory, 411.

40 Quoted in Jack I. BilesTalk: Conversations with William GoldingNew York: Harcourt Brace

Jovanovich, 1970, 3-4.

1 Hogle, “Western Culture”, 12.
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the Gothic labyrinth. Moreover, the rotten corp$ehe parachutist, who continually stands
up and bows down until he is released by Simorresgmts the nightmares of human history
in a monstrously Gothicised shape. According tod®wj, this figure symbolises “the thing
which threatens every child everywhere, the histaryplood and intolerance, of ignorance
and prejudice, the thing which is dead but worgt diown”*°? Finally, there is at least a
symbolic castle on the island (“Castle Rock”), imtbich Jack and his hunters withdraw after
their final separation from Ralph.

Apart from these external features, the novel aidsorporates the so-called “internal” criteria
which Punter holds as more significant for the Gothode?®** First, the children’s fears of a
beast as well as their steady doubts about itsdezxie can be read as Gothic paranoia.
Second, the regression of the boys, who increasithglelop bestial traits that turn out to be
an integral part of them, reflects anxieties ofblagism and especially of racial degeneracy.
Third, the fact that these monstrous traits, whidpresent aspects suppressed by
contemporary society, are not only repulsive bsballuring to the children shows that
Golding’s novel is concerned with tab®%.

A similarly scant situation can be observed for dtege of research regarding the novel’s use
of the pastoral mode. Whereas some critics comnipldispute the continuation of this form
into the literature of the twentieth centdfy, among those who argue in favour of its
persistence, only Marinelli briefly mentiom®rd of the Flies According to him, since the
notion of childhood is often rather associated veitiil than with innocence in the twentieth
century, the “post-Arcadian phase of the pastofatioldhood” has emerged; he names
Golding’s text as a prominent example of this depeient?’®

Indeed, it is from now on also the pastoral motitbildhood that is established only to be
increasingly subverted in the course of the nowekontrast to previous pastoral texts that
made use of this element (e.g. Virgil's foulkclogug, there is no dichotomy between the

supposedly innocent existence of the child andfalen adult world anymore; instead, the

402 william Golding.The Hot Gates and Other Occasional Piefi¥64]. London: Faber & Faber, 1984, 95.

403 Cf. PunterLiterature of Terror 404-410.

404 According to Punter, taboo comprises “areas ofiopsychological life which offend, which are

suppressed [...] in the interest of social and pshdical equilibrium” and “the emotional reaction to
which is “a dialectical one in which the mind ofatiés between attraction and repulsion, worship and
condemnation”. Ibid., 405; 410.

405 cf. Barrell and BullPastoral Verse432.

406 Marinelli, Pastoral 81.
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former turns out to bear the same cruelty as igal@d parent within. This goes along with a
reduction and modification of other features typafathe pastoral tradition.

The novel startéh medias rewith the establishment of the pastoral ideal, whgimainly
associated with the time of childhood. The islandiépicted as a paradise-like idyll, where
the supposedly innocent children think they cae liv a state of bliss without the restraints
imposed on them by the adults at home. During tfiesit exploration of the place, Ralph,
Jack and Simon feel tHat

a kind of glamour was spread over them and theye wenscious of the glamour and made
happy by it. They turned to each other, laughingitegly, talking, not listening. The air was
bright. (25)

The children assume that this is a “good islandplayground with food, drinks, rocks and
flowers (34), where they can have fun (35). So,lany to intruding figures like Jonathan
Harker or Leo and Holly, the representatives of dléside world at first do not take the
natural environment seriously and merely see i asce spot for games and adventures.
Moreover, this depiction of an innocent existendthiw an idealised environment seems to
stand in contrast to and thus to offer an escapa the fallen adult world outside, which is
presently at war (14).

However, the motif of childhood is not only presshias a state of bliss but also associated
with fear and evil, which must be seen within tiygidal oscillation between pastoral/idyllic
and anti-pastoral/Gothic elements. In the beginnihg dichotomous character of this early
life stage is connected to the traditional pastdesgt — night opposition. Whereas during the
day, “play was good and life so full that hope wed necessary and therefore forgotten”
(58), the coming of night has an ominous and tleregag quality. It renders the island, like
the African wilderness iileart of Darknessa place of black monotony and fear: “When the
sun sank, darkness dropped on the island like aingexsher and soon the shelters were full
of restlessness” (58-59). This is the time whertlitiuns” suffer “untold terrors in the dark”
(59), since they are afraid of an imagined beasichvis supposed to live in the foré&t.

In the course of the novel, the oscillation betwdengood and evil side of childhood more
and more shifts to the latter. Whereas initiallyg tmonster on the island is only a falsely

07 Subsequent references to the following editian cited parenthetically by page number within tet:t

William Golding.Lord of the Flied1954]. A Perigree Book. New York: Penguin, 2006.

408 Cf. L.L. Dickson. tord of the Flie% in William Golding’sLord of the Flies, ed. Harold Bloom. Modern
Critical Interpretations. Philadelphia: Chelsea b&®ublishers, 1999, 216.
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externalised projection of the children’s irratibri@ars, they increasingly develop bestial
traits, which have, as it turns out, always beemtaygral part of them. The boys’ reversion to
savagery and brutality, which can be seen as dlgla@the war and atrocities of the adult
world, blurs the opposition of childhood innocerare the island versus the fallen world of
their parents outside. In Kathleen Woodward’s vidve novel eventually even completely
annihilates this contrast by attributing a degréeraelty and sadism to the children that
seems to excel its grown-up countergtt.

The same neutralisation can be observed for theasirbetween city and country. As in the
Gothic-pastoral romance, it is described in ternesiveéd from the Empire fiction. The
children are referred to as the representativeshef British Empire, whose ‘civilised’
character is opposed to the ‘darkness’ of savadeajph, for instance, who is the elected
leader of the island society, has “a mildness almsitmouth and eyes that proclaimed no
devil” (10). Moreover, on his suggestion that tloy¥need more rules, Jack assents: “After
all, we're not savages. We're English, and the Bhghre best at everything. So we’ve got to
do the right things” (42). However, two things ateking with regard to this comment: Not
only does the person who will most quickly reverptimitivism utter this, but it is also said
that the world where the children come from hadabdy been devastated in a nuclear war
(14). This shows the way the Gothic-pastoral ogposiof the ‘superior’ capital and the
‘inferior’ colonies has developed since ttire de siécle In contrast to authors like Haggard,
Conrad or Wells, who were officially expected tgpart but silently questioned the current
image of a still powerful — albeit already decligin Empire, there is no need for a writer like
Golding to be apologetic of such a restrictive Idgg anymore. Accordingly, Jack’s
statement as regards the supposedly ‘cultivatetiiraaof the English must be read as an
ironic comment by the authdt’ With the lacking dichotomy of the larger world thie city
and the enclosed space of the country, the |gti@ears just as a microcosm of the former.
The breaking down of this contrast becomes alsaooisvat the end of chapter 5. Piggy and
Ralph, shocked about the developments on the istiesperately wish for a signal from the
world outside, whose representatives would useratabmeans to solve conflicts but “have
tea and discuss” (94). In the next chapter, thelgaad receive a sign from without when the

dead parachutist lands on the top of the moung&iimmce it has already been stated that this

49 Cf. Kathleen Woodward. “On Aggression: William 18ing’s Lord of the Flies in No Place Else:

Explorations in Utopian and Dystopian Fictipad. Eric S. Rabkin [et al.]. Carbondale: Southiéinois
University Press, 1983, 219-220.

410 Cf. SchniererEntdamonisierungl61.
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figure symbolises all the evils connected to theeries of human history, the association of
the larger world of politics and society with thetion of ‘civilisation’ must again be read as
ironic.

Although typical Gothic-pastoral dichotomies as timies outlined above have been reduced,
some traces of them can nevertheless still be vbdeRegarding the opposition between a
‘civilised’ city and a ‘savage’ country, the texdtablishes a micro-dichotomy of civilisation
versus savagery within the island by opposing twaugs of children representing either
concept. The author hereby still uses images derix@n the terminology of the Empire:
Ralph’s world of order, symbolised by the white clonstands in contrast to the darkness of

Jack’s tribe, with its spears, ululation and boayap**

This shows that Golding, although

he does not need to conform to such ideas anynwmgvertheless the inheritor of their

traditional categories. Along with Raymond Williami$ can hence be argued that the
imperial city-country opposition, despite havingsed to be dominant a feature at Golding’s
time, is still existent as a residual element movel**?

Likewise, the dichotomy between pastoral/idyllicdaanti-pastoral/Gothic elements has not
been entirely given up. Although it has been artaibd with regard to the distinction

between childhood innocence versus adult depravityas been preserved in the depiction of
the natural environment. When Ralph and Piggy aret the shore for the first time, they

encounter an exotiocus amoenus

The shore was fledged with palm trees. These sboddaned or reclined against the light and
their green feathers were a hundred feet up irathd...] Within the irregular arc of coral the
lagoon was still as a mountain lake — blue of laides and shadowy green and purple. (9-10)

This description of a pleasant and inviting spohways an atmosphere of Eden-like
tranquillity, where man can live in harmony witls Isiurroundings. However, the fact that this
environment might not be as benevolent as assuiadtas already indicated by death-like
images of “fallen trees” and “skull-like coconuf€0). Moreover, its generally hostile side is
exemplified by the heat of the sun, which is atetnhardly endurable (10; 14), or the
creepers and thorns which make the jungle hardgsadae (7). The forest is once even
compared to an “enraged monster” (28) when the lboysash a rock into it. The fact that

“1 " Hawlin therefore places Golding within the trafit of Conrad and accuses the author of beingtracis

however, there are no real ‘Africans’ in Goldingisvel — it is made unmistakably clear that the igit
boys are evil. Cf. Hawlin, “Savages”, 126-127.

412 cf. Williams, Marxism and Literature122-124.
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this is not a place where mankind can regain itsné unity with nature but rather the
opposite is also underlined by the deterioratingspdal state of the children, who suffer from
stomach-aches and chronic diarrhoea {59).

The climax of this contrary description of natusereached at the spot where Jack and his
hunters kill the sow. The “open space where brilgivters grew and butterflies danced round
each other and the air was hot and still” (135) typicallocus amoenusand should hence
create an atmosphere of peacefulness. Howeveppottiayal of this idyllic place is used as a
contrast to the violence and cruelty of the huntalsng and thus emphasises it all the more.
Moreover, after Jack’s group as left the sow’s heladhe stake, the butterflies give way to a
“black bob of flies” (138), which normally accompeas the devil. In the following, Simon
indeed has a conversation with the devil (albely amagined) and explores the truth about
evil within man.

In fact, Golding’ novel, which deals with the retiteof figures from the larger world to an
island whose exact position is uncfamand which is associated with an idyllic naturet tha
seems to bear a monster, makes use of the motifedbcus conclususAccordingly, the
natural environment is not only depicted in ternisa @astoral/anti-pastoral dichotomy but

also as a prison. When Ralph looks at the oceamstance, he thinks:

This was the divider, the barrier. On the othee sifithe island, swathed in midday with mirage,

defended by the shield of the quiet lagoon, onehimigeam of rescue; but here, faced by the
brute obtuseness of the ocean, the miles of divisime was clamped down, one was helpless,
one was condemned, one was-. (110-111)

However, the prison-like character is not onlyibtited to the physical characteristics of this
natural retreat. In fact, Golding’s text continudles late nineteenth-century shift from a rather
material to a psychological prison, which is souratlg to the intruder that it becomes
increasingly harder for him to leave it the longer stays there. By and large, Jack and his
hunters turn their backs to Ralph’s efforts of naimng an order, indulging in their newly-
discovered savagery. Like Kurtz, they turn theicksato the civilised world, in this case
symbolised by Ralph, Piggy and the conch, and ksitah savage tribe, which puts heads on

stakes. Significantly, the first stage of the husiteegeneration is their refusal to maintain

413 Cf. Dickson, tord of the Flied, 216.

414 According to Bernard S. Oldsey and Stanley Wairtir “the island seems to lie somewhere in theamdi

or Pacific Ocean, probably on a line extending fiengland to Australia”. Bernard S. Oldsey and Stanl
Weintraub. “Beelzebub Revisitetlord of the Flies, in William Golding’sLord of the Flies, ed. Harold
Bloom. Modern Critical Interpretations. PhiladelghChelsea House Publishers, 1999, 18-19.
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the signal fire, which is not only the means by athihe children can achieve a return to the
larger world but also symbolises the advent oflisiaiion in general.

While this development was already a feature of ghevious tradition, the concomitant
internalisation of the monster figure has reachedesv extreme. In Golding’docus
conclusus there are no figures like the Morlocks, Ayeshaadla or evil-looking natives
anymore, who stand for the dangerous other at fwstin whom the representative of the
Empire nevertheless recognises parts of himsedteéd, the island is completely devoid of
any local inhabitants, with which the typical paataconfrontation of ‘higher’ and ‘lower’
figures could take place and in the process of wihie boundaries between both could be
blurred. If there are external entities connecteckvil, they are wrongly assumed by the
children to be a beast (the parachutist) or thalred hallucination (the head on the stake
which becomes the Lord of the Flies). This constguthe culmination of a notion which had
increasingly become apparent in the course offithale siécle Since evil exists within
everybody, man’s regression to primitivism resuitg from the presence of a monstrous
tempter figure but merely from the absence of ggd values. Besides, it is not the fallen
adult who in this case unleashes his dark sideghmisupposedly innocent child. Revealing
that even a group of little boys can turn an uniitedl island into a dangerouscus
conclususthe text very openly suggests that evil is pagveryone and at every life stage.
This notion of an internal monster is also highleghby the typical Gothic-pastoral insistence
on human weakness, which, with the absence of tamreat other threatening the children, is
now mainly conceived of as the weakness towardsamwen savage side within. After all,
the fact that — with the exception of Simon — e#emse children who try to maintain the
signal fire by and large discover their inherentblbaism suggests that sooner or later even
the most cultured people will fall victim to it. Wé for some this is a quicker process (e.g.
Jack, Roger), others manage to resist the lurewdrsion longer (e.g. Ralph, Piggy) but in
the course of the book also yield to the pull dditrown bestiality. Although Ralph, for
instance, is angry at Jack because of his negipthia signal fire and hence preventing the
boys from their rescue, he accepts the meat whack and his hunters have gained and
“gnawed it like a wolf” (73). Furthermore, Ralphnigelf admits that at times he does not
care about the fire anymore (139) or forgets abiat purpose of it (163). Feeling
“defenceless with the darkness pressing in” (164),eventually — together with Piggy —
partakes in the killing of Simon.

To make things worse, as long as those children tifyndo maintain an order have not

yielded to the alluring spell of their sinister sjdthey are depicted as extremely weak in
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comparison to their already more primitive felloWwshis is a continuation of the Wellsian
dilemma that civilisation will regress either into Morlock-like ferocity or to a state of
weakness as typical of the Eloi. Ralph, for inséandoes not manage to uphold his
established position as a leader figure and cathitgk clearly in decisive moments (78; 141).
Likewise, Piggy is the most rational character, vidnows that rules are necessary and that
certain procedures, e.g. the blowing of the cometist be established and preser{€dyn

the other hand, he cannot swim, wears glasses ljvayimbolise fragility), has asthma and is,
due to his obesity, continually ridiculed by thé&et children, including Ralph (13). Simon,
who is the only one to discover the true naturewl faints after his walks with Jack’s choir
(20) and suffers from epilepsy. He and Piggy arenaally killed by Jack’s tribe while
Ralph, after being hunted like a pig, escapes dmlychance (due to the naval officer's
arrival). The feebleness of civilisation becomestipalarly apparent in the climactic scene
when Piggy tries to get his glasses back from thetdrs, who have withdrawn to their
‘castle’. After his pivotal question “which is bett— to have rules and agree, or to hunt and
kill?” (180), he is murdered by a stone releasedtnfiRoger; during this process, the conch,
whose fragility stands for the vulnerability of tredvilised world, is destroyed, which
symbolises the final victory of savagery. This emgh on the children’s weakness, which is
seen as representative of the notion of civilisatitogeneral, reveals that Golding’s novel has
preserved this basic attitude which is at the hefatte Gothic and the pastoral.

Despite the depiction of an overpowering beast frathin, however, it should be noted that
the process of internalising evil is not fully colete. As has been pointed out, the natural
environment is not only made a hostile place dfterarrival of the children but is already
before characterised by a dualism between pastmclanti-pastoral/Gothic elements. This
aspect at least slightly alludes to the possibihit the island could somehow have triggered
the development of the children’s vicious traitsorgbver, Schnierer argues that the scene in
which Simon meets the Lord of the Flies could als® regarded to reveal a partial
externalisation. In his view, the statement “hisni&n’s] gaze was held by that ancient,
inescapable recognition” (138) can either meantti@boy recognises evil or that the latter -

15 Because of character traits like his maturityhisr baldness and his reference to the other childse“a

crowd of kids” (38) at one point, critics like QlaiRosenfield and Patrick Reilly see Piggy even &md
of father figure. Cf. Claire Rosenfield. “Men ofraller Growth’: A Psychological Analysis of William
Golding’s Lord of the Flie§, in William Golding’sLord of the Flies, ed. Harold Bloom. Modern Critica
Interpretations. Philadelphia: Chelsea House Publss 1999, 4-5; Patrick ReillyLbrd of the Flies
Beelzebub’s Boys”, inWilliam Golding’s Lord of the Flies, ed. Harold Bloom. Modern Critica
Interpretations. Philadelphia: Chelsea House Plbigs 1999, 175.
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as a physical other - perceives HifAThis occurrence of features speaking for a thireat
outside does not mean, however, that Golding’s Inpxeserves an oscillation between the
monster as external and internal as his early tetntentury predecessors still did. Whereas
these texts emphasised both aspects very openlyprioh of the Fliesthe indicators of a
dangerous other are rather exceptional or, in #se of Simon’s conversation with the deuvil,
expressed in an ambivalent way; the internal charaaf the monster, however, is very
explicitly highlighted right from the beginning.

In light of the novel’s overall insistence that tleal danger lies within man, it is striking that
the children are unable to understand this ‘tratind keep believing in a real beast roaming
the island. This notion must be viewed againstidekground of the major intention Golding
pursued in his novel. As has been outlined injtjale wanted to stigmatise the general
process of attributing the atrocities human besrgsable to commit to another nation instead

of accepting that these things could happen evesyavh

One of our faults is to believe that evil is somewehelse and inherent in another nation. My book
was to say: you think now the war is over and ahthing destroyed, you are safe because you
are naturally kind and decent. But | knew why thieg rose in Germany. | know it could happen

in any country. It could happen héré.

Because of their failure to realise that the onlynster on the island is the one each of them
carries within themselves, the boys allow this sudle to eventually be fully unleashed. This
aspect can be seen as representative of Goldingys of contemporary society, which he
perceived as being unable to learn that it was @pable of the horrible deeds committed in
Germany during the war.

In Lord of the Fliesthis criticism of the idea that monsters can orgyfbund elsewhere is
also related to the notion of pastoral escapismceSihe island turns out to be such a horrible
context, Ralph in his mind constructs an imaginafyge. Besides his wish to return to “a
tamed town where savagery could not set foot” (16d) the supposedly safe haven of the
city, he dreams of a retreat into the English coende. The latter is described as a pastoral
idyll, set in a Golden Age when he spent time wiih parents in a cottage by the moors of

Denport (112; 164). Accordingly, since the pastoeaclave has proven to be an evil

“1% n this context, Schnierer argues against Johnsidho considers the process of internalisatiorbéo

complete. Cf. SchnierelEntddmonisierung161-162; Arnold JohnstorOf Earth and Darkness: The
Novels of William GoldingColumbia: University of Missouri Press, 1980.

17 Golding,Hot Gates 89.
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environment for Ralph, he creates a second rdbaessd on wishful thinking and supposed to
stand in contrast to the shortcomings of the trsd.

However, in constructing an imaginary idyll where Ihelieves an escape from the current
atrocities to be possible, Ralph makes a fundarhemtdake. After all, he assumes that evil
is something that emerges only as a result oblif¢his particular island and can therefore be
left behind after a withdrawal to the tamed Englisiuntryside has taken place. As has been
stated before, the isle is, like Nazi Germany, aqiarticular spot where people act under
exceptional conditions; instead, it is a microcasinthe larger world, and its inhabitants, in
particular as regards their weakness towards aélrepresentative of the human condition in
general. In the course of the novel, Ralph willréiere change his mind. The lesson that he
(and the reader) learns from the retreat into @oshic-pastoral space is a very pessimistic
one: Since evil is an integral part of humanitycénnot be escaped by moving into the
promising idyllicsm of any inviting countryside; dhe contrary, the seclusion and loneliness
associated with a rural setting will, due its dista from the regulations of the larger world,
even accelerate the development of man’s innertbAssa result of such a process, even
little children can develop a Nazi-like cruelty thparallels or even exceeds the behaviour of
the adults. Accordingly, the loss of innocence WHRalph weeps for at the end of the novel
is not merely to be seen as the result of the ahdrggn childish blamelessness to adult
violence which took place within the society on thland; it is also due to the insight that
evil, as a component of every man’s heart, canmeedled (202)°

The author’s stigmatisation of the idea that ewdh doe escaped or that its existence is
confined merely to a specific place is also exmédda the children’s movement of retreat
and return. At the close of the novel, there igwaton which is reminiscent of the encounter
between the ‘cultivated’ city-dweller and the ‘infa’ countryman as typical of the Gothic-
pastoral romance: The naval officer, in his poltl@iform bearing the signs of the British
Empire (200), meets upon savage figures, who haugqd faces and are hunting after one
of their fellows with spears. In the past, sevandtics interpreted this ending as a mere
“gimmick”; according to them, Ralph is saved wittetarrival of thisdeus ex machinand
returns to the haven of civilisation with the othdildren**® However, the savage peasants

the officer encounters are no natives of the islaundEnglish children, which again wipes out

418 Cf. S.J. Boyd. “The Nature of the Beastird of the Flie, in William Golding’sLord of the Flies, ed.
Harold Bloom. Modern Critical Interpretations. Riu€lphia: Chelsea House Publishers, 1999, 191.

49 Cf. R.C. Townsend.Lord of the Flies Fool's God?”.Journal of Educatior26 (1964-1965): 153-160;
Frederick R. Karl.A Reader's Guide to the Contemporary English NoRelv. ed. New York: Farrar,
1972.
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any distinctions between the ‘superior’ city and timferior’ country or the ‘innocent’ child
and the ‘depraved’ adult. Moreover, the officer béifi is a highly dubious representative of
civilisation, since his revolver and his fellow’saghine gun imply that the world where they
come from is at war and hence only a macrocosrheobtutal events which happened on the
island#?° Considering the fact that Golding is no apologisan imperial ideology anymore,
the last comment of the officer must, similarly dack’s initial remark on the cultured
character of the English, be taken as ironic: gt have thought [...] that a pack of British
boys — you're British boys, aren’t you? — would édeen able to put up a better show than
that” (201-202). It is hence implied that the chald cannot leave behind the evils they
encountered on the island; instead of returning safe and cultivated existence, they rather
go back to another, larger world of an even moabalated savagery. As Golding himself

pointed out,

the officer, having interrupted a manhunt, prepaodske the children off the island in a cruiser
which will presently be hunting its enemy in thengaimplacable way. And who will rescue the
adult and his cruiset?

Despite this pessimistic image as conveyed by ¢teat-return movement and the insight
gained in the country, the text also exhibits sape&mistic undertones, which work against
the profoundly sinister image of the human conditi®he figure of Simon plays a central
role in this respect. Whereas all the other childve the island by and large fall victim to the
beast within, he is able to resist it. Moreover,ifi¢ghe only one who, due to his intuition,
doubts the existence of an external monster amibwgts it to man in general: “However
Simon thought of the beast, there rose beforenwarid sight the picture of a human at once
heroic and sick” (103). After his assumption abthé internal nature of the beast has been
confirmed during his hallucinatory conversationtwilhe Lord of the Flies, he finally climbs
the mountain and releases the dead parachutisaugecas he says himself, “What else is
there to do?” (145). He therefore frees the islraoh a figure that has been falsely assumed

by the children to be the beast because they haventerstood the latter’s true natfife.

420 This also contradicts Hawlin’s argument that mioeel re-establishes the imperial city-country dicimy

of the nineteenth century in the end, since acogrtth him the book closes with the rescue of thecAh
children by the white colonisers and hence confimireteenth-century racist stereotypes. Cf Hawlin,
“Savages”, 133.

421 Quoted in Woodward, “Aggression”, 219.

422 Besides, by freeing the parachutist, who is alm}rof the horrible deeds humanity is capable ahdh

offers the hope that the vicious circle of the reiog evils in human history can be broken through.
Boyd, “Beast”, 205.
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Thus, whereas in general the retreat into natugeltieein a more primitive state for mankind,
whose civilised values are seen as highly artifidiaere are nevertheless those who can
discover the evil side of man without developingtia traits themselves. The difference lies
in the fact that people like Simon refuse to exdése the beast and accept it as part of their
inner nature. In fact, the character of Simon gpoads to Golding’s highest ideal of man;
according to him, this is a person who has theageito face his own sinister side, thereby
trying to come to terms with the “terrible disea$deing human*?®

However, it is doubtful to what extent the authetidéved that this step is actually possible
for most people or whether there is really a chdac@umanity in general. After all, Simon’s
insight is exceptional. And even Piggy, who is tlmel's most rational character, fails to
comprehend the true character of the beast. More@mon cannot really be seen as the
hero figure within thidocus conclususAs has been stated before, he is frequently thpic
as rather weak; in the end, he is even killed eydther children before he can deliver his
important insight because ironically he is assuntede the very monster whose false
character he intended to expose.

Still, this optimistic ‘voice’ which can be obse/speaks — albeit very faintly — against the
general mood of pessimism conveyed by the eventhersland. Similarly to the Gothic-
pastoral romance of tHen de sieclethe result is hence an ending in a state of aatdnce.

In this case, however, the question is not whetiercontent of a contemporary ideology is
false or how to deal with the insight that civilisa is an artificial construct. Instead, since
the evil within man is a fact that could be hardyubted at Golding’s time anymore, the
opposition of two contrary voices has shifted te tuestion whether there is any hope for
mankind against this background; the novel doegivat a clear solution to this dilemma but
ends in a state of Gothic-pastoral tension of passn versus optimism and consciously
leaves it unresolved by providing an image of thean condition as both “heroic and sick”.
In conclusionLord of the Fliedisplays a high degree of modification regardimg fieatures
typical of the Gothic-pastoral mode. Here, elemdikis the dichotomy between city and
country have been severely reduced to a point wtieredistinction between both can at
times be barely recognised. Moreover, there is xreme internalisation of the monster
figure within thelocus conclusyswhich, far from appearing as other and self alilse

depicted as the manifestation of man’s undoubtesllside within.Nevertheless, one can

42 |bid.; cf. also Leighton Hodson. “The MetaphordrknessLord of the Flieg, in William Golding’sLord
of the Flies, ed. Harold Bloom. Modern Critical dnpretations. Philadelphia: Chelsea House Pubbsher
1999, 90-91.
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speak of a continuity of this hybrid mode in thevelo This is due to the fact that there are
some remains of the former urban/rural and pag@@oahic dichotomy; besides, the text has
preserved the insistence on representative vuliiéyas well as an ending in a state of
ambivalence. In Stephen King's fiction, which wié the focus of the next chapter, this
transformation of Gothic-pastoral elements has m@sspd even further, resulting in a

marginal form of this mixed mode.

5.3.3. King, “The Mist” (1980), Needful Things (1991) and “Children of the Corn”
(1978)

In the previous chapter, it turned out that thehi@spastoral mode had moved away from a
core situation typical of the late nineteenth cente.g. in the former ideological distinction
between city and country, which for the most paokk down with the depiction of an island
and its evils as a microcosm of the larger worldvéttheless, the novel still preserved some
remains of all four features allowing for an overlaetween the Gothic and the pastoral
mode. In Stephen King'’s version of this hybrid foitrhas been further transformed up to a
point where one could argue that it becomes doukthether it is still in line with the
tradition as outlined so far. Here, the featurgscigl of Gothic-pastoral convention have been
severely reduced or even disappeared in the depicti an urban retreat that is thoroughly
depraved and where it seems that almost every iitdmalis characterised by viciousness.

On the one hand, the general intention King pursu#sn his oeuvrestill ties in with the
Gothic-pastoral tradition. In his theoretical wddkanse Macabrg1981), the author states
that the horror genre (which he uncritically sessaastraightforward continuation of the
Gothic) works on two levels. The first one is adgg-out level” of repulsive pictures and
behaviour, mainly used to evoke a shocking reaatitthin the reade?** This includes all
the stock features traditionally associated witls thype of literature, e.g. monsters,
psychopaths, gory scenes, physical mutilation, Hte. second level is more important, as it
emphasises the internal, more primitive side ofrtfmmstrous threat in the literary characters

themselves and by implication of the reader:

But on another, more potent level, the work of bomeally is a dance — a moving, rhythmic
search. And what it's looking for is the place wdhewou, the viewer or the reader, live at your

424 King, Danse Macabrg3.
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most primitive level. The work of horror is noténéested in the civilized furniture of our lives.
[...] It is in search of another place, a room whinhy sometimes resemble the secret den of a
Victorian gentleman, sometimes the torture chanddethe Spanish Inquisition...but perhaps
most friz%uently and most successfully, the simpk farutally plain hole of a Stone Age cave-
dweller:

Accordingly, despite dealing with traditional mosrst like the devil, the vampire, the zombie
etc., King's fiction not only serves the functiohmere shocking entertainment. Instead, it
stands in the previous tradition by providing adamental analysis of the abysses of the

human condition as well as the society and itstutgins resulting from it:

[My] work underlines again and again that | am narely dealing with the surreal and the
fantastic but, more importantly, using the suraa the fantastic to examine the motivations of
people and the society and the institutions theptef?°

In order to achieve this aim, King concentratesiall, rural communities, e.g. Castle Rock,
Haven, Derry, in many of his novels. His particurength in this regard lies in the
extensive portrayal of individual characters, whaserageness makes it easy for the reader
to identify with and who can hence be seen as septative figures in Alpers’s sen&é.

On the other hand, King's texts are based on theergé idea that almost any human
congregation — be it urban or rural - is seen asetbing bad. Here, individual seclusion is
preferred to the larger social context, which hes,it awakens man’s evil side, harmful
effects on each of its members.The Stand1978), the sociologist Glen Bateman provides

an illustration of this when he talks about theyms of human society and its growth:

Shall | tell you what sociology teaches us aboathttiman race? I'll give it to you in a nutshell.
Show me a man or woman alone and I'll show youi@t.s&ive me two and they’ll fall in love.
Give me three and they'll invent the charming thing call ‘society’. Give me four and they’ll
build a pyramid. Give me five and they’ll make areoutcast. Give me six and they'll reinvent
prejudice. Give me seven and in seven years theyjfivent warfare. Man may have been made
in the image of God, but human society was madéarimage of His opposite number, and is
always trying to get back hort&

This statement transcends the pastoral longinthioseclusion from larger crowds of people,
since it expresses a particularly negative viewamby of the city with its massive population
but of the small community typical of the country w&ell. Even worse, any human society

25 Ibid., 4.

% Quoted in Tony Magistral&tephen King: The Second Decalew York: Twayne, 1992, 15.
427 Cf. Ben P. Indick. “What Makes Him So Scary?”,Discovering Stephen Kingd. Darrell Schweitzer.
Starmont Studies in Literary Criticism, Vol. 8. Mer Island, Wash.: Starmont House, 1985, 9.

428 stephen KingThe Stand1978]. London: Hodder & Stoughton, 2007, 458.
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that has more than two members, whose evil trailisbe brought about in the process of
social interaction, is conceived of as bad. Thisreamely negative attitude towards the
evolution of any kind of organised society can denfd throughout King's fictiofi?® Here, it
often seems that not even such a small socialksrtite family can guarantee the individual a
safe existence. King's famous novdlhe Shining (1977), for instance, features a
dysfunctional family, which, even before its encturwith a monstrous threat at a haunted
hotel, is at the verge of implosion. Due to hisiation to alcohol and a generally choleric
temperament, Jack Torrance frequently has violetiireaks, resulting at times even in the
physical abuse of his son.

Such a negative view of human society has far-iegatonsequences for the depiction of the
Gothic-pastoral environment in King’s fiction. Hetbe three conventional features allowing
for an overlap between the Gothic and the pastaaé vanished. There is no establishment
of a dichotomy between idyllic/pastoral and antsfpaal/Gothic elements anymore. Instead,
it is often made clear from the beginning thatrin@l context is an extremely antisocial and
inhuman place, where miseries and evils are nagatéd but rather aggravated by human
company. The same applies to the former oppositietween city and country, which
completely breaks down in light of the fact thathboategories are perceived as inherently
evil. Although there is, in contrast to Golding'svel, usually an external monster figure (or
several of them) threatening the rural enclave,eitstence emphasises the inhabitants’
internal viciousness all the more; after all, faonh being depicted as the uncanny other
which is both external and internal alike, it mgiskerves as a mirror of man’s inherent evil
side. Unlike inLord of the Flies there is no tension anymore between two voicesg, o
emphasising man’s inherent bestiality while theeotteveals his capacity for good. Rather,
emphasis is on the overall negative side of huryamite only aspect of the Gothic-pastoral
tradition which has been preserved is its attitu@e,the insistence on representative human
vulnerability. The result of this commodificationf @he repertoire of Gothic-pastoral
convention and the simultaneous preservation oathtide at the heart of this hybrid mode
leads to a marginal form which nevertheless stilitmues the previous tradition. Key texts
in this respect, which will be exemplarily analysedthe following, are the novella “The

Mist”, the novelNeedful Thingand the early short story “Children of the Corn”h¥veas

429 Cf. Tony MagistraleLandscape of Fear: Stephen King’s American GotBiowling Green: Bowling

Green State University Popular Press, 1988, 95-96.
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the former two portray the image of a rural commythreatened by the forces of the larger

world, the latter employs a highly modified versmimalocus conclusus

Similarly to Lovecraft's “The Colour out of SpaceKijng’'s “The Mist” provides a Gothic
version of Virgil's first Eclogue by showing the intrusion of more powerful, extra-
dimensional forces into the countryside and itsagéating consequences for humanity. The
setting is the small town of Bridgeton and the sunding area, where, in the morning after a
violent thunderstorm, a white mist spreads acrbssniearby lake, eventually reaching the
local community. It contains bizarre, primeval d¢ueas that are extremely hostile and
immediately kill anyone who enters the mist. Thergtis centred on a group of people
enclosed within a supermarket and their respeetitempts at coping with the new situation.
There is no dichotomy between pastoral/idyllic @amti-pastoral/Gothic elements anymore;
instead, emphasis is placed on the latter. Theg steginsin medias resvith the onset of the
thunderstorm, which completely devastates the sadimg landscape. Besides fallen trunks
that are scattered everywhere and images of déstiultke a fallen power pole and a
shattered barn, “the sky, which had been a musigy lsolor during the heat wave [of the
day before], had regained a deep, crisp blue thatrvearly autumnal” (3d§° The mist itself
even more deteriorates this anti-pastoral envirarinbg turning it into a place of Gothic
dangers and general despair. SimilarlyHart of Darknessit functions as an extinguisher,
rendering the surroundings a space of white moryotithe blue sky disappeared to a white
stripe, then to a pencil line. Then it was goneanRl white pressed against the wide show
window” (59). Besides causing this chromatic reguctthe mist extinguishes all sounds,
resulting in an atmosphere of eerie stillness wischnly interrupted by occasional shrieks
(100-101). The natural environment does not cors@wfort anymore but, in a Conradian
manner, a sense of absolute hopelessness: “Itheawist itself that sapped the strength and
robbed the will” (141). Towards the end of the rptke group of people who manage to
escape from the supermarket finally see that ther@amment has turned into a hell-like
landscape of semi-darkness, where “the earth had Heough some terrible contortion”
(147). Nature outside has become an extremely laoatid infernal environment, where

going out means immediate death.

430 subsequent references to the following editian @ted parenthetically by page number within tiet:t

Stephen King. “The Mist” [1985], iSkeleton CrewNew York: Signet, 1986, 24-154.
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Another typical Gothic-pastoral opposition whichshiaeen given up in King's text is the
dichotomy between city and country. There is nanrethe slightest upholding of the idea of
a ‘civilised’ city anymore which opposes the savgdeund within the country. Instead, the
people from the larger world of politics and scienm particular those belonging to the
government, are right from the start referred tewa$ since they seem responsible for the
devastation of the rural environment. The mist corftem the direction of the site of the
“Arrowhead Project”, where the government is saicconduct strange experiments, whose
nature is kept a secret. The aforementioned crestare probably the result of an accident
during one of these experiments, which destroyedtiundaries between the human and the
extraterrestrial dimension, allowing the horribleirigs to roam the earth. The image of a
more ‘cultured’ world of politics and sciences ignlse given up in this novella, where the
government secretly acts in ways whose outcomatiéms to destroy humanity once and for
all. This must be seen in the context of King'spéimal attitude towards his own government,
resulting from personal experience. Danse Macabrehe comments on the ideological
premises the America in which he grew up was basedHe describes the contradictory
atmosphere of a ‘superior’ and ‘progressive’ natianose shortcomings and facade-like

character could be guessed at a closer look:

We were fertile seeds of terror, we war babies; had been raised in a strange circus of
atmosphere of paranoia, patriotism, and natiboékis We were told that we were the greatest
nation on earth and that any Iron Curtain outlawovitied to draw down on us in that great
saloon of international politics would discover wihe fastest gun in the West was [...], but we
were also told exactly what to keep in our fallsbelters and how long we would have to stay
in there after we won the war. We had more to leah tany nation in the history of the world,

but there were traces of Strontium-90 in our mibki nuclear testing®*

As Magistrale argues, King’'s generation was paldityl sceptical towards the image of the
official ideology, in particular after it had se#re Vietnam crisis and the Watergate affafr.
Whereas in the case of the former, the officialaidd an ‘invincible’ nation had been
severely shattered, the latter had given rise@mibtion of a government pursuing intentions

far from being for the good of the populatiti.

431 King, Danse Macabrg9.

432 Cf. Magistralel.andscapg32.

33 The idea that behind the facade of the officimiekican ideology something might be terribly wromigh

the government, which might even work against #s @itizens, is evident throughout King's fictioim
fact, he completely refutes the image of a ‘supeaad ‘invincible’ America, whose representativies
depicts as extremely hostile and malevolent. Imiimumental noverhe Standfor instance, an accident
within a secret research facility run by the goveent sets a kind of ‘super-influenza’ loose, whidils
almost the entire world’s population.
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This revelation of the forces traditionally asstetawith the city as depraved has been a
typical feature of the Gothic-pastoral texts trdabefore. However, in “The Mist”, not even
the slightest attempt at upholding a current diss®wvhich supports the notion of a ‘good’
city, which can then be blurred in the course efslory, is given. The representatives of the
larger, urban world are right from the beginningideed as evil — albeit, as they work
secretly and anonymously, their horrible deedsaay be perceived in their consequences
for the rural environment. Accordingly, there is @othic-pastoral tension of conforming to
and subverting a current ideology anymore.

The mist itself, whose monsters lurk behind a whitgain and can thus only be guessed at,
is a symbol of a government that works againsows species and tries to hide its evil
intentions. The fact that it has been created bydns is underlined by its unnatural and anti-
pastoral quality. Watching the mist spreading sjoatross the lake, David Drayton notes
that it moves against the direction of the wind)(88d that unusually straight lines mark its
border (46). He thus concludes that “nothing inuraatis that even; man is the inventor of
straight edges” (46).

The depiction of the forces of the city as thordyghvil does not mean, however, that the
country-dwellers are referred to as the innocectimis of this intrusion. King’s text does not
oscillate in its image of the country as partlyanaent and partly evil as was the case in
Lovecraft. Instead, it is made unmistakably cleant the beginning that its inhabitants
contain the same evil as the depraved represesgadifvthe larger world within. The people
enclosed within the supermarket increasingly discdfieir own sinister side and, in a way
similar to Lord of the Fliesregress into a primitive society. This process oy reveals
their weakness in relation to an external, hostiheironment but also to their own evil
within.

The novella does not even initially evoke the imafénnocent’ peasants living in perfect
harmony with each other in order to subvert itrafsgds. Already before the coming of the
mist, the local inhabitants are described as hatheg individual flaws and mutual emnities.
David had a boundary dispute with his neighbourtdloonce, which ended up in court. This
already existing tension is increased when he asdvtie notice that their boathouse has
been destroyed because of a tree that Norton sh@aud removed (36). Mrs Carmdoy is
presented as a superstitious and harmless womanyuwns a curious junk shop and utters
dark predictions; among these, there is the take lnfaick spring of 1888, when the lake was
allegedly so frozen that the ice turned black (3¥hereas these aspects convey the image of

a fragmented society, which lacks a sense of contgnamd cooperation, these are still
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minor issues; after all, they call forth the notiof country-dwellers who have their
individual spleens and disputes but who are quatentess on the whole.

However, these minor issues are severely aggravatéide point of outright hostility and
lethal danger after the coming of the mist. Thigederation is seen as the result of several
people’s inability to accept and deal with the sddhange of the world known to them. As
a consequence, they develop dangerous traits dravéerrationally, bringing death among
themselves and othel¥ Norton, a man from the city, who has, since hiariatary dispute
with David, grown constantly suspicious of the cioydlwellers, gets increasingly paranoid,
believing that the locals play a kind of trick oomh He finally becomes the leader of the
“Flat-Earth Society” (88), a group of people sugpw his firm belief that the mist is
harmless and who finally go out to find their imnatd death. Norm, an eighteen-year old
boy, is unwilling to accept the reality of a mowsts threat either. He therefore opens the
backdoor in the storage room and is eaten up biMeuge tentacles coming in from outside.
Here, King stigmatises the lack of human commurity depicting Jim and Myron’s
unwillingness to help the boy, since they are wared of the monstrous threat (64-77).

The most dangerous case of regression, howeverpiesented by the figure of Mrs
Carmody. Whereas immediately after the coming efrtiist, no one takes her warnings not
to go out or her apocalyptic interpretation of #wents seriously, she more and more exerts a
fatal influence over a growing number of peopleowtillingly become her followers. She
turns into the witch-like leader of a superstitipfisndamentalist religious society, which
gathers around around her, muttering horrible psaged repeating her incantations. At the
climax of this development, the group even accéjts pronouncement that a sacrifice is
necessary in order to mitigate the creatures df fuel which she chooses Bill Drayton and
Amanda Dumfries (142-145).

The monstrous menace from outside hence workscatabyst for the development of a more
primitive side from within, which was already naable before but which appeared as a
more or less harmless eccentricity. Drayton illatgs this thesis by comparing the image of a
slightly odd but overall harmless woman with thewpdul and threatening figure Mrs

Carmody has become:

It was the mist that had given [Mrs Carmody] thatver — the power to cloud men’s minds, to
make a particularly apt pun — just as it had ta&emy the sun’s power from the rest of us.
Before, she had been nothing but a mildly eccemtdman with an antiques store in a town that

434 Cf. MagistraleLandscapg96-97.
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was lousy with antiques stores. Nothing but anwtman with a few stuffed animals in the
back room and a reputation fdh#t witch...that cuntfolk medicine. (141)

Concerning this notion of the monstrous threat ¢p@nly an outer manifestation of the local
inhabitants’ inner demons, King'’s text differs fronost of its predecessors (e.g. Lovecraft's
rural fiction), which often oscillated between anl ®ther and self; rather, like Golding, the
author makes it clear from the beginning that & creatures that threaten humanity are
within themselve$ The only difference fronhord of the Fliedies in the fact that there are
actual external entities threatening the humanastars; however, since they are merely the
mirror of man’s integral viciousness, their existeneven more emphasises the internal
character of evil.

Therefore, whereas the mist with its hidden mosg#ies stands symbolically for the secret
intentions of a hostile government, the supermasg@tomises the human condition in
general with its depiction of the development dfamdful of local people. Being threatened
by forces from without, man appears absolutely weak develops his own, evil nature to a
point where he becomes a threat for others. Silpilar_ord of the Fliesthe rural enclave is
hence just a microcosm of the evils associated thighlarger world of society and politics.
However, in contrast to Golding’s novel, there ist even a remainder of the former
dichotomy between city and country left, nor iseterred to in ironic usage anymore. Since
both the city and the country are depicted as @ciaiband even inhuman from the beginning,
the typical pastoral dichotomy between both hagdmalown.

Despite this negative image of the human conditibere appears to be, similarlyltord of

the Flies an oscillation between pessimism and optimisnfirat sight. Initially, David
Drayton joins in the development of an irrationaternal side as a consequence of the
sudden change of worldview: Already during thetfirght at the supermarket, he cheats on
his wife when he sleeps with Amanda Dumfries. Hosvewn the whole, he is one of the
most rational characters, who quickly accepts th@nge of consensus reality and tries to
convince other people that the threat from outssdesal and deathly. When Norton thinks
that the whole situation is merely a local pranloider to ridicule him, for instance, Drayton
forces him to see the piece of tentacle he cutlofing his desperate attempt to save Norm
(86-87). In the course of the novella, he by arddaovercomes his internal demons and

emerges as a hero figure, eventually resisting Kesmody’'s spell and leaving the

435 Cf. Uwe Anton.Wer hat Angst vor Stephen Khgaschenfiihrer Populéare Kultur, Vol. 2. Minchen:

Tilsner, 1994, 6.
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supermarket with a small group of people behinds T an important step the hero must
undergo: In order to face the threat from withcwe, must, like Golding’s Simon, at first
overcome the evil from withiff® In contrast to most people in the supermarket who
surrender to their inner demons (e.g. alcoholigigious fanaticism or suicidal depression),
Drayton rises above them and finally escapeslabes conclusyswhich has already been
referred to as symbolising the prison of man’s inself. He manages to go through this
development by accepting a more naive view of tyeathich he had abandoned during his
childhood?**’

| realized with fresh horror that new doors of ggtion were opening up inside. New? Not so.
Old doors of perception. The perception of a chiftb has not yet learned to protect itself by
developing the tunnel vision that keeps out ninpgrcent of the universe. Children see
everything their eyes happen upon, hear everytiniribeir ears’ range. But if life is the rise of

consciousness [...], then it is also the reductiompiit. (116-117)

This is clearly a remnant of the pastoral motifcbfldhood innocence and hence an idyllic
feature opposed to an anti-pastoral/Gothic elerfteetdepraved adult world). King takes up
the notion that this is the state in which the @warhn be seen in its purer and more original
shape and which opposes the narrowed and falseofive adult. In fact, the text aggravates
the image of a hopelessly lost fallen existencectwhirings about its own downfall by
confronting the child’s innocence with its threddsivid’s son Billy, who is actually the most
helpless victim of the events, is chosen as tls¢ Victim for sacrifice by Mrs Carmody.
However, despite the capacity for good that seentetinherent in the human condition, the
novel ends in highly pessimistic undertones. Thapfeewithin the supermarket are unwilling
or too scared to believe Drayton’s theories conogrithe monstrous threat; Mrs Carmody
even tries to prevent him from going outside andtlerefore be killed. The grown-up who
has finally managed to broaden his view of the damd to accept its changed reality with
child-like naivety is unheard by his fellows, whar the most part desperately cling to their
narrowed state of mind. Only a small group of pedplally believes Drayton and flees with
him from the supermarket. The open end of the storyher provides an image of
hopelessness by conveying an atmosphere of Gategcapability. Having finally escaped
from man’s internal prison, symbolised by the sopaket, the narrator still has to face the

external threats outside, against which he apgedss absolutely powerless. After reaching

3% Magistrale places this idea, which can be founthé texts of authors like Melville, Hawthorne ahdain,
into the American romance tradition. Cf. Magistrdlandscape21-22.

437 Cf. OakesScience97.

200



his car, Drayton, together with his companionsyekithrough a hellish landscape of decay
and destruction. While it is clear that at somenpthe engine will run out of fuel, David and
his group runs the risk of ending up somewhereesimany bridges within the region have
probably been destroyed. It is not clear whethenthole earth has suffered its apocalypse or
whether the mist is only within a limited regiohgtgroup can only hope that Drayton really
heard something on the radio (153) and that thélysemehow manage to escape from the
mist. What man finds after overcoming his inner damis hence a landscape that has
features of a Gothic labyrinth and where beingk lilmat could crush him immediately.
Therefore, even if he manages to escape his ovaorgrhis future is nevertheless highly
unsure as it might be already too late for any ata@dw. The dark experiments of the
government have turned the environment into a leosbintext, where there are forces outside
which make mankind appear utterly helpless andymicant.

This idea of man’s absolute vulnerability in redatito a hostile environment as conveyed by
the novel's ending can be regarded as a featutheofGothic-pastoral mode that has been
preserved in “The Mist”. In fact, it can be founkrdughout the story. Already in the
beginning, human weakness and passiveness in c@ompao a much more potent nature is
depicted: After the Draytons have had to wait fa $torm to pass, on the next day, they find
their boathouse and one of the house windows destranoreover, a tree has fallen on Brent
Norton’s car. Whereas the thunderstorm and its equmnces already expose mankind’s
inability to cope with the unleashed forces of matut nevertheless still represents a natural
intrusion, which is only a slight anticipation dfet unnatural, Gothic threat that is about to
come.

The monstrous beings in the mist are, in the ti@dibf the unknown evil typical of the early
twentieth-century writers, defined by a high degofevagueness, which underlines their
unearthly character and creates an atmosphereoofngl suspense. In the beginning, the
people within the supermarket can only hear a {64l and other strange noises, which they
cannot account for. The vicious quality of the &esi outside can already be guessed at from
the fact that no one comes back from the mist. Showever, King makes use of a whole
palette of gigantic monsters typical of the homoovie genre — be they tentacles, gigantic
insects, pterodactyl-like creatures, spiders ontgiabsters. Despite the employment of these
rather hackneyed figures, the novel tries to méleant more fearsome by attributing extra-
dimensional characteristics to them. One if theleys, for instance, is referred to as being
“no ordinary earthly spider blown up to horror megize; it was something totally different,

perhaps no spider at all” (133).
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Although Drayton notes that the monsters are “neelcoaftian horrors with immortal life but
only organic creatures with their own vulneralelfi (140-141), the weakness of their
victims, who are unable to escape their death dheemonsters take hold of them, is
shocking: Norm, for example, is almost ripped aparthe tentacles that feed on him; Buddy
Eagleton quickly bleeds to death when a spider sveapacidic web-strand around his leg. In
those cases, man appears to be entirely defencatelsss put into the position of a mere
housefly killed by gigantic monsters, which do na@&ally care for him due to his
insignificance.

This continuation of the Gothic-pastoral insistelmcemankind’s vulnerability, in particular
with regard to Lovecraft'osmicismbecomes especially obvious in a key scene agrie

of the novel. Here, the group of people that h&sthe supermarket encounters a monstrous
behemoth, which, due to its vastness, defies dvegthuman imagination allows for.
Drayton and his companions can only see the bottbits “Cyclopean legs going up and up
into the mist like living towers until they weresloto sight” (151). The narrator concludes
that it must be of extraterrestrial origin, as stmmg of this size has never existed on earth
(152). Giving rise to feelings of awe and terrdre tmonster's omnipotence underlines the
unimportance of humanity, which seems to occupyaagmal position within the universe
after all**®

In accordance with the previous tradition, thigstence on human vulnerability is conceived
of as representative of contemporary anxietiesh#ds been stated before, the devastation of
the countryside by an anti-pastoral, extra-dimeraiforce reflects fears concerning a hostile
government which, behind the official ideology ofdamocratic and benevolent America,
pursues malevolent intentions. On the one hand, $levere mistrust of the American
authorities must be seen as a reaction to curranite associated with the Watergate affair.
On the other hand, it highlights concerns thattdodnology the government — and humanity
in general — makes use of could get out of contnth horrific consequences for the
environment. In fact, the countryside’s sudden aphE and its deathly character, which
forces people to stay within the protected spadd@Bupermarket, carries strong undertones

of a nuclear fallout, which was, in times of thel@/ar, seen as a persistent th&at.

438 Cf. Ibid., 96; Robert M. Price. “Stephen King ahe Lovecraft Mythos”, iDiscovering Stephen Kingd.
Darrell Schweitzer. Starmont Studies in Literaryti€ism, Vol. 8. Mercer Island, Wash.: Starmont ldeu
1985, 111.

These fears of nuclear devastation are a pansigature within King’soeuvre To name just a few, novels
which exhibit these anxieties are, for examflee Stand1978),Dead Zong(1979) orThe Dark Tower
lll: Wastelandq1991). Cf. also OakeS§cience92.
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“The Mist” hence shows an extreme reduction of Ueed typical of Gothic-pastoral
convention. There is no establishment of any elésneziating to the pastoral ideal anymore;
nor is there a dichotomy between city and countrdyich are both described as inherently
evil. The same holds true for the opposition of twoices, which has been entirely
annihilated. Nevertheless, the attitude typicahef Gothic and the pastoral, i.e. the insistence
on man’s vulnerability, which is seen as repredemaof the contemporary reader’s
weakness, has been preserved. This continuatianrefluced or liminal form of this hybrid
mode will be illustrated by two further exampleghie following.

The extremely negative image of a rural enclavepsghinhabitants lack any sense of
community for the most part and whose hostilitias easily be aggravated by an external
evil to the point where open enmity results, fipasticular expression in King’s 1991 novel
Needful Thingsin this story, the fictional small town of CasB@ck becomes the prey of the
devil figure Leland Gaunt, who opens a new shopnseliseless objects disguised as the
things the respective customer wants most. In exgdhdor these items, the customers
commit themselves to playing little ‘pranks’ on ithéellows, which intensifies already
existing antagonisms and ultimately even leadsh#& almost complete destruction of the
town.

Similarly to “The Mist”, the novel lacks the classdyllic/pastoral stock features to describe
the natural surroundings. In the only case wheeg tppear, they are used in an ironic way
to underline the discrepancy between the image ladrenless community the reader maybe
has in mind and the reality of a hostile and miseogic society. In the beginning, the
narrator, introducing the major characters, modkirdgescribes the environment of Castle
Rock as docus amoenusvith simple inhabitants, who have their occasidmatl harmless
fights'; #4°

The sun shines pretty on the lake and on the leafvh®e trees, and on a clear day you can see
all the way into Vermont from the top of Castle WieThe summer people argue over the
Sunday newspapers, and there is the occasionalifighe parkin lot of The Mellow Tiger on
Friday or Saturday night (sometimes both), but shenmer people always go home and the
fights always end. (10)

The ironic implications of this description are saevealed in the course of the story: Here,

it is clearly emphasised that this is not a socehere people live in a Golden Age of

40 subsequent references to the following editian @ted parenthetically by page number within tiet:t

Stephen KingNeedful Thing$1991]. London: Hodder & Stoughton, 2007.

203



harmony with each other but a depraved place, whknest everyone has his weaknesses
and flaws. These negative traits make the inhatsitahCastle Rock particularly susceptible
to the spell of Leland Gaunt, who knows their resipe biographies and secrets. Even more
than the previous noveNeedful Thinggplaces particular emphasis on the fact that this
location is already before the devil’s arrival thieghly depraved and vicious. The invasion of
a monster figure is hence not only a catalystHerdaggravation of existing tensions but even
appears to be the logical consequence of the comyfsuimherent viciousness.

Danforth Keeton, for instance, has a certain degfemithority due to his position as one of
the town’s selectmen. He is a brutal choleric, when wreaks his anger on his wife Myrtle.
Because of his long addiction to gambling, in maifair horse racing, he has increasingly run
up depths, which he paid from the town’s funds, sngow scared of a coming investigation
by the higher authorities. Over the years, he hasomme affected with paranoia, as he
believes in his persecution by “Them”, authorityuiies that want to unmask him and drive
him insane. The secret double life he leads asagdilis mental disposition drive him quickly
into Gaunt’s hands, whose assistant he becomestuallg¢ murdering his wife and planting
dynamite around the town.

Nettie Cobb is also a mentally unstable personfdouifferent reasons. After years of severe
abuse by her husband, she murdered him, which btogr into a mental institution.
Although her deed appears to be morally ambivasnt was the result of brutal treatment by
her husband, the fact that she already killed somatemonstrates that she is capable of
doing it again. After her dog has been slaughténedHugh Priest (who receives a fox tail
from Gaunt in exchange), she wrongly accuses Wilerayck. The latter, in turn, thinks that
Nettie first polluted her white sheets with mud aspbiled the interior of her house with
stones (which Brian Rusk had to do for a rare balsehlrd obtained at “Needful Things”).
Wilma Jerzyck does not even need to trade with déel in order to contribute to the
aggravation of mutual enmity in Castle Rock. Heslband, whom she has cowed into
devoutness, is scared of her fierce temper, amgLémly drugs her with Xanax pills when
she is about to have one of her furious outbre8ke loves challenges with her fellow
citizens, which she regards as little war gamesvingahad earlier disputes with Nettie
because she is annoyed of her dog’s barking, sicklgsuspects her when she finds out that
someone has been playing ‘pranks’ on her. Evengin@he does not kill Nettie’'s dog, she
stalks and threatens her with phone calls in wisich announces her revenge. With Nettie
and Wilma, King confronts a complementary couplhe bbsessive-challenging versus the

over-anxious and lonely woman, both of whom domestd much help by the catalyst powers
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of evil to cause their mutual downfall. Eventualtile two women stab each other in the
middle of a street.

Moral depravity is not only a feature of the indivals at Castle Rock but even typical of the
institutions that should set an example of chaaitg compassion. Instead of observing basic
Christian principles or working for the good of tkemmunity, the local churches are
characterised by a high degree of mutual hostdityg try to aggravate already existing
tensions. The leaders of the Catholic and the Baphiurch, Father Brigham and Reverend
William Rose, actively call their followers into taan against the other populace. Particularly
the plans of the Catholics to hold a “Casino Nigg®& perceived as a provocation by the
Baptists, who try to prevent it by all means. Tadgathe end of the novel, these enmities
escalate into an open battle between both sidesording to Magistrale, King’s religious
institutions “are all characterized as spirituddbnkrupt, functioning with neither a regard for
life nor a concern for the consequences of illegal illicit actions”; besides, they feature
leaders who “dedicate themselves only to the pegpiein of authority and the methods
necessary for maintaining it**

Leland Gaunt is the typical Gothic monster figuri&e Dracula, he says “Leave some of the
happiness you bring” to his customers (e.g.*28Moreover, he is alluring and repulsive
alike, since on the one hand, he pretends to seplp the thing they most desire and is very
charismatic; on the other hand, close physicalaminnakes his customers recoil from him.
Brian Rusk, for instance, who is his first custonfieels an instant liking for him; at the same
time, shaking Gaunt’'s hands makes him feel extrgmelcomfortable (28). As soon as
people enter into trade with this demon, their dmlbngs to him. They are imprisoned in a
mentallocus conclusyssince the attraction towards the desired objietg buy is so strong
that they do not want to give them up by any meantsdo whatever Gaunt asks them to do.
After selling their souls to the proprietor of “NHal Things”, the inhabitants of Castle Rock
develop into Gothic doppelgangers. In a Dorian-Giley manner, they try to protect their
greatest treasure (the item they bought at the)saon@ secretly commit depraved deeds
which no one would trace back to them. Brian Rusk, instance, does not have any
connection with Wilma Jerzyck, which makes it hBidSheriff Pangborn to find out that the

boy, and not Nettie, is responsible for the devestaf Wilma’'s house. Even before Gaunt’s

41 MagistraleLandscape36.
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arrival, the rural society is not a “knowable conmity’ in Raymond William’s termé*
since almost everyone already had their secretth We advent of the devil, however, this
situation is severely exacerbated: The place guidévelops into a Gothic labyrinth
normally found in the city, where deeds can beetBccommitted within an atmosphere of
anonymity. The rural enclave increasingly becomé&othic community, a place of darkness
and unobservability, which once again renders dindtson between city and country
obsolete. The situation finally culminates in amasphere of open hostility, where people
fight against each other in public, resulting innpaeaths and the annihilation of almost the
whole place.

As in the previous text, King sets the pastoralihaftchildhood innocence against the fallen
adult world, whose depravities have enabled theusidan of evil in the first place. Being
confronted with Gaunt in demonic form, Sheriff Plag can expel him by making use of
simple tricks associated with the time of childishagination and playfulness. For this
purpose, he takes out a bouquet of paper flowers Bt magician’s trick he has with him,
uttering the words “Abracadabra” (920). From theidpeet, a blinding light emerges, which
harms the demon, who is then forced to leave thva &nd release the souls he captured. The
adoption of childish innocence, even if only symtally, is hence the only way to defeat the
Gothic monster which has been conjured up by tipeaded adults.

Similarly to “The Mist”, however, this victory doemt leave much space for hope, since it
comes far too late. After all, the community, whidld not need much assistance by the
forces of evil to bring about its own downfall, heeen almost totally destroyed. This
pessimistic image is also conveyed at the end efnibvel, where it turns out that Gaunt,
despite having been defeated, will open a new sloopewhere else. The epilogue (directly
addressing the reader with its title “You have bbhere before” [929]), which has the same
structure as the prologue but just deals with #ediht community, conveys a mood of
Gothic inescapability. After all, it suggests tipaiople will fall victim to Gaunt’s spell - and
by implication their inner devil - as long as huntgexists.

Besides, although the adoption of a childhood patspe is necessary for the adult to face
evil, this state itself is characterised by extremeakness and vulnerability. After all, Brian
Rusk, a boy, is the first one to trade with Gawiltich demonstrates that the child can easily
fall victim to the devil’s corrupting influence amdust hence be protected by the grown-up.
This, however, seldom works and has fatal consempserat the climax of which stands the

43 Williams, The Country and the CityL65.
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child’s death. Brian’s mother Cora, for instancéyowobtained a pair of sunglasses which
formerly belonged to “the King” and by means of @hishe can give in to her sexual
fantasies with her idol, does not care for herdtkih anymore and locks herself up in the
bedroom. Being eaten up by feelings of guilt foratvhappened to Nettie and Wilma because
of his ‘pranks’, Brian, left alone by his mothemdlly commits suicide. This pessimistic
image of a world where the child is extremely vuaide to the sins committed by the adults
and must even suffer from their consequences idfué ways is even more strongly

elaborated in the last example of King’'s Gothictpes to be discussed in this chapter.

King's short story “Children of the Corn” represgmnihe most extreme case of subverting the
pastoral notion of childhood innocence within hisat fiction. Here, the Gothic country does
not feature any fallen adults anymore; insteadijlariy to Lord of the Fliesthe community
consists only of children, who have completely kb&lir former innocence and purity. Unlike
in Golding’s novel, however, there is not one exlmpf a good child that opposes the
general viciousness of this society, which appaarsompletely lost.

Burt and Vicky, a couple whose marriage is in ruidsving through a vast expanse of
seemingly endless cornfields in Nebraska, accidlgntan over the body of a young boy,
whose throat has been cut. They decide to go to¢heby town of Gatlin in order to report
this to the authorities. On their arrival, they emadhat something is wrong with the town,
which appears entirely deserted and where thetilast the sign posts and calendars were
actualised was in 1964. The only building with rgcsigns is the church, where Burt finds
out that the local children killed all the adultsli964 and worship a demonic deity, who lives
in the corn fields and is referred to as “He Wholk&@ehind the Rows” (418 Moreover,
anyone reaching the age of nineteen is sacrifioetlis monstrous being. Whereas Vicky is
immediately killed by the children, Burt initialipjanages to flee into the surrounding fields.
In the end, however, both are sacrificed to thealem

The state of the corn fields is directly linkedhe killing of the representatives of a depraved
adult world. As Burt reads in the church, “THUS LEHE INIQUITOUS BE CUT DOWN
SO THAT THE GROUND MAY BE FERTILE AGAIN SAITH THE DRD OF HOSTS”
(404). The “iniquitous” are the grown-ups, whoseraasingly sinful behaviour was

somehow associated with the dying of the corn leydhildren (406). It is implied that the

444 Subsequent references to the following editian @ted parenthetically by page number within tiet:t
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purity and wholesomeness of the fields has beeastablished with the community’s
disposal of its adults. However, there is sometludd about the corn, which, lacking any
tattered leaves, caterpillar eggs or even wedd,asstate of perfectness that is uncanny (415-
416). Moreover, although the smell of fertilisemigis good associations to Burt’s mind since
it reminds him of the beginning of summer during tihildhood, he also notes that there is a
“sickish-sweet undertone. AlImost a death smell39hich anticipates the evil character of
the place.

This Gothicised portrayal of the natural environtemose idyllicism does not create an
atmosphere of tranquillity but rather an ominousothastands in a metonymical relation to
the state of the local community. Although it obynsists of children, this does not convey
the typical pastoral image of an original innocenBather, the local inhabitants have
assumed the same cruelty as known from the adufidwbeaving the church, Burt is
enclosed by a horde of children, whose young ageampearance stands in contrast to the
brutality of their intended murder. As in the swmding corn fields, a paradoxical image
arises: “Some of them were laughing gaily. Theydhkhives, hatches, pipes, rocks,
hammers. One girl, maybe eight, with beautiful |tvagr, held a jackhandle” (407).

Despite this reduction the Gothic-pastoral oppositbetween idyllic/pastoral and anti-
pastoral/Gothic elements as represented by thehitation of the difference between
childhood innocence and adult viciousness, theyspoeserves, similarly to the previous
texts, the insistence on representative vulnetgbilihe corruption of the corn fields as well
as the destruction of the children’s innocenceeaggnts a reaction to a fallen adult society,
whose depravity must be punished by the killingtefmembers. This depravity is seen on
two levels within the text.

The first is the societal level of dysfunctionalnian relations, epitomised by Vicky and
Burt’s marriage, which is defined by mutual hatghfs, viciousness and egotism. In fact, the
intruders’ imprisonment within thisocus conclususand their death is seen as a direct
consequence of their marital discordance: When Wlnégs Burt to leave Gatlin as quickly
as possible, he still wants to enter the local dmand even takes the keys of the car away
from her. Although he notices that Vicky was rig¥ith her assumption about the dangerous
character of the place once he is inside, Burt nilegkess decides to stay a bit longer in order
to torture her. This, however, drives his wife dater him directly into the hands of the
children.

The second is the cultural level of American pcditiand collective guilt. Although only

implicitly, the story links the return to an uncgnrchildish innocence and the re-fertilisation
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of the corn fields to the American engagement ietvam. After all, the time when the
killing of the adults started was the year when phase of American involvement began;
moreover, the smell of the fertiliser with its ddgtundertones brings back to Burt’'s mind his
time as a medical orderly during the war (3¥9)The deterioration of the land hence recalls
the violation of the soil and the killing of manyethamese people during the war; moreover,
the people above the age of nineteen were mosbmstpe for the destruction of land and
lives within Vietnam but also of the image of Anmam innocencé&’® The events that
happened in Gatlin in 1964 and the establishmermt ofuel child society is preceived as a
punishment for America’s fall from grace; drivingwards the town, Burt and Vicky hear a
child’s voice preaching on the radio: “There’s sothat think it's okay to get out in the
world, as if you could work and walk in the worldtlout being smirched by the world”
(388).

The larger world of adult politics and society, twruption of its institutions and its sense of
community, appears hence responsible for the deitruof childhood innocence and the
surrounding pastoral idyll. Whereas the latter besn re-established to a state of purity and
perfectness that borders on the uncanny, the fomikebe forever lost: At the end of the
story, the corn deity lowers the age of sacrifiaT nineteen to eighteen, which implies that
America’s guilt inherited from the Vietnam war wilever be completely atoned f8f. This
ending conveys, similarly tNeedful Thingsa cyclic image of the history of humanity, which
will make the same mistakes over and over againfang/hich there is hence no hope of

salvation.

To sum up, an extreme reduction and commodificabibfeatures typically associated with
the conventional repertoire of the Gothic-pastonalde has taken place in King’s fiction.
There is often no dichotomy between idyllic and l@oelements anymore; instead, emphasis
is placed on the undoubtedly Gothic side of thalranclave. In the rare cases where idyllic
elements appear, they are either employed in amcirway or combined with uncanny
undertones. The same holds true for the temporpbsfion of the state of childhood
innocence and the fallen adult world, since thédotan even assume the cruelty and vices of

its parents. Moreover, there is no opposition betwihe ‘bad’ city and the ‘good’ country or

445 Cf. Magistralel.andscapg80.
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vice versa; nor can this opposition at the samee tlme blurred anymore. Instead, the
countryside appears as an observable microcosimeagadme vices and depravity associated
with the urban sphere. Accordingly, there is ncstem concerning a contemporary ideology
either, since the image of a ‘superior’ and ‘pregree’ America, with a government that
works for the good of its citizens, is subvertednir the very beginning without being
established in the first place.

The result is an extremely negative portrayal efrilral retreat. Here, it seems that anyone —
be it the country-dweller, the urbanite, the indigns of the larger world (e.g. the
government, religion), or even the child — turns toube evil. The monstrous intrusion of the
forces of evil into the countryside appears herséha logical consequence of the ongoing
moral decay and social instability within the ruradnd by implication urban — society. In
fact, the motif of pastoral seclusion is stronghdarmined, being only possible in a life of
withdrawal from any kind of community. With a ladf a fixed value system, everything
appears as inherently bad and perverted throudfiogts fiction — be it human society, its
institutions, its morals, or, eventually, any paat@and/or Gothic mode that tries to oscillate
between setting up and undermining a kind of order.

Despite this extreme transformation of the Gotlastpral mode, it does not mean that it has
become obsolete or developed entirely into somgthklse. Instead, one can still speak of a
continuation, albeit in an extremely modified forAs has been demonstrated, King's texts
still fulfil the basic criterion that this mode dmpes the weakness of humble figures in
relation to their environment. Whether the authakes use of Lovecraftian monsters, typical
Gothic villains like Leland Gaunt or a demon likeet“corn deity” — there is always an
insistence on the idea that mankind would be exhempowerless in comparison to an
intruding evil force. This vulnerability is regamlas representative of anxieties typical of the
contemporary reader’s world. In fact, it reflectbraad spectrum of fears and uncertainties,
ranging from those related to a malevolent Amerigamernment and the devastation of the
environment subsequent to a nuclear fallout upesdirigs of cultural guilt arising from the
Vietnam war. And even in a novel likéeedful Thingswhich for the most part lacks any
direct references to the reader’s society or palitreality, the general insistence on human
weakness is nevertheless emphasised in the extepseitrayal of a dysfunctional society,
whose individuals easily fall victim to the dewil.is by this means — the insistence on man’s
vulnerability in relation to his environment, which conceived of as representative of the
anxieties of its specific culture — that the Gotpastoral mode and therefore also each mode

by itself lives on in King’s fiction.
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6. Conclusion

One of the basic theses of this study was the vahig: If one rejects the view that the
pastoral is merely a sentimentalist mode portrayengleasing idyll and the Gothic a
sensationalist form emphasising only chaos andneéads four fields of overlap between both
can be found. Three of them refer to their conwerai character, which means the use of a
set of features that are taken up and commodiépdatedly; the fourth field comprises their
shared attitude, i.e. a specific view of human joigses within the fictional — and by
implication — the real world. Whereas the convemdiotraits all consist of certain
dichotomies (civilisation versus savagery, ordensue disturbance and two contrary voices
regarding dominant discourses), the underlyingual® manifests itself in an emphasis on
representative vulnerability. With the help of thdsur features, it was argued, a whole
tradition of a resulting Gothic-pastoral mode cantiaced, whose roots can be already found
in antiquity but which is not fully developed prito the late nineteenth century. Before
summarising the precise constituents of this hyboith, a brief summary of its historical
development, which constituted the main part of #nalysis, will be given.

Virgil's Ecloguesare the first pastoral texts in which the fourneéamits allowing for an
overlap with the Gothic occuEcloguel, for instance, explores the tension betweenifiee |
within a fictional rural space and the contemponawiitics associated with the city of Rome.
The dichotomy between order and disturbance isesgmted by an opposition of
pastoral/idyllic and anti-pastoral elements, whhnked to the fate of two shepherds; while
one of them may live in harmony with an ideal nafuhe other must leave his lands, which
will soon be devastated by soldiers. The herdsmigi@bility to change their lot is seen as
typical of the contemporary reader’s world, wherany people shared the same fate during
the land expropriations under Octavian. By presgntwo voices, one of which conforms to
(because it has been favoured by) while the othievests (because it has been victim to) the
current system, Virgil can utter his ambivalenttatte towards it without risking to expose
himself too much. In a figurative sense, the po@aatbies the contemporary reader to ‘move’
into a borderland space, where he can not onlytiae the shortcomings of the political
system of his time but also explore his own weagnasdisplaced form, and eventually

‘return’ to his own world with a new awarenesslofge issues.
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An important model which is particularly useful fine analysis of the Gothic-pastoral mode
can be found within Homer®dysseyand was referred to as tloeus conclususHere, the
dichotomy between pastoral/idyllic and anti-padtaglements has been widened in an
extreme way: Whereas the fornae merely a fagcade which veils the prison-likerabter of
the place, the latter are embodied by a dangeromsster figure. This being is always
defeated by the hero, who, in contrast to the waadpherds in the pastoral, exhibits a great
strength relative to his world.

In the English literary tradition, the aforemengadnfeatures are continued in several texts
from Renaissance times up to the mid-eighteenttucgnThe most prominent element these
writings exhibit is the opposition of a pastoraflicand its anti-pastoral disturbance; the latter
can, for instance, be represented by lawless m(ditSpenser’s brigands), a savage outcast
from civilisation (cf. Shakespeare’s Caliban) oe tdevil (cf. Milton’s Satan). In these
instances, the retreat-return movement is oftendlity done by the protagonist, who leaves
the courtly/urban world for the country and but mwually resumes his previous existence.
Whereas a permanent sojourn in the rural enclametigesirable as it will result in the hero’s
effemination or degeneration, a temporary stay dasstary effects: Either the protagonist
gains an insight which is useful for his furtheregqu(cf.The Faerie Queener the conflicts

of the larger world are resolved (dthe TempektIn a similar way, the idea of a bucolic
existence which is healthful for the city-dwellentbs not possible as a permanent way of
living is taken up irParadise LostAlthough here, emphasis is placed on man’s insglke
loss of his harmony with nature, it can still bgamed as a state of mind.

In the mid-eighteenth century, a Gothicisation bé tanti-pastoral component can be
observed. In the poems of the Graveyard schoolcdltry is still regarded as a desirable
refuge from the troubles of the city. However sitsimultaneously portrayed with images of
graves, death and decay; in addition, it is theglahere Gothic themes like human finitude
and mortality are explored. The positive connotaias previously linked to the rural
enclave are partly undermined, since the spealettglrawal into the pastoral context leads
to a mood of melancholy and sadness; besides, ithigtisn of loneliness and isolation
remains unchanged after the stay in the country.

From the 1790s on, the Gothicisation of the anstgal component also refers to the novel,
resulting often in extreme portrayals of the coyats both idyllic and terrible. In the texts up
to the middle of the nineteenth century, the pessimmassociated with the pastoral context is
severely aggravated. It is now the place wherebtmbarism and savagery threatening the

enlightened, civilised world can be found (cf. Rtis Montoni). Moreover, the retreat-
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return movement has fatal consequences: Not onllgeisntruder still an outsider after his
sojourn in the country but his already existingl éraits are even severely intensified (cf.
Shelley’s monster, Bro&t Heathcliff and Lockwood). In other cases, in gfhthe pastoral
enclave has retained some of its healing powerssethare nevertheless ineffective in
comparison to the much more potent evils from detgcf. Maturin’s Melmoth). Pessimism
also arises from the modification of tlecus conclususUnlike in antiquity, the intruder is
not a strong hero anymore but a weak female (cticiK&e’s Emily). This continues the
notion of representative vulnerability in a gendeferm, thereby reflecting the current
situation of women. However, early Gothic-pastorakts paradoxically also challenge
traditional stereotypes of the weak female, resglin a Virgilian tension in which these
dominant ideas are both confirmed and undermindth We Gothicisation of the four fields
in which the Gothic overlaps with the pastoral, sthenovels reflect a whole range of
contemporary uncertainties and anxieties, e.g. ety the upheavals associated with the
French Revolution or the relation of the sexes.

In the late nineteenth century, the Gothic-pastaratle reaches its climax, being a useful
means to mirror doubts concerning the ideologicstirittion between a ‘civilised’ city and a
‘savage’ country as typical of the Empire Fictidn. order to account for the uniform
appearance of this mode in the texts of this pertaslas argued that the genre of the Gothic-
pastoral romance emerges. Like the previous toagitit concentrates on the protagonist’s
movement to the country and his eventual returthi;rcase, however, the rural retreat turns
out not to be a harmless spot of nature but a Gistd version of théocus conclusus
Whereas the intruder had already been depictedeak W previous Gothic-pastoral texts,
emphasis is now placed on the fact that he is thlke mepresentative of the British Empire.
This idea is coupled with a blurring of the bounésrbetween the city-dweller and the
monster figure, which turns out to be an integeat pf him that he has suppressed due to his
life in the supposedly civilised capital. The ifsignto the artificial character of civilisation
has devastating consequences, since the urbanitede to re-join his fellow beings in the
city again. As in Virgil'sEcloguesthe depiction of a rural space is also a vehwlearefully
criticise the current system or express one’s aalént attitude towards it. This particularly
applies to Conrad'Heart of Darknesswhose portrayal of a Gothicised Africa openly
conforms to and subverts the current ideology withevealing the author's own voice.
Concerning the pastoral/Gothic dichotomy, a bregikiown can be observed in favour of the
latter in Conrad’s novel. Nevertheless, it was atgthat a remnant of the former idyll exists

in terms of the attraction this rural retreat esx@m the urban intruder. Besides, it was shown
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that there is a shift with regard to the motif loé tocus conclusu the course of thén de
siecle In fact, it develops away from a merely physitala rather psychological prison,
which more and more explicitly emphasises the ise@d man’s attraction to evil.

Since there is an extreme diversification and fiansation of the Gothic-pastoral tradition in
the twentieth century, the analysis was confinetivim major continuations in that period. In
the first group of texts (Machen, Blackwood, Loaty, there is a tremendous widening of
the city-country dichotomy. Whereas the city ifl stigarded as the haven of civilisation, the
country is closer to an existence removed fromhhman world in general. The monsters
behind the facade of a seemingly harmless andigdyliture are far older and much more
powerful than an insignificant humanity, whose weads is how explored within a cosmic
perspective. The insight associated with the raoatext, which reveals the nothingness of
any human achievement such as, for instance, sawitin and science, is so devastating that
no literal retreat-return movement is necessaryremmg; instead, mere knowledge by way of
second-hand narration or the piecing together fdrimation relating to this ‘truth’ often
suffices to destroy the city-dweller's understagdiof his world. However, despite the
insistence on the extreme otherness of the mofwtad within the country, it turned out that
it also represents a part of the human characergrdingly, these texts continue the late-
nineteenth-century oscillation between two voicese of which confirms the idea of a
civilised world with clearly demarcated borders lgtihe other subverts it.

The second group (Golding, King) displays precidbly opposite tendency. In these texts,
there is an extreme closeness of city and cousinge the latter often appears merely as a
microcosm of the former. This goes along with atregre internalisation of the monster
figure, which either does not exist outside atamlimore or is merely an outer mirror of
man’s vicious side. Although William Golding conties the Gothic-pastoral romance of the
fin de sieclehe does not need to officially conform to anérsily undermine an ideological
city-country paradigm anymore. As a result, thisaapt is given up to a large extent - albeit
not completely, since he still uses it in an iromay or refers to it with the previous
terminology. Moreover, there is a lack of a monssr@ther, which is depicted as a falsely
externalised projection of man’s internal evil;sthdea of an undoubtedly monstrous side
within everyone is strongly underlined by the fwt it is not the adult but the child who
unleashes it. Despite the reduction of the Gotlastqral opposition of two voices regarding
the imperial ideology, a tension still exists inntes of the question whether there is hope for

an undoubtedly evil humanity. Besides, the novedserves the insistence on human
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weakness in comparison to an evil threat, whichmanly conceived of as a weakness
towards one’s own, inner bestiality.

In Stephen King's fiction, the reduction of Gotlpastoral features has progressed even
further. Here, the distinction between city and oy completely breaks down, since both
are depicted as evil right from the beginning. Wise, the opposition of two voices has been
annihilated. There is no establishment of an omeresponding to a dominant discourse
anymore which is simultaneously subverted; ratleenphasis is placed on the subversive
elements. This also applies to the contrast betvieddhic/pastoral and Gothic/anti-pastoral
features, which breaks down in favour of the latier contrast to Conrad’'$ieart of
Darkness however, where there was still an alluring qyabf the natural environment,
King's rural retreats are entirely antisocial pscehich do not exert the slightest attraction
on anyone from outside. The external evil threaigmihe people in the country only serves as
a catalyst to aggravate their already existing cialsness. Nevertheless, since these texts
still employ the insistence on representative humanerability, it was argued that one can

still speak of a (highly modified) continuationtbis hybrid mode.

After surveying the historical development of thetldc-pastoral mode, its basic constituents
shall now be summarised. Against the backgrountiethree conventionalised features and
the one attitude the Gothic and the pastoral havammon, a definition can be formulated
with regard to the way these four elements areesgad when both modes co-occur.

The first conventional feature of this mixed forsrithhe employment of the pastoral categories
of city and country in order to express the Gotkitsion between civilisation and savagery.
The Gothic-pastoral mode establishes but at theegame blurs the boundaries between the
evils of a more savage nature and the values atedavith the supposedly civilised world of
the city. By using a Gothicised version of the metnurture opposition, this mode questions
the foundations that western civilisation is bagpdn in an extreme way; after all, it often
suggests that this culture is merely a construasetd on the suppression of its more
instinctual parts as represented by the monstreusyb found within the Gothic country. In
other words, it unveils the silent truth that theilised world, despite its achievements in
terms of science, technology and social valuesgigertheless not as distant from its more
natural, Gothic origins as it would like to be.

The second conventional element is the dichotomiwdxen pastoral/idyllic and anti-
pastoral/Gothic traits. In most of the texts undercussion, an opposition of the pastoral

ideal and a Gothic counterforce can be observed.|dtter can either be represented by the
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real, monstrous nature of the place, which is mddehind the deceptive facade of the
pastoral ideal, e.g. in texts that use a Gothisigerof thelocus conclusugcf. The Time
Machine Shg; or the idyllic state of nature is threatenedab¢othic invasion from outside
(cf. “The Colour out of Space”). In both cases, discrepancy arising from the combination
of these antithetical elements is used to shockr¢der by the sudden change from one
extreme to the other.

The third feature within the conventionalised reépiee is the employment of the retreat-
return movement in order to negotiate anxietieswanzkrtainties regarding current dominant
discourses. The Gothic-pastoral mode transgrebgelaundaries of its culture’s norms and
values in order to explore their fragility and pdetquality. This is one reason why the motif
of thelocus conclususo frequently occurs within the manifestationshia$ form: It literally
enacts the movement to a place that contains aterorepresenting the forbidden aspects
and fears of a certain society. The result of @ghicised retreat-return movement is a state
of tension. Although a return to the dominant ordkethe respective socio-cultural context
usually takes place, the subversion of this oraher the exploration of its dark undercurrent
which took place in the rural retreat cannot beamedanymore. In other words, Gothic-
pastoral texts paradoxically confiremd subvert the hegemonic ideas of their time without
resolving the resulting ambivalence in the end.sTikia particularly convenient device in
times when ideological pressure does not allowatltbor to openly utter his views about the
current system; by using this method, he can chyeteil’ his own voice.

The fourth feature refers to the attitude of Gottastoral writings. It means the employment
of the insistence on representative human vulniggaldor the purpose of dealing with
fundamental fears typical of a certain time. Ugydhe protagonist finds himself in a context
where he suddenly appears absolutely powerlesssimttempts to deal with a monstrous
counterforce threatening him. Since this feeblemassbe regarded to be representative of
the culture he comes from, it typifies specific i@tes concerning the latter's weakness. In
the past, this has been a useful means to undettmenevestern belief in cultural or racial
superiority, particularly at times when it was lhem ideological premises. By employing
this feature, the Gothic-pastoral mode is an ingmarvehicle by which western culture can

self-critically reflect on the preconditions itdfsgerception is based on.

As has become obvious in the course of the stundy Qothic-pastoral mode underwent an
extreme transformation in postmodern times. Wherehs three aforementioned

conventionalised features, i.e. the contrast batweglic/pastoral and Gothic/anti-pastoral
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elements, the opposition of civilisation and bararand the tension between containment
and subversion, were all given up, the attitude, the insistence on representative
vulnerability, was preserved. From this distinctioetween elements which are subject to
historical change and those that remain stableglgsions for the more abstract temode
can be drawn.

In fact, it can be concluded that a mode consiétsvo components. The first one is the
conventionalcomponent, which means that a mode always reliea oertain repertoire of
features which can be taken up and customisedeXtieme modifications of these features
can indeed lead to manifestations where it becatonabtful if this is still the classic form of
this mode or whether it has developed into somgthew. However, in order to judge this,
one must also consider a second aspect, which earalked theattitudinal component. It
refers to the fact that a mode also expressedarceiew of human strength in relation to the
world, which is seen as representative of the reagessibilities in his own world. Unless
this second component, which is much more pergigham its conventional counterpart, also

changes, it does not make sense to posit the clogolee of a certain mode.

As has been demonstrated in this analysis, thaitefi of the termmodeas consisting of a
binary structure, which contains a flexible conveml and a stable attitudinal component, is
particularly useful to account for the continuatiai the Gothic-pastoral mode into
postmodern times. In a wider context, it can algo dmployed to explain the general
persistence of the Gothic and the pastoral respgtiAfter all, it contradicts the arguments
found in contemporary criticism which either stdélbat they have developed into “post-
pastoral” or “post-Gothic” forms or even proclaiheir death.

In the case of the pastoral, Barrell and Bull arfjuean obsolescence, which they account for

with the breaking down of the distinction betweéy and country in the postmodern era:

The separation of life in the town and in the cowtihat the Pastoral demands is now almost
devoid of any meaning. It is difficult to preterttht the English countryside is now anything
more than an extension of the town; that the irmthlsind technological processes of urban
production differ at all significantly from thosé the ‘Factory Farm’; that the function of the
modern farm-manager is essentially any differeminfthat of his urban counterpart; that the
Pastoral has not become in fact just anotheraripther Sunday afternoon drit/g.

Although Terry Gifford does not speak of the deaththe pastoral mode, he states that in
most cases, there has been such an extreme traasfon of its features that it has developed

448 Barrell and BullPastoral Versg432.
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into something that does not have much to do wWighdriginal tradition anymore. For him,
the termpastoral has, due to its idealised imagery of happy pebyieg in accord with an
untouched nature, become increasingly suspect slematimes; he considers this to be the
result of its misuse to veil the hardships of peaplthe countryside for ideological purposes
in the eighteenth century. He therefore suggesisithorder to explain the continuity of the
tradition based on the pastoral, it makes sensgpéak of a “post-pastoral” mode. In his
opinion, this new form “has avoided the traps @dalisation in seeking to find a discourse
that can both celebrateand take some responsibility for nature without false

consciousness®

° Although for Brian Loughrey, the pastoral is arigthbut obsolete, he still
regards this continuation with a high degree ofspeism. According to himpastoralis a
“contested term” nowadays, which is due to the fiaat critics have used this label to refer to
a “bewildering variety of works”; as a consequentes often applied to any text dealing
with rural life**°

Whether declaring the obsolescence of this form triinsformation into a “post-pastoral”
mode or its diffusion into a “bewildering varietythese critics all have one thing in common:
They have a very narrow view phstoral which they define merely by its portrayal of the
pastoral ideal. Loughrey, for instance, argues biefbre its development into a “contested”
form, the term had a “fairly limited and stable s&h in his view, this stable meaning was
provided by the definition of th@ED mentioned at the very beginning of this analysisiciv
characterisepastoralas a form that portrays an idealised countrysidk happy shepherds

51 |f they use the ternanti-pastoralat all, these critics do not include it within ithe

in it.
definition of this mode but treat it as a traditionitself, which is opposed to the ‘pure’

pastoral form as established by Theocritus andilV@ifford, for example, devotes a whole
chapter to what he perceives as an anti-pastoadlitibn, which developed from the

eighteenth century on and revealed doubts conagethinfalse image of life in the country as
portrayed in the classical pastof#;although he admits that anti-pastoral elementshean

already found in antiquity, these are exceptionahim 3

As has become obvious in this analysis, the pdsttzas not merely concentrate on a

sentimental portrayal of a pastoral idyll; instedldere has been an oscillation between

449 Gifford, Pastoral 148.

450 | oughrey,Pastoral Mode8.

51 bid.; cf. SimpsonQED, s.v. “Pastoral”.
52 Cf. Gifford, Pastoral 116-145.

453 Cf. Ibid., 120.
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idealised and anti-pastoral features from its bagigys. This aspect shows the enormous
flexibility of this form, which can even include @uc elements. Accordingly, Gifford is right

in stating that the anti-pastoral traits resultrfrdoubts concerning the idealisation associated
with the bucolic context. However, far from beingceptional when they first occurred in
antiquity, they have always played an importang rial this tradition. Hence, their existence
does not argue for an obsolescence of this modevaunt underlines its continuity.

And yet, in postmodern occurrences like King’s $exhere is a tendency of foregrounding
the anti-pastoral elements at the expense of theizd/idyllic features. Moreover, a breaking
down of the city-country dichotomy can be obserwelich corresponds to Barrell and Bull’s
main argument for the death of pastoral writingwdwger, since traits like the dichotomy
between idealised imagery and anti-pastoral cofortey as well as the urban-rural
opposition belong to the conventional componenthef pastoral mode, their disappearance
still does not argue for its extinction. As has belemonstrated, the attitudinal component,
i.e. the insistence on representative vulnerabiligs been preserved in all the texts under
consideration. This reveals that this mode livesnaem extremely modified way.

As far as the Gothic is concerned, no one has rithdeclared its obsolescence. On the
contrary, due to its immense proliferation in thesgmodern era, critics frequently use the

metaphor of an “undead” form that will, as the gbasdeals with, never die:

Even at the moment when it appears to have giverthapghost, the gothic keeps on
returning, even as it dies, or appears to be degalt starts to be celebrated, or perhaps fed
upon, by the spectre of criticism, for exampleelse it feeds upon itseff?

Indeed, when looking at the occurrence of elemeatitionally assigned to the Gothic in
contemporary culture, a tremendous spread can bengdd, ranging from novels, comics
and films up to video games, fashion or even youthliure. From a marginal cultural
phenomenon, the Gothic has hence become a centraldmgela Carter summed this up in
her famous statement that “we live in Gothic tim&8"This proliferation of forms that are
deemed Gothic nowadays can also be observed wibihic criticism. As Andrea Warwick
notes, many scholars employ the la@ethic for a wide range of texts which would not have
been classified this way before, e.g. science ofigtifeminist or Victorian literatur&®

54 Julian Wolfreys. “Preface: ‘| Could a Tale Unfbldr, the Promise of Gothic”, iVictorian Gothic:

Literary and Cultural Manifestations in the Ninettle Century eds. Ruth Robins and Julian Wolfreys.
Basingstoke: Palgrave, 2000, xii.

455 Angela CarterBurning your Boats: Collected Short Storiesndon: Penguin, 1995, 460.

456 Cf. Warwick, “Feeling Gothicky?”, 6.
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Similarly to Loughrey, who criticises the applicatiof the ternpastoralto any text dealing
with rural themes, she complains that there is\ar-ase of the ternGothic for any form
negotiating anxieties of a respective culture with@ previous consideration on what
definition it is based?’

Besides this spread of the Gothic in contemporatyure and crticism, Warwick argues that

a significant shift can be observed from the miéstieth century on. Whereas previous texts
were characterised by their dealing with thosesatda respective culture that are linked to
taboo, trauma and prohibition, postmodern Gothiehrates and puts these aspects into
focus; it is “a staging of the desifer trauma, the desire to be haunted, because we do not
feel complete without it#>®

This extreme insistence on issues which were orargimalised has even led some critics to
conclude that this mode faces exhaustion. Bottitegi® “Candygothic” is what he regards as
a post-Gothic form, which is derived from but doest have the same function as the
‘classic’ mode anymor&’® It refers to the fact that contemporary texts, daetheir
foregrounding and continual repetition of horridilth, use a version of Gothic which has
been thinned out:

‘Candygothic’ signifies an attempt to reassessftimetion of horror in a (western) culture in

which transgressions, taboos, prohibitions no longark an absolute limit in unbearable
excess and thus no longer contain the intensity desire for something that satisfyingly
disturbs and defines social and moral boundariégmu@h numerous figures of horror are
thrown up by contemporary fiction and film — KrugeiChuckies, Pinheads, Lecters, their
shelf-life seems limited in the face of a demandrfere thrilling horrors, their terror index-

linked to the novelties provided by special effegtsual techniques and stylized killid.

In his view, the mode merely works as a sweetsligheap thrills which are used again and
again but which ultimately do not, as was previgukk case, transgress and reconstitute the
boundaries of its own culture; reflecting mainlgariety’s fascination with what is central to
it anyway, the Gothic’s function remains at besteatertaining one. This, however, means
that it loses its former intensity, i.e. its alyilto negotiate the anxieties of its respective

socio-cultural context:

47T Cf. Ibid.

458 bid., 12.

459 Cf. Botting, “Candygothic”; cf. also ---. “Aftemghic: Consumption, Machines, and Black Holes"Tre

Cambridge Companion to Gothic Fictioad. Jerrold E. Hogle. Cambridge: Cambridge UrsitgrPress,
2002.

%0 Botting, “Candygothic”, 134.
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A matter of style, life-choice, even personal taskethic currently exists in domains of
fashion and entertainment as one genre among manyalized and commodified, it has a
whiff of delicatessen in its taste for blood, it@eabre topics lightly spiced by camp and
kitsch.®*

There is surely no negating that with the spreadhef Gothic in current culture and the
occurrence of its stock features in so many lifetakts, indeed a loss of its intensity has in
some cases taken place. In Stephenie Meyaviight saga (2005-2008), for instance, where
the vampire has changed from a formerly fearfuéetbjigure to a sympathetic and romantic
lover, there is no exploration of fundamental catdears with the help of Gothic elements
anymore; on the contrary, these features are, gt sense, mainly used as a matter of
style to underline the teenage romance plot ahéaet of this story.

Returning to the aforementioned redefinition mabde it could be argued that in such
‘trivialised’ cases of the Gothic, there has beespla of the conventional and the attitudinal
component. Whereas before, this form was defined lgrtain repertoire of stock features
which were simultaneously used to explore currenkiedies as represented by the
protagonist’'s weakness, in many postmodern texlg e conventional elements survive
without their attitudinal counterpart. As a restittese features have become independent of
the original tradition and can be used in the nsogterficial occurrences. The encapsulation
of the conventional traits from the underlying tatie has actually occurred since the
beginnings of the Gothic, resulting, for instaniceseveral parodie®? In postmodern times,
however, there is an immense proliferation of thees#s, which is why it makes sense to
assume a more wide-ranging split of a former birsanycture here.

This does not mean, however, that the Gothic ireggrhas come to complete exhaustion
and is merely confined to a loose continuation ugesficial features. Instead, as has been
demonstrated in this analysis, there are still ;erices in which the opposite situation is the
case: Although the conventional traits have beeméndously reduced, the attitudinal
component of this mode is still employed. Steph@mgKtexts, for instance, modify typical
Gothic stock features to an extent where at tihé®comes doubtful whether one can still
assign them to the ‘classic’ Gothic repertoirethat attitudinal level, however, they preserve
the focus on representative human vulnerabilityis Tiemonstrates that the Gothic, like the
pastoral, in some cases still lives on by using thasic mechanism, which has been a

constant feature of this mode since its inceptioreover, it reveals that one cannot label

461 Botting, “Aftergothic”, 287.
42 Cf., for instance, Jane Austemsrthanger Abbey1817).
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any literary form dealing with cultural fears @&@othic rather, one should always check
whether a certain text fulfils this fundamentatemrion.

Admittedly, the argument for a postmodern contiywait the pastoral and the Gothic due to
the preservation of a stable attitudinal comporaamd the use of a highly commodified or
reduced conventional component raises the problekelneation. In other words, if the
insistence on human vulnerability, which is an it feature of both modes, is the means
by which they live on in postmodern times, the goesarises what difference between both
remains after all. And indeed, it could be arguwat tn King’s texts, there is hardly any way
anymore to distinguish these forms from each otRerertheless, even in these instances, a
few conventional traits typical @itherthe pastorabr the Gothic have been preserved; while
in the former case, it is the concentration on alkmural community or the investigation of
the general interrelatedness of man and his envieom, in the latter case, there are elements
like giant monsters or villain figures the authmdquently makes use of.

In a wider context, one should not assume a gewerdluence of both forms in postmodern
times, as there are several instances of Gothicpastbral which insist on the common
feature of man’s weakness but still make use dfoerconventionalised elements that can
only be assigned to either mode. For the GothignAMoore’s famous graphic novel
Watchmen(1986-1987) is a prominent example. On the onalhdndepicts an extremely
negative, urban world of Gothic horrors, where fhetagonists themselves are extremely
flawed; on the other hand, despite their attemptavarting the impending doom, i.e. the
destruction of Manhattan, they are on the wholelibsly powerless and therefore unable to
prevent it. For the pastoral, John Montague’s ctitbe of poetryThe Rough Field1989) can

be named. Here, it is particularly in the epilogl&t the author bemoans the loss of a kind of
a Golden Age opposed to the harshness and atso@fisociated with the contemporary
problems in Northern Ireland; at the same timegkgresses a pessimistic view concerning

man'’s ability to oppose these troubles or at lemsscape therft?

The preservation of a particular attitude whiletla® same time deploying an extremely
transformed conventional repertoire is hence onky of many ways in which the Gothic and
the pastoral have survived. Nervertheless, it shibasat times one can actually account for

the means by which these forms persist insteadladrecapitulating to the immense diversity

463 Cf. John Montague. “Epilogue”, ifhe Rough Field1961-1971]. & ed. Newcastle upon Tyne: Bloodaxe
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of their respective postmodern manifestations aflatimg that they have developed into
something else. Critics like Spooner may be rightdme extent by stating that “ultimately,
perhaps, the resurgence of the Gothic in so masgsanf contemporary culture arises from
different, localized needs rather than one ovehiags one™*®* however, the results of this
study have demonstrated that at least in some ,désexistence can be explained by means
of a specific feature, i.e. the insistence on regméative human vulnerability. The importance
of this element for the persistence of the Gotmd ¢he pastoral from the late twentieth
century on becomes also obvious when we take adbbkther cases of intersection between
both modes which have not been treated withinghalysis.

A major field in this respect is that of dystopi@ction. Here, the retreat into an unspoiled
nature is used to establish a contrast to a teogiwallly highly advanced but also declining
urban existence; in such cases, emphasis is frdgugaced on the inescapable doom of the
protagonist and his weakness in relation to thgelaforces threatening him. In George
Orwell’s Nineteen-Eighty-Fou(1949), for instance, Winston Smith’s temporamgeftom he
can enjoy in the idyllic country with his lover fturns out to be highly deceptive; after all,
he cannot escape the extreme vigilance and violehttee contemporary system in the long
run. Likewise, in Edward Bondisear (1971), the king, after his expulsion from powerlss
refuge in a rural enclave, where he is received lbyamble family and which is contrasted
with an extremely inhuman courtly society; in tmelehowever, the bucolic idyll is destroyed
by soldiers and Lear, after becoming a humble &gypical of the pastoral, is killed.

The Gothic-pastoral mode also finds several twéingy-century continuations. Cormac
McCarthy’s novelThe Road2006), for instance, features the journey of Ada@and his son
through the barren landscape of a postapocalypteldw where due to an unknown
ecological catastrophe all vegetation has dieditdrdepiction of an anti-pastoral setting,
which is at times interspersed with Gothic imagésiecaying houses, whose inhabitants
have turned to cannibalism, the novel shows howstugal order has broken down due to the
loss of man’s connection to a sustaining envirortmdihis emphasises not only his
vulnerability towards but also his dependence @mationing ecological system.

Besides the TV seridsost(2004-2010), in which an idyllic south sea islanths out to be a
locus conclususvith an unknown threat at its centre, recent exammf Gothic-pastoral
films are M. Night Shyamalan$he Village(2004) and Michael HanekeBas weil3e Band
(‘The White Ribbon’, 2009). In Shyamalan’s movieyidage is said to be surrounded by

44 SpoonerContemporary Gothicl56.
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nameless creatures in the woods, which threatenntiabitants and must be pacified by
sacrifices. Eventually, however, these monstens tut to be only a lie told by the village
elders, who retired from the corruption and viokewt the larger world into the peacefulness
of a rural existence and who wanted to preventirthabitants from ever leaving the rural
enclave. Their attempts, however, have been unssitde After all, the depravity of the
world outside can also be found within the hambete of whose members tries to murder
another. Haneke’s film, which is set shortly befoéorld War |, features a seemingly
harmless community in Northern Germany; due to rigality and violence used by the
authorities to punish and educate their childrée, fatter finally turn hostile against the
adults and commit several atrocious deeds. Theeanmdica rural society which renders its
own children evil is representative of larger issU®y showing a village that is defined by an
atmosphere of oppression, humiliation and sufferih@neke uses ‘weak’ figures to explore
the general origins of radicalism and fascism imhn societie&®®

This is certainly only a small selection of casdserme a continuation of the Gothic-pastoral
mode and hence also of each mode as such candmveer The complexity and variety of
this tradition in the late twentieth and early ttyefirst century shows that it is indeed
difficult to trace, in Spooner's terms, an “oveclng” reason why these forms have
survived. However, as has become obvious in theeafentioned examples, at least with
regard to their underlying attitude, one can obsevcentral function the Gothic and the
pastoral in some cases still perform. After alleeaurring theme in these texts is that of man’s
inability to cope with forces larger than himselbe they represented by a restrictive political
system, a dying ecological environment or evenolws capacity for evil. This clearly links
these instances to the classic tradition of the mvamles, which have from their beginnings
served to emphasise this aspect. Portraying theitagonist's and - by implication -
mankind’s weakness in manifold ways, the Gothic #mel pastoral are still an important
means for their respective audience to criticallgleate the limited possibilities it has within

its own socio-cultural context. In this respecg\tiive on as cultural constants.

465 Cf. Michael Omasta and Michael Pekler. “In jedemeiner Filme muss ich laut lachen’. Interview mit

Michael HanekeFalter 38 (2009): 24.
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